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Props

Witch King of Angmar’s helmet
Our first foray into props work was
recreating the witch king of anger

Mars helmet from Lord of the rings.
For this we were given a scale stencil

printed onto A3 paper with each
component of the mask as a separate

piece. These were the side pieces,
frontal pointed piece, and the spikes
that would be added on once it was
assembled. Our first step was to cut
out our stencil pieces and then trace

the shapes onto plastazote foam.

When we had all of our pieces we
then applied contact adhesive not

only where there would be joins in
the foam but where there would be
creases as well. For example down
the centre of the point to the nose

and in a wing like detail on the two
side pieces. As this was my first time
using contact adhesive I did apply a

little too much to begin with, but as it
is relatively slow drying, I was able to
smooth and scrape the adhesive into

a thin layer across all the points I
needed it.

 Once this had dried tacky, I was able
to fold the creases to their extremes,
which meant I could manipulate film

into the shape I wanted much like
ironing in the shape of a dart in

textiles.

Now what I had the base shape of my
helmet done with a fitted band around
the back to the size of my head, I used

plastazote dowells, cut to size, to
create the added spike details. These
were made of 2 spikes glued together
at an angle which I sanded to a point

using the belt Sander, and then
attached with more contact adhesive. I
did have to take these two pieces apart
as whilst both had perpendicular bases

they would not join at the angle I
needed them to. To fix this I simply
carved out a curved indent into the
smaller spike and re attached with

contact adhesive.

Once I have a sufficient number of these dual spikes I
attach them to my helmet with more contact adhesive
and then smoothed out the joints with foam clay from
Poly props. This added to the well did affect we were

going for and also helped mask the way we had attached
each spike. I also added some of this clay into the joins of

each foam piece specifically along the nose join and along
the temples once again making it look welded rather than
glued. Not only this I also added strategic patches of this
phone play in varied raised textures to give my mask the

appearance of dents and wear. I've worked with many
kinds of clay before on previous courses and in my own
personal time I had never however used foam clay and

this was a new texture for me to get used to as it is
incredibly soft and more like putty than normal clay.

We then left  the masks to cure
and set  overnight,  and then

added a layer of  primer to the
entire surface so that it  was

ready for paints .  Listed proved
quite diff icult  at  t imes as this

was not a f lat  surface to be
working on and there were

many areas that were hard to
reach once the surface was

covered,  for example the
underside and in between the

spikes.  

This was especially hard for me
as I  cannot have skin contact

with primers due to the glue in
them, but with a lot  of  awkward

angles and some latex gloves I
managed to cover the entire

surface of  my mask.  This primer
dried clear as shown in the

photos [right] ,  which in some
cases did mean it  was hard to
tell  where we had primed and

where we hadn't  as it  dried
particularly quickly.

We then moved on to painting our
helmets; I chose a mixture of

antique gold metallic paint and
silver metallic paint to give the

shiny metallic look that you see in
the pictures. During this stage we

also used spray bottles full of dark
red watered-down paint, and

watered down brown for splashes
of dirt /grime. This gave our
helmets a worn, weathered,

realistic aesthetic as these were
meant to be worn in battle and not
squeaky clean, fresh off the shelf.

The final step was adding rust, to do this we
used dappled splotches of primer and iron

filings, sprayed with initially, lemon juice, as the
acidity in it causes the iron filings to rust

prematurely. At the time I did raise concerns
that lemon juice would not be acidic enough to

do this as normally vinegar is used but there
were concerns about the smell considering the

proper making was to be worn on someone's
face. As it turns out the lemon juice did not trust
our iron filings , even after being left many days

to go off. After this we did indeed go back to
using vinegar and this worked incredibly well as
we could see it rusting even before we finished
spraying the helmets. Like many of our works
these were then displayed in our end of year
exhibition, grabbing the attention of many

visitors for their realistic and authentic look.

Prosthetic Wounds
Another side to prop making is

prosthetics. These can be used in many
ways such as exaggerating a person's
facial features, transforming a person
into a non human caricature, and the

way we use them in adding fake
wounds. This process is fairly simple,
you sculpt the wound you would like
onto a flat surface with oil based clay
[meaning it doesn't dry out], making

sure to feather out the sides of the clay
to make the thinnest edges possible. I
chose to do a burn wound, so looking
at reference pictures I decided to go

with a dappled skin texture with pieces
of peeling skin and raised ridges.

Once I was happy with the shape and detail
of my wound, I use plasticine to create a

raised wall around my clay. This provided a
sealed bowl for me to pour Smooth Cast

across my entire sculpt. Smooth cast is made
of two parts as shown in my images, and

when mixed these components quickly set
off and exothermic reaction that hardens

into a solid white piece, that has moulded to
the shape of my sculpt. As I made my two-

part mixture separate to the rest of my class, I
had less in the jog I was pouring from come
up meaning that my smooth cast actually
went off as I was pouring it and I ended up

with a long rigid stem coming from my
mould. Once this had fully cured and cooled

down I was able to cut this off, but it did
mean that what would become the base of
my mould did not have a raised bump that I

would have to account for later on.

The final step that we went through, was to
pull silicone into our now hard plastic

moulds. This came in a base colour that we
added silicone pigments to in order to

create the skin tone that you can see in the
images. I did initially prop up my moulds so
that the raised bump on the base of it was

not an issue and my silicone would set
evenly, however due to so many of us

working around the same work bench,
this was knocked and my moulded dry
slightly lopsided with a thicker and an

incredibly thin portion on the other side.
This didn't affect my design too much as
everything still came out with the detail I

had wanted, but there were a few sections
where the silicone had ripped due to the

lack of silicone backing it needed.

As you can see we left our prosthetics plain in just a silicone pigmented format, but if we were to move
forward with these we would use alcohol based paint san makeups to make them both blend into skin they
would be attached to, and to make them appear more lifelike and gummy. I am a little disappointed we did

not get to the step as I feel my wound especially would have really benefited from the added tonal range, but
maybe that is an avenue I can explore later on in the course or in my own independent study.

Continuing on from fake wounds, we also looked at blood bags, values, and
how to make them. Fake blood comes in many different forms, including
vegan options as the standard does include gelatine, But the main base
principle of it is that it is thicker an less viscous van simply died water and that
it doesn't dry in the exact sense of the word. Instead, fake blood goes tacky and
a slightly orange tone rather than a faded pink like simple red water, this gives
it a more realistic texture and aesthetic especially under stage lights where it
would be highlighted.

To make your own blood bag we were taught but you simply cut a piece of
cling film to your desired size, fold it into the size pouch that you want, and
press three of the four edges with a heat guillotine leaving one side open to
pour in the fake blood. This can get messy, especially if you are doing multiple
blood bags, as the more you do the more chances you'll have fake blood on
your hands which then becomes sticky and does not work well with cling
film. Once you have pressed 3 of your 4 edges you simply blow air into the
open side to re inflate your pouch, this also allows you to check but you have
fully pressed your edges and that there will be no leakage.

 Blood bags

During the stage I did have a small
incident where a piece of
detached cling film was blown
back into my face when I re
inflated my pouch. Listed go into
my eye and I did have to use eye
drops to get it out but I recognise
it was completely my own failings
as next time I should have worn
my safety goggles. Once I had
sorted out my medical malady, I
returned to the blood bank
making process, where I used a
syringe to fill my pouch with fake
blood. To close these pouches you
simply press the final edge in the
heat guillotine, making sure that
the blood is right to the edge of
your seal so that there are no air
bubbles to impact the way the
blood bag functions.

As you can see in the images, the pouches we made either popped in our
hands when we squeezed them, or bust when we through them at a
willing demonstration model. We did notice that you need quite a large
amount of force to pop the blood bags we had made, this is probably due
to air bubbles within them, but it did get me wondering about other forms
of blood bags and how different effects can be achieved. 

This led me to a blog about“Theatrical blood effects for realistic casualty
simulation” (Pearce, 2016), where they talked quite a bit about how
different blood capsules can be activated, one in particular that interests
me was the use of it in an actor's mouth. Not only did this need an edible
form of fake blood, but can also be a form of fake blood powder let when
mixed with saliva creates the running dripping effect of bleeding from the
mouth.

“blood trickles or drips from the mouth can be easily achieved
from pre-filled gelatin-based blood capsules held in the mouth

until bitten to give a slow bloody drip effect.” (Blood, 2016)

 Health & Safety

During a session where we were not making, we were
tasked with sourcing props from our store that were
period accurate to a given decade. This challenged us to
find trademarks or specific key details to our props that
would place them in a certain year. The image to the left,
we were tossed with the 60s, I brought a typewriter, that
although the trademark said 1950s would still be an age-
appropriate prop to use in a 60 setting as characters may
not have the most up to date almost modern technology
depending on the design demographic. 

The below image shows us tasked with collecting props
for the 80s; I chose the globe shown and I                                     
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verified its age by looking up which countries
borders were defined in which year. The word a
few countries that either no longer exist or now
have different names that were changed after the
1980s, so I was fairly confident that this would be
an age-appropriate problem.

During this exercise we were also taught how to
layout a props table for production come up with
white electrical tape, clearly defined sections, and
labelled markers for each item. This allows for
easy transitions and a smoother run of a
production as all props have their place and this
does not change throughout the production
week.

Face Casting
When doing large scale, or intricate prosthetics, it is common to

1st cast the body part you are adding the prosthetics to. To
experience this process we completed face casts of a select

number of our class, after first watching a demonstration from
our lecturers. I had done a face cast before this but this lesson did

show me which practises I had been doing wrong and easier
methods to achieve the same goal. For instance when I first

interface cast I use grade 3 alginate, which I now know is a fast
setting grade rather than grade 9 a slower setting grade that we

used in this example. This is a fairly simple process simply mixing
the alginate in a one to one ratio with water, and mixing to make

a smooth result.
Alginate is an edible polysaccharide extracted from brown
seaweed, meaning It is very environmentally friendly and

biodegrades without releasing toxic chemicals, how much better
outcome then alternative silicone moulding products. That being
said, it can be bad for the lungs if inhaled in its powder form, so it

is best worked with whilst wearing a ventilation mask of some
sort.

“Some artisans mold body parts directly with plaster. I do not recommend this if you are new to mold and
casting. Plaster heats up while it sets, and if you put it on the body too thick, it can burn the model's skin. It
can also trap body parts with undercuts inside. (Hart, 2016)”

As casting a body part is quite
invasive at times, especially if casting

the face or more intimate parts of
the body, so there is basic etiquette

to follow when you are working
with an actor to do this. With face or
head cast especially it is imperative

to establish a hand gesture code
prior to the casting, as once the

process begins the actor will not be
able to speak. Other base rules

include using a fresh swim cap or
bold cap with each client, for basic

hygiene reasons, as well as to appear
more professional to a client, and
breaking the moulds after you are

done with them as a courtesy to the
actor to not use their face again

without their consent/ knowledge.

The first step of this process is fairly
straightforward, simply apply the alginate to the
clients face making sure to leave the nostrils
unobstructed and maintaining regular
communication with your client. This includes
notifying them of the next step e.g. That their
eyes are going to be covered, all that their mouth
is going to be covered. Grade 9 alginate should
set with enough time to cover clients face and be
worked into the nooks crannies and creases of
the facade.
Once this is complete, you move on to the mod
rock section of the cast; you begin layering
dampened strips of mod rock to the edges of the
alginate layer. Having created a slightly raised
edge you can begin working inwards to the
centre of the face, once again leaving the nostrils
unobstructed. This gives the mould a hard shell
that helps it retain its shape, rather than leaving
it as the gelatinous alginate.

The final part of creating a
face cost is to pour plaster
of Paris into your mould.
Once this is set and the

alginate mould has been
taken off, all is needed is to

neaten up your cast ,
smoothing out any air

bubbles, the swim cap /ball
cap, and the features

around the nose missed in
the casting. The latter can
prove quite difficult, as you

essentially have to carve
the shape of the base of the

nose, but with patience
and repeated referencing

to the clients face, an
authentic result can be

made. 

The largest module we completed in
our props module was to create the
head of the Ferryside lifeboat seal
mascot suit- which we had created in
our costume classes previously. Initially
we were given an A I reference, with
largely anthropomorphized features,
that was barely distinguishable as a
seal, but as one of my classmates had
completed their own independent
sketch, we were able to pitch to the
client more realistic, recognisable
design. As this sketch was only from a
front facing perspective, we used an
image of a real river seal side profile.

Ferryside Lifeboat mascot head

Our first step was to project the base
shape of the front and side profiles onto
18mm plywood pieces, which was
scaled to a rough sizing around the
models head. This gave us a workable
cross section that we could jigsaw out,
slot together, attached to a stand, and
filling with expanding foam. Due to the
sheer amount of the latter needed, we
did have to wait for the first layer to
cure and harden before applying the
second layer, I'm waiting for these to
completely kill before flipping over to
the other side of the shape. Once this
was completely filled out and cured, we
simply carved the expanding foam into
the shape of the plywood cross section
within. As my class was making two of
these busts, we did unfortunately run
out of expanding foam midway through
the one I was working on, but we would
quickly fix this problem in our next step.

The next day we set about sculpting
the facial features of our seal,
focusing on the eye shape and
position; nose shape, position and
size; specifically asked for “chubby
cheeks”; and rough chin shape. As you
can see in the images, we started off
with a very pointed downturned nose,
which to me resembled a more
weasel-like animal, and we were
quick to think of a solution. We
simply sliced off the end of nose I had
made with a cheese wire, and
reattached it slightly higher up the
bridge of the nose we had built. This
gave a much better shape and overall
look, as well as allowing us to see
where our model would be able to
look through whilst wearing the
mascot head [the nostrils of this seal
were hollow].

The finishing touches to
the clay sculpt were to
soften the chin that I had
made, as it was too
square, and didn't
appear smiley enough
for the client’s desires.
To do this I build up the
clay underneath it's and
rounded out the corners
I had accidentally given
its lower lip.

Now that we had a completed sculpture
to work with, we began applying sheets
of warbler, with a heat gun and
sculpting tools. We initially began with
the eye indents, an create darts in the
warbler sheet, as and when we needed
it to curve more freely to the shape. A
trickier part of this process was
attaching the under chin piece, as we
needed to include the mouth, but leave
the nose piece uncovered so that we
could work into it with more detail than
one broadsheet would allow. To
overcome this we heated and attached
strips either side of the nose that held
up the lower piece whilst we were
melding it to the shape it needed. As this
was a long process, it did take multiple
days to complete, so in between
sessions we re-wrapped the head with
cling film making sure to still include
the sponges as it was still active clay.

To complete the more detailed sections
of this head, namely the nose and
cheeks, we adopted a patchwork style,
cutting smaller pieces of warbler from
the sheet and heating them individually
into the bumps and crevices we needed.
My partner and I did fall into a very
productive rhythm with this, with one
of us holding and heating the
patchwork piece, and the other
smoothing the edges and joining it to
the rest of the warbler shell. After that
we simply covered the back of the seals
head with more broader sheets of
warbler- once again cutting darts
where needed- and smoothed out the
seams of our patchwork design.

Since the head we were making needed
to be hollow, We had to detach the hard
and warbler shell from the solid clay
interior. This raised a lot of issues
considering the rigidity of the plastic
and the curved nature of the sculpture it
was around. We decided on slicing our
shell apart from the bridge of the seals
nose to the nape of its neck, this gave us
enough give to take off the shell whilst
impacting the detail of the shape in the
least way. Once it was off the clay base,
me and my partner worked in tandem
with tools inside and out of the shell 2
patch the opening we had made with
small strips of warbler, making sure not
to press in the curve of the seals head.
This stage also allowed us to note any
holes in the warbler shell which we
again patched with small pieces of
warbler and tools working in tandem
both inside and out.

Now that we had a hollow base to build
upon, we added a layer of wadding, using
spray adhesive and another patchwork
method. We then once again wrapped our
build in cling film, this time however to
layer with dance floor tape and masking
tape to give us a detachable thin replica
that we could turn into a pattern for the
fabric we would need. 

Once the entire head was wrapped and
taped we sliced it in half perpendicular to
the way we had sliced the warbler giving
us a front piece with facial features and a
back smoother piece with just curves. We
then moved into a textile studio rather
than the workshop and segmented our
pattern, cutting darts to flatten the cling
film- tape pieces in order to see where we
would need to sew curves into the fabric.
Offset trying to flatten the front central
segment including the nose and mouth, we
decided to detach the lower lip and chin,
giving us an open mouth and less dot to
interfere with the texture of the fleece we
were using.
Once we had cut this pattern into the
fabric, we began with simply sewing the
darts of each segment to give us the
curvature of the head as seen in the
images. During this period, as I was
sewing, my partner covered the eye
sockets in a layer of masking tape, and
began sculpting the eyes of the seal with
the same foam craft clay we had used for
the witch King's helmets. This meant we
could take them out of the seal’s head, and
they would be a set shape ready to attach
once the fabric was in place.As neither of us had worked with this

fabric before there were a few minor
slip-ups on the sewing machine, as the
fleece gave quite a slippery realistic
texture that was hard for the foot of the
sewing machine to grip. These were
easily fixed by simply unpicking the
stitches and re sewing in a more careful
controlled manner. Once each segment
was stitched with its darts, I began
sewing each of the segments together,
regularly draping the fabric over the seal
head two quality check the shaping I was
creating.

Once both halves were complete, we draped them both over the warbler head, with the seams
facing outwards and attached them both with safety pins to test if we could take the fabric on
and off as one whole piece or if we needed to leave one side open and so it around the wadding
and warbler. It turns out we did need to do the latter, so we sewed 1/2 of the central seem on the
sewing machine, then re applied it to the head, pended in place at hand sewed it closed.

Looking back I do you wish to redo some
aspects of this piece, such as unpicking the
last central seam and readjusting where our
halves meet,  because as you can see the
middle front segment of our fabric did
appear to go askew with its seeming, giving
our head an off kilter appearance. Me and
my partner also both agreed that we would
like to redo the eyes, working more into the
shape of the socket with the fabric on, as
there is slight gapping around the edges
which could have been easily fixed if we
had more time.

Said step was too cover the foam with
at least 5mm worth of clay, packing in a
lot thicker than this in the areas where
there was no expanding foam. To do
this we worked in small sections, to
prevent making distinct layers to the
clay which could become detached or
create unwanted air bubbles. Once we
had our face shape covered with clay,
and had reached a natural stopping
point for the day, we wrapped our
sculpt in cling film with dampened
sponges within the wrap, to keep the
clay moist and malleable.

The final step was to add the binding to the
neck of our seal, which took a lot longer than
anticipated as the metal boning inside needed
to grip not only to the fabric but the hard
warbler underneath it. At this point in the
process me and my partner were both very
exhausted and it was easy to let frustrations rise,
but with sensible breaks and open
communication we were able to find solutions
to the issues we were having and we applied the
binding around the entire base.
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Production Roles

Who is Who?
Theatre:

Film and TV

Production week
There are 4 stages to putting on a production:

1. Inception of idea:
    a. Who is your director?    b. Who will cast?    c. Creating crew    d. Creating budget    e. 2 months- 5years
2. Rehearsal period:
    a. Start of the process for actors    b. ASM may start here    c. Intense period    d. Limited time production runs
3. Production period:

4. Run:
   a. From opening night to closing night    b. May include tour    c. Can run for unlimited amount of time
                                                                                                                                 (longest running show 74 years)

Stage Managment

Pallin gives an example of a production week schedule  
(Atkins, 2010, chp. 6, illus.).

Pirate production: Year 1 BA Acting devised piece
The production manager will create a provisional
schedule, which details the order of events. This
enables all departments to keep within the time
constraints of any given production. The schedule
begins with the initial design meetings and will end
around the opening night. It should include the
following key features:

Design deadlines for set, costume, LX, sound
and FoH
Design meetings
Production/progress meetings
Rough outline of the production week.
Props call/spread
Costume call/parade

(Pallin, 2009)

The final part of our production role learning was to crew
a production for the first year BA acting class. During our

briefing of this project we were told to pick a potential role
we would want to fill, I chose stage management, as I feel I
am good with logistics communication and I find myself

becoming more and more comfortable in leadership roles.
Once we started with the actors I was able to delegate and
note down what each of the department I was managing
with doing within the week, but I must admit I felt rather

lost in what I should have been doing, as we haven't
covered in our lectures what a stage manager does outside

of production week. This led me to the Stage Manager's
Handbook by Gail Pallin, Which gave me an overview of
the paperwork and information I needed to supply to my

team. One of which was a schedule, not just for production
week but for the entire project [in this case also the week

before production week].

Shown here is the initial schedule I laid out. It
shows which students should be doing what on

each day and the rough location or room of where
they will be doing this. I made this using

information I gathered from my lecturers the
acting lecturer and my team, and then ran

through it with also properties to make sure there
was no discrepancies or errors. In this schedule

there is not much detail in terms of the production
week timings, but as of yet they were yet to be

determined.

Referring back to the stage manager's handbook, I was able to
see an example of a more in depth production week timetable.
This showed me the sheer scale of information needed, not just
by me but by my entire production crew, and gave me a sense

of the scale of my responsibility as the stage manager. One
aspect I feel would not reflect in this production was the crew
member list to the right of the scheduling in the example, as a
lot of my team helped with other crews if they need to Robert

van having set hours and pay checks to contend with.

My final production week timetable, as you can
see was much more detailed, with specific times
for each day of the production week. To create

this I once again conferred with my lecturers the
acting students and the specific cruise that would
need time each day before rehearsals [wardrobe,

props]. This new schedule was a lot more
thorough, and gave the entire production

ensemble a much needed structure, as during the
week before, because we were all figuring out our

roles and the actors we're still figuring out the
storyline, everyone was a bit displaced and on

edge about the timings of the production.

The final paperwork I had to
complete for this role was my risk
assessment of the production. For
this I used a template given by my

lecturer, where I detailed the
potential risks the likelihood and

severity of them and how I had
managed to reduce them to make

a safe working environment.
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Evaluation
I feel that this module has been one of, if not the most informative on what I would like to specialise in going
forward. The devised production project with the first actors at the end of this module really made me think
about what I wanted to do with the skills I've learned over the year, despite the fact that stage management

does not necessarily cover any of the same material we have looked at previously, I found that all of my other
classes had transferable skills that I could utilise. As I have done a lot of 3D artwork in the past, I knew I

would enjoy props work, but what I enjoyed even more was the independence to try new ways to do this; We
were given the resources and the introduction to the skills an I felt this allowed me to process my learning in

my own speed, which greatly impacted how much information I was able to retain.

I was rather anxious stepping into a role such as stage manager with no former experience and whilst we
were actively having lectures on how this role worked, and I know I fumbled my way through the 1st day of
tech rehearsals. In hindsight, I wish I had asked more questions and done more independent research into
the nuances of stage management during that period, as all the research I had done had only pointed out

what responsibilities I would have rather than “the script” I would have to follow in order to run rehearsals
fluidly professionally. All this being said the pressure and tight time scales of our many production week did

kick my brain into a more active gear for learning my role as I perform better when there is a pressing
motivation to learn what I need to.

Not only in my skill level, but this module also increased my confidence in my own capabilities, as the mascot
suit head for one, after the first step was entirely independently led. This made me focus on my problem

solving, skills my communication skills and the speed at which I worked to a client deadline. I also learn to
trust myself more, especially when in the role of stage management, as apart from Dave Roxburgh’s advice

when I was truly stuck, I was left to my own devices to figure out my standing with the actors and my
classmates as a crew that I was managing.

Moving into my second year on this degree, I can definitely see what this year has prepared me for; I have a
clear set of new learned skills and a good understanding of where and in what role I will need all of them, as

well as their transferability. The end of this last semester has allowed me more connections with the other
years on this course, and has allowed me to see how valuable those connections are, not even just in industry

but as a student and as a creative in general.
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