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Abstract

Timothy Findley’s The Wars, adapted by Dennis Garnhum, was presented at the 400 seat
Frederic Wood Theatre. The production opened on the 7th of November 2019 and closed on the
23rd of November 2019. The Wars was directed by Lois Anderson. Set Design was by MFA
student Cecilia Vadala, Costume Design was by BFA student Erica Sterry, Sound Design was by
BFA Student Zachary Levis, Stage Management was by BFA Student Emily Chen, and Assistant
Stage Management was by BFA Students Hannah Abbott and Sherry Yang. This thesis is my
formal report of my Lighting Design and Design Process for this production.

The structure of this thesis follows that of the production. It begins in the pre-production and
research phase of the project, which included meetings with the director and design team to
establish the vision for the project. It then moves into the design phase, followed by the
implementation of the project in the space. The thesis concludes with a retrospective view of the
production and my reflections on the effectiveness of the production as a whole.
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Lay Summary

This thesis documents the process of my 2019 UBC lighting design for Timothy Findley’s
The Wars Adapted by Dennis Garnhum. Included are notes, paperwork, and photographs
showing all aspects of my design and the process. The design team’s concept for the show aimed
to highlight for the audience the similarities, such as their young age, between the actors
performing onstage and the men who would have gone to fight in World War 1. All design
choices were made with this in mind.
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Preface

As part of my lighting design for Timothy Findley’s The Wars, I prepared the preliminary and
final cue lists, preliminary and final lighting plot, instrument schedule, gel list, gobo list and
effects list. I was assisted by BFA Students Rebekah Lazar and John Tolton. My Advisor
throughout this production, and my time at UBC, was Robert Gardiner. I was also the Head
Electrician for this production and some of the details presented are in connection with that job
title. I took most of the photographs contained within this thesis during the tech process. Any
others are included here have been provided with the permission of Javier Sotres. The images
presented show my completed design alongside the set design of Cecilia Vadala and the costume
design of Erica Sterry. This report is a summary of the pre-production, design, and
implementation phases of the production as well as my thoughts about the final production in
retrospect.
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Chapter 1: Introduction

1.1

Venue

The Venue for Timothy Findley’s The Wars was the Frederic Wood Theatre at the
University of British Columbia’s Vancouver Campus at 6354 Crescent Rd, Vancouver, known
colloquially in the department as the Freddie Wood Theatre or, as it will be referred to in this
thesis, “The Freddie”. The venue hosts 400 seats and is a full counterweighted fly house, it was
rebuilt just months before the project bringing the number of line-sets up to 35 (although one was
broken throughout the process). The Freddie hosts a sound and lighting rig that is capable of
professional level design work. The stage measures approximately 36’ wide with a proscenium
opening height of 16’.

Figure 1 Frederic Wood Theatre Photo courtesy of the UBC Department of Theatre and Film
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1.2

Preliminary Reading/Plot

I began the process with a preliminary reading of the script which gave me great insight
into the type of play that we would be creating. The plot of Timothy Findley’s The Wars focuses
around a young man named Robert Ross who was born and raised in Ontario, Canada. The play
is an account of his time in the army during World War 1 and his slow decline into madness
caused by PTSD from both events of the war and events in his home life. Robert is affected by
the loss of his fellow soldiers, and by the death of his sister, for which he blames himself. Robert
is also very attached to the horses that are featured heavily throughout the script and the pain that
they suffer in wartime is thematically linked to his mental decline.
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Chapter 2: The Wars Design Process

2.1

Preliminary Design Concept Meetings

We began our process with a series of design concept meetings that involved the entire
design team. Among those present were our set designer Cecelia Vadala, our costume designer
Erica Sterry, our sound designer Zachary Levis and our director Lois Anderson. In our first
meeting our faculty advisors were present but after that our concept meetings shifted to solely
the creative team. These meetings were invaluable because they allowed us the time to unify our
vision for this show. The working dynamic of our team was incredibly important to the success
of this show because of the collaborative approach that we took with our design process.
Everyone who was at the table at these meetings felt that they could talk about any aspect of the
show, because that was the atmosphere that we had established. Collaboration was incredibly
important when it came to the integration of the different aspects of design in this production
because of the intimate nature of the piece. Our meetings were very informal, but they allowed
us to lay the groundwork for what would become the production. One aspect of these preliminary
meetings that was challenging was that whenever our meetings did include those outside our
design team, progress and passion were impeded by some of the opinions, this led me to think
about how I would offer constructive feedback in the role of an advisor. Overall our design
consultations allowed us the time to create a vision that included all aspects of the production
before rehearsals even began.
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2.1.1

Secondary Readings

Upon the completion of our first meeting with our director Lois Anderson, we all
determined that we would read the original source text that the play was based upon, The Wars
by Timothy Findley, published in 1977. Dennis Garnhum worked directly with Timothy Findley
to adapt the work for the stage, which premiered at Theatre Calgary in 2007. Although the play
is a direct adaptation of the book, there were certain differences between the two that became
apparent upon reading the book for the first time. The book is much darker than the play, giving
far less hope for Robert, and his relationships to those around him are not as strong as they are
within the play. There are also a number of plot points that are left out of the play. One of the
major moments that affects Robert in the book, but is not featured in the play, is a brutal rape
scene that takes place while he is overseas. This is a pivotal moment for Robert’s psyche in the
book. The other main difference, and one that ended up playing heavily into the design concept
of the show, was Robert’s relationship to the horses that were on the battlefield. The book uses
horses much more frequently than the play as a symbol for Robert’s love of animals, and it was
this that led us to feature horses so prominently in the design concept of the show. I completed a
secondary reading of the play and made detailed notes on setting, time of day, mood, and major
action for each of the scenes. I also highlighted all of the design elements, such as stage
directions, that were explicitly mentioned throughout the script.
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Figure 2 Act 1 Preliminary Scene Breakdown (Originally handwritten but typed for this thesis)
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Figure 3 Act 2 Preliminary Scene Breakdown (Originally handwritten but typed for this thesis)

2.2

Design Concept

Our design concept for Timothy Findley’s The Wars, created through our Director Lois
Anderson’s initial vision and refined during our many design meetings, was to highlight the
reality of the young people who fought during World War 1 and focus on the nature of
6

connections that were made in the war. To create an authentic value in the production, our
concept was that the audience should see similarities between the students presenting the play
and the young people from the previous century whom they represented. The cast and crew
creating the show would have been the same age as the soldiers who went to war in World War
1, where the average age of a soldier was 24. This was demonstrated by removing standard stage
conventions, such as legs and borders, allowing the audience to see that the actors onstage were
controlling the outcome of the production, and connecting with each other as themselves. Our
main character Robert Ross makes connections with his fellow soldiers, Private Harris, Lady
Barbara, the animals that he fights alongside, his sister, his family, and even the nurse in the
hospital where he is eventually transported and given the option of death. It is because of these
connections that he decides he is not ready to die, even though he seems to have lost everything.
The connections that are forged in the show reflect how quickly and deeply relationships can
form in the environment of war.

The set design for our production by Cecelia Vadala was minimal to allow for many
locations, which could be easily assembled by the actors. Small set pieces, such as crates and
sandbags, were used throughout the show to symbolize different locations in Canada, France,
and England. Along with these small pieces there were a few large pieces, such as the
scaffolding that was used as a ship in Act 1 and the beds used in the hospital scenes. Other
elements were flown in from the grid to complete certain locations, such as roof pieces, a door in
the dugout, a flying rack of jackets for the barracks, a Canadian flag and a rabbit cage in the
barn. A theme that I used throughout the show was using lights to represent the spirits of
animals, which I did by placing lights in the flying rabbit cage. The main focal piece of the set
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was an enormous 40’ x 30’ piece of textured muslin fabric that was moved throughout the show
to symbolize many different locations. This drop was utilized with lighting to create different
moods and atmospheres through the show. There were also changing racks, makeup tables, and a
ghost light at the top of the show to reference theatrical traditions the audience typically would
not see. To achieve the effect of the “backstage area” being onstage, I used blue top light
(normally used backstage for actors and crew). Border curtains that would normally be in front
of the lighting pipes were also removed to allow the audience to see all of the lighting
instruments that were hung above the stage, to emphasize the lack of theatrical conventions used.

In Erica Sterry’s costume design, all of the actors began the show in regular clothing and
as the audience entered the actors were getting ready for the show by putting on costumes, wigs,
and makeup. Each time an actor would change their costume they would grab it from the rack on
the side of the stage and either change in full view or change behind a changing wall on stage.
Most costumes were accurate to the period, while some were more abstract. The horses, played
by actors, were created using masks and crutches wrapped in cloth. Lighting was used to create
silhouettes of the horses in the burning barn scene near the end of the play. Lighting was also
used to highlight the coyote costume that is featured throughout the production.

Zachary Levis’ sound design was also used to show the involvement of the students in
the production. In the downstage right wing, a foley station was used by the actors to make
sound effects throughout the production. A large “thunder sheet” made of a 4-foot by 8-foot
steel sheet was hung in the upstage left corner of the stage and was utilized by the actors
throughout the show to accompany the lightning effects and as explosions in battle scenes.
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Overall, our production design for Timothy Findley’s The Wars showed the audience that
the young people affected by World War 1 were the same age as the students who were putting
on this production. We did not want to give any illusions that we were trying to hide the fact that
this was a theatre production. Throughout the play we slowly removed most of the elements that
emphasized this at the beginning and made the piece more theatrical as we went along, allowing
the audience to be drawn into the world in which these characters resided. Horror and connection
are two very strong themes to convey on stage, and through the use of this rising scale of
theatricality the audience was also given the opportunity to form an attachment to the characters
in the production and feel loss when they were hurt. War is an incredibly hard thing to stage
because the true horror of the event can never truly be replicated, but by using the design
techniques that we developed in our consultations and early design meetings we were able to
create everything from the very intimate moments to the truly horrific moments that are explored
in Timothy Findley’s The Wars.
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2.3

Preliminary and Final Lighting Plot
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Unit Number

Dimmer
Channel

Color Summary

Color
LED
R16
R16
R16
R16
R18
R18
R26
R60
R60
R62
R74
R80

Size
6.25"
I-Cue
7.5"
n/a
6.25"
6.25"
n/a
7.5"
7.5"
6.25"
n/a
7.5"
7.5"

Count
2
1
9
4
5
2
3
9
10
10
2
9
9
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Between the completion of the preliminary lighting plot and the final lighting plot, I
decided to implement changes based on meeting with the design team and suggestions by my
advisor Robert Gardiner. These changes included moving the LED tips to the balcony rail in
order to gain more spread of the beam onto the stage, giving me the ability to do a full stage tip
colour wash. I also added 3 full sets of high sides to the plot on the advice of my advisor to give
myself more options for sculpting the actors upstage. In the select moments I used these lights,
they added depth to the scene. I also added a number of specials, including a cross gobo on the
first FOH, a special backlight spot for Act 2, and 2 sidelights specifically implemented to light
the snow that fell in front of the backdrop. Most of the other changes between the preliminary
and the final plot were small changes to do with gels and placement. I ended up placing R119
frost in the Altman fixtures on the FOH 2 pipe in order to better match the quality of light from
the Source4 fixtures. Formatting was also dramatically increased between the preliminary and
final versions, making sure that all of the text was readable and removing the unused fixtures
from the label legend. Plot updates throughout the process of the design and the tech period were
incredibly important for keeping focus notes on track.
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Figure 5 Timothy Findley's The Wars Final Lighting Plot
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2.4

Lighting Cue Sheet
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Figure 6 Final Lighting Cue Sheet
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2.5

Instrument Schedule
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Figure 7 Timothy Findley’s The Wars Instrument Schedule
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2.6

Channel Hookup
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Figure 8 Timothy Findley’s The Wars Channel Hookup

2.7

Gels

The gels I chose for this production were concise and complementary to each other, in
order to give the feeling of elegance in lighting that we were looking for. I did not want to cloud
the stage with too many outlandish colours. Any of the complex colour moments that I did want
to create were done with LED fixtures and not conventional gels. Rosco R99 acted as the warm
front while Rosco R60 acted as the cool front, giving a large breadth of options for the warmth of
a scene. I also wanted 3 sets of top lights, Rosco R26, Rosco R16, and Rosco R74, in order to
manipulate the mood and time of day of the piece. Rosco R26 gave me a full red wash for the
mud in the trenches and the horror of France. Rosco R16 gave a nice daytime warm light for the
outdoor scenes in Canada and Europe. Rosco R74 gave the final top light look with blue to create
night. This gel was also used in conjunction with effects to create the rolling ocean as they
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traveled from Canada to Europe. Top light was also used in the wings of the theatre to symbolize
the “backstage area” of the theatre and the gel that was used in those fixtures was Rosco R80, a
very deep blue to show the separation between the stage and the backstage. The other gel colours
were used in specials to convey different moods and mix with existing colours to create location
and texture.

Figure 9 Gel Colours
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2.8

Gobos

The gobos I chose to use in this production were all simple and were intended to enhance
moments in scenes and not be the focal point. Another way to create texture in a scene is to use
complex breakups, but I did not feel this was the best option for this production. Instead I wanted
to focus on shadow from larger light sources to create atmosphere. The leaf breakups, R#77805,
were used to create green texture in the garden scenes. It was also mixed with red in Flanders
Fields to create a brown mud break up texture on the drop. The cross, R#78061, was used during
the church scene in Act 2 to connect pools of light on either side of the stage, and to reference
the sense of reflection symbolized by the cross. Lastly, the ripple gobo, R#78129, was used in
conjunction with a gobo rotator and an LED fixture to create the effect of fire during the burning
barn scene. This was achieved by shooting light at the back of the drop, creating shadows and
fire spreading up the cloth.

Figure 10 Gobos
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Chapter 3: Design in Production

In this chapter I will summarize the major moments of the play, broken down by scene,
and show the different lighting techniques that I used to achieve the mood and setting of each
location throughout the play. Lighting is a versatile art form and through the use of colour,
texture, and shape, you can create different scenarios and locations with the same equipment
used in different ways. In the previous chapter I showed the different lighting instruments, gel
colours and gobos that I utilized to achieve this balance of elements. Here, through the use of
pictures I will show how the major moods of each scene were achieved, and how they were
combined with set, costume, and sound to create a cohesive environment for the play.

3.1

Pre-Show

The pre-show of a performance is often an afterthought, usually addressed after the
design and direction of the play is completed. It is often a static tableau, meant to create an
atmosphere for the audience. However, from the beginning our concept was for all aspects of the
production to be on display to the audience, including the students preparing to put on the play. It
was crucial to have lighting for the pre-show that emphasized what was happening onstage and
give a realistic “backstage look” to begin the show. By using blue top light combined with the
existing backstage blue lights that were installed for the show, I was able to create an atmosphere
where the audience could come in and see the actors preparing for the show without looking
overly theatrical. Excessive theatricality would have been antithetical in this state because of
what we were trying to represent. In addition to the blues I used backstage practicals, including
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the makeup mirror and ghost light (a theatrical tradition of leaving one light on stage for safety
and also in superstition to keep the ghosts away) to give added definition to props being moved
and costumes being donned before the beginning of the show.

Figure 11 Pre-Show Photo by Matthew Piton

3.2

Act 1 Scene 1: Hesitation

Timothy Findley’s The Wars begins with a snap to light, as we are brought from the
world of the stage into the world of the play in an instant. As Robert Ross places his bag down,
we are transported to a train station platform in Alberta where he is traveling to complete basic
training for the military. As the train leaves the station, a bright light shines from Stage Left to
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Stage Right and a blast of fog flies across the stage in the same instant. The light then fades,
simulating the train leaving the station. As the light of the train slowly fades away and the fog
dissipates, blue night light surrounds Robert Ross and a cold strip of top light remains on the
train platform where he stands. Although in the real world, night is an absence of light rather
than blue light, blue is often in theatre used to symbolize the difference between the day and the
night. Cold front light on Robert’s face in a line from stage left to stage right on the drop creates
the train station platform. To keep the simplicity of the scene, the only other theatrical effect
happening onstage is a cold beam of moonlight on the Canadian flag that hangs above the
platform. This moment is also the first time that the audience is acquainted with what the
“backstage” area of the stage will look like: blue top light over makeup tables, costume racks,
props, and set pieces that will be used later.

Figure 12 Act 1 Scene 1 Train Station Photo by Matthew Piton
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The passing of time in Timothy Findley’s The Wars uses a nonlinear progression,
meaning that not every scene plays out in the order in which they took place. From the train
station platform, we are quickly transported into the recent past in the form of a flashback. These
types of moments happen throughout the play and offer new information about Robert’s
struggles each time we glimpse into them. It was important to make it clear for the audience
which scenes were taking place in the past, and which were in the present. Lighting played a
huge role in this narrative structure because of the simplicity of the staging. Lighting was used to
transport the characters from a cold train station platform in Alberta to a warm summer garden
party for Robert’s sister Rowena, who suffers from hydrocephalus, a condition which affects the
brain and also her ability to walk. Even though Rowena is older than Robert, her mental age is
far younger than his and he acts in many ways as a guardian to her and her greatest friend. The
garden party, taking place on a warm Toronto day, was achieved by the use of warm top light
and warm front light. This is the first time that warm light comes from above and that creates a
serious distinction between this moment and the train platform prior to it. This is also the
moment when the “backstage” light that stays throughout the first Act is really noticed. Before
this scene, the stage has been mostly blanketed in blue light but the opposition of the warm light
on the stage to the blue lights that wrap around it now becomes apparent. During this scene there
is also a moment where all the characters are coming together to take a picture. To create this
effect, I used the I-Cue fixtures that were in the first FOH pipe to frame the actors in front of the
camera, then very quickly flashed them to create the effect of the camera pot flash.
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Figure 13 Act 1 Scene 1 Garden Party Photo by Javier R. Sotres Photography

At the garden party, Robert presents Rowena with a gift of rabbits, and this moment plays
a large role in Rowena’s story arc. The audience is given a glimpse further into the relationship
between Rowena and Robert as they sit down to a picnic where Rowena makes Robert promise
that he will never leave her. Then, in an instant, we are transported back to the train platform and
the world of Robert’s flashback is erased from the stage. We are brought back with a flash of
lightning, created using the LED tips on the sides of the stage. LED fixtures lend themselves
nicely to this kind of effect because of their ability to curve up and down much faster than a
traditional fixture, meaning that they turn on and off faster than traditional incandescent fixtures.
An actor on the upstage “backstage” area of the stage helped to emphasize this shift back by
snapping the large thunder sheet at the same moment as the flash of lightning.
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Figure 14 Rabbits Photo by Javier R. Sotres Photography

At the end of the scene we see Robert departing the train station on his journey to basic
training, accented by more flashes of lighting. The first scene of Timothy Findley’s The Wars
sets the pace for the show, introducing the audience to the narrative structure of the show and
concept of “the stage” and “the backstage”, primarily through shifts in lighting.

3.3

Act 1 Scene 2: Basic Training

The second scene of the show begins more slowly than the first, with a transition period
where the actors reassemble the set pieces to create a new location, a warm day on the prairies at
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military basic training. I created a bright daytime look across the stage and fabric, but in order to
differentiate it from the garden party in the previous scene, I used less warm top light and more
cool front light.

Figure 15 Act 1 Scene 2 Training Camp Photo by Matthew Piton

Later in the scene, the audience is introduced to Captain Taffler, a man who most of the
men idolize because of his “war hero” status among them. When he is introduced throwing rocks
at a glass bottle, I bathed him in white light that comes from above. This almost ethereal moment
symbolizes the idealistic worship of him by the men and also foreshadows the dark future that is
in store for Taffler. While this is happening, we also see the first vision of the horses that occur
throughout the play, portrayed by actors in horse costumes. These first few scenes of Act 1 set up
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relationships between the characters, with lighting highlighting the moments the audience should
remember.

Figure 16 Act 1 Scene 2 Throwing Stones Photo by Matthew Piton

3.4

Act 1 Scene 3: Jumping the Gun

Scene 3 begins with the actors moving set pieces to create a brothel on the outskirts of a
small Alberta town near the military base. The men enter and are greeted with the warm interior
of the home, surrounded by the glow of red tip lighting that gives the feeling of the romantic
environment. As Robert dances with Ella, a woman who works at the brothel, the lighting is
intimate and inviting, with warm top light on the central scene, surrounded by red top light.
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Robert eventually ends up alone with Ella on the stage before he is scared away by her advances,
and the presence of her madam Maria who comes into the room.

Figure 17 Act 2 Scene 3 Brothel Photo by Javier R. Sotres Photography

As Robert runs away, the lights quickly shift to a beam of moonlight that comes down
upon him. A pivotal moment in both the play and the book, Robert is now running through the
forest in the middle of the night trying to get away from the things that he has seen and what has
happened to him.

35

Figure 18 Act 2 Scene 3 Running Photo by Javier R. Sotres Photography

Then, out of nowhere, a coyote appears on the opposite side of the stage from Robert,
also bathed in moonlight. Robert begins chasing the coyote through the forest until they come to
the side of a pond. The coyote finally acknowledges Robert’s presence and they share a moment
where they look at each other and the stage becomes still before Robert continues running and
the scene fades away. This is a moment that plays out for Robert multiple times before the end of
the play and is one of the many relationships that stick with him throughout his experiences.
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Figure 19 Act 1 Scene 3 The Coyote Photo by Matthew Piton

3.5

Act 1 Scene 4: Marching Orders

Scene 4 begins in the barracks of the military base; the men assemble in a line and begin
to get ready for their morning inspection. Four moving lights then glide over the stage to reveal
the men’s jackets as they are flown in from above. From this moment forward these jackets will
be with the men and are incredibly important to each of their characters. In this scene, all of the
men complete their training and become soldiers. Robert is pulled aside by Captain Taffler and
the audience learns that Robert is now an officer and will be commanding the other men with
whom he has trained with. Robert shares his doubts in his ability to lead the men and is reassured
by Taffler that he is ready to command his company. Since there is minimal set to establish the
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barracks location, it is created mostly through lighting. I used cool light above the men, with
warm light streaming in on their faces as if it was coming in the windows of the barracks. At the
end of the scene, the men are told they are off to war.

Figure 20 Act 1 Scene 4 Barracks Photo by Matthew Piton

3.6

Act 1 Scene 5: Send Off

At the beginning of Scene 5, the action is focused DSL, where Mr. and Mrs. Ross are
having a conversation about Robert leaving for Europe. Mrs. Ross is unable to say goodbye to
her son and watches the rest of the scene from afar. Light then opens all across the stage, where
Robert and his men ready themselves to board the ship. Throughout the scene, there is cool blue
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light on the stage apron, representing the water against the dock. As Robert says goodbye to his
father, horses and equipment are loaded on to the ship, which is represented by scaffolding. Near
the end of the scene, Robert manages to catch a glimpse of his mother as she stands on the DSL
side of the stage, showing the breakdown of the relationship between mother and son.

Figure 21 Act 1 Scene 5 Dockside Photo by Matthew Piton

3.7

Act 1 Scene 6: Sea Horses and Whales

Scene 6 begins with a flash of lightning, a swirl of wind, and the movement of water on
the fabric draped across the stage. I used multiple effects to simulate the movement of the ocean
on the stage floor. Lights pulsed across the stage giving the feeling of movement, and moving
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heads were used to show the reflection of the water on the ship. As the men stand on the deck of
the ship atop the scaffolding, they are bathed in a cool beam of moonlight amid the cold blue
night that surrounds them. During the scene a relationship is forged between Robert and Private
Harris aboard the ship, as they stand on the deck and talk about themselves and look for whales.

Figure 22 Act 1 Scene 6 Ship Deck Photo by Matthew Piton

The peace of the moment is broken by Private Purchas as he comes and tells Robert that a
horse has injured itself and it will have to be shot. As the men descend into the ship, we travel
the light with them under the scaffolding, past where they run into the young private Regis, and
into the area of the ship where the horses are kept. A trap in the stage is opened revealing the
horse to Robert and the other men, which I portrayed with a beam of white ethereal light
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streaming into the men’s faces. It is at this point that Robert flashes back to being told by his
mother that he will have to kill the rabbits that he gave to Rowena because she has passed away
and the rabbits only remind them of her. As the audience gets a glimpse into Rowena’s fate,
Robert and his father wrestle over the cage and Robert falls. Robert is thrown back into the world
of the ship with a flash of lightning in the lights. He kneels down and through the screams of the
men shoots the horse which pulses the beam of light into his face with each shot. The light
eventually fades, symbolizing the life leaving the creature which he loves so much. This is a
truly traumatic moment in Robert’s story and one that will motivate him to try his best to protect
the horses that he fights alongside throughout the rest of the war.

Figure 23 Act 2 Scene 6 Shooting the Horse Photo by Javier R. Sotres Photography
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3.8

Act 1 Scene 7: Fog and Mud

As the scene change begins, fog pours from the wings onto the stage. The fabric is
brought together in the centre of the stage and ruffled to look like mud, which the men trudge
through as they are now in France and journeying their way towards the battlefield. This is
Flanders Fields, the site of one of the bloodiest battles of World War 1. As the men trudge
through the deep mud, darkness and deep red light symbolize the terrible conditions and horror
of the battlefield, as well as the blood that flows through the mud. They have an encounter with a
Flemish woman and are eventually found by the other men in their company who tell them that
they have gone the wrong way and are on a collapsing dike.

Figure 24 Act 2 Scene 7 Fog and the Flemish Photo by Javier R. Sotres Photography
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The men turn around but then realize that in the thick mud surrounding them is a field of
bodies being eaten by crows. Robert becomes separated from the men in the thick fog and amid
the horror of the bodies and the screaming of the crows he collapses and begins to retch on the
ground. The scene quickly shrinks down to just Robert on stage in a beam of light where he is
having a panic attack from the bombardment of sound and the horror of what surrounds him.

Figure 25 Act 2 Scene 7 The Birds Photo by Javier R. Sotres Photography

Robert flashes back to the same time as before, after the fight with his father. Robert
strips and climbs into a bathtub on the stage where his mother greats him and in the cold scene
we are treated with the image of a broken woman. She has lost a child and is hurting so badly
that she scolds Robert and tells him that if it is his choice to go to war then she will have nothing
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to do with him. The tight intimacy of the light in this scene was incredibly important to the
feeling being portrayed.

Figure 26 Act 2 Scene 7 Bathtub Photo by Javier R. Sotres Photography

3.9

Act 1 Scene 8: New Home

Robert is wheeled off the stage and a dugout quickly comes together on the stage. Roof
pieces fly in and boxes are arranged in a circular fashion to create the men’s new living quarters.
Robert and his men enter and are greeted with new friends and relationships that will follow
them through the story. The dugout is cold, bathed in only enough warm light to symbolize the
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candles that would be burning in the space, but the dugout is surrounded by more red mud which
the men never escape from while they are in France.

Figure 27 Act 1 Scene 8 Dugout Photo by Matthew Piton

As the men all become acquainted with one another, Robert begins to tell the men of his
sister and how they used to sneak away to the barn to feed the rabbits and how they would dance
there. As Robert crosses the stage, he flashes back to the barn. Rowena wheels out onto the stage
and a rabbit cage descends from above with 3 lights in it, their glow representing the rabbits in
the cage. As Robert begins to dance with Rowena, the soft light on the stage focuses down on
them and begins to pulse to the melody of the music that haunts Robert throughout the show.
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Figure 28 Act 1 Scene 8 Feeding the Rabbits Photo by Matthew Piton

One of the men eventually breaks the moment of Robert dancing with Rowena by asking
who she dances with now that he is in France. In an instant the flashback is destroyed as bombs
explode outside the men’s dugout. In a series of explosions created by using different fixtures
and timings, the men are thrashed about the dugout, which is destroyed. Each time the lights
come up the men are held in different tableaux and more of the dugout becomes destroyed. In the
cacophony of noise and lights everything is torn down around them until we are left with a dark
stage and silence. A single light streams through the shattered glass of the door to the dugout
before the house lights come up to indicate the beginning of the intermission, leaving the
audience not knowing the fate of the men.
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Figure 29 Act 1 Scene 8 Explosion Photo by Matthew Piton

3.10 Act 2 Scene 1: Destruction

Act 2 of Timothy Findley’s The Wars begins in the ruins of the dugout that exploded at
the end of Act 1. This is the point in the production where we mute the more overt references to
the constructed nature of the production to amplify the stage fiction. Slowly through the second
act we lose the “backstage” blues and take the lights off of the students who are doing foley and
other backstage actions to immerse the audience more fully in the fictional world of the stage
narrative. Darkness is all the audience sees for the first minute of Act 2, as the men fumble
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around trying to find each other in the ruins of the dugout. It is not until one of the men lights a
lantern that the lights very slowly in a 25 second fade begin to come up on the stage. We reveal a
much more vivid version of the dugout with more saturated colours and less of a distinction
between inside and outside. Captain Leather comes to tell the men that they are going to go and
lay new gun beds in a crater near the German lines and the men pack up to leave. Private Levitt
has an emotional breakdown and as we move into the transition we are left with a single light
focused on him, showing his descent into madness.

Figure 30 Act 2 Scene 1 Destroyed Dugout Photo by Matthew Piton
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3.11 Act 2 Scene 2: The Crater

As the men march toward their new gun position, the fabric that has been laying across
the stage in different orientations for the first half of the show is now lifted into the air to create
the crater. In this transition I wanted to give a film noire-esque feeling to the action, highlighting
the men as they traveled from one location to the next, showing their emotions as they moved
along, but also showing the fabric being hoisted into the air behind them. They are accompanied
by World War 1 music, the audience loses all visual connection with the upper “backstage” area
of the stage, further solidifying our move into the theatricality of the production.

Figure 31 Act 2 Scene 2 Traveling Photo by Javier R. Sotres Photography

The men arrive in the crater as the fabric reaches its highest point for this scene and the
lights come up to reveal the ruffled mud-like texture of the backdrop using intense sidelight.
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Shortly after their arrival, I used chilled fog and yellow LED lighting to simulate a gas attack
approaching them in the crater, to create the intense horror of the situation on the stage.

Figure 32 Act 2 Scene 2 Gas Attack Photo by Matthew Piton

As the men are confronted with the gas attack they are commanded by their officer and
find their way to the ground with cloths over their mouths to save them. As they lay there a great
deal of time passes, signified by the change in lighting. It is at this time that I used theatrical
snow falling from the sky on the men. By using side light specials to light the snow it gave it an
added depth as it fell across the stage. Robert’s sister then wheels her way across the stage, a
ghost that haunts Robert as he is on the battlefield in the worst of circumstances
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Figure 33 Act 2 Scene 2 Snow Falling Photo by Matthew Piton

The snow ends and the men find their way to their feet, eventually leaving the crater and
making their way back towards camp, but not before losing one of their men and shooting a
German on the edge of the crater. This is a very emotional scene and it is highlighted by the
intense saturated colours of the lighting, creating a surrealistic atmosphere.
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Figure 34 Act 2 Scene 2 Aftermath Photo by Matthew Piton

3.12 Act 2 Scene 3: Sickness

Scene 3 begins in a hospital in England where Private Harris is being treated for
pneumonia, and where he has been since the men got off the ship. The large sheet of fabric is
now the wall of the hospital and three beds are on the stage. Stark white light contrasts the
previous scene showing the sterility of the location. Robert’s new friends are introduced to
Private Harris in this location and we get to see the bond that has grown between these two men
through their letters. Lighting in this scene is all about separating the world of England and the
world on the battlefield in France. They needed to feel like drastically different places and the
nature of the lighting portrays this.
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Figure 35 Act 2 Scene 3 Visiting Hours Photo by Javier R. Sotres Photography

Robert is then left alone with Harris by the other men, and the audience sees how sick
Harris truly is. He has an immense fever which is starting to play with his mind. Robert does his
best to console Harris and throughout this exchange the lights slowly focus down to the two men,
highlighting their intense intimacy. The audience is drawn into this situation because of the
tightness of the lighting creating a space where these two men who have bonded in war can show
their true feelings.
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Figure 36 Act 2 Scene 3 Singing like Whales Photo by Matthew Piton

Lights slowly begin to fade back up as Lady Barbara makes her way onto the stage,
laughing at something someone has told her. She and Robert have an exchange leading to yet
another relationship Robert makes while at war. Lady Barbara is there visiting a Canadian officer
who turns out to be Captain Taffler, whom Robert met and was quite close with during training
in Canada. Captain Taffler has lost both of his arms in combat, and despite Robert’s best efforts
to keep himself together, he breaks down and runs out of the room. Captain Taffler suffers an
emotional breakdown and has to be sedated, ending the scene. The lights shrink down to Taffler
highlighting his pain amongst the other things happening on stage as he spirals into madness and
then we go to darkness.
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Figure 37 Act 2 Scene 3 Breakdown Photo by Javier R. Sotres Photography

3.13 Act 2 Scene 4: Church

Lights reappear on the downstage right side of the stage where Robert’s friends greet him
as he runs out of the hospital. On the other side of the stage Robert’s parents are exiting a church
back in Canada, where they have been praying for the men at war. As the lights come up on Mr.
and Mrs. Ross, a cross illuminates on the backdrop in between the two groups who are divided
by a dark gap on the stage. The characters slowly open up about what has been bothering them,
both talking about the relationships that are suffering because of the war, as if they are in a
confessional at church.
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Figure 38 Act 2 Scene 4 Church Photo by Javier R. Sotres Photography

Robert’s mother speaks about writing to Robert to tell him how she believes that he is
selfish because he has gone to war and to tell him how hard it is on them. Robert, who has now
been joined by Lady Barbara, appears onstage, a warm moment in this cold space. Robert has
Lady Barbara read the letter out loud, but Mr. Ross has clearly switched the letters, so Robert
hears a more heartfelt letter. Separation in lighting here is key to juxtaposing these two scenarios
as they play out next to each other. Negative space is used to separate while maintaining the
connection of them both happening at the same time.
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Figure 39 Act 2 Scene 4 The Letter Photo by Matthew Piton

3.14 Act 2 Scene 5: Death

Robert re-enters the hospital the next day with flowers for Lady Barbara, but the scene is
colder than the day before, as Harris has passed away in his sleep. The hospital nurse brings out
Harris’ ashes and his scarf, which Robert gave to him on the ship. Robert and Lady Barbara
decide that Harris’ ashes should be spread in the river, where they will float out to the sea so
Harris can swim with the whales that he loved so much. They embrace in the intimate cool light
as we transition to the river where Harris is to be spread.
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Figure 40 Act 2 Scene 5 Embrace Photo by Javier R. Sotres Photography

Blue light across the apron of the stage slowly pulses to simulate the moving of the water
in the river. As Robert delivers a touching eulogy, the men are highlighted on one side of the
stage and Lady Barbara is on the other, the cool blue of the water reflecting on them all.
Through the coldness of the water, warm light touches their faces showing the hope that is
created through the relationships made in war.
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Figure 41 Act 2 Scene 5 Funeral Photo by Matthew Piton

All of the others exit the stage leaving Robert to spread Harris’s ashes. As he does, the
lights cycle down to him and highlight the coyote looking upon him. Robert is saying goodbye to
a friend and the experience of the friendship is highlighted by the presence of the coyote looking
over his shoulder. Robert, in a moment of isolation, says that “there cannot be a war” and in that
moment an explosion flashes and we are back in France.
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Figure 42 Act 2 Scene 5 Harris' Ashes Photo by Matthew Piton

3.15 Act 2 Scene 6: Something Explodes

Explosions rip through the air as scenery is turned over, changing the stage very quickly
from the hospital to the battlefield in France. A cacophony of noises accompanies the lighting
flashing from different sides of the stage to show the horror of what is happening in the scene. In
this scene, Robert finally snaps and as each of his friends exit the scene one by one, seemingly to
their doom, he tries to hold on to the one relationship that he can still fight for, the horses. Robert
tries to convince Captain Leather that he should retreat with the horses but Leather refuses. After
fighting, Robert shoots Captain Taffler and two other soldiers dead. I programmed quite a few
effects for this scene to simulate explosions coming from different sides of the stage. Red lights
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at dramatic angles are also used once again to simulate the mud of France on the drop but this
scene is much darker, and their faces are lit more by explosions that rip through the air than front
lighting. As Robert charges across the stage and the sound of hundreds of horses charges, a series
of final explosions comes across the stage followed by bright white light on Robert to symbolize
the spirit of the horses and then we snap to black.

Figure 43 Act 2 Scene 6 Warzone Photo by Matthew Piton

3.16 Act 2 Scene 7: Fire

Scene 7 is a pivotal view into Robert’s psyche. The fabric is lifted fully into the air at this
point, with the bottom only just resting on the stage. Lighting pipe 5 is lowered behind the fabric
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and I used lights on this pipe to backlight Robert and the actors in the horse costumes to simulate
him and them hiding inside of the barn. Using lighting from different angles I was able to make
it look like there were a lot more horses in the barn than there truly were. The backstage blue
lights are now turned off and only the barn comes into focus at the top of the scene.

Figure 44 Act 2 Scene 7 Silhouettes Photo by Matthew Piton

Shortly after the lights emerge from the barn, light floods the stage revealing the
battlefield, as soldiers enter to try and take Robert away. The soldiers attempt to enter the barn,
but Robert takes a number of shots through the barn door as they approach in a bid to protect the
horses. These shots are represented with flashes of light from behind the fabric. As this is
happening, the horses behind Robert are passing back and forth, giving shadows in the now
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brighter light coming from inside the barn. The soldiers give Robert one last chance to surrender
but they do not think that he is alone inside the barn, so they decide that more drastic measures
must be taken.

Figure 45 Act 2 Scene 7 Start the Fire Photo by Matthew Piton

In an attempt to smoke Robert out, as well as the other men they believe to be within the
barn with him, they set fire to the edge of the barn. The fire quickly grows out of control and the
lights grow and grow into a climax of a fire. This was done by using LED fixtures flickering
with red and orange light. The instruments also had gobo rotators inside of them to make it look
like wisps of fire. All of the elements added together grew several times and were layered with a
thick blanket of fog that I introduced from the side of the stage. When the fire starts, the soldiers
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realize that Robert is alone and that the door to the barn is also stuck closed. While the fire and
madness grows, the horses move faster and faster until Robert is finally able to escape from the
stuck doors of the barn and the stage snaps to black.

Figure 46 Act 2 Scene 7 Crescendo Photo by Matthew Piton

3.17 Act 2 Scene 8: Wounds

The final scene of the show begins with just a single hospital bed and a soldier on stage.
The fabric stands tall at the back of the stage but is out of view as smoke still clouds the air.
Robert is brought in on a stretcher covered in bandages and the Nurse realizes who he is. She
sends the soldier away even though he resists because of what Robert has done. As this tight
intimate scene plays out the Nurse reads about what happened to Robert. As she is doing this,
Robert’s parents enter down stage right and also read the note, separated from the Nurse by light
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but also connected. Robert’s mother breaks down and is held by her husband in an attempt to
console her as they leave the stage. The Nurse gives Robert one last choice, she offers to relieve
him of his pain by giving him a lethal dose of pain meds. Robert then delivers the last and most
important line of the show, “Not yet”.

Figure 47 Act 2 Scene 8 Stretcher Photo by Matthew Piton

At this moment the culmination of Robert’s past experiences wells up inside of him, and
the fabric behind him lifts into the air and all of the people who he connected with throughout the
story come out onto the stage into the warm light that now surrounds him. All of the connections
and relationships that Robert made while he was at war are represented in this scene and serve as
the reason for his wanting to go on, even when it seems like everything was lost. As everyone
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that he knew reaches their position around Robert, they all look at him one last time and then the
lights fade slowly to black for the last time, symbolizing the end of Robert’s story. This last
scene is lit very simply, no bright vibrant colours or textures, just enough to emphasize what
Robert is feeling in this moment.

Figure 48 Act 2 Scene 8 The Choice Photo by Matthew Piton

Figure 49 Act 2 Scene 8 End Photo by Javier R. Sotres Photography
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3.18 Post-show
The end of the show is very much like the beginning, the audience sees the backstage of a
theatre lit with blue lights as the crew begin to clean up everything that has just happened and
reset for another audience to see the show.

Figure 50 Post Show Photo by Matthew Piton
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Chapter 4: Conclusion

This production of Timothy Findley’s The Wars was a culmination of months of work by
a huge number of artists and creators at UBC. At the beginning of the project, before I had even
read the script, I knew because of the subject matter that it was going to be an important story to
tell, which needed to be told in the right way, with respect to the story while not taking away
from the narrative with excessive theatricality. Lighting design played a huge role in the
production because of the simplicity of the design concept. I was able to use lights in different
ways not only to symbolize location, but give texture to the surfaces that were being used in the
set design. Our process was incredibly collaborative, and all of the designers and Director Lois
Anderson worked together from the start to create a unified vision of the production and I believe
that we were able to do that successfully. Robert Ross’s journey from the start of the show to the
end of the show was showcased by the lights, and the amount that the audience was immersed in
the theatricality of the show was controlled by the amount of “backstage” light that was used.

Lighting design is an ever-changing field that continues to grow with technology.
Mastering the field for me is about being able to use what you have to create a spectacular visual
that works with the show you are presenting. In the case of Timothy Findley’s The Wars, that
meant creating an elegant, yet sympathetic view of what was happening to Robert. By using a
unified colour palette I was able to create a world in which our audience could be immersed and
feel that all of the locations of the play were connected. I also used similar texture and shapes of
light throughout the show. One of the most important aspects to me of creating this design was
that I did not overpower the story unfolding on the stage with too many harsh colours and
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lighting effects. Elegance was the most important part of my focus as I was working to create the
design for this show and through the vision of our design team, and I believe that I was able to
achieve this.
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Appendices

Appendix A
Initial Design Renderings – Timothy Findley’s The Wars

Figure 51 Bare stage with "backstage blues" rendering
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Figure 52 Train light on platform with flag rendering

Figure 53 Lit train platform rendering
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Figure 54 Barracks with jackets rendering

Figure 55 Blood red mud on fabric rendering
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Figure 56 Dugout rendering

Figure 57 Gas attack rendering
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Figure 58 Hospital bed rendering
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