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Abstract 
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A theatre design and technology summer program for African 

American High school students interested in the performing arts. 

by 
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 In this document I explore the history of African Americans backstage, detail the 

types of technical theatre training currently provided to young technicians and offer a 

program that targets African American high school students. The focus is on students 

who are already engaged and interested in the performing arts but may not have the 

resources or opportunity to explore design and technology.  I spend time discussing 

models of mentoring, apprenticeship and coaching as examples of the types of training 

that my program will provide.  This document concludes with the proposal of a program 

that will help educate young African Americans about careers in technical theatre and 

design.  It is my desire to combine two ideas that have been with me my entire life, 

mentoring and performing arts education, into a program that helps to provide 

opportunity, ignite ambition, and guide students to success. 
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Section 1:  My Road to the Mission 

 I come from a family of mentors.  My father coached tennis, t-ball, and basketball 

at the local YMCA very early on in my childhood.  When we moved to a new 

neighborhood, we would gather kids at a middle school near an inner-city project 

community and sponsor basketball teams in local city leagues.  My mother was the leader 

of the youth ministry at our church.  During the week she worked in the office of Miami 

Turner Technical Arts High school.  Young women seemed to be drawn to her.  Every so 

often she would take in a young lady who needed help and she would spend time with us 

until things got better for her and her family.  Sharing your personal fortunes to help 

others is a concept that is engrained in my upbringing. 

 I have been in performing arts programs since 7th grade.  In my 6th grade class I 

would finish my work rather quickly and then disturb the class by talking and distracting 

others.  My guidance counselor at the time suggested I audition for a magnet program for 

theatre.  I was able to channel my energy to the stage and advance the skill of my new 

craft throughout middle school.   I was accepted into Miami Northwestern Senior High 

School’s Performing and Visual Arts Center (P.A.V.A.C) in 1997.  Northwestern is a 

public high school in the inner-city area of Miami Florida, well known across the country 

for its state championships in football.  The P.A.V.A.C program provides strong 

curriculums in art, dance, chorus, drama, and band.  The drama department competed and 

excelled in all performance categories: monologues, scenes, and one act plays.  Year 

round training was available through a musical theatre touring company.    As a part of 

the touring company students traveled the city performing for recruitment and gaining 
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exposure for the program.   Because of this experience we excelled at state competition in 

the musical theatre ensemble category.   The program was very strong even though there 

was little attention paid to lighting and sound.  Juniors and senior students with technical 

interest would explain what they knew about the systems to the sophomores and 

freshman.  Although our singing and dancing areas were praised at state competitions 

with several superior and excellent ratings, we seldom entered in the areas of design.  I 

question now why technical theatre training wasn’t a part of the curriculum in my high 

school performing arts program? 

 There were no specific classes on the design process, scenery construction, or 

painting in my high school training program.  We used rehearsal cubes and platforms to 

create specific areas and added furniture and props to fill out the space.  In my 

sophomore year our teacher hired Mr. Shermon Simpson to build the set for our huge 

musical “The Wiz.”  We learned how to build Broadway style muslin covered flats and 

used chicken wire and paper mache to embellish Evilene’s Toilet throne.  We were all 

assigned to help Mr. Simpson build and paint scenic elements throughout the rehearsal 

process.  I became so excited   about creating the environment that I got out of my role in 

the dance chorus and became the crew head for the show.  Due to budget reasons we 

never had a show as large as “The Wiz” again, but by my senior year I was well known 

as the scenery go to guy for our main stage shows.  Any freshman student that came into 

the program interested in construction and design was led to me.  I became a mentor 

early on to several students who went on to study scenic design in college.   
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 For me and many of my peers in high school the arts were our opportunity for 

scholarships to college.  We were a major performing arts high school program; however, 

there was a lack of training in a large part of the process of producing a theatrical 

production.  So although I had developed a strong interest in design and construction, I 

still trained and performed solely as an actor.   

 During my senior year in high school the entire P.A.V.A.C. program took a trip to 

New York City.  This experience would change the trajectory of my field of study.  The 

trip included seeing three Broadway productions: Ragtime, Art, and The Lion King.  This 

collection of set designs was so vastly different from one another and all had a major role 

in the storytelling of the productions.  There were vast differences in scale between the 

shows.  I was equally inspired by the huge transition of Pride Rock into the Elephant 

Graveyard in The Lion King, and the subtlety of the wall and lighting shifts used to create 

two apartments in Art.  I wanted to learn about the process the designers go through to 

create the different scenes in each show. 

  I was accepted into the BFA acting program at the University of Central Florida 

in the Fall of 2001.  When I arrived at UCF, I scheduled a meeting with the faculty and 

expressed my new interests.  Because of my experiences in high school I was eventually 

allowed to switch to the BFA design program on a probationary basis.  I went on to excel 

in the class room and the scene shop.  How can I ignite that same interest in more African 

American students?  What types of opportunities can I provide future African American 

artists and technicians?   
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 In this document I will explore the history of African Americans backstage, and 

examine why there aren’t many African Americans in the production and management 

areas of theatre today.  I will detail the types of technical theatre training we currently 

provide young technicians and consider how young African Americans might be further 

exposed to the areas of design and management.  Based on my own experiences, high 

school is a place to engage students and expose them to opportunities beyond 

performance. Therefore I will offer a program that targets African American youth who 

are already engaged and interested in the performing arts but may not have the resources 

or opportunity to explore design and technology.  I will spend time discussing models of 

mentoring, apprenticeship and coaching as examples of the types of training that my 

program will provide.  This document will conclude with the proposal of a program that 

will help educate young African Americans about careers in technical theatre and design.  

It is my desire to combine two ideas that have been with me my entire life, mentoring and 

performing arts education, into a program that helps to provide opportunity, ignite 

ambition, and guide students to success.     
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Section 2:  A Brief Look at History  

Documentation of theatre history in The United States, due to slavery, segregation 

and systemic racism, largely leaves out African Americans and their contributions.  

Within the last decade there has been a great effort to gather together and publish the 

history of African American theatre.  “While no group in America has been so 

invidiously represented onstage and so relentlessly prevented from working backstage or 

enjoying the vantage of the orchestra as African Americans, neither has any other ethnic 

group in America been so centrally staged.” (BluePrint 54).  The African Grove Theatre 

was founded in 1821 by two black men Brown and Hewlett.  In reaction to the segregated 

“tea gardens” of New York City, they started to develop a group of performers in 

Brown’s back yard.  This grew into a theatre in two converted rooms in his home, and on 

Monday, 17 September 1821 The African Grove Theatre presented Shakespeare’s 

Richard III.  Brown was a retired steward from a merchant vessel registered in Liverpool 

and was working as a tailor in New York.  His work as a tailor is a common thread of 

African Americans behind the scenes in American theatre history.    

Some of the major points in the history of African American theatre include: the 

first (African American) theatre company in 1821, the height of minstrelsy in the 1840’s, 

the first playwrights in the late nineteenth century, The Harlem Renaissance of the 

1920’s, mass employment created through the Federal Theatre Project and American 

Negro Theatre in the 30’s, 40’s and 50’s, up to the politically driven Black Theatre 

Movement of the 60’s and 70’s. The majority of historical documentation is of notable 

performances, performers, directors and playwrights. This can also be said for 

documented American Theatre History to some extent.  “Major studies of American 

designers such as Jo Melziner, Robert Edmond Jones and Robert Wilson have resulted in 
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(individual) books articles and exhibitions.”  (Perkins 27)  There is only recently a 

comprehensive collection of the history of scenic design in the west in Oscar Brockett’s 

publication: Making the Scene. “In contrast, the African American designers have been 

virtually absent from the annals of American Theatre history despite the intimacy we 

share with our white counterparts in the economical and cultural formation of the 

American Theatre.” (Perkins 27) 

In Kathy Perkins article in the 1995 summer issue of Theatre Design and 

Technology, "Their Place in History," she documents her own research into African 

Americans’ place in theatre history behind the scenes.  Due to segregation and violent 

oppression in early United States history, theatre as a viable way to make a living would 

not be available to most African Americans.  She found that some of the earliest people 

who were involved in theatre did so as crafts persons. They were ex-slaves who had been 

trained in a specific skill, usually carpentry or sewing.  With these skills they gained the 

ability to buy themselves out of slavery and use their skill to work in theatre.  Because of 

the lack of trained Black theatre artists, fine artists like: sculptor Meta Vaux Warrick 

Fuller, painter Lois Jones, and painter Aaron Douglas, were called upon during the 

Harlem Renaissance to use theatre to express their specific skills.  A cultural 

connection/tradition can be seen in the resourcefulness of the community to use the 

abilities they have to work in theatre. 

In 1931 John Ross became the first African American to enter The Yale School of 

Drama; he graduated with an MFA in playwriting.  The success of The Federal Theatre 

Project from 1935-39, also created major opportunity and exposure for African 

Americans behind the scenes. Because of racism and segregation many of Americas 

historically black colleges and universities (HBCU) were the primary training grounds 

for young artists.  Yale Graduate John Ross would go on to teach at several of those 
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HBCU’s.  Segregated Armstrong Technical High school in Washington DC and several 

other prominent black theatre companies were able to give young artists experience and 

training on the job in the field of scenery and lighting.  Twenty years after Ross and only 

sixty years ago, in 1951, George Corrin became the first African American in the country 

to graduate with an MFA in scene design.  

Since the 1960's theatre companies such as The Negro Ensemble Company have 

had intensive training programs that provide professional, top-quality workshops for 

young playwrights and actors.  Many of the professionals of this era are now faculty in 

theatre departments across the country.  Charles McClennehan expressed his challenges 

as a professor in an interview in Theatre Communications Group in 2003.  He was 

responding to a question about an American design lineage.    

 …But a lot of these great design names—Appia, Craig, Jones, Mielziner,  

  Oenslager—mean very little in terms of the connection with my culture  

  and my experience as an African American. I can see the significance of  

  these great designers, but how do I connect these names with my students  

  and their cultural experiences? (1) 

Exposure and education throughout history have been the link for African 

American success behind the scenes.  As a student in design classes I too had trouble 

connecting to the designers I was being exposed to.  When I started design classes at The 

University of Central Florida in Orlando FL in 2001, it was the first time in my life I truly 

felt like I was in the numerical minority.  The student population was only 6.5% African 

American, which was vastly different from my environment growing up in the widely 

diverse population of Miami, Florida.  Furthermore I was the only African American 

student in the technical theater area of UCF’s theatre department for my four year tenure.  

In November of 2002 in our first scene design class, we were assigned a research project.  
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Our task was to find a designer to research and describe their design aesthetic.  I intended 

to find an African American designer to complete this assignment.  The task was much 

harder than I anticipated and with only two semesters of college to depend upon my 

research skills were limited.  So my paper developed into the search for the designer.  

The title was: “Where is my Reflection?”  

 

In my attempts to see my reflection in the mirror that is technical theatre, at first 

glance I was sadly disappointed.  Nevertheless, it has fueled my ambitions to 

become that same reflection that I am in search for, for some young artist of the 

future, the reflection to any future designers for purposes of research or just to 

look to for inspiration.  I am now prompted and driven with the incentive to 

become that identifiable connection and motivation for someone of the future to 

see them in, to become their reflection in the mirror.  (5) 

  As an undergrad, I decided the best way to do this was not to identify myself as 

an African American but just American.  Langston Hughes comments on this exact 

dilemma in his 1926 article, “The Negro Artist and the Racial Mountain.”  Like the 

young poet that inspired the article, I wanted to be a designer, not an African American 

designer.  I deliberately chose Shakespeare over August Wilson as my first assistant 

design assignment.  In Hughes' words I was choosing "to be as little Negro and as much 

American as possible."  That mindset persisted throughout my undergraduate career. 

As a young professional however, it was two African American women, Patricia 

Williams and Shirley Richardson, producers of the M Ensemble Theatre Company, who 

gave me the opportunity to express my art on stage.  Many of the “Negro Units” of the 

Federal Theater Project included educational and training programs for young African 
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American artists to develop their skills.  For three years I designed, built, and painted the 

scenery for the oldest professional African American theatre company in the state of 

Florida.  They mentored me as an artist and a professional until I left for graduate school 

here at The University of Texas at Austin.  Even though the department of Theatre and 

Dance's design and technology area is fairly diverse, I am again the only African 

American.   

Based on this history and my own personal experience it is clear to me that 

exposure and opportunity is what we need early on in developing young artists.  

Although there are several African American theatre artists and technicians in the 

industry today, there are limited opportunities for connections to students.  With many 

more options for potential careers, we must provide African American students 

inspiration by exposing them to images of themselves in the jobs we want them to strive 

for.  A role model that leads by example is what will engage African American youth to 

explore technical theatre as a viable career option. 
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Section 3: Current Training Models and Programs   

In this section I will discuss how we are training young theatre technicians. To do 

this, I will examine current programs and identify target audiences and organizational 

structures. The most prevalent forms of training are: the degree programs of colleges and 

universities, certificate programs, internships, fellowships, and theatre camps.  I propose 

an education program that is derived from all of these examples with African American 

high school students as my target audience.   

Regional theatre companies provide training to youth through summer programs 

and classes.  Notable programs include The Oregon Shakespeare Festival Summer 

Intensives for High School Juniors and Penumbra Theatre Company’s four week Summer 

Institute.  These are the models of training I am most interested in.  Both programs target 

high school students, and both develop a culture for the students to begin a network with 

their peers.  The programs focus on extensive performance-based training and activities 

for their students, but fail to engage students interested in technical theatre.      

“Penumbra's Summer Institute is a four week theatre training program for youth   

ages 13 - 18. Students work with professionals to create art that addresses issues relevant 

to their own lives.” (PenumbraTheatre.org)  Tuition is four hundred dollars per student 

with scholarship opportunities available.  They explore social issues through dance, song, 

and acting courses in six class sessions daily, a structure that resembles the high school 

class schedule. The program ends with a performance by the students on subjects that 

they explore through the program.  Focusing on issues that the students have helps 

achieve their stated goal of developing the artist as activist.  

In the summer of 2010 I was able to participate as a teaching artist for The 

Oregon Shakespeare Festival's Summer Seminar for High School Juniors.  This program 
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offers sixty-five students from all over the country the opportunity to come to Ashland 

Oregon and participate in forums, workshops, discussions and see nine plays in the 

Festival's repertory.  The application process is rigorous and highly competitive.  

Students are between their junior and senior year and are engaged by a full schedule with 

members of the OSF Company.  The professionals share their art and knowledge with the 

group. Topics covered include: theatre administration, fund-raising, stage management, 

costume, scenic, properties, sound, and lighting design, as well as Renaissance dance, 

Shakespeare games, audition skills, stage combat, text analysis, movement, voice for the 

stage, and advocacy in the arts.  I taught the Technical Intensives Scenic Carpentry 

session. 

The driving theme of the two week seminar is building ensemble. Actor 

development and training is the majority of the curriculum.  A part of the participants’ 

daily schedule includes group warm-ups, vocal exercises, and movement-based training.  

Students are challenged to explore Shakespeare’s language and understand the Greeks.  

The two weeks culminate in a performance presenting sections of these workshops and 

performance-based exercises in recital format.  Throughout the schedule, there are 

forums with production and management staff, Advocacy in Action sessions, Production 

Workshops and Technical Intensives. 

One of the highlights of the program is Advocacy in Action.  These sessions 

group the students into fictional communities.  Each community is presented with 

information on population size, diversity, age, education, cultural opportunities, public 

resources and a support organization.  Communities are guided through discussions to 

develop an art advocacy group with a mission and vision. The sessions culminate in a 

board presentation applying for a grant that would help their particular support 

organization.   
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The production workshops are one hour sessions offered four times throughout 

the two weeks.  They are designed to introduce students to the basics in tools and 

techniques of individual departments at OSF.  Workshops were offered in costumes, 

sound, computer technology, theatre producing, lighting, properties, and hair and wigs.  

The Technical Intensives are three hour sessions offered once each, which the students 

can participate in only one.  They are designed to give the students a hands-on experience 

working with the tools and techniques of the artisan leading the intensive.  Intensives 

were offered in Scenery Construction, Scenic Painting, Properties Construction and 

Costume Construction. 

The strength of this seminar is its focus on ensemble development.  I watched 

students blossom through the overwhelming experience of being away from home, 

enduring a rigorous schedule and growing beyond their own expectations with peers who 

have similar goals and aspirations.  It was very apparent that the OSF Summer Seminar is 

a life changing experience for most of its students.  The addition of the workshops, 

intensives and forums allow students to begin seeing themselves in roles behind the 

scenes and in the offices of theatre organizations.  But students who are already interested 

in these topics seem to merely endure the rest of their curriculum.  These students would 

prefer a week of Technical Intensives and Workshops.   

The most common form of technical theatre education is through college and 

university curriculums.  These educational institutions offer undergraduate Bachelors of 

Arts (BA) and Bachelors of Fine Arts (BFA) degrees in design and production areas 

across the country.  The BFA degree at The University of Texas at Austin, where I am a 

student, is a more focused and rigid education program. The departmental website 
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describes "The Bachelor of Fine Arts in Dance is a limited-enrollment program that 

offers intensive, professional training within an academic setting."  These students have a 

highly structured curriculum with little variance. The BA allows for a broader range of 

study with more focus on general education.  "The Bachelor of Arts in Theatre and Dance 

allows students to explore multiple disciplines within the department, in addition to 

providing a solid general education."  

Certificate programs are another type of training for young professionals, looking 

for post-secondary training or career development opportunities.  Notable programs 

include Pacific Conservatory of Performing Arts technical theatre training program in 

Santa Maria California and the Yale School of Drama Technical Internship Certificate in 

New Haven Connecticut.  Both of these programs combine classroom curriculum with 

professional production work.  PCPA's program is a sixty-four credit two year program.  

Classes are held at Allen Hancock College and productions are produced on three stages, 

the Marian and Stevenson theatres at the performing arts center on campus and the 

Solvang Festival Theatre.  Basic technical theater course work includes: scenic design, 

properties and costume, technology and construction, lighting, scenic painting, sound 

technology and implementation, and management theory and practice. (PCPA.org).   

The Yale School of Drama's program offers a one-year technical internship for 

those seeking to become professional shop carpenters, sound engineers, properties 

masters, costumers, scenic artists, or master electricians. This training program combines 

six graduate-level courses with closely monitored practical work.  The courses cover a 

wide range of topics, including properties construction, shop technology, theatre safety, 

electricity, sound technology, scene painting, costume construction, patternmaking, 

machining, rigging, and AutoCAD. (Drama.Yale.edu)  These programs are strong for 
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young professionals and advanced students because of the focus on shop time used to 

produce professional theatre productions.   

Internship and fellowship programs directly associated with regional not for profit 

theatre companies are another model of training. Many major regional theatre companies 

give students and young professionals opportunity to work and learn alongside 

professionals in their desired field of study as interns and apprentices.  These company’s 

programs are not connected to any university degree programs.  They are contained 

within the structure of the education department within the company.  For example, in the 

summer of 2010 I participated in the fellowship program at The Oregon Shakespeare 

Festival.   

There are four opportunities available at The Oregon Shakespeare Festival; 

Fellowships, Assistantships, Internships, and Residences (FAIR).   

The mission of the FAIR Experience is to foster a collaborative exchange of 

knowledge, skills, and perspectives between experienced professionals and the 

next generation of theatre practitioners. The Oregon Shakespeare Festival is 

committed to including diverse people, ideas, cultures, and traditions in all areas 

of our work within a high-caliber theatre environment. 

(www.osfashland.org/about/fair/) 

The stated goal of the programs are to contribute to a vital global theatrical 

exchange of ideas by mentoring emerging and early-career professional artists, 

administrators, and technicians. Each person accepted shapes their own experiences to 

meet academic and professional needs.  My stated goals were to work with the technical 

management of the production staff.  I wanted to work alongside the technical director 

and his assistant as well as the master carpenters.  I wanted to work on the full production 
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process of one show.  With the guidance of the Technical Director Bill Tiesi, I was able 

to accomplish this goal and much more.  

The FAIR Experience allowed me to work through the production process of 

Throne of Blood and interact with many levels of the organization.   I was exposed to 

their budgeting and bookkeeping practices and participated in preliminary research and 

development for scenic solutions.  One of my main projects through this process was to 

research, design, and manufacture an "arrow effect" prototype for testing.  In doing so I 

became the contact for several vendors that OSF works with, obtaining quotes and 

inquiring about a variety of materials for alternative solutions.  The next task was to 

generate construction drawings with the guidance of the construction supervisor for all 

scenic elements.  Then as we began the build schedule, I worked on the shop floor 

assisting with special projects.  Throughout this time I attended upper level meetings 

about the schedule of the shop, company safety protocols and liability, and weekly 

production meetings.  Everyone in the FAIR program also met once a week.  This forum 

was an opportunity for us to check in with one another and report on our individual 

departments.  This was also an opportunity for us to meet and speak with various people 

throughout all parts of the company including the artistic director Bill Rauch.   The 

experience gave me the opportunity to comfortably explore the inner workings of a major 

production scene shop. 

The FAIR Experience is designed for a driven young professional to explore a 

specific interest in the theatre profession that they want to improve.   Although 

participants attend in a learning capacity, there is a strong sense of on-the-job training.  

Within the structure of the production calendar, you have the ability to focus on specific 

techniques or skills you may be interested in which benefits a young professional that 

knows exactly what they want.    
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In this section I have discussed examples of the most prevalent forms of training: 

the degree programs of colleges and universities, certificate programs, internships, 

fellowships and theatre camps.  Summer programs through regional theatre companies 

are the models I am most interested in.  Using their acting-based programs as a template, 

I plan to engage students interested in technical theatre.  I propose an education program 

with African American high school students as my target audience.  The long-term goal 

of the program is to direct students toward certificate, internship, and fellowship 

opportunities.  These advanced career development opportunities have shaped my career. 

By being engaged with these students in high school, I plan on mentoring them toward 

the same career developing experiences.  
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Section 4: The Program 

Drawing from my own experiences and the examples of training and educational 

programs, I have developed an introductory training experience for African American 

high school students interested in the performing arts. The mission of The (Berryhill 

Educational Stagecraft Training) B.E.S.T Connection is to engage and develop young 

African American theatrical designers and technicians.  The program is focused on 

introducing African American high school students to educational opportunities at 

colleges and universities while increasing skills and competencies in technical theatre and 

design. The program will also expand participants’ knowledge of employment and 

educational opportunities in theatre production and management in the African American 

community. 

  The program will be two weeks long with a class schedule similar to the high 

school schedule.  This time frame is based on Oregon Shakespeare Festival Summer 

Intensives and Penumbra’s Summer Institute. This will help transportation concerns and 

offset cost connected with housing.  The intense focused training of the certificate 

programs will be the model I use to structure the information.  Sessions will include 

design in Scenery, Lighting, Costumes, Sound and Projections.   The goal is to lead the 

students to the BA and BFA undergraduate curriculums in technical theatre and design.  

With the current growth of technology in production areas, universities could target my 

students knowing they have a basic set of knowledge and skills.  This would prepare the 

students for accelerated development.  The FAIR forums are an excellent example of the 

type of professional interaction I want to provide with my program.  I hope to provide a 

rigorous exploration of the myriad of departments and employment opportunities on the 

production and artistic sides of theatre.   



 18 

  High school sophomores are the target students for the program.  This structure 

provides a two year period to develop and mentor participants.  Students will explore the 

basics of carpentry, electrics, design and painting processes, in workshops and the design 

studio.   As the program grows and students return for a second session, opportunities 

will be available for a more advanced training.  Students will have the choice of a 

specific design area and in teams each student will design a single element and 

experience the full process of designing a show, including production meetings and 

design deadlines.  This will expose students to the concepts of the production schedule 

and exercise their skills needed to collaborate effectively.  

It is important that the participants have an initial interest in theatre and 

performing arts in general.  This will help in fostering a community of supportive peers 

with common goals.  I will use Facebook and other social media outlets to help students 

to stay connected beyond this experience.  Making it all the more important that they 

experience the classes as a group of colleagues exploring and learning together through 

common goals and interest.  This will become the catalyst of a community of peers that 

can develop into a long-term professional network.    

MINDSET /TACTICS/ METHOD 

As I begin the process of developing this program, the focus has been on three 

concepts: mentoring, coaching, and the apprentice model of teaching and learning.  These 

three concepts are the foundation of the program, each with a very distinct role in helping 

me to fulfill the mission.  It is important to first define these three concepts individually, 

then I will explain how they will work together as facets of the whole.  The three 

concepts have been categorized as mindset (mentor), tactics (coaching) and method 

(apprenticeship).   
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I have been most affected by the professors that have fostered a personal 

relationship.  In order to truly connect with students beyond the subject matter requires 

the expansion of relationships beyond teacher into a mentor and advisor.  This mindset of 

personal connections of a mentor is the through line of the program.   Coaching styles 

and methods will be used as tactics to help guide the curriculum in the class room, and 

the apprenticeship style is the method of learning that defines the experience of the 

workshop time.  Through the personal connections of mentoring, the guidance of 

coaching and specific apprentice type learning my vision is to foster life skills that extend 

beyond the shop or even the theatre; skills to prepare the students to become positive 

contributors in any future endeavors.  

MINDSET 

Pat and Shirley of the M Ensemble Theatre company were professional mentors 

in the very early part of my career.  It is my goal to mold and direct students in similar 

ways.  In Homer’s Odyssey, Mentor was left to take care of his good friend Odysseus' 

family as he left for his adventure.  Mentor would advise Odysseus' son Telemachus as 

Odysseus makes his epic journey back home from Troy.  This reference in ancient Greek 

mythology has influenced the traditional understanding of mentoring, whereas an older 

person acts as an advisor to a younger and less experienced person.  Recent trends in 

business have seen the emergence of power mentoring. "Power mentoring is defined as a 

network approach to mentoring that gives those involved mutually beneficial outcomes 

related to career growth and development." (Power Mentoring 30)   This model is 

exercised in the FAIR experience where the protégé has the power to select a mentor and 

engage with multiple mentors.  Other concepts include peer mentoring and reverse 

mentoring, which is when a younger employee teaches an older one new technology.  My 
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interest in mentoring has more to do with empowering and inspiring the students.  “The 

mentoring process offers people the opportunity to turn their potential into reality, their 

dreams to destiny.  Mentors impact eternity because there is no telling where their 

influence will stop.” (Maxwell 122)  "When you empower people you’re not just 

influencing them, you're influencing everyone they influence." (Maxwell 178) 

I will begin exploring the mentoring process with a five step model explained in 

Maxwell’s Mentoring 101as a guide to help structure the relationship with students.  The 

steps are: evaluate, model, give permission to succeed, transfer authority, and release. 

(Maxwell 183-187) Evaluating is a process that begins the development of a personal 

relationship.  Together the mentor and mentee can identify weaknesses and strengths, and 

set goals for achievement.  My students will set goals for their experience in the program 

and their future, identifying both short-term and long-term marks for achievement.  My 

interest in their personal development will be at the forefront of our relationship and 

therefore trust is important in our process.  Integrity will be positioned as a core value; it 

is imperative that we model the types of behavior that the students will connect with. In 

this way we express what is expected and give them the tools and permission to achieve.  

The next step in mentoring is to transfer authority.  This will be achieved through project 

management.  As students develop they gain more responsibility in the program.  It is 

important that they are confident in their knowledge and we guide them in experiences 

that allow them to lead with confidence.  Finally there has to be a release.  The mentoring 

cycle begins and ends with trust. As mentors we will have to allow the students to move 

on, hopefully with these experiences influencing the way they make future decisions. 
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COACHING 

 “Coaching is a process that enables learning and development to occur and thus 

performance to improve.”(Parsloe and Wray 2000)  The word coach is often 

conceptualized as a sports coach.  As far back as the ancient Greeks, the natural physical 

talents of an individual were focused through exercises to enhance and develop those 

specific skills.  Executive coaching in the business world has been widely used to 

develop skills of upper management in order to improve business performance.  Personal 

corporate coaches are used to improve operational efficiency in employees.  The goals of 

these relationships are defined by the corporations and not the coaches or personnel.  Life 

coaching is the changing of focus from the business goals to the personal goals of the 

individual being coached.  A life coach helps the individual with decision making and 

achieving goals they have set for themselves.  The mentoring component of the program 

will use some of the same ideas identified with life coaching.  Because the program will 

be using scenery technology as the medium the coaching model will most resemble co-

operate and executive coaching. 

The extensive performance training of the Oregon Shakespeare Festival Summer 

Intensives includes a structured practice that embodies coaching strategies.  “Coaching is 

where you have a person observing you in your particular area of activity and 

commenting and feeding back on what you are doing well, strategies for improvement 

and so on, and then perhaps observing you again.”  (Harrison, 2001)  Tool and material 

recognition, creating cut lists, and simple problem solving for specific productions will be 

the exercises used in the classroom.  In the workshops the goal is to expand the 

knowledge of the students of common theatre construction practices.  Building simple 

flats will give us the opportunity to give feedback on learned practices and reinforce 
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methods and skills.  Like coaches of sports the idea during the construction process is to 

allow the students to do the work.  It is very important to the process that eventually we 

the coaches allow the students to "play the game" for themselves.  

APRENTICE MASTER MODEL 

The oxford English dictionary defines an apprentice as  

 a learner of a craft; one who is bound by legal agreement to serve an  

  employer in the exercise of some handicraft, art, trade, or profession, for a  

  certain number of years, with a view to learn its details and duties, in  

  which the employer is reciprocally bound to instruct him. (dictionary.com)  

As practiced by modern industry, apprenticeship is a businesslike system.  

 They are designed to provide workers entering industry with training by  

  exposing them to both practical and technical skills, and related technical  

  education required in a highly skilled occupation. (Cantor) 

I have experienced the most success learning a skill through the apprentice master 

model of teaching and learning.  Some scholars have found ways to enhance the 

efficiency of the relationship.   R. Shawn Edmondson explains masters of a skill often fail 

to take into account the implicit processes involved in carrying out complex skills when 

they are teaching novices.  To combat these tendencies, "cognitive apprenticeships," are 

designed to bring these processes into the open, where students can observe, enact, and 

practice them with help (coaching) from the teacher.  The cognitive apprenticeship 

focuses on learning “why” as well as “how” and that idea illuminates the two main 

differences from traditional apprenticeship.  In a traditional model the tasks learned are in 

direct relationship with the demands of the specific work goals.  This program will allow 

students to learn without the context and pressure of the production scene shop 
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environment.  The focus on the fundamental task will allow me to focus on those 

“implicit processes” and examine with the students why we use particular materials and 

methods.   

There are six teaching methods associated with cognitive apprenticeship. The first 

three methods (modeling, coaching, and scaffolding) are the core of traditional 

apprenticeship. The next two methods (articulation and reflection) are designed to help 

students to generalize their learning. The final method (exploration) is aimed at 

encouraging learner autonomy (Anderman 178).  The process of articulating, reflecting, 

and exploring are additions I will fold into the curriculum of this program.  These three 

methods tie directly to the steps of the mentoring model described earlier.  The step of 

giving the students the permission is also opportunity for them to articulate what they 

have learned.  As we transfer authority and they become leaders themselves they will 

have to reflect on the lessons learned and compare their ideas with their peers to solve 

different problems in their work.  As they explore students will begin defining the way 

they personally problem solve. “Exploration is the ultimate fading (release) of support.”  

(Aderman 178) 
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Figure 1: Model of Mindset Tactics and Method  

In this section I have defined mentoring, coaching and cognitive apprenticeship as 

concepts designed to work together in the proposed training program The B.E.S.T. 

Connection.  The figure above illustrates their relationship to one another.   Concepts 

covered in the classroom and workshops are important to the goal of introducing students 

to technical theatre and design.  The key to the success of the program is mentoring.    

 

 

Classroom 
Coaching 

Apprentice 

Work Shop 

 

The Entire Program Mentoring Students 
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Section 5: Conclusion 

Intrinsically, I am interested in the participation of African Americans in the 

creation of, and attendance at performances of American performing arts, specifically 

theatre.  Because of the rich emotion connected to African American history here in 

America, there will always be conversation about diversity on stage, backstage and in the 

offices of our theatre companies. The National Endowment of the Arts Artist in the Work 

Force 1990-2005 reports:   

  Between 1990 and 2005, as the proportion of non-Hispanic whites fell, 

  the proportion of artists who were African-American remained steady at  

  about 5 percent, while the proportion of artists who were Hispanic, Asian,  

  or American  Indian grew from about 9 percent in 1990 to almost 15  

  percent by 2005.  During that same time period, those groups grew from  

  about 11 percent of the total labor force to nearly 20 percent. The   

  proportion of African Americans in the labor force  remains between 10  

  and 11 percent, about double their representation in the artist occupations.  

  (16) 

My solution to stimulating growth in interest in this field is education.  According 

to the Arts Education Partnership studies, “Students who participate in the arts 

outperform their peers on virtually every measure.”  Studies also found that "sustained 

learning" in music and theater correlates to greater success in math and reading, and 

students from lower socioeconomic backgrounds see the greatest benefits 

(www.Americansforthearts.com)  

As an African American Technical Director I wonder why there aren’t more 

people from my community in this field.  Growing up participating in the performing arts 
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I questioned where the training opportunities may have been for me.  The conclusion of 

my research has led me to the development of this program.   The program introduces 

African American Youth to technical theatre and design. This will help to foster interest 

in furthering their education while increasing skills that will provide career development 

opportunity.  

The basic skills of exploration and discovery found on the playground can be 

found in the collaborative process of theatre.  It is within this spirit of fun and exploration 

I hope to pass on core values such as Scholarship, Leadership, Citizenship, and Integrity.  

I hope to foster an appreciation of long-term gratification by setting long-term education 

and career goals.  I have been most affected by the professors that have fostered a 

personal relationship.  I trusted that those professors were truly invested in my education 

and development as a person.  Cultivating the same type of environment in this program 

is very important.  I plan on achieving this through mentoring, coaching, and 

apprenticeship.  My life experiences are the basis for this program, therefore as my career 

continues to develop so will the program.  In this way I will continue my goal of creating 

and presenting a model and path for future African American designers and technicians 

to follow. 
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Program Details: Appendix A 

Section 1: Description 

 

 

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

Description  

The B.E.S.T. Connection is an introductory training experience for African American 

high school students who are already engaged and interested in the performing arts but 

may not have the resources or opportunity to explore design and technology.  The 

program is two weeks long in the summer with classes scheduled from 8:30am to 

5:30pm.  Breakfast and Lunch will be provided.   

 

 

Vision 

The vision is to expand the knowledge of educational and employment opportunities in 

theatre production and management in the African American community. 

 

 

 

Mission 
The B.E.S.T Connection engages and develops young African American theatrical 

designers and technicians.  The goal is to increase skills and provide career development 

through placement at a 4-year university while studying technical theatre. 
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Strategies 

Mentoring, coaching and apprenticeship strategies will be used to guide students through 

their development in high school.  This guidance will lead them to 4-year degree 

programs and connect them with professional theatre companies’ internship and 

fellowship opportunities. 

  

 Mentoring 

Our interest in mentoring is focused on empowering and inspiring the students to set 

goals and create plans to achieve them.  The mentoring process offers students the 

opportunity to turn their potential into reality, their dreams to destiny.  Mentors impact 

eternity because there is no telling where their influence will stop. (Maxwell 121)  The 

B.E.S.T. Connection empowers students to lead by example, and in doing so, influences 

everyone they influence. 

 

 Coaching  

Coaching is where you have a person observing you in your particular area of activity 

and commenting and feeding back on what you are doing well, strategies for 

improvement and so on, and then perhaps observing you again.(Harrison, 2001) Studio 2 

(9:30 am-11:00 am) and the Work Shop (2:30pm - 5:30pm) are designed to give the 

students hands on opportunity to explore new skills including: drafting, painting, scenic 

construction, sound engineering and lighting design.    

   

 Cognitive Apprenticeship   

The cognitive apprenticeship focuses on learning why as well as how.  In a traditional 

apprenticeship model the tasks learned are in direct relationship with the demands of the 

specific work goals.  This program will allow students to learn without the context and 

pressure of the production scene shop environment.  The focus on the fundamental task 

will allow the students to understand why we use particular materials and methods.   

 

 

 
Facilities 

Drawing Lab- Lobby area 

Studio 2- Classroom (drafting) 

Lectures- Smart Classroom 

Lunch/Forum- Cafeteria/ Cafe 

Workshop- Functional Scene shop 
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Section 2: Schedule 

Studio 1-           Drawing Lab        8:30 am-9:15 am 

 
This session is designed to get students to express themselves visually.  Every morning 

students will draw a still life designed to reinforce the concepts of that day.  Sessions 

include: Fabric Drawing, Drawing with Light, Sound Wave, and What Do You See?  

 

Studio 2-            Work Shops                           9:30 am-11:00 am 

 
These workshops are designed to expose students to the specific skills used to fulfill 

production responsibilities.  Activities include: drafting, light focus, painting elevations, 

sound installations and examining plans using scale.   

 

Lecture Series-                    From the Page to the Stage       11:15 am-12:30 

 

This is a series of lectures covering the process a script makes from its pages to the 

action onstage.  Lectures include: scheduling, types of scenery, lighting color theory, 

props, paint techniques and cueing. 

 

Lunch                                     Mentoring Sessions        12:30- 1:30 pm 

 
Using a strategic planning model the students and I will set short term goals for their 

experience in the program and long term goals for their future. Using strategic planning 

SWOT analysis, students will identify personal strengths, weaknesses, opportunities and 

threats integral to the development of their future. Then they will draft a strategy for 

success.     

 

Forum                                              Guest Artist -     1:45 pm -2:30 pm 

 
Local professional artists will join us each day after lunch to discuss their profession and 

life experiences.  This is an opportunity for students to ask questions about the field and 

gain insight that will help define their goals. Sample guest include: Production Manager, 

Stage Manager, Scene Designer, Carpenter, Technical Director and Lighting Designer. 

 

Work Shop     Shop Time                2:30pm - 5:30pm 

 
As we explore different areas of design and technical theatre.  Work shop will allow 

students to see the information in practice by providing the students the opportunity to 

put it all together.  Students will be able to focus lights, write cues, build flats and 

platforms, paint scenery and create a small showcase of their work at the end of the two 

weeks.  
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Section 3: Calendar 

Calendar Week 1 
        

 

              

  8:30am-9:15am 9:30am- 11:00 11:15 -12:30 12:30-1:30pm 1:45pm-2:30 2:30pm-5:30pm 
        

 

M
O

N
 

Orientation/                   

Tour of Spaces 

Introduction                                         

Design Process,       

Epic Poems 

Lecture/                       

From Page to 

Stage 

(schedule) 

Lunch/                                

Mentoring 

Session                  

( Introductions)  

Forum/              

Guest Artist   

Production 

Manager       

Work Shop/        

Introduction                   

Common Shop 

Tools 
 

        

 

T
E

U
S

 

Studio 1/ 

Introduction                    

What do You 

see?  

Studio 2/                       

Reading  Plans,              

Scale                        

Lecture/ Plans                                 

Flats and 

Platforms 

Lunch/               

Mentoring 

Session/Goals 

Forum/               

Guest Artist-                         

Set Designer 

Work Shop/                        

Materials, Cut list 

(Boxes) 
 

        

 

W
E

D
 

Studio 1/                

Still Life  

Studio 2/                                 

Room Drafting 
Lecture/ Props                                     

Lunch/                      

Mentoring 

Session                 

Drafting a 

Contract 

Forum/ Guest 

Artist-Props 

Artisan 

Work Shop/Hand 

Tools                 

Pneumatic 

Connections 

Boxes 

 

        

 

T
H

U
R

 

Studio/               

Media 

Exploration                    

Studio 2/                                   

Paint Elevations 

Box Poem 

inspiration 

Lecture/ Scenic 

Art Tools and 

Techniques 

Lunch/                  

Mentoring 

Session  

Strengths  

(Iceberg) 

Forum/             

Guest Artist         

Scenic Artist 

Work Shop/ 

Painting Brick, 

Wood, Stone 

Finish Boxes 
 

        

 

F
R

I 

Studio/                   

Drawing the 

light 

Studio 2/              

Black Box                                       

Lighting 

Fixtures  

Lecture/ 

Lighting 

Design/Color 

Theory/ 

Lighting 

System 

Lunch/                      

Mentoring 

Session 

Weaknesses 

(Iceberg) 

Forum/                

Guest Artist 

Lighting 

Designer 

Work Shop/                                       

Make a Lamp   

        

 

S
A

T
 

CAD                                                                                     

Construction Drawing                                                          

Lecture/                 

Flats and 

Platforms 

Review 

Lunch/                      

Mentoring 

Session 

Evaluation 

Work Shop/  Power tool Orientation                                                        

Building Flats and Platforms  
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Calendar Week 2 

       

 8:30-9:15am 9:30- 11:00am 11:15-12:30pm 12:30- 1:30pm 1:45- 2:30pm 3pm – 5:30pm 

       

M
O

N
 

Studio 1/        

Sound Wave 

Studio 2/                                 

Sound System 

Set Up 

Lecture/                 

The Technical 

Rehearsal 

Process 

Lunch/               

Mentoring 

Session 

Opportunities/ 

Threats 

Forum/ Guest 

Artist-Sound 

Designer 

Work Shop/ 

Finishing Flats and 

Platforms 

       

T
U

E
S

 

Studio/                    

Epic Notions 

Studio 2 Staged Reading 

Assignment Directions and 

Responsibilities 

Lunch/                   

Mentoring 

Session  Actions/ 

Forces 

Forum/             

Guest Artist 

Technical 

Director 

Work Shop/        

Gathering Resources, 

Base Painting  

       

W
E

D
 

Studio/               

Media 

Exploration 

 

Studio2/                                    

Lecture/                      Writing 

Paint Elevations                                                                                                                                       

Epic Notions                 Cues 

Lunch/                 

Mentoring 

Session  

Individual 

Meetings 

Forum/                       

Guest Artist          

Stage Manager 

Work Shop/                 

Painting Large Flats 

for Reading 

       

T
H

U
R

 

Studio/               

Media 

Exploration 

Studio2/                 

Working in 

Areas for 

Reading 

Lecture/            

Rigging and 

Safety 

Lunch/                 

Mentoring 

Session  

Individual 

Meetings 

Forum/ Guest 

Artist-Stage 

Management 

Work Shop/ Finish 

Flats/ Light Hang 

       

F
R

I 
Stretch and 

Movement 

Studio2/                 

Working in 

Areas for 

Reading 

Lecture/            

Production 

Meetings 

Lunch/               

Mentoring 

Session Mission 

Statements 

Light Focus and 

Cue Building  
Technical Rehearsal 

       

S
A

T
 

Load-In 

Studio 

2/Technical 

Rehearsal 2 

12 noon Opening 

for Friends and 

Family 

Lunch with 

Family 

Mission 

Statement 

Presentations 
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Section 4:  Guidelines and Expectations 

 

Guidelines and Expectations 
The following are some general guidelines regarding the BEST Connections expectations 

of student behavior during the program.   

 

1. Students are expected to treat their classmates, guest artists and instructors with 

respect and kindness.   

2. Students are expected to be prepared and on time for every class session.  

Materials will be provided so we ask that you be prepared to participate fully in 

all activities. 

3. Students are strongly encouraged to listen and ask questions during workshops 

and forums lead by trained professionals.  Take advantage of your opportunity to 

gain knowledge from them. 

 

Participating in these workshops will involve getting dirty or stained.  Shop appropriate 

clothing is to be worn every day.    

Proper Attire: 

1. No loose, long or baggy clothing. It can get caught in moving parts and machinery 

or snagged on splinters etc. 

2. Wear shoes with good, non slippery soles that cover the whole foot. No sandals or 

dress shoes. 

3. No shorts or skirts (jeans are best). 

4. No long or large jewelry. It can get caught on things and may get ruined. 

5. Long hair must be put up or tied back and put down your shirt. A cap is a good 

way to keep your hair up. 

  

Scholarship, Leadership, Citizenship and Integrity are the values that                                           

guide us toward our goals. 

 

Scholarship: knowledge acquired by study; the academic attainments of a scholar. 

 

Leadership: the position or function of a leader 

 

Citizenship: the character of an individual viewed as a member of society; obligations, 

and functions of a citizen.  

 

Integrity: adherence to moral and ethical principles; soundness of moral character. 

Any student who becomes disruptive to the instructors ability to facilitate the program 

will be expected to take responsibility for their actions and fulfill disciplinary action as 

detailed in the Mentoring Contract. 

http://dictionary.reference.com/browse/the
http://dictionary.reference.com/browse/scholar
http://dictionary.reference.com/browse/citizen
http://dictionary.reference.com/browse/ethical
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Studio 1- Still Life 

 

 

 

 

 

 
 

Drawing a still life is creating an image of a setting of non-living or inanimate objects 

positioned in a certain way. These objects could be either natural or manmade for 

example, flowers, fruits, bowls, books, or even ordinary household items. The still life 

exercises are chosen based on design and technology themes of the day. 
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Week-1 
 

What Do You See     Tuesday- Wednesday 

    

Pick any part of the object and start drawing. Try using shapes that are easily visible in 

the object such as, rectangles, triangles, circles, and squares.  A great way to start is to 

divide the drawing into two halves before you start drawing.   Pay attention to every 

single detail in and around the object including scratches, stains, and cracks.  What do 

you see? 

 

There will be two 15-minute sections.  You are not expected to draw the entire still life, 

so take your time.  In between sections, move your seat and try drawing from a different 

perspective. We will continue on this work for the next two days. 

 

Media Exploration                             Thursday 

 

Again, pick any part of the object and start drawing.  Try using a different media then 

you have in previous sessions.  Explore the pros and cons of both media.   

 

There will be two 15-minute sections.  The first 15 minutes will be used to explore the 

different media.  During the second session choose two types of media to use 

simultaneously.  Try to use each one in ways that its particular attributes work best.  

 

Drawing The Light               Friday 

 

Dramatic lighting has been added to our still life.  Think about how light and shadow 

each area and use blending to shape these details. Shade the drawing carefully. The 

shading may take time, depending on the object.  

There will be two 15-minute sections.  In between sections move your seat and try 

drawing from a different perspective.  
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Week-2 
Sound Waves     Monday 

 

Listen to the music you hear and draw what you think it sounds like. Think about the 

colors, textures, and shapes you would use based on instrumentation and rhythm. As you 

listen to the next song how are they different?  How are they the same?  Three songs will 

be played and we will discuss the images that were created. 

 

Epic Notions              Tuesday 

 

Three epic poems will be read aloud, listen and draw whatever imagery comes to mind.  

It can be based on subject matter, rhythm of the language or even specific words. Sketch 

at least three separate images per poem.   These images will be used in Studio 2 to create 

a set design. 

 

Media Exploration                            Wednesday-Thursday 

 

Again, pick any part of the object and start drawing.  Try using a different media then 

you have in previous sessions.  Explore the pros and cons of both media.   

 

There will be two 15-minute sections.  Use the first 15 minutes to explore the different 

media.  During the second session choose two types of media to use simultaneously.  Try 

to use each one in ways that its particular attributes work best.  

 

 

Friday and Saturday will not include Studio1 sessions 
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Studio 2- Work Shops  

 

 

 

 

 

 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

These workshops are designed to expose students to the specific skills used to fulfill 

production responsibilities.  Activities include: drafting, light focus, painting elevations, 

sound installations and examining plans using scale.   
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Week-1 
Monday     The Design Process            

Three epic poems will be read aloud.  Students will listen and write down phrases, draw 

quick sketches, list emotions, think about patterns in the text as well as in the rhythm.  

We will have a discussion about what you experienced while listening.  Using your 

images and lists we will gather the themes in each other's work.  This is designed to 

represent the preliminary steps of the design process, research and script analysis. 

 

Tuesday    Plans and Scale                              

Examples of a Set Designers plans will be passed around class.  There will be discussion 

about the layout, terminology, symbols and conventions of each plate.  The scale ruler is 

used to examine plans. Students will receive the Mr. Peanut exercise.  This exercise gives 

students the opportunity to use all sides of the scale ruler. 

   

Wednesday     Room Drafting          

Using the scale ruler students will draft plans for a bedroom.  Instructions detailing size 

and furniture will be given.  Students will need to draw a ground plan and one front 

elevation.      

Thursday    Paint Elevations     

Students will create paint elevations.  The images created should be based on the sketches 

and ideas from the epic poem.  Paint elevations are used as a guide to the Scenic Charge 

on how to paint scenery.  Therefore students must pay particular attention to scale.     

 

Friday      Lighting Fixtures   

Students will explore lighting instruments in the black box theatre.  Lighting designers 

must know about the parameters of each light in order to make decisions about placement 

in the plots.  Participants will explore the different characteristics of each individual 

instrument including lamp and lens.  A brief focus exercise will also give students the 

opportunity to see how the parameters affect the quality of light.  
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Week-2 
 

Monday    Sound System 

Sound design and engineering is becoming increasingly digital, therefore students will 

get a brief introduction to digital sound editing.   Next, students will explore the audio 

system in the black box theatre.   Understanding the individual physical components will 

give students a better ability to manipulate the system.  Using the basic components; a 

playback device, mixing board, amplifier and speakers, the students will set-up their own 

systems.    

 

Tuesday   Staged Reading Instructions 

 

Instructions:  See Staged Reading Showcase  

 

Wednesday    Epic Notions 

Create paint elevations using the dimensions of the large flats built on Saturday.  The 

design is for the Staged Reading Showcase.  The images created should be based on the 

sketches and ideas from the Epic Poem exercise.  These paint elevations will be used 

when students are painting large flats in work shop. 

 

Thursday - Friday   Working in Areas for Reading 

Saturday    Technical Rehearsal 
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Lecture Series- From the Page to the Stage 

 

 
 

 

   

This is a series of lectures covering the process from the pages of the script to the action 

onstage.  (Designs -TD /ATD Budgeting- Drafting- Building-Painting-Properties)   

Students are expected to take notes on topics covering: scheduling, types of scenery, 

lighting color theory, props, paint techniques and cueing.  Every student learns in 

different ways, this lecture series ensures versatility in the teaching methods of the 

program.  
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Week-1 
 

Monday    Introduction/Production Schedule 

 

Every play goes through several stages of a production process; starting with the script 

and design, moving into rehearsals and construction, ending in the technical rehearsals 

and performance.  This lecture discusses the sequence of events that needs to take place 

for a production to be put into action on stage. 

 

Tuesday    Scenery/Flats and Platforms 

 

Flats and platforms are the basic building blocks to theatrical scenery.  We will discuss 

types, functions and modifications. 

 

Flats: Scenery that plays perpendicular to the stage deck 

Platforms: Scenery that plays horizontal to the stage deck 

 

 

Wednesday     Props  

  

Props help provide a world for the play to live in.  They are the objects that define the 

period and style of the piece and help the actors to live in that world.  This lecture 

discusses types, responsibility and the process of acquisition of props. 

 

Thursday   Scenic Art Tools and Techniques   

 

The paint shop is responsible for the finished look of the scenery.  Scenic artists often 

create texture, sculpt, shape and paint scenic pieces.  Utilizing paint renderings provided 

by the Scenic Designer, the Scenic Charge Artist is responsible for achieving the 

designed look for a production.  This lecture will discuss the process of the scenic charge 

as well as individual scenic techniques. 

 

Friday   Lighting Design/Color Theory/ Lighting System                

 

The most elementary functions of theatrical light are visibility, focus and mood.  A 

lighting designer must be able to effectively manipulate artificial lighting sources to 

achieve these goals.  Using dimmers, cables, fixtures and control boards the lighting 

designer is able to enhance the visual elements on stage.  This lecture will discuss focus 

angles, color theory and the basics of the lighting system.   
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Week-2 
 

Monday      Technical Rehearsal Process  

 

Technical rehearsals are devoted to integrating all of the production elements with the 

blocking of the actors.  This creates consistency in timing which is safe as well as 

esthetically pleasing.  This lecture will discuss the organizational structure and operation 

of these rehearsals. 

 

Wednesday         Writing Cues 

 

During the technical rehearsal process the movements of scenic elements, lighting 

changes and sound effects need to be choreographed just as meticulously as the actors 

blocking.  In order to do this with accuracy and consistency cues are created.  This lecture 

will discuss the intricacies of combining all the production elements into a list of cues.  

 

Thursday       Rigging and Safety 

 

The stage of large scale theatrical productions can be a very dangerous place.  Basic 

knowledge of the elements of the theatre will help.  There are also standard operating 

procedures to ensure safety onstage and backstage.   This lecture will discuss the basics 

of rigging and safety onstage.  

 

Friday      Production Meetings 

 

Production meetings help to set open communication among various production 

departments.  During the rehearsal and construction process these meetings are used to 

keep all areas informed about the progress of the production.  This lecture will discuss the 

structure of these meetings, including who should be present and what type of 

information needs to be discussed.  

 

Source: Gillette, M. (1987) Theatrical Design and Production 
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Mentoring Sessions 
 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

These sessions are designed to inspire students to set and fulfill their goals.  The students 

and I will set short term goals for their experience in the program and long term goals for 

their future.  Using strategic planning tool, SWOT analysis, we will identify strengths, 

weaknesses, opportunities and threats in order to draft a strategy for success.  The 

conclusion of these sessions will be a presentation of personal mission statements 

developed from SWOT analysis.    
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Mentoring Contract 

 
Mentor: ____________________________Student:______________________________ 

School: ______________________________ 

 

As a mentor my goal is:  

To support _________________ in his/her goals set by the end of these two weeks at the 

B.E.S.T. Connection. I will also, upon the request of student mentee, provide guidance to 

achieve long term goals for their future. 

 

As a mentee I agree to: 

Abide by the guidelines and expectations of the program.    

 

Consequences 
If a student is consistently disruptive; 

1.  You will receive verbal warning  

2. You will receive a written warming 

3. You will be removed from the program 

Extended Contract 
Our goals for working together this year are: 

 

At the completion of this year, _________________ will be able to: 

 

Do: ________________________________Know:_______________________________ 

 

Be More Aware of:_______________________________________________________ 

 

Specific activities to help accomplish these goals will be: 

 

We will meet once monthly ________________ to evaluate our progress toward these 

goals. 

 

 

Mentor Signature: _________________________________ Date: __________________ 

 

Student Signature: _____________________ Parent Signature: ____________________ 

 
(www.coachingandmentoring.com/Mentor/contract.htm) 

http://www.coachingandmentoring.com/Mentor/contract.htm
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Week-1 

 
Monday    Introduction 

 

M&M Peer Mentoring Ice Breaker 

During lunch a bag of M&M’s is passed around the group.  As the bag passes from one 

person to the next, each person takes out one M&M, the color of which determines the 

question to be answered (as noted below). Once the question is answered, the bag is 

passed to the next person, and so on. The bag continues around the room until the M&Ms 

are gone.  

Blue: What is your favorite thing to do after school?  

Yellow: What qualities do you look for in a friend?  

Brown: What is favorite way to spend a Saturday?  

Red: Name something that you wish you could do.  

 Green: Name one of your goals. 

(www.collegefes.org) 

Tuesday        Goals 

Setting Short/Long-term Goals. 

Students are asked to write down two goals they want to attain over the next two weeks 

and 3 goals they want to attain during the next school year.   

 

1. Make sure the goal you are working for is something you really want, not just 

something that sounds good. When setting goals it is very important to  remember that 

your goals must be consistent with your values.  

2. By all means, make sure your goal is high enough. Shoot for the moon, if you miss 

you'll still be in the stars.  

3. Write your goal in the positive instead of the negative. Thinking positively in everyday 

life will also help in your growth as a human being. Don't limit to goal setting.  

4. Write your goal out in complete detail.  

 (www.specialed.about.com) 

 

Wednesday              Drafting the Contract  

It is important for the mentoring relationship that we are completely transparent.  We will 

discuss our goals from last session and commit to working toward their completion.  This 

contract will be sent home for the parent’s approval as well. 

 

 

 

http://www.collegefes.org/
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Thursday              Strengths 

The first part of the SWOT analysis is the identification of strengths.  The students will 

list two sets of strengths.  One list consists of strengths that are apparent to people upon 

meeting you.  The second list represents some strengths that are not so apparent.  An 

iceberg analogy is used to get students to really explore their own personal strengths.  We 

will discuss the lists together gathering whether or not we came to similar conclusions 

about one another over the first few days. 

 

Friday                      Strengths cont. /Weaknesses 

Any discussion from Thursday will continue and students will be asked to list 3 

weaknesses. 
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Week-2 

 

Monday   Opportunities and Threats 

 

Students will put the Strengths and Opportunities to one side and prioritize the 

Weaknesses and Threats which are most likely to impact negatively on your goals.  

Consider how you might effectively use some of the strengths you’ve identified to take 

advantage of your opportunities. We will discuss these during this session.  

 

Tuesday         Forces/Actions 

 

Force field analysis aims to identify issues that will help us capitalize on opportunities.  

In setting goals we have established a desired direction of growth.  In order to move in 

that direction you must build pushing forces while removing resisting forces.  Students 

will be asked to list in two column actions that will help take advantage of opportunities 

and actions that will remove resisting threats. 

 

Wednesday-Thursday            One on Ones 

 

A schedule will be created that provides one on one time with students for 15min 

meetings.  Meetings will be extended into the work shop time.  There will be minimal 

interference with workshops due to peer led group activities. The discussion will focus on 

student evaluation of the program as well as opportunities for extended mentorship. 

 

Friday      Mission Statements 

 

Using the information gained from the SWOT analysis and force field study students will 

create personal mission statements.  These will act as a guide for the decisions they make 

during the next school year.   

 

 

(www.apesma.asn.au) 
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Staged Reading Showcase 
 

Saturday afternoon participants will present a staged reading.  This will showcase the 

work they have done and give students the opportunity to put some skills into practice.  

All participants will work as a team each with a set of responsibilities. Students will use 

their studio 2 times to complete the responsibility of their positions.  Our presentation 

will be immediately followed by an orchestrated strike.  It is important that we shine light 

on the work it takes to get the show off of the stage.   

 

The schedule for Saturday is; 

 

9 am Load in 

10 am Technical Rehearsal 

12 noon open 

1pm Lunch with Family 

1:30 pm Mission Statement Presentation 

 

Positions and assigned tasks 

 

 

 

 

Light Board 

Operator 

Sound Board 

Operator 

2 Sound 

Designers 

Technical 

Director 

Programming 

Cues 

Set up Sound 

System 
Edit Audio Files 

Load-in List 

Strike list 

Run the Board Run The Board Write Cues 

1 Flat 

Construction 

Drawing 

Lead Light Hang   

1 Platform 

Construction 

Drawing 
 
 
 

2 Set Designers 
2 Lighting 

Designers 

2 Scenic 

Charges 
Stage Manager 

Ground Plan Lighting Plot 
Mix Paint 

Swatches 

Run Technical 

Rehearsal 

Paint Elevation Magic Sheet 
Lead Painting   

Work Shop 
Create Cue Script 
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