FUNDAMENTALS OF LIGHTING

orkhorse

of the grid

Getting to know the ellipsoidal reflector spotlight

By Katherine Shirek Doughtie and Steve Nelson

THE ELLIPSOIDAL REFLECTOR spot]ighl
or ERS is a workhorse of theatrical light-
ing. It is also more complex than the
other types of fixed lighting instruments
in common use, and requires a consider-
able amount of technical knowledge of
the people who are respansible for hang-
ing, focusing, and maintaining it.
Walking onto the stage for your first
'G’nting call can be a mystifying experi-
& ce. In this working article, you'll get an
electrician’s understanding of the ERS,
discovering how the instrument works,
what its various parts are called and what
they do, how to tell different types of
ERSs apart, how to hang and focus an
ERS and optimize and modify the beam,
and how to take care of them. In future
articles we’ll cover Fresnels, PARs and
other lighting instruments in the same
way.

How ellipsoidal

reflector spots work

The ERS—sometimes called the leko, af-
ter an early popular brand name—is ca-
pable of throwing an intense, even,
sharp-edged beam of light, making it the
instrument of choice for front light.
They're also frequently used as side lights,
as specials, and as pattern projectors.

The design of the ERS is similar to
that of a slide or movie projector, upon
which it was based. Light from a lamp
filament is concentrated and directed

rward through an aperture. A lens sys-
tem in front of the aperture focuses the
light, projecting a sharp image of the ap-
erture onto the stage.
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To better understand how the ERS
works and what it can do, let's follow the
path of a beam of light from its source to
the stage.

The filament of the bulb is positioned
inside a reflector shaped as a three-di-
mensional ellipsoid (imagine an eggshell
cut in half). The bulb pierces the reflec-
tor at the curved end.

The filament is located at one of two

focal points of the ellipsoid. The light
radiating from the filament is collected
by the reflector and directed forward out
the open end of the ellipsoid and toward
a second focal point, where it passes
through a round aperture called the gate.
From there the light travels forward
through a lens or pair of lenses that fo-
cus it into a sharply defined beam. This
design also makes it possible to project
an image of anything placed at the gate
onto the stage.

The parts of the ERS
Now let's look a little more closely at the
elements of the instrument.

The lamp. The lamp of an ERS isa
tungsten-halogen filament bulb, typically
rated at between 500 and 1000 watts.
(Compare to the bulb in your reading
lamp, which is probably 75 watts.)

If the bulb filament was a true point
source and the reflector was a perfect el-
lipsoidal shape, the ERS would deliver a
beam of uniform brightness from edge
to edge. Since the filament is bigger than
a point and reflector designs are some-
thing short of perfect, the beam from an
ERS is typically brighter in the center
and dimmer toward the edges.

This hot spot was more pronounced in
older ERS designs. Modern instruments
have better-designed reflectors that are
able to deliver more even light to the
lens or lenses. They also have a way of
adjusting the position of the lamp rela-
tive to the reflector, allowing the user to
choose a beam with a hot spot center or
one with uniformly even illumination.
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A gobo in the template slot creates a pattern
of shadow.

The reflector. Highly polished alu-
minum, or in newer instruments glass
with a special dichroic reflective coat-
ing, in an ellipsoidal shape.

Shutters. At the gate area of the ERS
you will generally find two things: the
shutters and a template slot or gobo slot.
They’re positioned here because the
modifications they make to the beam of
light at this point in its passage through
the instrument can be projected in
sharp focus.

Asbestos cords

UNTIL RECENTLY, all stage lights
were wired with asbestos insulated
cords because they could withstand
the high heat inside the instrument.
Any whitish or greyish fibrous cord
covering on an old instrument is
probably asbestos. For health rea-
sons, asbestos cords are now out-

lawed and should be replaced with
plastic or fiberglass insulated cords
using the proper procedures for
handling asbestos. Check with the
instrument manufacturer or you lo-
cal theatrical lighting dealer for ad-
vice and assistance in making the

switch.
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The shutters consist of four thin
sheet-metal spatulas or paddles with insu-
lated handles that protrude out the side
of the ERS. When a shutter is pushed
into the gate it will make a straight-edged
cut into the circle of projected light.

With the shutters out (the handles
pulled away from the instrument body),
the broad flat end inside the instrument
does not encroach at all on the gate and
the light is projected as a complete
circle. Each shutter can be rocked or piv-
oted to slightly alter the angle of the cut
into the beam. Push all four shutters in
and you will get a rectangular or trap-
ezoidal light beam.

Gobos or templates. A gobo is a sheet
of stainless steel with a pattern of holes.
Inserted into the template slot, it will
produce sharp-edged shadow patterns in
the circle of light. Gobos are available
from theatrical suppliers and can be cus-
tom made to the user’s specifications.

Most ERSs have rectangular, heat-in-
sulated template holders designed to
hold the gobo and fit into the instru-
ment slot. Special glass projection pat-
terns can also be placed in a template
holder and inserted in the template slot.

Iris. An érisis an arrangement of mov-
able metal leaves that produce an aper-
ture of variable size. In an ERS the iris is
generally incorporated into a holder that
slides down into the gate area through
the template slot. From a lever extending
to the outside of the instrument, a tech-
nician can adjust the diameter of the
beam of light coming out of the front of
the instrument.

Lenses. The lens barrel of the instru-
ment contains either a single lens or a
pair of lenses. The lens assembly can be
moved a small amount in relation to the
gate to fine focus the image on stage,
much as you would adjust the focus on a
slide projector.

The size, shape, and position of the
lenses in the barrel of the instrument will
determine the instrument’s field angle—
how much the light spreads as it travels
toward the stage. (The lens configura-
tion is the most important variable that a
lighting designer uses to choose the right
instrument for a particular hanging posi-
tion and lighting need. More on that

subject on page 28.)

oy

Most manufacturers offer ERSs with
interchangeable lens tubes that allow a
technician to change the field angle of
an instrument by switching out the lens
assembly. Some instruments come with
lens arrangements that provide for
changing the distance between two ob-
jective lenses, zooming the beam spread
of the instrument from wide to narrow. .

The gel holder. At the front of the
instrument barrel is the color and acces-
sory frame holder, or gel holder. This is
where colored media can be placed, re-
moving unwanted colors of the spectrum
as the light passes through on its way to
the stage. Other accessories such as dif-
fusion media (to soften and fuzz the
beam) and donuts (square metal frames
with a hole smaller than the lens diam-
eter) may also be attached to the end of
the barrel to further modify the light.

In recent years motorized remotely
controlled gel changers (called color
changers or scrollers) that fit into the
gel slot have become popular in produc-
tions that can afford them. With a roll of
different colored gels aboard, the
scroller can change colors throughout a
show, effectively multiplying the differ-
ent colored looks from each individual
ERS.

Mounting and adjustment hardware.
All ERSs are supported in the same way.
The arms of a U-shaped yoke are at-
tached to the instrument at bolt holes
somewhere in the middle of the instru-
ment, allowing it to be pivoted up and
down. Thermally insulated yoke knobs
allow the tech to tighten the up and
down movement of the instrument in
the yoke without tools.

A C-clamp with a short extension,
bolted to the top of the yoke, is used to
secure the instrument to a lighting pipe.
The bolt on the side of the C-clamp—
often called, for reasons that we need
not go into here, the J-bolt—can be loos-
ened to allow rotation of the yoke. It is
also possible to rotate the yoke by loos-
ening the large bolt that holds it to the

C-clamp, but this is not a good practice.
The yoke bolt is what keeps the instru- J
ment up in the sky, and should always bés
kept tight. All three bolts are adjusted
with a wrench, usually an eightinch cres-
cernt,
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WHAT AN ERS CAN DO, AND HOW

Yor-

~ Procedure

Effect How to do it

Sharpens or diffuses the edge of the pool of light Move the barrel of the instrument either

Focus
in or out
Shutter Crops the light to avoid spil{ihg on scenery or architecture Move the shutters'in or out to create an
appropriate quadrilateral shape
Color Changes the color of the light being projected onto the Insert colorefj gel media into a holder in
stage to highlight actors or create dramatic moods front of the instrument
Diffuse Blurs the light so that it is softer in intensity and focus Insert diffusion media into a holder in
front of the instrument

Project pattern

Projects silhouetted images ‘or patterns onto the stage . Insert a die-cut gobo or pattern into a
: slot inside the instrument so the focused

to enhance mood or create an effect .
light will project that image

Iris in or out

Use an internal iris installed within the
instrument to make the beam of light
projected either larger or smaller

Expand or contract the size of the pool of light on the stage

that means for the technician is that if

Cord and plug. Depending on how saving the shutters, gobos, lenses, and
_your theatre is wired, the plug on the anything else in the light path from the beam is modified before passing
end of the cord can be one of a variety of much of the heat that would ordinarily through the lenses (as with shutters or
7 types. The cord itself is of more concern.  be directed their way. gobos), when the light strikes the stage
or set surface, the beam and any gobo

on the facing page.

It’s hot in there

A tremendous amount of heat is gener-
ated by an ERS at work. Because the re-
flector focuses the light, and thus the

‘ The wires and the sheathing around
| ’ them should have special thermally resis-
tant fiberglass insulation on them. If

' your instruments are fairly old, they may
still have cords on them with asbestos in- light rays cross to the other side of the

sulation. Not good. See “Asbestos cords”  beam from where they started. What

Upside down and backwards image will be flipped upside down and
./_\n interesting thing happens when the  backwards from how it was at the gate.
light passes through the lens system: the With gobos, this is an easy principle

Continued on page 2

Upside down and backwards: because the light beam Slops inside the ERS, shutter cuts are
made on the side of the instrument opposite the desired effect.

heat, through the gate area, anything po- Left shutter cuts right
sitioned there must be made to withstand side of light field

high temperatures without melting or
deforming. Slides must be made of heat
resistant glass, and gobos and shutters
are generally stainless steel.

The-+ insertions into the gate area

affect th- beam by blocking some of the . "
; Cut right

4 light. Much of that light hitting the pat-
tern or shutter is transformed into more
heat. Modern instruments are able to

("(‘Emina':- « lot of that heat energy by us- Bottom shutter cuts
1g dictioic reflectors that focus only the top of light field : '
visibie: light and allow the infrared and Pool of light on stage

other non-isible parts of the spectrum to
escape out the back of the instrument—

JANUARY 2002 » DRAMATICS

Scanned by CamScanner

2



ERS maintenance

IT’S IMPORTANT to take good care of
your lighting instruments when
they're not in use, too. Here are
some guidelines for striking, main-
taining, and storing ERSs.

Storage
Here’s the drill for taking an instru-
ment down for storage.

Unplug the instrument.

Push the shutters in (this will pre-
vent shutter damage while removing
the instrument and while it is
stored).

Loosen the yoke handle nuts and
align the instrument parallel to the
yoke.

Loosen the C-clamp just enough
to allow the yoke to hang straight
down.

Loosen the barrel securing knob
and run the barrel all the way in.

Undo the safety cable (and reat-
tach it to itself through the yoke).

Remove the gel frame and any
accessories from the gel frame
holder.

Set the instrument on the deck,
barrel down.

Wrap the power cord around the
instrument and secure the plug end
between the yoke and instrument.

Store the unit on a lighting cart
or hanging from a pipe.

Maintenance

Good maintenance of equipment is
critical to a well-run theatre. As with
other lighting instruments, ERSs pe-
riodically—in a school theatre set-
ting, 2 minimum of once a year—
need cleaning and adjustment. This
is most easily done on the ground
and requires 2 litile bit of setup.

A thorough maintenance proce-
dure includes several tasks: cleaning,
fixing poorhy-functioning parts,
marking, and adjusting the light
socket, a procedure called bench fo-

cusing. The first time a lighting tech
performs maintenance on an ERS, it
should be under the supervision of
someone who has done the work be-
fore.

Getting set up. A good setup will
make the maintenance process go
much more quickly. The exact way you
set up will depend on your working
area, but you can either rig a waist-high
pipe to hang the instrument you're
working on, or you can rest it on a milk
crate sitting on top of a table. Either
way, you’ll need to have enough space
to shine the instrument’s beam onto a
flat white surface about ten feet away.

To do the maintenance you'll need
the following things:

* An AC cable for connecting the
instrument to a live power source.

* Compressed air for cleaning.

* A flathead screwdriver for align-
ment screws (if necessary).

* A crescent wrench.

¢ Tape or some other marking sys-
tem.

¢ An indelible marking pen.

* A grease pencil.

* A pencil and notepad.

Cleaning. Cleaning the inside of an
ER instrument is relatively simple. Posi-
tion the instrument on a crate, Pull all
four shutters out and open up the body
of the instrument. Use compressed air
to blow out the dust, being sure to
move carefully around the lamp itself.

Fingerprints or smudges on the re-
flector or lenses can be removed with
alcohol and a lint-free cloth,

Repairing. While you’re cleaning the
instrument, you may notice elements
that you need to repair, replace, or ad-
just. It's always helpful to have a few in-
struments around to pirate parts from.
If you can’t make every instrument per-
fect, keep notes of what instruments
have cracked lenses or sticky shutters,
so you don’t keep hanging flawed in-
struments in critical positions.

Marking. With all the variations pos-
sible with ERS instruments, sometimes
it’s hard to tell from the outside how an
instrument is configured. It is extremely
helpful to devise a system for coding the
instruments for easy visual reference.
While you're inside the instrument,
make a note of its focal length, whether
it has an iris or not, and any idiosyncra-
sies you find. After you’ve closed it back
up, mark it clearly on the yoke.

You can use colored stickers or tape
to mark the various types of instru-
ments—this is a quick and easy solution
but requires that everyone involved re-
members what each color means. An-
other way to label instruments is by at/
taching Velcro to the yoke. Stick the
soft (felt) side to the instrument and
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ETC Source Four; cleaning an instrument
with compressed atr; an ERS prepared for

ing bench focusing.

put the hook side on top. Mark the

| specific configuration of that instru-
ment on the back of the hook side and

| change it later if you modify the instru-

ment.

Bench focusing. Very often the fila-
ment of the lamp within an ERS gets
bumped out of position. If the lamp is
not aligned properly in the focal point
of the reflector, the light output from
the instrument will be diminished. The
lamp position is adjusted using either

{ adjustment screws or a joystick control
) at the back of the instrument.
Follow these steps to align the lamp
correctly.
m, Setup the instrument on a milk car-
(,J- .n or hung from a pipe, aimed ata
white surfuace about ten feet away.

Counter-clockwise from top left: beam adjust-
ment knobs on the rear lamp housing of an

Storage; adjusting the filament position dur-

After cleaning the instrument and
performing any necessary repairs, close
the instrument and mark it.

Make sure the shutters are pulled out.

Connect the instrument to the AC

power source,

Adjust the instrument barrel (or can-
non) so that the edge of the light beam
is as sharp as possible.

If you are focusing an adjustment
screw type ERS, loosen the center lock-
ing screw with a screwdriver, and then
adjust the three outer screws until you
have the brightest, most even field.

Tighten the center locking screw
when done.

If you are bench focusing a joystick
control type ERS, loosen the joystick
locking ring at the back of the lamp

DON CORATHERS

housing. Move the joystick to center
the hot spot in the beam projected on
the wall and then lock it in place. Mod-
ern instruments generally have a sec-
ond separate lamp alignment knob
that runs the lamp in and out of the
instrument to even out the light distri-
bution across the beam. Twist that
knob back and forth until the light on
the edges of the beam looks as bright
as the light in the center.

Unplug the ERS and push the shut-
ters back in all the way to prevent dam-
age from bending or shearing off.

Changing a lamp

The most important thing to remem-
ber when changing out a tungsten-
halogen lamp is to never touch the glass
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itself. Here are the basic steps for
changing a lamp. Since lamps typi-
cally go bad during the run of a
show, this task is usually performed
while the instrument is hanging in
the grid.

First make sure that the lamp you
are changing is really dead, by check-
ing all the cabling and circuitry.

Carry the lamp up in its box. Each
instrument will have a specific lamp
that is designed for it, so make sure
to bring up the right one.

Unplug the instrument. Remove
the circular lamp housing. Different
instruments have different ways of
securing the lamp housing, but the
most common is a brass knurled ma-
chine screw. Loosening that knurled
knob will usually release the housing
so it can be removed. If you don’t
find a knurled knob at the back,
check with the other lighting techs or
consult the instrument manual.

The lamp socket inside the hous-
ing will usually be rectangular in
modern instruments, round in older
ones. To remove a bulb from a rect-
angular sockets, press down on the
two metal clips that hold the lamp in
and pull it out. If the socket is round,
twist the lamp about a third of a turn
counter-clockwise until you feel it
stop and then pull it out.

Open the box and remove the
new lamp, making sure to keep the
paper or plastic sleeve covering the
glass of the bulb as you hold it. (This
is very imiportant, because any oils
from your hand that get on the glass
will severely shorten the bulb life.)

Insert the new lamp in the socket.
For rectangular bases, just push the
lamp base into the socket. Make sure
to push hard until it seats solidly—a
partiallv seated bulb will result in arc-
ing in the socket and reduce bulb
life. For round bases, push the bulb
down into the socket and turn it
clockwise until you feel it stop.

Once the bulb is in place, remove
the protective sleeve and replace the
lamp housing.

— K.5.D.

Continued from page 25

i Y 11
integrate because you just have to tebo
yourself that you need to put the go

i «wards.
in the form upside down and backwa

It's always a more confusing thing
with shutters. There you are behind the
instrument when the lighting designer
asks you to shutter off the proscenium.
It happens that the proscenium to be
dealt with is on the right side of this
instrument’s field, so you instinctively

want to grab the shutter tab on the right

side of the instrument. Wrong. The cor-
rect shutter would be on the opposite,
or left side. So as a focusing tech, you
must drill into your head, always oppo-
site, Left is right, right is left, top is bot-
tom, and bottom is top.

The right tool for the job

ERSs are generally classified in one of
two ways. Both methods give an indica-
tion of the kind of beam that the instru-
ment will produce.

The traditional way is to describe the
instrument by lens diameter and focal
length, in inches, expressed as two num-
bers separated by the “by” symbol: 6 x 9,
8 x 22 (“six by nine,” “eight by twenty-
two”).

\
"‘\
N

The lens size is easily determined by
looking in the front of the lens barrel,
Elliposidals usually have 4%, 6, 8, or 10
inch diameter lenses.

The second number, the focal lengq
is the distance from the center of the o
jective lens to the pou?t w.here a beam «
light passing through it will converge.
This is not something you’ll have to me
sure—instruments are usually desigr_late
as to their type, or at least the tec.hs ina
specific theatre know which style is whic

Newer instruments are classified by
manufacturers and technicians by their
nominal field angle, the angle that the
beam of light spreads out from the front
of the instrument. Common instruments

are 19-degree, 26-degree, 36-degree, and
50-degree. These instruments will be
called by the degree number, for ex-
ample, a “19-degree Source Four” if the
model is important, or just a “19.”

These two ways of classifying instru-
ments are different routes to the same
destination. One describes the key char-
acteristic of an instrument (the field
angle in degrees); the other describes t{
optical configuration that produces tha
characteristic. The important thing that
the lighting tech needs to remember
about the relationship between them is:

FIELD ANGLE AND THROW DISTANCE

———— throw distance_

Handbook (Broadway Press, 1995),

Nominal lens size Approximate Throw distance
and focal length field angle to 12-foot field*
42 x 612 50° 13 ft.
6x9 37° 18 ft.
6x12 27° 25 ft,
6x16 17° 4o ft.
6x22,8x14 10°

*Use as a rule of thumb. Calculated from inform

68 fi, ' t\(y

ation in Paul Carter’s Backstage
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_ the shorter the focal length, the larger
(& ¢ field angle. A 6 x 9, a relatively short
focal length ERS, has a field angle of
about 36 degrees. A 6 x 22 spreads about
10 degrees. There's a table showing the
correspondence between lens diameter,
focal length, and field angle on page 28.
Beyond just identifying different in-
struments, these designations give the
lighting tech a relative idea of the in-
strument’s beam throw and where it
should be hung. An instrument with a
large beam spread—a 6 x 9 or a 36 de-
gree, for example—is most useful for
short throws to the stage, say eighteen
feet away for a twelve-foot diameter act-
ing area. A 6 x 22 or a 10-degree in-
strument’s relatively narrow beam spread
is better suited to a hanging position with
a long throw to the stage.

Usually the lighting technician won’t
be making the decisions on which instru-
ment hangs where and lights what. That’s
the lighting designer’s responsibility. But
understanding the characteristics of the
different ERS configurations and know-
‘2 something about why the designer

e'aws the light plot the way she does will
make the technician better at his job.

How far?
The designer’s concerns are throw dis-
tance, size of light pool when it hits the
stage, and intensity of light on the sur-
face. Usually the throw distance will be
the starting point. Then the designer can
make selections based on the manufact-
urer’s spec sheet data for the available
instruments. It’s simply a matter of
matching the data for the available in-
struments with the throw distances in the
light plot. When you find an instrument
with the approximately correct size pool
of light (field or beam diameter) at the
right intensity (generally 100 foot-candles
or more at that distance) you're home.
Most facilities have a limited number and
types of ERSs and the designers and tech-
nicians get to know intuitively what beam
spread or focal length instrument is right
for each position or throw distance.
Lighting design computer programs
=-% come loaded with all the photomet-
ric data about lighting instruments, an-
cient to modern, and are able to display
specific data on any instrument the de-
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signer wants to plug into any position on
her plot. The software shows you the e.x-é,
pool size and intensity of any in- |

act light ; od
y at any specific distance, elimi-

strument . 2 6
nating a lot of calculations and rifling

through specification data sheets.

What theatrical lighting designers are
most concerned with is the amount of
light falling on a surface (an actor or .
scenery), which is sometimes called zllu.mz—
nance. llluminance or intensity of light is
measured in foot-candles, abbreviated FC.
Foot-candles are defined as a unit of mea-
sure of the intensity of light falling on a sur-
face, equal to one lumen per square foot.
Average illuminance levels during a
typical production may range from 10-200
FC. In general, however, acting areas with
50-100 FC are usually suitable for most
dramatic plays, comedies, and musicals,
providing that surrounding and back-

|
How bright? ;
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A boarding arts high school

_ Idyliwild Aris Academy is one of the finest board-
ing arts high schools in the country for the pre-

* professional study of dance, music, creative
writing, theatre and visual arts in conjunction
with a ‘rigorous academic program. Graduates
are sought by the most prestigious colleges,
universities, and conservatories in the nation.

The Theatre Department offers a college level
conservatory training program comprised of over
twenty theatre courses. Areas of specialization

offered  include; Acting, Musical Theatre, &
Technical Theatre.

“[1dyliwild Arts] students...are some of the most
serious, focused, and most professional I have
seen...consistently excellent both academically
and artistically and are the most prepared to
benefit from the professional training we offer
at New York University.”
Kevin M. Kennison, Faculty and Program Director

NYU, Tisch School of the Arts, Department of Drama
Contact: Academy Admission
P.O. Box 385D, Idyllwild, CA 92549
909-659-2171 ext. 223
fax: 909-659-2058
email: behnke@pe.net

www.idyllwildarts.org

Manufacturers’ websites
Strand Lighting:
www.strandlight.com

Electronic Theatre Controls:
Www.etcconnect.com

Altman Stage Lighting Co.:
www.altmanltg.com
NSI/Colortran Division of Leviton:
www.colortran.com or
www.nsicorp.com

Lighting & Electronics:
www.le-us.com

Books

Designing with Light: An Introduction
to Stage Lighting, by ]. Michael :
Gillette (third edition), Mayfield
Publishing Co., 1998

Scene Design and Stage Lighting, by
W. Oren Parker and R. Craig Wolf
(seventh edition), Holt, Rinehart

and Winston, 1996 : )

Lighting the Stage: Art and Practice, by
Willard Bellman, Broadway Press,
2000 - o a

Theatre Arts Video Library, 1998

ety
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ground lighting levels ar

Basic physics tells u
away the light source ;
1t is illuminatin

s that the farther

s from the surface

8 the less bright it will be,
Actually, the intensity drops off very

quickly as distance increases. Spe
the intensity of the light is invers
portonal to the square of the di

cifically,
cly pro-
stance
from the source. Also keep in mind that
light intensity drops off more rapidly
over a given distance for a wide field
angle ERS than a narrow beam ERS, be-
cause the wider beam instrument spreads
the same amount of light over a larger
surface area.
If more intensity is needed, there are a
number of things that can be done:
* Add one or more instruments aimed
at the same acting area.
* Change the instrument to one with a
narrower beam angle.
* Find a closer hanging position.
¢ Change the color of the gel installed
in the instrument to a lighter color.
For intensity and field angle data on
=pecific instruments, check out the manu-
eacturers’ websites listed on page 30.

Hanging the instruments

Before you start hanging lights, do a
thorough maintenance and bench focus
of your instruments (see “ERS Mainte-
nance,” page 26). If that’s not possible, at
a minimum you should do a quick in-
spection to be certain the lights are ready
to hang. Make sure:

® The shutters function. Push them
fully in for hanging.

® The iris, if one is installed, is opened
to full aperture.

* The C-clamps and yoke are in good
working order (i.e., the pin is straight,
the threads are not stripped, etc.).

* A lamp is installed.

* The power cable is looped neatly
around the yoke for safe and easy carrying.

* A safety cable is attached.

To hang an instrument, you will need:
* A crescent wrench, preferably at-
tached to your belt or pants with a tie
line or telephone cable.
Q:,w A ladder or other kind of lift.
s Sturdy shoes.
There are two things you should be
thinking about when hanging lighting

[ CHARLES H. STEWART

S CE NI C D E § 1.G N

SCENIC
BACKDROPS
& CURTAINS

our business...our only business...

HIGH QUALITY * RELIABLE SERVICE

GREAT PRICES
(Scenic Backdrops, Solids,
Lamés, and Strip Curtains)

CALL NOW FOR OUR CATALOG
(978) 682-5757
Fax (978) 689-0000

P www.charleshstewart.com : |
- CHARLES H. STEWART | -
#1115 Flagship Drive '

~:North Andover, MA 01845 .

‘gg,?z% WE WILL SHIP ANY OF OUR 1,200 SCENIC = =
""" BACKDROPS DIRECTLY TO YOUR DOOR!

- Summer Enrichment Program fosiChests
in = |

Theatre Arts

-Acting or

-Design/Technical
June 30 - August 5, 2002

-Musical Theatre
June 30 - Rugust 17, 2002

The Natioral High School Instutute
2 617 Noyes

L - Evanston, IL 60208
For current High School Juniors 1-800-662-NHSI

nhsi@northwestern.edu

us of Northwestern Universily
I8 the cany www.northwestern.edu/
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CATAWRA ColFeE

THEATLE ALt DEPARTMENT
* Degrees Offered 3

B.A. in Theatre Arts

B.F.A. in Performance
- Acting Concentration
- Directing Concentration

B.F.A. in Musical Theatre
B.F.A. in Design and Production

B.FA. in Theatre Arts
Administration

Dre- Pofessional fmininq ]
a

iberal Arfs setting

For Scholarship and Program
Information write, e-mail or phone
James Epperson, Chair
Theatre Arts Department
Catawba College
Salisbury, NC 28144

¥ T04-637-4440 ¥

jepperso@catawba.edu
www.catawba.edutheatre

3ECOME A RISING STAR!

Columbia

CEORLY L "ExG  E

xpress Yourself!

< Beginner
Textbooks

< Cuttings

< Scenes

< Interpretation

< Drama Games

< Teaching
Drama

Let CDE books

Teach & Help
YOU

For a catalogue write, call,
or e-mail:

CDE

(505) 751-0514
P.O. Box Z, Taos, NM 87571
bennett@laplaza.org

www.cdedebate.com

C H I

RMING

¥ ”

coLLEGE | 2

& MEDIA ARTSwai [~ ®

Columbia College Chicago, offering programs in the Visual, Performing and
Media Arts, is the college to help you express yourself. Columbia's Theater
and Dance Departments are the creative environment you need to immerse
yourself in your craft. While studying at Columbia, enjoy all that Chicago's
theater and dance scenes have to offer.

Theater and Dance Programs at Columbia College Chicago:
BFA in acting, directing, theater design, dance choreography, teaching dance
BA in acting, directing, musical theater performance, playwriting, theater

design, dance

31A COLLEGE CHICAGD |
OF UNDERGRADUATE ADMISSIONS
UTH MICHIGAN AVENUE

0 IL 606051996

312.3447130
WWW.COLUM.EDU
sodmissions @popmail.colum.edu
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instruments. The first one 18 safety. The

other is :
accurately as possable
1
\dy to be focused. . .
Let's begin. Using the light plot for di-

rection, take the ladder, the spec1f_'led in-
struments, pre-cut gel, and approplez'lte]}
sized gel frames (O the hanging positon.

Before climbing the ladder, plug in
iment, and loosen the

how to posinol nt
and make sure it's

e

and test each instru
bolt that runs diagonally through the C-

clamp so that the clamp will fit over the
pipe.
Take the instrument up the 1
hook the clamp onto the pipe, oriented
so the instrument will be right side up
when it is aimed in the direction of the
stage. Make sure the instrument has
enough room to move without hitting ad-
jacent ones. Finger-tighten the bolt until

it meets the pipe.
Secure the instrument with a safety

adder and

cable.

Use your wrench to tighten the bolt
until it’s secure. (It doesn’t have to make
a dent in the pipel)

Adjust the instrument so that it’s poing-.
ing in generally the right direction (upb’
stage, downstage, stage right, stage left).

Finger tighten the yoke lock handle.

Make sure the shutters are pulled out,
the iris is opened and the power cable is
hanging free.

If you are hanging on an on-stage bat-
ten, add weights to the fly line as needed
(typically every four to six instruments)
and for any cable added to the pipe.

Plug the instrument into the desig-
nated circuit.

Power each instrument to make sure
that it turns on. If it doesn’t, troubleshoot

the problem.

Focusing

When all the instruments are hung, the
lighting technicians and the lighting de-
signer work together to aim and focus
them. The designer stands on the stage
with a lighting plot and a cheat sheet with
dimmer hookups, circuiting, and board
channel assignments. One technician
runs the lighting board, either from the
stage or from the booth. One or two 1
nicians work in the catwalks or on ladd®rs
or lifts at the side box boom positions and
over the stage and house, doing the

Scanned by CamScanner
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The
Mabama Shakespeare Festival

he I o 4
Southern Writers" Project announce:

the
WH” CSU Department of Theatre
South ;
iters'

hands{m‘work of Positioning and adjust-
g each instrument.

What you will need to focus:

* A crescent wrench, preferably at-
foche(l to your belt or pants with a tje
line or telephone cable,

* Aladder or other kind of lift,

* Sturdy shoes.

BFA & BSEd.®

* Gel for every instrument, already cut degrees in a
and framed (if not already installed in
the instrument).

® [eather gloves,

* Gobos in the correct gobo holders
for the instruments in which they will be
installed. (Don't ever touch the cut-out
part of a gobo with your fingers! The oil
on your hands will cause the thin metal
to warp when it’s exposed to heat and
ruin the pattern.)

The typical focusing sequence goes
something like this.

The designer calls for a specific group-
ing of instruments (a dimmer or a channel)
to be brought up. Based on how the in-
struments were cabled and patched into
the dimmers, that group of instruments
dight up.

lecy) The designer stands on the stage in
the place she wants the first instrument
aimed. Generally she will specify which
instrument she intends to focus.

If the instrument is already gelled (or
“colored”), remove the gel frame unless
the designer specifically asks you to keep
itin. It’s a lot easier to focus an instru-
ment without the color media installed.

It's good etiquette to periodically flag
the instrument by waving your hand in
front of it so that the designer can tell
where your particular instrument is
aimed. The first time you should flag the
instrument is at the beginning of the pro-
cess, when the designer may be trying to
assess what she’ll want you to do to this

challenging,

20 02 affordable

Liberal Arts ™
a program.

One Act Play |
Competition | &

Funded in part by:
Alabama State Council on the Arts &
Central Alabama Community Foundation

Deadline: March 10, 2002 USNEIRVEESRES R ETERY]

For Alabama teens! Columbus, Georgia
Contest guidelines at www.asf.net or | R TA VYNSRI YR VO RIS I L)

contact Gwen Orel at gorel@asf.net
http://theatre.colstate.edu

instrument. Summer Theater The School

The designer tells you how to position June 22 — August 4 Theater and Academics
the instrument (up, down, right, left). Ages 13 — 18 Grades g —12
You, as the lighting technician doing the S Wk Summer Stock Tntensre Acting and Musical Theater
focusing, aim the light so that the hot Three Musicals and Four Plays Highly Selective

spot is on the designer. The designer can
actually feel or see this spot and you
should strive to get it on her as quickly as

For more information please contact:
Walnut Hill School / Office of Admission and Placement
12 Highland Street / Natick, MA 01760 / (508) 650-5020

www.walnuthillarts.org

-Mgsible.

‘jOncc you have the position set, lock
down the instrument with your wrench on
the yoke bolts. If you need a moment, tell
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Oswego Summer Theatre Institute
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Oswego State
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www.oswego.edu
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515.312.2270

lass of Summer 2001

the designer you are locking it down. If
you have old or very large instruments,
this could take.a few seconds but is ex-
tremely important. The few seconds you
spend locking down now will save lots of
time later if the position of the instru-
ment shifts.

The designer will tell you how to focus
the edge of the light so that it’s sharp or
blurry.

Fuzz it out or soften it up means to move
the barrel of the instrument out or in so
that the edges of the pool of light get less
sharp.

Sharpen it up means to gradually move
the barrel towards the middle of its range
until the edge of the pool of light is in
crisp focus, or until the designer says
she’s happy.

Run the barrel means that the designer
wants to see the range of focus that par-
ticular instrument is capable of project-
ing. She will (you hope) tell you to stop
when she’s found a look she’s happy
with.

If you are working with gobos, they
should already be mounted in their ap-

propriate hold
slot. Remembe
image around. lf.l
rectional, insert 1t
will be right and up
projected.

The desig
wants the gobo crisply focused or soft. In

he gobo pattern is di-
“backwards” so that left

ner will tell you whether she

1

|

ers. Slide the gobo into :h;"i
r that the lenses flip [h('@

will be down when it’s

general, most gobos will be focused with a

sharp edge.

When projecting gobos onto the cyclo-

rama, sometimes the angle of projection
creates a bad keystoning effect, which -
makes the light look like it’s smearing di-
agonally away from you. You can correct
this effect by adjusting the angle at which

the gobo is inserted into the gobo holder.

Tilting it 45 degrees or so can make a lot
of difference, but be prepared to fine

tune several times before it’s exactly right.

If you are getting a lot of halation or

flare around the edges of the pattern, you

may want to use a donut, a solid metal

square the size of a gel frame with a circle

cut out of it. The donut sits in the gel
frame holder and does a good job of re-

ducing halation. -
{
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A
#

e s,

i 5
s
.,

From the author who brough;?o“ﬁﬂf his Is a Test

Afunny, spooky play about the nature of reality.

@ o limis havingareallY bad day.

. - His girlfriend is asking him to he
P . His mom is trying to seduce him.
=" His father is pushing him to drink some suspicious looking milk. .

p her poison her father. £/

& “Its becoming harder and harder for Jim to figure out what's real and what's a dre
- And just when he thinks he has it figured out, his lfe takes another surprising tufarT'

- @ ‘ i : . .‘.
N\ Phone: (800)448-7469 - Fax: (800)334-5302 ;
T Email plays@dramaticpublishing.com - Visit s at: www.dramaticpublishing.com

S— Visa and MasterCard accepted. Ask for our free catalog. -
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If necessary, the designer wi|| tell you
, w to shutter the instrument o make
ts off of scenery or architectural strye.
tures (such as the proscenium)
ate a smaller pool of light,

Remember that (he image reverses in-
side the instrumen, When making shut-
ter cuts, left is right and up is down,
Don’t worry, you'll get used to it.

When all the adjustments have been
done, reinstall the gel frame. When you're
finished, flag the instrument again. It's a
nice courtesy and a good final check.

Tell the designer when you're ready to
move on.

Remember th
Sometimes itm

can’t make up her mind. Sometimes she
may ask you to run the barrel a dozen
times in a row, and your arms will feel
like they’re about 1o fall off. Stay with it.
You are there to support her in making
the show look great.

Good focusing etiquette also includes
keeping your eyes open. If you see light
spilling on the proscenium, or if you
think there’s a dark spot on the stage,
bring it to the designer’s attention. If
the designer looks like she’s not sure
where an instrument is aimed, flag it for
her. All these things go a very long way
Focusing etiquette to mz‘lking the day go smoothly and.
Focusing instruments can be tedious, keeping a good sense of camaraderie.
hard work. Sometimes it seems like an
eternity between one instrument and
the next as you sit in the catwalks wait-
ing for the donut break to finally arrive. o i
Be patient. The designer you are work- Thanks to the folks at the University of Cin-

} i C - tory of Music for the
ing with has a lot of details to attend to annati College-Conservatory of | [

: ) i use of their facility for photography, and to
and sometimes things don’t go as Paul Sanow of Vincent Lighting Systems for
smoothly as everyone would like. technical support,

(ﬁ Come Celebrate e Arts This Summen!

CHOATE RoSEMARY HALL SUMMER ARTS CONSERVATORY
June 30-AucusT 2, 2002

atyou're on a team.
ay scem the designer

UnH

» O to cre-

() uoisog

U], 033U

Katherine Shirek Doughtie is a veteran of
more lighting calls than she can count.
Steve Nelson is our technical theatre editor.

[STIIATU

21389y T, L3

Be a part of a truly interdisciplinary approach to arts educati(?n. S.mdents learn to
create and collaborate while working in the beautiful I.M. Pei-designed Paul Mellon
Arts Center. The facility sits in the middle of a 400-acre residential campus am'i
houses two theaters, recital hall, music classrooms and practice rooms, arts studios,
dance facilities, and an art gallery/lounge area. Conservatory culminates in arts
festival.
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A dynamic alliance

Intensive five-week programs for students entering grade 7-12:
e Playwriting—elements of script writing, screenplay develop-

ent, film/play labs Intensive Training.
ment,

* Theater—acting styles, movement, musical theater Professional Excellence,
e Visual Arts—ceramics, painting, photography, art seminars | |

e New York City weekend trip (optional) For more information ab()l?t

i i r programs of study, visit

larships available. ou u !

R y our website at wnnebu.edu/sfa

or call 617/353-3390 or

Paul J. Tines, Director, Paul Mellon Arts Center R00/643-4796,
ig' 333 ChriSIian Strccr’ W’a]lingrord' CT 0()492 \ U Il opportanity, .l”‘ll[”‘ltl\l' Action anstitution
L 203.697.2423 An equal opy

e-mail: rbrandt@choate.cdu
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