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1 - Session 1
Scenic Art
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2 - Session 2
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3 - Session 3

Class Work
Costume
Introduction
We started by going over the module brief and then we started off by measuring each other to look at patterns and sizing. We also looked over fittings, equipment and such. There was a lot of new terminology I learned today as well as being introduced to new tools I look forward to practicing as this module progresses. Some of the focusses we started talking about today that we plan to use throughout the module are ; sewing machines, fabrics - calico, needles - pins - safety pins, threads, tracing wheels, chalk paper, chalk, flexicurve, rotary cutter, grader square,  french curves, overlocking, binding, seam making, tacking, sewing machine, and hand sewing.
When measuring each other, which we did in pairs, we documented our measurements so that we can figure out our own sizing when it comes to making our patterns for our practice pieces we can make them to fit.
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1 - My documented measurements from our practice fitting session.
Bodice
To begin making our first piece we looked at some doing some pattern drawing, I've never made my own pattern before so this was a really interesting task to me, I was finding it a bit difficult but I did manage to get the hang of it. We then got to look at how to scale according to size from our personal measurements which Is again new to me but I think very cool. Next session was spent cutting out our patterns so we could progress into toile making, being something we briefly looked at in our intro lesson so I think it's good we're getting to apply this practically.  I didn't manage to start sewing but I look forward to that for next session, I love working with sewing machines.
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I did the sewing and ironing outside of class time, I had to get some guidance from a classmate but it went very smoothly and I'm pleased with the outcome.
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2 - The final outcome of this bodice process.
Coif
In our first session on coifs we did some pattern copying which was different from how we did the bodice pattern, I found this part quite difficult and I did get frustrated but once I got over my initial struggle I got on with it fairly well. I will however have to finish mine up in my own time since I didn't manage to reach the pinning stage yet.
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3 - The gridding method here is what I was struggling with, it took a lot of trial and error for me to find a technique that worked.
I was able to finish it off in my own time with help from a classmate that had other things to finish, they showed me how to pin everything aligning the seams and I managed the sewing myself, leaving enough of a gap to turn back inside out and then hand stitched the hole.
[image: ]
4 - This was it after being flipped inside out and pinned ready to be sewn.
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5 - The final product.
Client Project
To start the client project we got together as a whole class and debriefed the task. The project itself being to make a mascot costume for Ferryside Lifeboats, we discussed what we will need to make this, the process of making it, the different groups we'd be need to be split into for it. We decided on these groups ourselves by writing out all the job roles we'd need to do and put our names forward for what we're best at to ensure quick and efficient work. I put myself down for cutting - this meant that my main job would be cutting out the pieces needed to assemble costume pieces. We split the costume up into top x2 (inner and outer layer), life jacket, padded trousers, gloves and the head was decided to be a props job.
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6 - The documentation of our class meeting, the plan we made to follow during the making process.
Before we made an official start, we made some sample pieces of fabric to test out techniques to ensure the whole class knew what they'd be doing along the process, including machine sewing along various shaped lines, binding, and overlocking. I got to draw out the sample pieces and then try out the techniques, I didn't get around to ironing the raw not overlocked hem but I already knew how to that from the bodice work so I didn't feel the need to go over that again.
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7 - The sample pieces being made - there were a lot to make. we cut up strips of vaguely the same size sheets  and a group of four of us split up and drew the chosen patterns out on them, the strips were also different sizes for the seam practice pieces.
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8 - This is my pattern piece after being sewn along, I had to unpick my first try as I was having some difficulty with the sewing machine speed. Because of this I was allowed to try with a different machine and this helped a lot.
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9 - My seam pieces, I didn't get to finish them, but I managed to get the raw seam and the overlocked one so I am happy with that.
I spent some of the sessions by assisting with big pieces for the top and trousers needing to be marked and cut, and then I was assigned to do lettering for the life jacket. for this I did some brief research looked at a few fonts and once I settled on one I had to make a stencil from it.
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10 - I assisted with some binding by having three of us hold down some string and chalk over it to get the line as straight as possible where it was needed since we didn't have a long enough ruler.
Making the stencil for the life jacket lettering was a fun task, it took a bit longer than expected but I think it was worth it since it didn't slow down any of the rest of the production and ensured quality. Once fully cut out and small detailing was stuck back on I got a hold of some black paint  and used a sponge to apply the stencil on a tester piece. I ended up having to slightly tweak one of the letters to better fit the design but once that was done and dry it was time to hand sew. However our session time was done so I completed this in my own time and used invisible stitching which I picked up in college to seamlessly attach it to the vest.
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[image: ]
11 - The font was printed onto card which I was very careful to cut out with a scalpel before sticking back on the small detailing of the letters.
[image: ]
12 - The prototype, the 'A' needed adjusting before it could be finalised.
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13 - The finished piece underneath. I unfortunately don't have any images of it after being attached to the vest.
Scenic Art
Introduction
Starting off we had a general module introduction and got stuck right into looking at our tools and techniques. We looked at brushes, sponges, rollers, feather dusters, and cloths.  We also learned techniques such as; dry brushing, cross hatching, rag rolling, schlepitchka. Some of them I'm moderately familiar with and others I look forward to picking up along the way. To put some of these new techniques to use we made a sample board.
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14 - Lay In Brush -  Used to cover large surface areas
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15 - Stencil Brush - Used for stippling through stencils.
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16 - Natural sponges -  Creates a rich uneven texture
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17 - Synthetic sponges, one made to mimic a natural one - Used for finer more even textures.
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18 - Flogger / Graining Flogger 
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19 - Calligraphy / Signage Brush
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20 - Foliage Brush - Used typically for landscape painting
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21 - A Paint Roller - this one being textured for a patterned effect - Used for quick coverage
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22 - A Stippling Brush - Can be used to soften colour.
Once we got into the workshop we made a start by looked at ragging on and off, then we moved onto priming the gravestones made in our previous module. We then started on some cloudscapes to be continued over sessions. This was a good practical lesson, I like that we're getting to learn in a hands on, practise as we go sort of way. I think it helps us grasp the techniques being taught as we get to experience them personally.
Sample Boards
[image: ]
23 - We used these boards to try each of the techniques we learned about - It was very helpful to have our technique handout and also the material handout to remember what we use to create each technique
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24 - Ragging on practice -using twisted or scrunched rags to apply paint in patterns to create texture.
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25 - Samples of ragging off - Using a clean, scrunched-up rag to dab the surface removing glaze to reveal the base color.
In session we learned how to do wood graining using both brushes and a tool, we then used poly filler on the gravestones to smooth out any imperfections in the wood to give the effect of smooth stone. The wood graining was so interesting to me, we used the brush first which was a bit underwhelming with just the first layer of paint, but turned out quite well after the colour washes, however the tool was amazing right away, there was a lot you could try with it to vary the outcome. We mixed our paints with water and glaze to get a specific finish.
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26 - Wood graining tools - used by dragging down a board with a paint mixture that includes water and glaze (you can also do this with a brush.)
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27 - To begin with we were given sample boards, one pink and one yellow, we then marked them out into sections that would fit the graining tools, I chose my yellow one to have the actual curved tool and the pink to use a brush.
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28 - The next step of this was to do a colour wash - these were pre mixed, the choices were a reddish brown, a greenish brown, and general brown, I used a mix of all three differing from each board, using the red one more on the brush board.
We finished these off with a final layer of colour wash on each.
Cloud board / Skyscapes
We started this off by picking our colours and applying a sort of background before we could map out our clouds, this is really showing how some of the techniques we've talked about look when applied practically, it's also a really fun task
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29 - I started with some light blues and purples and a minimal amount of white - I applied them by ragging on and stippling.
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30 - I made a mix of black and white to add some murky greyness to give the basic shadowy outline of where the contrast will be when I start mapping out clouds.
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31 - Having reference images made it much easier to start recreating some sort of realistic looking sky and I could see where to visualise the clouds. Almost all of this was done with sponges and a stippling brush.
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32 - With more sponge and stippling technique I got some lighter areas to create the mapping out.
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33 - The final product once I had used some white applied with a foliage brush over my lighter areas to create some cloudy textures.
Gravestones
The gravestones are a continuation of a build that our class did a few months ago, the goal for this now is to get them textured, painted, and detailed to look like real dirty stone gravestones.  
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34 - This is what they looked as our starting point, the next step is to prime and add filler to smooth it out, make it look like stone and not wooden panels then sand that down.
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35 - This is after those steps were completed, there was a bit of a gap before we started on the next layer of priming and then painting, since we had to let the filler set and solidify.
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36 - We got our second layer of primer on, we had to layer ours a bit because the wood we used in our build were scraps and had some painted on patterns we had to try and cover for an equal looking base.
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37 - The mix was idenden, sand, gravel, oats  and water- the top of the cross having just the idenden water and sand, the middle layer including oats, and the bottom box part having all of this as well as gravel.
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38 - Once the first layer of paint was completed we went back in with pointed sash brushes to get all in the grooves and textured areas to ensure full coverage.
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39 - Dirtying down was my favourite part, I added depth to the gravestones using a mixture of brown (burnt umber) and yellow paint (yellow ochre) with water, then added more detailing by adding more yellow and mapped out moss placement with added green, then did a dark wash over the top with white and black mixed to make a very dark grey with more water than before to thin it out.
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40 - To finish it off moss and lichen was added to give it the outdoor, old stone feeling. The moss was a mixture of scenic moss which is a saw dust mixture dyed green, I then added glaze, PVA and some water and applied with a pointed sash brush. The lichen was spots of yellow paint applied with smaller brushes and finger dabbed over.
Ghost Busters Fire House
The ghostbusters set is something we had made in our previous semester, what we plan to do to it in this module is give it the depth it's missing by texturing, painting and dirtying it down. This lets us work with something we're already familiar with and also get to showcase the techniques we've been learning on a big scale project.
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41 - The first thing I did as part of this was helping mark out the lines for the brickwork measured to a standard brick size - this being 215 mm (length) x 102.5 mm (width) x 65 mm (height).
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42 - The tool we used to measure out the brick lines.
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43 - Once everything was pencilled in we got to taping along the brick lines in preparation to texture over it.
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44 - The mixture for the texturing was made using what I believe was idenden, water and sand (I did not make this so am not sure of exact quantities or accuracy), we applied this over the brick lined areas as well as the raised areas of the set to give it a sense of cohesivity and realism.
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45 - Once the texturing was dry we got to my favourite part, peeling the tape off. This was unbelievably satisfying and also excellently showed how well this technique works as you could immediately see the intention of brick texture.
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46 - I next volunteered myself to do some texturing since I applied it before, this time though I got to help make the mixture which was great to see what went into it. For that mixture we used quite a lot of sand, water and idenden, this was applied the bottom of  the flats and the corbels in preparation to be painted. This process was called rendering.
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47 - Next I helped with painting the rendered stuff from yesterday with a premixed sand stone coloured paint watered down,  then painted the corbels with a lighter pre mixed sand stone like colour.
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48 - To finish off we got into dirtying down the set, doing this we used a combination of brown, darker brown, black, murky green paint mixture varying in being watered down. We applied this with sponges and dry brushes



Research
Study Tasks
Costume
Task 1 - Research roles within the Costume Department and document how they differ in theatre, film & Tv settings.

Core Roles in the Costume Department
· Costume Designer: The department head, responsible for research, sketching, and finalizing the overall look, collaborates directly with the director.
· Costume / Wardrobe Supervisor: They help to manage the budget, logistics, personnel, and daily operations.
· Assistant Costume Designer: Supports the designer in research, sourcing, and fittings.
· Cutter / Fitter / Maker: Technicians who create or adapt pieces based on design, they specialize in tailoring, pattern-making, and sewing.
· Dresser / Standby Costumer: Ensures costumes are prepared, worn correctly, and maintained on set / backstage. 

Key Differences: Theatre vs. Film & TV The primary differences lie in durability requirements, technical detail, and continuity management. 

 Theatre
· Durability and Maintenance: Costumes can withstand months or years of daily use,  giving them the requirement of frequent laundering.
· Visibility: Costumes are designed to be viewed from a distance, requiring higher contrast, stronger colours, and more structural materials.
· Quick Changes: A major focus will be on functionality;  costumes are made with specific zippers, Velcro, or snaps for quick changes during shows.
· Key Roles: Wardrobe Supervisors, who manage show-to-show maintenance, and Dressers who do backstage work during performances. 
 Film & TV
· Continuity and Detail: Costumes are designed for close-ups, meaning high-quality fabrics, intricate stitching, and fine details are essential.
· Continuity Management: Because filming is out of sequence, the team must keep precise, detailed records to ensure the same costume is worn for the same scene, regardless of when it is filmed.
· Multiples: For stunt or action scenes, multiple identical versions of the same costume are created.
· Key Roles: Standby Costumer (responsible for continuity on set), Truck Costumer (manages logistics in a costume trailer), and Breakdown Artist.
 
Key differences: Costume teams across theatre, film / TV, and live events differ significantly in production workflow, durability requirements, and visual focus due to the distance between the audience and the performer. 

ScreenSkills (2023). Costume designer in the film and TV drama industries. [online] ScreenSkills. 
Gabrielle, H. (2024). Costume at the National Theatre. [online] Google Arts & Culture.
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1 - DESIGN TEAM DIGITAL ASSETS MANAGER Costume Department Role Descriptions for Screen. (n.d.).
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Task 2 -  
· Research a variety of fabrics; Look at their properties and document why you would choose to use one fabric over another. 
• Research techniques used to manipulate fabric and to embellish garments. Document your findings.
Week of 23rd Feb

Fabrics and their properties - I looked at common fabrics used in costume making including things mentioned in class.
Cotton. Cotton is a staple fibre, which means it is composed of different, varying lengths of fibres. Cotton is made from the natural fibres of cotton plants. Cotton is primarily composed of cellulose, an insoluble organic compound crucial to plant structure, and is a soft and fluffy material. The term cotton refers to the part of the cotton plant that grows in the boil, the encasing for the fluffy cotton fibres. Cotton is spun into yarn that is then woven to create a soft, durable fabric used for everyday garments, like t-shirts, and home items, such as bed sheets. Cotton prints and cotton solids are both available designs.
Jersey. Jersey is a soft stretchy, knit fabric that was originally made from wool. Today, jersey is also made from cotton, cotton blends, and synthetic fibres. The right side of jersey knit fabric is smooth with a slight single rib knit, while the backside of jersey is piled with loops. The fabric is usually light-to-medium weight and is used for a variety of clothing and household items, like sweatshirts or bed sheets.
Lace. Lace is a delicate fabric made from yarn or thread, characterised by open-weave designs and patterns created through a variety of different methods. Lace fabric was originally made from silk and linen, but today cotton thread and synthetic fibres are both used. Lace is a decorative fabric used to accent and embellish clothing and home décor items. Lace is traditionally considered a luxury textile, as it takes a lot of time and expertise to make.
Leather. Leather is any fabric that is made from animal hides or skins, and different leathers result from different types of animals and different treatment techniques. While cowhide is the most popular animal skin used for leather, comprising about 65 percent of all leather produced, almost any animal can be made into leather, from crocodiles to pigs to stingrays. Leather is a durable, wrinkle-resistant fabric, and it can take on many different looks and feels based on the type of animal, grade, and treatment.
Linen. Linen is an extremely strong, lightweight fabric made from the flax plant. Linen is a common material used for towels, tablecloths, napkins, and bedsheets, and the term “linens,” i.e. bed linens, still refers to these household items, though they are not always made out of linen fabric. The material is also used for the inner layer of jackets, hence the name “lining.” It’s an incredibly absorbent and breathable fabric, which makes it ideal for summer clothing, as the lightweight qualities allow air to pass through and moderate the body temperature.
Class, M. (2021). 28 Types of Fabrics and Their Uses - 2024 - MasterClass. [online] MasterClass.

A website I found lists some techniques 

· Pleating and Folding -  Pleating and folding are foundational fabric manipulation techniques in costume design used to add structure, texture, and volume, ranging from historical accuracy to modern artistic embellishment. Key techniques include knife, box, and cartridge pleats, often set with heat or steam, and decorative ribbon folding techniques.
· Ruching and Shirring- Ruching creates decorative, voluminous ruffles or folds, often seen on bodices and sleeves. Shirring uses elastic thread to create rows of gathers, providing a stretchy, form-fitting texture common on waistlines.
· Smocking - Smocking is a decorative sewing technique that gathers fabric into tight, elasticized pleats using embroidery stitches, often enhancing historical, folk, or children's costumes. It adds texture, volume, and comfort to garments like 19th-century peasant smocks, Renaissance shifts, or early 20th-century dresses. 
· Appliqué and Embroidery - Appliqué and embroidery are essential costume techniques used to add texture, dimension, and intricate detail, elevating garments for theatre, film, and dance. Techniques range from hand-stitched silk appliqué for period dramas to modern, beaded 3D lace motifs for performance, transforming fabrics into professional, storytelling pieces. 
· Fabric Manipulation with Heat - Fabric manipulation with heat involves using high temperatures—via heat guns, steamers, or irons—to permanently alter, sculpt, or texture thermoplastic (synthetic) fabrics like polyester. Common techniques include heat-setting pleats, creating 3D textures, and melting or shrinking fabrics to achieve rigid, sculptural shapes or lacy effects. 
Khreish, S. (2023). Creative Techniques to Embellish Your Fabrics. [online] Super Cheap Fabrics.  [Accessed 20 Feb 2026].
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2 - Cotton
Dalstonmillfabrics.co.uk. (2026). 100% Premium Plain Cotton, Pastel Mint. [online]  [Accessed 21 Feb 2026].
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3 - Jersey
Empressmills.co.uk. (2026). Organic Jersey Fabric Plain | Teal. [online] [Accessed 20 Feb 2026].
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4 - Lace
https://www.facebook.com/ShowtimeFabricsUK (2024). Floral Corded Lace Black/Silver | Showtime Fabrics. [online] Showtime Fabrics. 
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5 - Leather
areatecnica (2021). Leather Fabrics: qualities and advantages of stretch leather - Cimmino. [online] Cimmino. 
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6 - Linen
https://www.facebook.com/italianartisan (2023). What is Linen Fabric: Origin, Composition and Properties - Italian Artisan. [online] Italian Artisan.
Task 3-  Research different methods used to distress garments for theatre, film & Tv. Document the processes and products used for particular effects.
Week of 16th March

Mechanical Distressing mimics the realistic wear and tear of daily use, aging, and trauma. 
· Sandpaper & Emery Cloth: Different grits are used to soften fabric and can create wear on knees, elbows, cuffs, and collars.
· Cheese Graters & Serrated Knives: This method creates quick, harsh tears and holes, or fraying in jeans and jackets / heavy material items.
· Electric Sander/Dremel: When used on heavy fabrics this gives quick, intense, or controlled abrasion.
· Rocks or Gravel: Rubbing the item on abrasive surfaces or dragging it behind a vehicle can create realistic, random damage. 

Chemical and Dyeing Methods alter colour and texture to make fabric look old, sun-bleached, or stained. 
· Tea & Coffee Dyeing: The most common method to take the "newness"  away from fabric, giving it a yellow/brownish, aged but not dirty look.
· Bleach & Water Solution: A mix of bleach and water, applied by either spraying or sponging will break down the fibres and fades colour unevenly.
· Vinegar/Lemon Juice: Used for light, natural bleaching on fabrics. 

Painting and "Dirtying Down" adds colour to create artificial stains, dirt / sweat.
· "Dirty Down" Sprays: These are industry-standard aerosol sprays that add realistic "dirt" that can be smudged when wet and are typically water-soluble.
· Dry Brushing/Stippling: Applying thick paint such as acrylic or fabric paint with a dry stiff brush or sponge creates textured dirt.
· Spattering: Flicking diluted paint off a stiff brush will create small, mud-splatter looking spots.
· Shoe Polish: Used to add "grease" or dark, oily dirt in crevices, such as on leather, cuffs, or pockets.
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7 - An example of how different methods of distressing shows up on a costume piece.
Faroo, B. (2023). Breakdown and Ageing in film and television. [online] wotever inc. 
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8 - This shows some of the available "Dirty Down" sprays, these are as mentioned, industry standard. I personally have seen them displayed at the costume sections of studio tours - one being the Game Of Thrones tour in Ireland.
Goblin's Hut (2024). How to use Dirty Down Ageing Sprays. [online] YouTube. 
Task 4- Research textile dyeing methods and products used within the theatre, film & Tv Industries; Consider the health & safety whilst using these products and weigh up the environmental impact.
Week of 23rd March
Health and Safety Executive (n.d.). Textiles - Dyes and dyeing. [online] www.hse.gov.uk. 
 
· Vat Dyeing: Immersion in large baths for uniform colour, using substances like indigo, which requires oxygen to turn blue.
Environmental impact -  Generates toxic wastewater  - Safety measures can include proper ventilation, wearing protective gear, and managing dust / spills. 
Hale, E. (2024). Green fashion: Why dyeing clothes has a big environmental impact. BBC News. [online] 5 Nov. 

· Dip-Dyeing & Ombre: Creating colour gradients by dipping the fabric, often using brands like Rit DyeMore for synthetics or Dylon for naturals.
Environmental impact- Water consumption - health and safety while dip-dyeing clothes involves the usual protecting your skin and eyes from irritants, preventing inhalation of powders, ensuring proper ventilation, and managing waste responsibly. 
Candianidenim.com. (2016). Eco-dyeing: indigo and beyond. [online]

· Spray Painting & Sponging: Applying diluted acrylic paint or dye directly to fabric for texture and instant aging, often used for adding dirt.
Environmental impact-  Spraying paint releases volatile organic compounds (VOCs) and other chemical agents into the atmosphere. These substances contribute to air pollution, and impacts on both human health and the general ecosystem. - A way to avoid such repercussions and just practicing safe working environments you can make use of PPE, ensure effective ventilation and careful handling of materials to avoid inhaling fumes or getting paint on your skin, Working outdoors or in a well-ventilated area is advised.
Graffitifun.com. (2026).
Scenic Art
Task 1-  • Research the role & responsibilities of a Scenic Artist within the theatre, events, film & Tv Industries.
Week of 2nd Feb

The definition of a scenic artist is a professional who crafts the visual elements of a performance space in theatre productions, films, and television shows. 
Scenic Artists work on the backings for the stage sets (for example, painting backdrops of cities/murals) and the cut-out perspectives on exterior sets. They are often involved in special set finishes and painting decorative panels, fabrics or drapes. 
Giove, F. (2025). Job Roles Explained | British Film Designers Guild. [online] British Film Designers Guild |.

A scenic artist is someone who should put safety first, take ownership and responsibility for their actions, positively adapt to change, can be flexible and looks for the benefits when changes occur, can be organised and timely in work delivery, solve problems within their area of responsibility, remain focused, balancing competing priorities to achieve the required outcomes, be team-focused and works effectively with colleagues and others, commit to keeping up to date with employer needs, industry best practice and own professional development.
Education.gov.uk. (2026). 
Task 2- Look at the requirements of a Scenic Paintshop space either within a theatre building, a commercial production workshop or scenic studio. Consider the layout, facilities & equipment common to the workspace. It is also important to highlight COSHH and Health & Safety in your research. 
Week of 9th Feb
a website I found was
 Bauwens, F. (2024). Occupational Health and Safety Regulations in a Paint Shop – How to Ensure Safety and Hygiene at Worky | Autokabina. [online] Autokabina [Accessed 5 Feb 2026].
That says ;
"To ensure safe working conditions in a paint shop, several basic requirements must be met:
· The paint shop space must be designed in compliance with fire safety regulations and standards for explosion-prone areas;
· The ventilation and electrical systems must be explosion-proof;
· Pressure devices must be protected against the accumulation of electrostatic charges;
· Floors should be threshold-free, non-dusting, non-slip, and non-sparking."

looking at my research as well as a personal experience I can see that the workshop we visited as part of Cardiff Theatrical Services was up to standard because in their specific space they had all the visible signage needed - fire exits, safety precautions highlighted and was a large well ventilated spaced out area.
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9 - CTS scenic workshop space
www.cardifftheatricalservices.co.uk. (2024). Scenic Art - www.cardifftheatricalservices.co.uk. [online] 
Task 3- What is the purpose of applying texture to sets and scenic artwork?  Support your research with examples of sets or scenic artwork that utilise  texturing techniques. How was the texture(s) applied? What do you think is  effective about its use in the set?
Week of 2nd March
schooltheatre.org. (2018). Texture - Educational Theatre Association. [online] 
Texturing sets gives them more depth and can develop realism - Applying texture to theatre sets and scenic artwork is a critical design technique used to break up the flatness of painted surfaces, creating a three-dimensional, immersive, and realistic environment for the audience. Texture plays a key role in supporting the production's atmosphere and helping the audience understand the time, place, and mood of the story. 
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10 - This set shows some very nice brickwork - obviously not real, this can be done by outlining with tape and texturing over to create the raised brick effect, or it can be sculpted.
Anon, (2026). Realistic theatre. [online] 
Task 4- Scenic Artists use a range of drawing methods and devices to translate artwork onto 2D & 3D sets. Research the following: GRIDDING UP (Using a gridding method to enlarge/ scale-up artwork) STENCILLING (Use of stencils made of different materials) PROJECTION (Use of an Overhead, Digital or Opaque projector) TRANSFER PAPER (Use of Carbon or Transfer paper)
Week of 9th March

Gridding up - you can lightly draw a grid of regular lines on the drawing itself or (as with photographs) you can use a suitable, fine pen to draw your grid on an acetate sheet. The acetate method is preferable as you have a permanent, ready-to-hand grid for all occasions. The smaller you make your squares the more accurate your copy will be.
Sibleyfineart.com. (2026). GRID METHOD OF SIZING ARTWORK at MIKE SIBLEY FINE ART. [online] 
Stencilling- a technique for reproducing designs by passing ink or paint over holes cut in cardboard or metal onto the surface to be decorated. 
Encyclopedia Britannica. (n.d.). Stenciling | art. [online] 
Projection - In scenic art, "projection" refers to the technique of using light—typically from an overhead projector, digital projector, or spotlight—to transfer a scaled scenic design drawing onto a large-scale surface (like a flat, backdrop, or set piece) for painting or construction. This process acts as a bridge between the 2D design sketch and the final 3D stage environment. 
designandtechtheatre. (2014). Projection Techniques For Copying and Enlarging Scenery. [online] 
Transfer paper - In scenic art, mural painting, and fine art drawing, transfer paper is a specialized, coated paper used to transfer a sketched design onto a final, often large-scale, painting surface (like a canvas, wall, or scenic flat). It acts as a dry, reusable carbon paper that leaves a clean, precise outline of the drawing without needing to redraw it by hand. 
Lewis, C.L. (2020). The Best Method of Transferring Drawings. [online] Carrie L. Lewis, Artist. 
[image: ]
11 - Here you can see gridding up in process being used for a large scale project.
Axford, K. (n.d.). The Grid System. [online] KATRINA AXFORD. 
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12 - (Crabtree, 2005)
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13 - (Crabtree, 2005, p.126-127)
Looking at this section showing the anatomy of the brush shadows an actual lesson where we looked at exactly the same things, including the bristles where here they discuss the animal hair- we looked at how animal hair differs to synthetic.
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14 - (Crabtree, 2005, p.130-131)
This is a whole spread of different types of brushes, including the ones shown in my introduction to scenic art section.
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15 - (Crabtree, 2005, p.300-301)
Here we get a look at some techniques that we have discussed and some even have been done in class, such as wood graining.
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16 - (Crabtree, 2005, p.308-309)
I found this to be a really nice show of how some of the techniques we've been learning are applied in real industry work.
2
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17 - (Troubridge, 2002)
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18 - (Troubridge, 2002, p.26-27)
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19 - (Troubridge, 2002, p.28-29)
These pages discuss the standard of a scenic paint shop, perfectly tying into one of the study tasks. And actually backs up my research where it talks about here the health and safety aspects when it comes to heating and ventilation.
3
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20 - (Pinnell, 1987)
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21 - (Pinnell, 1987, 80-81)
There's a section here that focuses on brickwork for sets, breaking down colours used "colors of red, deep purple, and orange". This links to the brickwork done on the fire house, and we did use similar colours as described.
4
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22 - (Ingham, 1980)
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23 - (Ingham, 1980, p.24)
Vat dyeing was one of my research topics, and yet I hadn't actually seen these machines until this book, and it makes a lot of sense seeing them with what I learned from the internet about wastage. 
[image: ]
24 - (Ingham, 1980, p. 29)
The tools shown on this page are tools that we got shown in our introduction, and some we have been able to use - such as the tracing wheels as well as measuring instruments.
[image: ]
25 - (Ingham, 1980, p. 47)
The sections on Solvents and Dyestuffs made me think on the study task on dyeing methods and the health and safety methods  I looked at alongside it which is discussed here in how toxic these things can be.
Outside influences / experiences
CTS - Me and a classmate got the information to email a man named Ed who works at Cardiff Theatrical Services and he agreed to give us a tour - we got to see all of the work stations in use, including the scenic art room with sample boards - it was also a good example for scenic art study task 2 since we got a real life working example. I found it extremely beneficial to see a real industry grade workspace with real commissioned work going on.
I did a lot of costume work in college - I can show some examples of techniques, machine sewing, hand sewing, heat bonding, pattern usage, distressing, dirtying down. This gave me a basic understanding of industry work, and was a stepping stone for me getting to this work.
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Evaluation
Reflecting back on this module now that it’s over, I find it helpful to refer to our class debrief. During this we sectioned out our main focuses in order to tie everything together. We got into what we think we did well during this process, for me personally I think it was beneficial that this time around I found that I remembered what was taught off the bat in our introductive lessons and how to carry out the techniques without having to keep asking for clarification was able to just settle in and get on with it. Specifically, I was very proud of my hand sewing and texturing work. I hadn't had a whole lot of experience in these areas so I was pleasantly surprised with how well I managed with them. I found it really fun doing the texturing in scenic art, and getting to practice my sewing skills again.
We also talked about what we would like to improve on, and if I was to do this over again I would try to branch out more within projects and not just stick to the things I know I'm good at, and trying new roles is important and really not as scary as I let myself think it is. I would also like to get better at the newly introduced techniques, letting myself experiment a bit more could mean gaining familiarity in my work. I could do better at asking for help sometimes too since I do tend to start falling behind a little and then finding that incredibly stressful and distracting.
Lastly we all had to see if there was something that we found valuable from this module that we want to continue with, and assessing this for myself I noticed that I have been doing one thing that I’ve definitely only picked up on recently and hope to carry into next year. This was how easily I seemed to apply myself to jobs, without waiting around to be handed one. I felt I was more decisive with some things in this module which has been great, even if I was maybe playing it safe by sticking to my known skills.
To summarise, I found that this module has opened up a lot of things for me. I personally believe that I've taken more initiative than in any previous module. Though I definitely think I have a lot to work on, this has shown me though that I am capable of doing this for myself and I am working towards it. I learned a lot throughout the time we had in these sessions and used so many tools and techniques I hadn’t even heard of before this. I look forward to continuing my learning and collecting these skills.
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