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Abstract 
 

Better Mr. Burns:  

A Sustainable Approach to Scenic Design 

 

Iman Corbani, MFA 

The University of Texas at Austin, 2019 

 
Supervisor: William Bloodgood 

 

The need to provide a healthy and sustainable future is inarguable. Theatre 

practices, in particular scenic design, must engage in this endeavor, but are a long way 

from addressing the numerous and significant environmental blind spots that lead to 

enormous amounts of waste bleeding into an already over taxed ecological system. 

Higher education at its core has a responsibility to not only be a part of this conversation 

but also lead the way in shifting mindsets and pursuing new avenues of sustainability and 

change. ‘Sustainable Theatre’ and ‘Environmental Theatre’ are terms that typically refer 

to the practice of creating plays that educate and promote ecological awareness in the of 

any theatrical production. This research aimed at creating an entirely sustainable and 

environmentally conscious design and construction methodology for a production of Mr. 

Burns: A Post-Electric Play by Anne Washburn. My goal was to produce a zero-waste 

set that falls in line with modern eco-conscious ethics. All methodologies and results 
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were clearly documented and evaluated. The hope was that further research and practical 

implementation of these techniques might bolster a community of forward-thinking 

practitioners who could take on the mantle of ‘Sustainable Theatre’ in all its various 

forms, conditions and limitations. 
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A Sustainable Theatre Model 

Several artistic fields are at an historical crossroads today. We are beginning to face 

the reality of the negative impacts our practices have on the environment and ourselves. 

This evolving environmental crisis and its seemingly insurmountable condition is 

becoming more and more evident, and in that regard, the majority of professional arts 

organizations have yet to implement any effective tools to address our role in the change 

that needs to take place.   

As a scenic designer for theatrical performance, I have grown acutely aware of the 

temporary nature of our work. The enduring aspects of theatre will always be in the minds 

and memories of the audience while the physical manifestation of the art is broken down 

and discarded once the run is ended. With this in mind, I partnered with another graduate 

student in the Department of Theatre and Dance to highlight specific and significant 

overlooked opportunities in our profession. In order to illuminate these blind spots, we 

chose as a means of showcase a production of Mr. Burns: A Post-Electric Play by Anne 

Washburn. My main focus in this endeavor was to create sustainable designs and 

construction methods for the stage and then implement the research by producing a zero-

waste set.  

Professional American theatre currently holds itself to a standard that allows for 

immense amounts of unfiltered waste, contributing to overloaded landfills and 

subsequently the pollution of various ecosystems.  
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Together with my colleague Khristián Méndez Aguirre, we aimed to raise 

awareness and introduce sustainable practices to theatre classrooms in order to change 

how the theatre industry functions, which has essentially been the same for the past one 

hundred years. Higher education has a responsibility to model and encourage 

environmental sustainability. We wanted to create a model for theatrical productions that 

can inform and influence other productions both at the University of Texas at Austin and 

at professional theatres on a larger scale.  

In order to support our investigations, we secured a grant of $50,630 from the UT 

Office of Sustainability’s Green Fund to produce a professional scale production that aimed 

to investigate innovative, Zero Waste approaches to fabricating costume and scenic design. 

This grant was allocated to expenses involving the student labor associated with the 

production as well as the material purchases necessary to construct and present the 

production to the general public.  

My main focus in this project was to address two of the four main elements of 

sustainability: the environmental and economic aspects of sustainable theatre. The 

environmental aspects of theatrical production were addressed by minimizing the impact 

of the materials and construction methods used. The economic aspects of the production 

were addressed by demonstrating the possibility of incorporating sustainable design 

methods in a production without significant additional expense.  

Every year, the Department of Theatre and Dance produces six full productions, 

typically plays or dance concerts. These performances are considered co-curricular since 

they complement classroom-based instruction. Our project endeavored to fit those 
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guidelines as well. We shared what we learned with our peers throughout the academic 

year. We also shared our findings and recommendations for possible protocols and best 

practice policies with our department so future productions can adopt them. 

We saw the larger learning outcomes of this project as:  

● Dispelling the notion that Zero Waste theatrical production on a professional scale 

is impossible or unrealistic.  

● Conceptualizing and identifying the elements of a Zero Waste production and the 

aspects of a production that can be leveraged to minimize discarded resources.  

● Establishing a culture of activism through theatrical production and performance 

which takes into account environmental and human injustice whilst also inviting 

students to have an active role in creating work that seeks to undo environmental 

harm and abuse.  

● Providing students a hands-on experience with the demands involved in a Zero 

Waste production.  

One way to measure the success of the zero-waste set was by conducting a waste 

audit of our production of Mr. Burns. The audit focused on what we felt are the key areas 

that produce the most waste, namely auditions (generating paper waste), set and costume 

construction (generating material waste) and strike (generating material waste). The results 

of these audits have been shared with the Department of Theatre and Dance at UT and 

Texas Performing Arts. 

The relevance of this project for UT Austin is inherent in the university's stated goal 

of becoming a Zero Waste Campus by 2020, as put forward by the 2011 President’s 
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Sustainability Steering Committee’s Natural Resource Conservation Plan. The language 

of the Conservation Plan indicates that UT Austin will seek to divert 90% of its total waste 

away from landfills by 2020. Since there is no current metric for the estimated amount of 

waste that the Department of Theatre and Dance contributes to the University-wide waste 

stream, an audit of the waste produced by a departmental production will serve as an 

estimate or benchmark of what our contribution to the 2020 Zero Waste Campus goals can 

be. This project was an excellent initial step in support of a Zero Waste Goal and a more 

sustainable future. It is also my hope that it will serve as a motivator to shift the perceived 

reality of our current situation and begin to think creatively when producing sustainable art 

within not only our Department, but the College of Fine Arts. 

This project sought to undo the conventions and stereotypes surrounding modern 

theatre with regards to waste and sustainability whilst simultaneously providing possible 

concrete alternatives to the established form. Through the effective and efficient 

management of resources, continued education, constant research, and the implementation 

of new techniques, we endeavored to create a system of production that grants a holistic 

and organic alternative to the current model of theatrical production. In turn, Better Mr. 

Burns will provide a scale and metric with which the University of Texas at Austin can 

build our departmental waste profile, develop further understanding in what is needed to 

produce sustainable production, and hopefully lead the theatre industry out of its wasteful 

ways.  
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An Introduction to Sustainability 

 
Sustainability has quickly become an all too common and misunderstood word. 

Used regularly and generically in many different domains such as urbanism, agriculture, 

architecture, education, and social justice, it has lost its efficacy and aspirational quality 

and been watered down to encompass a whole host of unrelated notions. With the rise in 

climate change awareness and the dangers it poses to us as a species living on earth, our 

need for sustainability is key to support a perennial existence. Yet with our capacity to 

expand and our propensity to build and transform our environment, one can’t help but 

question whether we as humans can be a sustainable species. Since the turn of the century, 

awareness of our over-consumption of goods and resources, and dependence on fossil fuels 

has been growing—and with it, the use of the term “sustainability.” While the growing 

awareness of our own consumption is a good thing, we need to focus our attentions and 

create constructive avenues through which we can curb and subvert the destruction of our 

home. 

Although the verb ‘to sustain’ can be traced back to the 1600s, the noun 

‘sustainability’ only entered the English dictionary in the early 1970s. Throughout the 

1980s, English speakers began using the term in relation to how humans live on the planet. 

Today, the most common definition of sustainability is that of sustainable development, 

defined by the Brundtland Commission of the United Nations in 1987 as “development 

that meets the needs of the present without compromising the ability of future generations 

to meet their own needs” (Brundtland 29). 
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Richard Heinberg, a renowned expert on peak oil and a resident at the Post Carbon 

Institute, has put together what he calls five axioms of sustainability: 

(1) Any society that continues to use critical resources unsustainably will collapse. 
(2) Population growth and/ or growth in the rates of consumption of resources 
cannot be sustained. (3) To be sustainable, the use of renewable resources must 
proceed at a rate that is less than or equal to the rate of natural replenishment. (4) 
To be sustainable, the use of nonrenewable resources must proceed at a rate that is 
declining, and the rate of decline must be greater than or equal to the rate of 
depletion. (5) Sustainability requires that substances introduced into the 
environment from human activities be minimized and rendered harmless to 
biosphere functions. (Caradonna 10) 
 

For something to be ‘sustainable’ by today’s most common definition, it must balance how 

it meets human needs without degrading the natural environment. Sustainable development 

as a concept has three goals, set forth by the 2005 World Summit on Social Development: 

Economic Development, Social Development, and Environmental Protection. Ideally, the 

first two endeavors should be neatly encompassed by the third, ensuring that we do not 

take more than we need and allowing for a future that is not marred by deprivation and 

lack. This seems simple in theory, but the practical application of this notion is a problem 

we have yet to solve. 

LEED 
With a growing awareness of the negative impact buildings are creating, there has 

been a major shift in trend towards building with a ‘green’ approach. With this shift came 

the need to more adequately define what is considered a ‘green building.’ Many 

organizations around the world have set up programs defining what this might be. The 

organization Leadership in Energy and Environmental Design (LEED) is at the forefront 
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in defining and creating systems to achieve what is considered a sustainable form for a 

building project. The United States Green Building Council (USGBC) founded LEED in 

1999 for the purpose of “establishing a common standard; promoting integrated design 

practices; recognizing eco-leadership in the building industry; stimulating competition; 

raising consumer awareness of green building benefits; and transforming the building 

market” (USGBC 2004). LEED uses a rating system that scores construction projects and 

sets them into one of the following four categories: Certified, Silver, Gold and Platinum. 

A building’s score is obtained by being assessed in seven different areas that form a total 

of 1,000 points. The categories are: Energy, Indoor Environment, Site, Water, Resources, 

Emissions, and Project/Environmental Management. Once evaluated the building receives 

a certification in one of the four categories.  

Using this system of measurement as a starting point, we established a model for 

scoring our own production and incorporated this scoring system into our design 

parameters. We looked to create a metric whereby other productions can adequately assess 

and maintain a sustainable approach towards the creation of a ‘greener’ theatre.  

ZERO WASTE 
According to the Zero Waste International Alliance (ZWIA) Board, ‘zero waste’ is 

defined as “the conservation of all resources by means of responsible production, 

consumption, reuse, and recovery of all products, packaging, and materials without burning 

them, and without discharges to land, water, or air that threaten the environment or human 
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health.” It is also worth mentioning that ‘zero waste’ as a philosophy should be understood 

as a goal or ideal rather than a hard target. (ZWIA) 

Given the current state of our waste management facilities world-wide, we cannot 

achieve the goal of an absolute zero-waste society. However, the perspective towards 

progress in this arena and shifts within the broader societal system are the inherent goal. 

The restructuring of management systems and the reworking of a system is so 

entrenched in daily reality that we can hardly conceive of an alternative. Essentially, we 

are looking at restructuring the way we think about waste materials in particular, and to a 

larger extent, materials in general. 

There are a few rules when it comes to achieving a state of sustainability or zero 

waste, these rules have collectively come to be known as “The Three R’s,” which stand 

for: Reduce, Reuse, and Recycle.  These three rules are part of the waste hierarchy which 

is a process used to protect the environment and conserve resources through a priority 

approach. The aim is to get the most practical benefits from products and to generate a 

minimum amount of waste. This approach also triggers other positive externalities such as 

resource savings, pollution reduction, development of sustainable technologies, creation of 

jobs, and avoidance of greenhouse gas emissions. 

We used these three rules to assist in both our design strategy and the overarching 

audit at the end of the production to establish a baseline for the university’s 2020 Zero 

Waste Goals. Inspired by the three R’s, I established five hypothetical bins of designation 

for all the materials used to create this production. During the build process, we instituted 

a full disclosure policy with regards to where any of the scenic material might fall into the 
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rule of The Three R’s. This means that everything we used, from base materials to 

construction tools, was accounted for with regard to either Reduction, Reuse or Recycling. 

All of the materials used and ultimately discarded throughout the production process were 

selected with these ideals in mind. Our ‘five-bin’ concept allowed us to accurately calculate 

how much of all the materials and tools used fill these five categories, namely:  

● Reduction. This bin was essentially a conceptual bin, which allowed us to 

illuminate the difference in cost between conventional materials used in set 

construction and design and the materials we have used with our sustainability 

ideals in place.  

● Reuse. This bin focuses on all of the materials and tools we were able to reuse in 

the design and construction process as well as all of the materials and tools we will 

be able to contribute to an existing store dedicated to reusing materials from past 

productions. 

● Recycling. Throughout the entire creation process and conceptualization of this 

project, recycling was and is a central theme that came into every decision made 

about the material we used to make this production possible. 

● Recovery. As a concept, ‘recovery’ has become a big part of what we are trying to 

achieve. This bin comprised of all the material we removed from the waste removal 

system and repurposed for our production.  

● Waste. Our last bin is an exact audit of all the waste material created over the entire 

production process. Our goal is to have this bin be the smallest in terms of weight 

and/or volume.  
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The Scenic Design Process 

 
There is no one way to approach a scenic design, but a script is the more usual 

starting point. Looking at the script of Mr. Burns: A Post-Electric Play by Anne Washburn, 

there are a few things that are inevitable. In short, Mr. Burns is about a dystopian future in 

which a nuclear disaster leaves North America without electricity. We follow the survivors 

as they try to make sense of what remains. Ultimately, it is a three act play with three 

distinct settings. Act One depicts a group of survivors in the woods trying to remember 

what life was like with electricity and coping with the loss, as they attempt to reconstruct 

“Cape Feare”, a 1992 episode of The Simpsons an American animated sitcom. Act Two 

takes place seven years later, where the same group of people have re-discovered theatre 

and they are rehearsing for a performance of the same episode of The Simpsons. The act 

ends with the realization that they are being spied on by a rival company competing for the 

most accurate version of the show, and a conflict erupts, resulting in gunshots. Act Three 

takes place seventy-five years after the second act. At this point in the play’s world, staging 

performances of popular culture episodes has become a fully-fledged art form. The 

climactic moment in the performance is a fight between two main characters Bart and Mr. 

Burns (who symbolizes the greed that led to environmental and social collapse.) This part 

of the play also employs popular culture songs from the 21st century that have been re-

written to fill the narrative in the show.  

Although quite comic at times, the play is a call to question our impact on the 

systems that support human life on our planet, and an examination of trauma after potential 
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collapse. Although the themes of the play are important, it was really the process of 

production in which we were interested. 

RESEARCH 
 After reading the play, my next step was to thoroughly research the setting and 

more dramaturgical aspects of the play. Not only is research a gateway to developing an 

aesthetic for the design, it is also a great communicative tool and a starting point of 

discussion for the design team and director. My research was divided into three parts, each 

part representing an act in the play.  

Act one takes place in the woods, and with this in mind I started researching 

different forest landscapes, trees and natural textures. I quickly realized a repetition in my 

research and shifted my attention to what characterizes the concept of woods and 

woodland. The words that kept coming to mind were verticality and density.  

Act two takes place years after the apocalypse. The focus here is the characters’ 

attempts at rebuilding their world and themselves by using whatever they can find and 

bring together in order to recreate a new version of an old reality. Because of this, I 

explored the bare bones of construction: blueprints, the wooden frames of houses under 

construction, and anything that I could find that symbolized the skeleton or building blocks 

of a society and what it means or requires in order to recreate a world that is lost. 

Act three’s research focused on a projected reality based on what kind of natural 

evolutions would take place in a situation like this. I researched the common features of 

what theatre is, or what might be thought of as the defining characteristics of theatre to 
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people who are not particularly involved in the art form. The third act takes place on a boat, 

so much of my research was focused around boats and ships and the shape that they bring 

to a conversation about the evolution of theatre in a post-apocalyptic future. 

STOCK 
Unlike my usual process on other productions, my next step was to look at what 

was available in stock inventory. Knowing what already exists and what can be reused is 

essential to any sustainable set. Reducing waste starts by reusing what we already have 

available and decreasing the amount of purchased materials. In doing this, I found myself 

inspired by what was available to me and worked to incorporate what I could find into the 

design at the beginning instead of adjusting the design later on in the process. The stock 

materials used in Mr. Burns were a variety of masking pieces, existing floor panels for the 

theatre floor, backdrop and different platform sizes and legs.  

DESIGN  
After having done the research and being aware of what was available, I began 

sketching and drawing out designs. By then I already had a clear understanding of what the 

materials I wanted to use would be. I started renderings and drawing all designs digitally. 

The space that was reserved for our production was the Oscar G. Brockett Theatre in the 

F. Loren Winship building on campus. The Brockett, being a black box theatre arranged in 

a thrust configuration, brought with it a set of limitations that added to what was an already 

difficult play to design because of all the different and drastic changes in settings. The 

play’s design started in the woods with a large density of vertical cylinders representing 
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trees upstage of the proscenium. Downstage became the playing area for characters 

huddled up around the fire pit (see appendix A). The set transforms into a world trying to 

make sense of itself with the excessive use of props. The biggest scenic elements were a 

wall of televisions that emphasized the irony of this post-electric setting, as well as a car 

frame with no engine which was an attempt at creating and holding onto what they know 

and understand (see appendix A). The play then jumps in time to a proscenium arch with 

Simpson characters represented throughout carved by lighting and negative space (see 

appendix A). The floor was designed with Simpson characters drawn in a way that can be 

described as cave like, representing graves or memories of the deceased (see appendix A). 

MEASUREMENTS 
Understanding the size in which materials are bought or the stock which is in 

storage is another element to keep in mind when producing a sustainable set and more 

specifically a zero-waste set. Many scenic elements were adjusted in size to match the 

material size in order to reduce purchasing and creating waste. 

MATERIALS 
After analyzing what was available in stock, I began to look into the possible 

materials that could be used to produce the designs I required. Having a good understanding 

of how scenery is built, I was able to find alternative materials that serve a similar purpose.  

The scenery in Act One consisted of trees and a fire pit. Initially, I wanted to use 

concrete cardboard tubing to create the trees since they were versatile, light weight and 

more importantly, recyclable. After extensive research, we came to the realization that the 
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only vendors in proximity to our venue that stocked the cardboard tubing in the dimensions 

we needed were laminated, making them unrecyclable. In the end, we purchased four large 

concrete cardboard tubes and the rest of the trees we constructed out of cardboard sheets 

that we scored, rolled and adhered with a small amount of hot glue and recyclable tape (see 

appendix B). Rolling cardboard instead of purchasing tubes required us to add structural 

support in the center in order for the tube to keep its shape and not change in diameter. To 

do this we cut circular shapes with the diameter necessary as a skeleton for each tree. The 

light weight of the trees was very important for transportation and transitions between acts; 

however, some weight was needed at the base to prevent them from falling over. Our first 

thought was sand, however, the possibility of sand leaking suggested rocks as a better 

alternative. Ultimately, we collected rocks and placed them at the bottom of the tubes, 

keeping them upright with ease. The last material we used to complete the trees was 

newspaper. We knew that paint was not an option because they needed to be recyclable, so 

we created a Birch tree effect using the newspaper we already had. The newspaper we used 

was not purchased, but instead collected throughout the span of an entire semester.  The 

fire pit was created with scrap pieces of wood and, just like the trees, cardboard tubing 

wrapped in newspaper that we then recycled. 

The scenery for Act Two consisted of a wall of televisions and a car. The television 

wall was built out of cardboard boxes. Into each cardboard box a screen was cut out and 

replaced by biodegradable baking sheets, thus creating a television appearance (see 

appendix B).  They were stacked on top of one another and fastened together with the use 

of bolts and washers. All of the televisions were eventually secured to stock platforms on 
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casters which allowed the walls to be rolled on and off stage. The car in Act Two was 

almost entirely made out of metal which we cut and welded (see appendix B). Metal, unlike 

other materials, can be recycled endlessly and by doing so not only are you using less 

energy but also helping preserve natural resources. In addition to the metal frame of the car 

we added metal, conduit and electric wires that we found in the dumpster as decorative 

motifs (see appendix B). To complete the car, we added props such as a steering wheel, 

rear view mirror, side view mirrors and a license plate that we got from the UT prop shop. 

The final result of the car can be seen in (see appendix B). 

The scenery in the final act consisted of platforms of different heights placed 

together to form the shape of a boat, a backdrop of the sky, and a proscenium arch. All 

platforms used in the design came from stock inventory and were faced with cardboard. 

The cardboard was then enhanced with the addition of crown molding on the top edge as 

nosing. The backdrop was made of previously used muslin that we re-stretched and painted. 

We used Rosco Off Broadway acrylic paint, a paint very common in scenic art, to craft the 

backdrop, as it has a low level of volatile organic compounds. These compounds, according 

to the U.S Environmental Protection Agency, are “organic chemical compounds whose 

position makes it possible for them to evaporate under normal indoor atmospheric 

conditions of temperature and pressure” (EPA 2017). This means that anytime our paint 

was drying in the shop or anywhere else, unless controlled by a vent of some sort, it is 

releasing hazardous compounds into the air.  

I think it is important to mention here that there are many volatile organic 

compounds that already exist in the air around us and I believe that our job as green theatre 
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practitioners is to leave the least amount of impact on our environment or no impact at all 

if possible. The backdrop, after serving its purpose in the play, was then returned into stock 

for use in any future production that might find it valuable to its design. The final scenic 

element in Act Three was the proscenium arch, which was built with untreated wood and 

fastened without glue, then faced with cardboard and just like the platforms, crown molding 

was added to create a capital and a base for the columns and header. The floor, which was 

used throughout the play, was a stock floor that was painted with Rosco Off Broadway 

paint then returned to stock to be reused. 

CONSTRUCTION 
The construction process was similar in tone and atmosphere to other productions 

I have experienced, except for the hyper-awareness everyone had of waste generation and 

the alternative materials being used. Almost the entire build took place in Texas Performing 

Arts scene shop within the timespan of approximately one month. The staff at Texas 

Performing Arts were so gracious in allowing us to work in their shop after business-hours 

on weekdays and weekends. Everyone that worked in the scene shop on our production 

was given an introduction to our project and was then briefed about sustainable 

construction methods. Team members using any large machinery were also certified by 

T.P.A. staff. Our project only concentrated on the tangible waste produced throughout the 

production. Since the scope of our project did not include the carbon footprint of every 

production element and design, agreements were in place with the management of each 

space utilized to maintain clear tracking of all materials used in the process. We designated 
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a waste area where everything from gloves to staples to wood debris were kept and saved 

for the waste audit. In addition to the waste and landfill area, we had various carts 

representing the certain bins we designated for the things we knew were going to be 

recycled, composted, or reused.  

 Unlike other processes on this scale, I as the scenic designer was extremely 

involved and present throughout the entire month of construction. Not only did I monitor 

all the construction that took place, I was also in charge of all the scenic painting and 

development throughout the entire process.  
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Waste Audit Results 

 After our sixth performance, it was time to strike or in other words dismantle set 

and return the theatre to its neutral state. With help from Resource Recovery, a branch at 

the University of Texas at Austin’s Facility Services. We were able to break down the 

larger set pieces into smaller units that were then taken apart and categorized into their 

designated bins. Each element was then weighed and recorded in a spreadsheet (see 

appendix D). The waste audit process took a total of two days with approximately ten 

workers dismantling and weighing scenery.   

The next step was to analyze the spreadsheets of our waste audit and input the data 

into various chart formats in order to more accurately deduce the exact waste outcome of 

the set. After calculating the weight of everything in the landfill bin, the waste product was 

5.2% of the net scenic weight, meaning that 94.8% of the scenery was diverted from 

landfills. This substantial diversion ultimately afforded the scenic design and fabrication 

the designation of being a zero-waste set (see appendix D). The 94.8% of scenic weight 

and materials was further broken down, with 86.5% being distributed to different 

establishments for reuse, 7.6% was recycled, 0.5% was returned to places of purchase or 

loan, and 0.07% was composted (see appendix D).  

The results are not what I had anticipated but were very realistic, especially if we 

consider the resources that were at hand. If we did not have such a large stock from which 

to borrow, the result of the audit would likely have found a higher percentage in recycled 

or composted materials.  
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 In the End 

 
Each production comes with its own set of challenges and limitations. This process 

was no exception. I do not believe a zero-waste set can be successful both environmentally 

and artistically if the sustainable aspect is only introduced during the construction period. 

Design and sustainability have to be introduced into the process simultaneously. 

 When I first spoke to colleagues about creating a zero-waste set, or about 

producing a sustainable production, many imagined garbage on stage or a set made out of 

an assortment of found objects. I set out to design and produce a zero-waste design for Mr. 

Burns a post electric play that redefined what sustainable scenic design means. Design 

being a subjective and speculative art form makes for a difficult evaluation of success. 

Nevertheless, I was able to deduce and measure the success of the design in relation to 

storytelling by the audience's reaction. On opening night, after taking my seat, I overheard 

two audience members argue whether the trees were painted or made from newspaper. 

After the intermission the stage hands revealed the proscenium arch for Act Three and the 

audience started applauding. As I exited the theatre, I overheard a couple of audience 

members ask a cast member what the proscenium was made out of and as soon as they 

heard cardboard, they all gasped in disbelief. These three moments I observed on the first 

public performance reassured me that the scenic design definitely had its successful 

moments in contributing to the telling of the play’s story. 

Financially, I aimed to prove that producing sustainable designs does not signify 

higher expenses. The money is allocated differently, which means an increase in labor 
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budget and a decrease in materials budget. That being said, I see no reason why the 

Department of Theatre and Dance cannot incorporate a more sustainable approach to 

theatre in their season.  

I researched how to create sustainable designs and construction methods for the 

stage and then implemented the research by producing a zero waste set for a production of 

Mr. Burns: A Post-electric Play by Anne Washburn because I wanted to find out if there 

are alternative methods to the industry’s wasteful, toxic and consumptive habits. I found 

out that I cannot change what already exists but instead I needed to build a new, more 

sustainable model of production so that theatre practitioners might introduce sustainable 

methods into their practices.  

“You never change things by fighting the existing reality. To change 
something, build a new model that makes the existing model obsolete.” 

-Buckminster Fuller 
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Appendices 

APPENDIX A: ‘MR. BURNS’ SCENIC DESIGN 
Appendix A includes drawings, renderings and drafting of the scenic design. 

 

A1: Act 1 Scenic Rendering  
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A2: Act 2 Scenic Rendering 
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A3: Act 2 Television Wall Drawing 

 
 



 

 24 

 

A4: Act 2 Television Wall Rendering 
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A5: Act 3 Proscenium Arch Drawing 
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 A6: Act 3 Backdrop Drawing 
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A7: Backdrop Rendering  
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A8: Backdrop Rendering With a Red Filter 
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A9: Floor Drawing 
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A10: Floor Paint Elevation 
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APPENDIX B: ‘MR. BURNS’ SCENIC BUILD PROCESS 
Appendix B includes pictures taken throughout the Construction/Paint Process. 
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 33 

 



 

 34 
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APPENDIX C: PRODUCTION IMAGES 
Appendix C includes pictures taken of the production. 
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 39 

APPENDIX D: WASTE AUDIT DATA 
Appendix D includes Charts and Graphs of the waste audit conducted. 

 

 

D1: Day 1 Waste Audit Chart 
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D2: Day 2 Waste Audit Chart 
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D3: Waste Audit Pie Chart 
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D4: Zero Waste Pie Chart 

 

D5: Weight Graph 
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