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LDI Partners With Emerge Impact+ Music Conference



///  BY ELLEN L A MPER T-GRÉ AU X , MEGH A N PERK INS, 
A ND M A RI A N S A NDBERG

THE 2017 LIVE DESIGN AWARDS HONOR 
SEVEN EXEMPLARY RECIPIENTS

Emerge At LDI
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LDI Partners With Emerge Impact+ Music Conference



Live Design International (LDI), North 
America’s largest trade show for the 
live entertainment technology and 

design industry, has partnered with Emerge 
Impact + Music Conference, with the LDI: 
Live Outside stages serving as a venue on 
Friday, November 17, for this unique music 
industry festival. Emerge is brought to you 
by Rehan Choudhry, the creator of A Beau-
tiful Perspective. This multi-venue event fea-
tures 100 of the best emerging musicians on 
the planet along with over 40 speakers, cu-
rated by a team that includes a board of over 
20 industry influencers.

LDI attendees and Emerge ticket holders 
kick off the #LDI2017 weekend experience 
on Friday night at a music festival, including 
food trucks, bars, and live entertainment. 
Portable stages provide the perfect showcase 
for the acts on Friday night, as performers 
utilize cutting-edge audio gear, teamed up 
with the latest in lighting and video for a dy-
namic presentation of the best new products 

6
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for the festival market. Live Outside features 
demos from our sponsors Adamson Sys-
tems Engineering, AG Light and Sound, 
Apex Stages, Checkers Safety Group, DECK 
TO/GO, and RCF; and includes realtime 
learning opportunities as the site is trans-
formed from a parking lot to a full-on out-
door event venue.

David Johnson, managing director of 
LDI says, “The talent that is part of the 
Emerge festival is a perfect match for LDI: 
Live Outside. Live performances are at the 
core of our industry, so we are excited to 
partner with a leader in festival production, 
and provide a platform for up-and-coming 
artists and production and lighting design-
ers, as we showcase the latest concert audio, 
staging, and lighting gear.”    

“We’re thrilled to partner with LDI 
during their 2017 event,” says Choudhry. 
“With Emerge being a showcase for cut-
ting-edge music and progressive ideas, it 
makes perfect sense to link up with the 
premiere showcase for live design. We 
hope that LDI attendees will come to share 
in what Emerge has to offer. Our program 
is so unique, that it’s sure to appeal to any-
one with an interest in conference or festi-
val design.”

The Live Design franchise comprises a 
full suite of resources for entertainment pro-
duction professionals, working in theatre, 
concerts, clubs, architainment, houses of 
worship, and a wide range of international 
live and broadcast venues. This includes the 
Live Design website, a comprehensive suite of 
digital products that includes a daily e-news-
letter and industry news portal, online 
training, webcasts and other cutting-edge 
products, averaging 300,000 page views a 
month, with a digital subscription base of 
over 38,000; Live Design International (LDI): 
the leading annual live design tradeshow and 
conference, hosting over 13,000 profession-
als from around the globe. 

Find more about Emerge at emergelv.com 
and A Beautiful Perspective at abeauti-
fulperspective.com.  

OUR PROGRAM 
IS SO UNIQUE, THAT 
IT’S SURE TO APPEAL 

TO ANYONE WITH 
AN INTEREST IN 

CONFERENCE OR 
FESTIVAL DESIGN.

Rehan Choudhry
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Lauren Shaw was searching for a creative outlet 
when she was introduced to hula-hooping. 
It inspired her so much, transforming her 

body and mind, that she quit her desk job and 
became a professional hoop dancer. To up her act, 
she acquired an LED hoop that motivated her to 
collaborate with two engineers, resulting in SpinFX 
Pro Hoop, which can be customized to project 3D 
logos, pictures, or words. 

Shaw officially launched her company SpinFX 
in 2013, and since then, has directed acts for 
Zappos, KIA, Malibu Rum, and more. She will 
discuss building your own smart LED fixtures and 
appliances during the LDI 2017 panel session, DIY 
Lighting with Smart LEDs and Microcontrollers. 

Live Design chatted with Shaw about her 
illuminating career and upcoming panel discussion.

Lauren Shaw, 
President Of SpinFX
///  By Meghan Perkins

5Qs
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1 How did you get started 
in the entertainment 

design industry?

Ten years ago, I was introduced to hula-hooping 
as a hobby and was instantly hooked. A few 
months later, I began performing with my hoop at 
nightclubs. When I saw a light-up LED hoop for the 
first time, I convinced my manager to buy one for 
me. That was the beginning of my love affair with 
LED dance technology. 
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What inspired you to 
found SpinFX, and how 

has the company grown?

A few years after I started hoop dancing, I had an 
idea to create an LED hula-hoop that displayed 
words as it was in motion. With the help of a friend 
and some parts from the dumpster at his work, we 
made the world’s first customizable LED hoop that 
could display words, logos, and custom graphics.

After taking that hoop to Burning Man in 2010, 
my passion was really fueled, and I teamed up with 
another hoop maker and formed SpinFX. Since 
then, we have been designing and pushing the limits 
of LED dance technology, offering products and live 
performances with our creations. What started in 
my bedroom with a single product has grown into 
a fun and vibrant downtown LA warehouse, where 
we design a range of LED dance equipment and 
perform for clients worldwide. We have an amazing 
and creative team at SpinFX, which makes it such a 
joy to do the work we do.

Tell us about some 
of SpinFX’s notable 

innovations.

Our Phoenix Smart Hoop is our main LED 
product, which is sold to circuses, renowned hoop 
performers, dancers, and festival-goers worldwide. 
Other LED creations of ours include a Smart Aerial 
Hoop, Levitation Wand, Cyr Wheel, and Pro 
Hoop, which are all 100% customizable, capable of 
displaying custom graphics, and can be controlled 
by a remote or our Bluetooth App.

2
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What is most challenging 
or interesting about 

the market for advanced 
LED performance devices? 

The most challenging thing I would have to say is 
the need to service devices from time to time. We 
sell our products worldwide, and they are basically 
computers that get dropped, banged, and flexed. For 
me, the most interesting thing is the rate at which 
the technology has and is continuing to advance. 
Smaller LEDs, faster speeds, and communication 
advances really allow us to constantly grow and 
push the boundaries of what is possible for LED 
performance technology.
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You’re presenting on DIY 
Lighting with Smart LEDs 

and Microcontrollers. Can 
you give us a taste of 
what attendees can expect 
to learn in your panel?

Our panel is going to be great for anyone wanting 
to gain an understanding of how to create your 
own smart LED projects, whether it’s for artwork, 
funky home lighting, or even larger installations. 
You will get a basic understanding of LED types 
and protocols, options for what is available on the 
market today, common challenges facing LED 
design workers, as well as simple code to customize 
your project to your desire. One of my mottos is 
“LED all the things!” so we hope you will come join 
us for a fun and informative discussion on how to 
light up your world! 

5
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The lighting and projection designs of 
Jeffrey Cady have been seen all over 
the world, from Chicago to Seoul. He 

has designed regional productions for Arizona 
Theatre Company, Cleveland Playhouse, 
Seacoast Repertory Theatre, and more, as well 
as national tours for Columbia Theatre Artists 
and Theatre Leagues. He was head projections 
programmer for Cirque du Soleil’s Wintuk, 
Jason Aldean’s Burn It Down Tour, and Berkeley 
Repertory Theatre’s Broadway production of 
American Idiot.

Over the course of ten years, Cady has 
become an expert on Green Hippo’s Hippotizer 
media server and is presently the head trainer for 
HippoSchool in North America. He will also be 
leading the HippoSchool sessions at LDI 2017 in 
Las Vegas. Live Design chatted with Cady about 
his path to expertise and future training.

Jeffrey Cady, 
Hippotizer Expert
///  By Meghan Perkins
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Projection design 
for Summer Of 

Love at Ogunquit 
Summer Theatre



1HOW DID YOU GET 
STARTED IN THE 

ENTERTAINMENT 
DESIGN INDUSTRY?

I have been involved in the entertainment industry 
for about as long as I can remember. I was involved 
in the theatre ever since I was in grade school. 
When I started college, I realized I was a terrible 
actor and decided to focus on my other love: 
technology. I was seduced by the intricacies of the 
lighting and sound consoles in our theatre and 
have been hooked ever since. I have always been 
fascinated by technology and how things work and 
how systems go together to function.

20
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Projection design for The 
Roof Of The World at Kansas 

City Repertory Theatre



https://www.williamssound.com
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Projection design 
for Harriet Jacobs 
at Kansas City 
Repertory Theatre

Lighting and projection 
design for Love, Janis 
at Zach Theatre

GO /// 
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3

WHO OR WHAT 
INFLUENCES HAVE 

HELPED BRING YOU TO 
WHERE YOU ARE TODAY?
I have been very fortunate to have had great mentors. 
Al Thies taught me focus and dedication to my craft 
back in high school. Ken Stofferahan gave me my 
first opportunity as a designer in college and gave 
me the tools to succeed, and in graduate school, 
Victor En Yu Tan taught be how to think like an 
artist and not a technician. 

DESCRIBE YOUR 
CURRENT OR MOST 

RECENT PROJECTS. 
My current project is touring with Pitbull and En-
rique Iglesias as the Hippotizer server technician. I 
recently designed lights for A Man In Love for the 
New Works Festival at the Kansas City Repertory 
Theatre. I also did projections for Side By Side, also at 
the Rep. I find myself fluctuating between very tech-
nical work in the live entertainment field and design 
work for LORT theatres all over the country. 

OCTOBER 2017 \\\ 23



4WHAT HAS BEEN 
YOUR MOST 

CHALLENGING DESIGN?
It is hard to quantify as every project has its own set 
of challenges. One of the most challenging however, 
was a production of The Glass Menagerie at the 
Kansas City Rep. I was the lighting and projection 
designer for the show, and it was quite elaborate. It 
was directed by David Cromer, and he wanted to 
go back to the original manuscript of the play and 
help realize the projection moments that Tennessee 
Williams described in the script. The lighting was 
very realistic and informed by practicals, candles, 
and outside light, while the projections were used 
to help further the story or heighten the emotion 
of the scenes. We complemented the images with 
several live cameras, which gave us an intimate 
look at some very small but powerful, emotional 
moments in the play. 

24

GO /// 



Lighting and projection 
design for The Glass 

Menagerie at Kansas City 
Repertory Theatre

Lighting and projection 
design for The Glass 

Menagerie at Kansas 
City Repertory Theatre

Projection design for 
Hair at Kansas City 

Repertory Theatre

Projection design for 
Cabaret at Merry Go 

Round Theatre
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5HOW DID YOU COME 
TO ACQUIRE THE 

TITLE OF GREEN HIPPO 
HIPPOTIZER EXPERT, 
AND WHAT CAN WE 
EXPECT FROM YOUR LDI 
SESSION?
I guess that I acquired the title from using the system 
for the past ten years. I started with version 2 on a 
show called Love, Janis, which was a great musical 
based on the writings and interviews of Janis Joplin. 
About a year later, I was asked to program the new 
version 3 unit for Wintuk. This was one of the first 
shows to use the new timeline feature. From that 
point on, I focused on not only using the timeline 
feature, but also helping to improve that component 
as well as the overall system. Green Hippo is a great 
company and has helped me in many ways since 
that first show ten years ago.

This past year, I was asked by Green Hippo 
to be the head trainer for HippoSchool in North 
America. My LDI session will be a version 
of HippoSchool, which I have been teaching 
throughout the US this past year. It will be broken 
down into two sessions covering basics and then 
advanced topics. The sessions will take you from 
turning the machine on, all the way through 3D 
mapping using Shape. It is a really well-designed 
syllabus and a great starting point for beginners 
as well as those needing a tune up. 

26
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THE 
SKY’S 

THE 
LIMIT

SK Y VILLE LIVE  F INDS VA L UE IN THE 
C ON V ERGENCE OF S TRE A MING A ND 

LI V E PRODUC TION

///  B Y BR I A N G A L A N T E

UNIQUE STRE AMING 
CONCERT SERIES BRINGS 
COMPELLING ARTISTS, 
BROADC AST-QUALIT Y 
PRODUC TION, AND 
EMERGING TECHNOLOGIES 
TOGETHER IN AN INTIMATE 
PERFORMANCE VENUE



Online music series Skyville Live 
brings iconic musicians and 
emerging talent together with an 
intimate live audience. T here is no question that in 

the live performance uni-
verse, magic often happens 

when you take the artists out of their 
comfort zones. 

This is exactly what the minds 
behind Skyville Live, an Emmy 
Award-winning online music se-
ries that brings iconic musicians and 
emerging talent together with an in-
timate live audience, set out to achieve 
upon its early 2015 launch. 

Set at Skyville Live Studios in the 
heart of Nashville, the intimate ven-
ue invites an interactive environment 
between performers and the approx-
imately 300 attendees. As rising star 
Jason Isbell said to Kris Kristofferson 
from the stage during a recent Skyville 
Live show, “I didn’t realize I’d be stand-
ing right in front of you singing your 
song.” That intimacy has translated 
well to a live streaming audience that 
continues to grow with each episode.

And while the big names that Sky-
ville Live books continue to attract 
more viewers—at the time of this ar-
ticle, the last show scheduled was the 
September 15th Americanafest with 
Graham Nash, Ricky Skaggs, Lee Ann 
Womack, The Milk Carton Kids, The 
Secret Sisters, and River Whyless—the 
impressive live production experience 
certainly plays a big role in bringing 
audiences back. 

P L A N T I N G  T H E  S E E D S
Wally Wilson came to Nashville from 
Texas as a bassist and piano player. 

F E A T U R E
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MAC ENCORE

www.martin.com/macencore

THE NEW, WHISPER-SILENT BENCHMARK IN PERFORMANCE LIGHTING.
MAC Encore™ Performance is a full-featured, record-breaking low weight, LED moving 
head that delivers levels of light quality and consistent operation never seen before in 
LED-based stage lighting units. Designed to produce premium white light in a wide 
variety of applications where critical lighting is required, MAC Encore Performance is 
available in two dedicated color temperature variants: WRM for unparalleled, 3000 K 
warm incandescent emulation and CLD for crisp, 6000 K neutral daylight.

MAC_Encore_AD1_LD(7.375x10.125in).indd   1 18/09/2017   14.41

Please visit HARMAN
at Booth 242 at LDI 2017.

http://www.martin.com/macencore
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He quickly found work on Music Row 
playing live and recording with various 
country and R&B acts, before transition-
ing into songwriting and production work 
in the late 1980s. He and a friend soon 
launched a publishing company called 
Skyville Music Publishing.

Wilson discovered a knack for devel-
oping talent, and as the music business 
went through change, he 
saw an opportunity.

“As we continued to de-
velop new talent, we found 
there were increasingly few-
er places for young artists 
to perform,” says Wilson. “I 
would take them to a small 
club downtown called The 
Basement. We’ve had five or 
six acts play, and it caught 
onto the point where we 
were approached about do-
ing a reality show.”

While Wilson de-
clined that opportunity, 
the seeds were planted for 
Skyville Live.

“I thought, ‘If I can 
stream this from my studio 
with 100 people in the au-
dience, that automatically 
doubles capacity and pres-
ents an opportunity to connect with a much 
larger audience online,’” Wilson says. “We 
did, and we drew 12,000 viewers with our 
first experiment. That’s when we knew we 
were onto something.”

Wilson and his team invested in a 
10,000-square-foot space that became Skyville 
Live Studios, and quickly got to work book-
ing talent and building a production team.

Skyville Live executive producer Bryan 
Lee works closely with Wilson on the strate-
gic vision around show production.

“I worked at Sony Pictures and Micro-
soft over about 20 years before moving into 
independent production,” says Lee. “I was 
introduced to Wally through mutual friends 
with the idea that my experience could help 
to evolve the show’s business model. We 

came together like peanut 
butter and jelly, and every-
thing we do overlaps.” Lee, in 
fact, joined the team after the 
episode featuring Kristoffer-
son, Isbell, Brandy Clark, and 
Lady Antebellum had aired. 

“He created this model of 
natural pairings with musi-
cal icons and newer artists,” 
explains Lee, “and we’ve 
since added spice by creating 
what we loosely call ‘magic 
moments’ that introduces 
artists to different musical 
styles, and often invites col-
laboration. This is where we 
really started to build a name 
as a differentiator.”

Lee then started to look 
at further evolving the pro-
duction, working closely 
with Emmy Award win-

ners TNDV (video production) and Mills 
Logan (audio production) to introduce 
cutting-edge technologies and innovating 
streaming models.

“We’ve been referred to by many as mu-
sic television for the iPhone generation, and 
it does reflect much of what we do,” says 
Lee. “Everything we do from a produc-
tion standpoint is focused on the audience. 

32

WE’VE 
BEEN REFERRED 

TO BY MANY 
AS MUSIC 

TELEVISION FOR 
THE IPHONE 

GENERATION, 
AND IT DOES 

REFLECT MUCH 
OF WHAT WE DO. 

Bryan Lee



Executive producer Bryan Lee works 
closely with TNDV (video production) 

and Mills Logan (audio production) to 
introduce cutting-edge technologies.
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This includes a lean-back perspective of 
looking at a big screen, and a lean-forward 
model of watching on your phone. Our 
content lives as both hour-plus long-form 
content, and as individual segments that 
last just a few minutes. That’s been very 
important to our growth.”

While Lee is proud to note that this strat-
egy has somewhat “flipped the model,” he is 
quick to point out that they treat Skyville Live 
very much like a traditional TV show. The 
production experience is set up so that the 
cameras catch exactly what is happening on 

stage and in the venue. That strategy allows 
the content to live for a larger audience be-
yond those in the room.

This is language that TNDV president 
and owner Nic Dugger fully agrees with, es-
pecially since most of what happens visually 
is executed by his Nashville-based mobile 
production team.

“Skyville Live is a shining example of 
how streaming video and live musical per-
formance can be presented as a professional 
broadcast TV program,” says Dugger. “The 
dedication to quality assures that every pro-

F E A T U R E

THE DEDICATION 
TO QUALITY 

ASSURES THAT EVERY 
PRODUCTION ELEMENT 

ACROSS STAGING, 
LIGHTING, VIDEO, 

AND AUDIO COMES 
TOGETHER SEAMLESSLY.

Nic Dugger

34



duction element across staging, lighting, vid-
eo, and audio comes together seamlessly.”

On quick glance, the complement of vid-
eo equipment that TNDV brings to the table 
is standard for many live productions. Work-
ing mostly out of the company’s Elevation 
HD truck—one of eight trucks in its fleet—a 
typical production includes up to ten Hitachi 
HD1000 cameras, an integrated signal rout-
er/multiviewer from Imagine Communica-
tions to move and monitor video/audio/data 
signals, and a multi-channel intercom ma-
trix from RTS to establish communication 

across all production personnel. 
TNDV also provides an arsenal of audio 

gear for Logan to work with, a Studer Vista 
X audio production console, ProTools audio 
recording, and a high-end audience response 
microphone kit.

However, since Lee began looking for 
new innovations in the production model, 
Dugger has been quick to introduce new 
tools to the set.

“One of the early performances fea-
tured Steve Earle, and as he launched into 
‘Copperhead Road,’ we faced an enormous 
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Adding a jib to the stage to work over-
head would have helped get certain 
shots the director wanted, but this 
wasn’t  an option in the intimate
Skyville Live Studios.  

36



technical and creative challenge capturing 
so many musicians onstage,” says Dugger. 
“We couldn’t position our handheld cam-
era operators both in front and behind 
him fast enough to shoot the song to the 
director’s wishes. Basically, we weren’t 
quite able to transition between Steve and 
the background musicians in a quick and 
efficient manner.”

Dugger notes that while 
adding a jib to the stage 
to work overhead would 
solve this problem in a 
bigger venue, this wasn’t 
an option in the intimate 
confines of Skyville Live 
Studios. After some evalu-
ation with Lee and Wilson, 
he determined that adding 
Wire-Cam, a custom sys-
tem developed by Nash-
ville’s Blackhawk Cinema, 
would solve the problem.

“The Wire-Cam allowed 
us to remain 10-15' above 
the performers’ heads as it 
could fly from the front of 
house to backstage, and we 
had the ability to pan, tilt, 
and zoom as the camera 
flew overhead,” he says. “We 
could capture Steve and then 
move behind him to the drummers and gui-
tar players very quickly, all while maintain-
ing a very smooth shot. That’s one example 
of a specialized technology that has become a 
staple in all Skyville Live productions.”

L I G H T  A N D  S O U N D
TNDV maintains a close relationship with 
other technical production arms on the 

greater Skyville Live team. On the lighting 
side, this includes VER and renowned light-
ing director Jeff Gordon.

“Broadcast television typically does not 
have excellent lighting, so Wally is absolutely 
leveraging his live music experience when it 
comes to the lighting strategy for this show,” 
says Dugger. “We provide them with col-
or-grading broadcast monitors and routing 

control from the truck so that 
they can see what the lighting 
schemes look like to both the 
audience in the venue and 
online viewers around the 
world. And Jeff sits in the 
truck to communicate his vi-
sion and what he sees to the 
board operator in the venue.

“We are setting up our 
cameras as VER is hang-
ing their key lights and very 
powerful moving lights,” 
continues Dugger. “All of this 
matches the mood and tone 
of the music, which of course 
is very important to the work 
Mills is doing on the audio 
production side.”

Logan has quite a resume 
when it comes to professional 
recording and mixing, hav-
ing worked with artists rang-

ing from Trey Anastasio and Joe Walsh to 
Martina McBride and Kenny Rogers. He has 
also served as country music heavyweight 
Toby Keith’s main recording engineer for 
the past decade.

“I first worked with Nic and the TNDV 
team about four years ago on a benefit con-
cert in Oklahoma that Toby Keith put on 
for the victims of the tornado,” says Logan. 
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EXCELLENT LIGHTING, SO WALLY 
IS ABSOLUTELY LEVERAGING HIS 
LIVE MUSIC EXPERIENCE WHEN 

IT COMES TO THE LIGHTING 
STRATEGY FOR THIS SHOW.

Nic Dugger
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“When Wally approached me about doing 
audio production work for Skyville Live, 
they were using a couple of handheld vid-
eo cameras and inquired about running 
a snake across the street from the current 
Skyville Live shooting stage to the original 
Skyville Live studio to support the audio 
recording. Their first big official show was 
coming up with Martina McBride, Gladys 
Knight, and Estelle. Seeing this as a very 
high profile gig, I looked up Nic and went 
across town to meet him. I introduced 
him to Wally, and they were brought on 
board. That’s how I became their broad-
cast audio and remix engineer.”

Logan works on board Elevation or 

Exclamation—a second, larger TNDV 
truck—for every show. On a typical 
show day, TNDV brings Elevation on 
site around 8am, and Logan confers with 
TNDV audio engineer Adam Ellis, whom 
he works closely with for each show. They 
begin setting up the Studer console and a 
remote stagebox for all microphone con-
nections. The setup can accommodate up 
to 64 mic inputs, but recent shows have 
required as many as 128 inputs.

“We have a nice line-level feed that runs 
over fiber optic lines from the stagebox, 
and once everything is plugged in at the 
splitter, everything runs digital back to the 
truck,” explains Logan. “This assures that 

A line-level feed runs over fiber 
optic lines from the stagebox, and 

once everything is plugged in at 
the splitter, everything runs digital 

back to the truck.
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the audio is of utmost quality. Lately, I’ve add-
ed an EMI Curve Bender EQ, which brings 
a very rich character to the audio. I’ve also 
incorporated a Smart C1 stereo compressor, 
and at the end, I use a Manley Slam limiter 
that helps me boost my levels. This is similar 
to the work I do with recording studio mixes 
where everything has to be loud. Although 
it doesn’t get quite that loud for Skyville Live, 
it raises the volume to achieve 
a nice, snappy broadcast mix.”

Most of the other audio 
processing takes place on the 
Studer console, including 
individual channel EQ and 
compression. From there, 
everything is recorded in 
ProTools at 24/48. Logan re-
cords all rehearsals, includ-
ing the official dress rehears-
al before the live show.

Mills notes that he appreci-
ates the freedom that Wilson 
gives him on audio produc-
tions, and his penchant for en-
couraging direct communica-
tion across other production 
arms allows him to provide 
input and advice that oth-
ers find beneficial, similar to 
Dugger’s close collaboration 
with the lighting teams.

“Wally’s attention to detail means I 
can spend as much time as I need to make 
these mixes the best I can, which I believe 
is an important part of our success with 
Skyville Live,” says Logan. “One of the ear-
ly things he shared was that he didn’t want 
this show to sound like an underwhelm-
ing awards show that you see on TV. He 
gives me the time to make the show sound 

its best, and also work with the staging 
team to reposition microphones and other 
gear—things that cross those lines from 
being just a standard audio engineer.”

V I R T U A L  I N T E G R A T I O N
The staging foremost remains the vision 
of Wilson, though Lee and others have 
added color with each show. At its core, 

however, Wilson’s vision 
for Skyville Live’s staging 
is what makes the series so 
special.

“We deliberately made 
the stage very small to ensure 
that intimacy translates to 
the stream,” explains Wilson. 
“The stage is approximately 
six or seven inches tall, and 
we seat the artists right at the 
edge. It’s somewhat intimi-
dating, and aligns with our 
strategy of taking artists out 
of their comfort zone, yet en-
suring they find a new com-
fort zone.”

The general staging set-
up supplies teleprompters 
for performers, who are also 
within a few steps of a micro-
phone. There is enough open 
space for artists to move free-

ly and connect with audience members seat-
ed at tables in front of the stage.

And like the addition of the Wire-
Cam, the proximity of the stage has also 
encouraged Skyville Live to explore work-
ing with other emerging technologies. 
This includes virtual reality technology, 
which TNDV employed for a March 2017 
episode featuring Melissa Etheridge and 
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Logan and TNDV audio engineer Adam 
Ellis set up a Studer console and a 

remote stagebox for all microphone 
connections, accommodating up to 

64 mic inputs.
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several top female country, rock, and urban 
music artists.

The collective goal was to explore how 
virtual reality could amplify the visual 
and musical powers of the Skyville Live 
streaming experience.

“We shot the concert with a Nokia 
OZO+ 360° virtual reality camera to 
test the value and effectiveness of VR in 
an intimate live performance setting,” 
says Dugger. “Our test videos demon-
strate how viewers with VR headsets 
or watching on a media player can pan 
around the venue to see what’s happen-
ing from every direction.”

In this production, TNDV’s Nokia 
OZO+ virtual reality camera integrated a 
sphere of eight lenses within a single camera 

body and a global shutter to capture stereo-
scopic 360° imagery with spectacular 16K 
video resolution.  

In addition to overhead acquisition with 
Wire-Cam, dynamic camera moves are also 
captured using Steadicam, which is operated 
by a seasoned Steadicam operator and his as-
sistant. The Steadicam allows the operator to 
move the camera freely around the venue in 
order to capture the musical performances 
from creative angles.

“These shots prove that we can effective-
ly capture and deliver a full, immersive 360° 
perspective of the show without disrupting 
the multi-camera HD production mode our 
viewers have come to love,” says Lee. “It al-
lows us to ultimately offer the consumer the 
traditional, director-driven perspective from 

NI
C 

DU
GG

ER
, T

ND
V.

CO
M

F E A T U R E

42



multiple locations as well as a front row seat.”
Lee notes that they intend to continue 

shooting special episodes with this tech-
nology to better understand the dynamics 
of VR technology, and how they can most 
effectively apply the results so that view-
ers can freely navigate around the venue, 
zoom in on performers, and otherwise 
leverage the benefits of this technology to 
enhance their experience.

“There is still some work to do before 
bringing the results to viewers in an epi-
sodic format, including how to make the 
rear 180° viewpoint more interesting for 
viewers; and how a multi-camera approach 
might add more to the overall VR produc-
tion element,” he explains. “But since the 
inception of Skyville Live, through to the 

winning of our multiple Emmy awards, we 
have been pushing the envelope at every 
step. The chance to push the envelope again 
in the realm of deep immersion with 360° 
video is a very compelling opportunity.”

“There’s no question we have a running 
wish list. We continue to make changes with 
every show,” notes Wilson. “We’re continu-
ing to evolve our technical production and 
attract amazing new and iconic talent, and 
we have some very exciting shows on the 
horizon. The sky is the limit with the team we 
have assembled.” 

Brian Galante is president of Dimension 
PR, based near Portland, ME. He is quite wit-
ty and handsome and is a good cook.

The Steadicam allows Skyville Live to 
effectively capture and deliver a full, 

immersive 360° perspective of the show.
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Miles 
Ahead

Georama: 
An American Panorama 

Told On 3 Miles Of Canvas
/// BY  NATALIE ROBIN
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The original production of Georama 
in St. Louis featured a 600'-long 
scrolling painted panorama.
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Since 2004, the New York Musical 
Festival (NYMF) has introduced 
audiences to three weeks’ worth of 

new American musicals in the midst of 
the hot city summers. Some of those musi-
cals have gone on to be successful produc-
tions regionally, on and Off-Broadway, and 
internationally. Some of those musicals are 
new, never before produced or fully staged, 
and some have had a life before NYMF. 
This is the case for Georama: An American 
Panorama Told On 3 Miles Of Canvas, the 
story of John Banvard, the first millionaire 
artist and, in the mid-19th century, the most 
famous living painter in the world. Geo-
rama was first produced in 2016 at Reper-
tory Theatre of St. Louis, directed by West 
Hyler. The NYMF production won the 
overall design award in the 2017 festival. 

Hyler was struck by Banvard’s story from 
his first encounter with it in a McSweeney’s 
article. “His life was the perfect crystalliza-
tion of the American artist and eerily rele-
vant to the political, commercial, and artistic 
culture that we are currently living in,” says 
Hyler. The musical, written by Hyler and 
Matt Schatz, has a country-folk vibe. Set in 
the Midwest in the 1850s, Hyler describes it 
as “Big River meets Sunday In The Park With 
George. It’s a story about an artist fighting to 

stay true to his voice, despite the winds of 
commercialism and competition that buffet 
him. It’s the story of an America where the 
Mississippi River ran wild, and primeval for-
ests filled the landscape, and we had a choice 
to make between truth and lies.”

The original production in St. Lou-
is featured a 600'-long scrolling painted 
panorama, meticulously painted by the 
Repertory Theatre of St. Louis scenic art-
ists and displaying Banvard’s work in a 
glorious theatrically-magical way. Set de-
signer Scott Neale was intrigued from the 
very beginning and instantly “fell in love 
with the idea of a scrolling panorama as 
the centerpiece and essentially one of the 
main characters. I had used the idea before 
in non-realized graduate design projects 
but had never found a production with the 
means to actually build one as a profes-
sional designer in the real world.” 

The making of Georama’s epic backdrop
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https://www.youtube.com/embed/51uWg13otTQ


And the scrolling panorama, or “geo-
rama,” truly became the centerpiece of the 
original production. “The panorama is like 
a recording of John’s life in the world of the 
play,” says Neale. “What has past is no longer 
visible, but it’s stored on a scroll like a mem-
ory. It was a really interesting scenic piece to 
work with in the sense that, not only does it 
serve as a backdrop to the location, but it also 
acts as John Banvard’s painting that he trav-
eled around with.”

So, figuring out the way that the panora-
ma would work was, of course, the key to fig-
uring out how the whole production would 
work. During Neale and Hyler’s first in-per-
son meeting in St. Louis, they worked it out 
in the model. As Neale explains, “I drew up a 
front elevation in ¼'' scale, cut out the open-
ing for the frame, and slid a roll of trace paper 
underneath. We paged through the script as 
I scribbled drawings and notes onto the trace 
paper while West played recordings of the 
songs on his iPhone. This way we could es-
sentially slide the miniature panorama sketch 
in realtime to determine timing and reveals 
as they would happen in the real-life version. 
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Set designer Scott Neale created 
renderings using a Wacom Cintiq tablet 
to digitally hand-paint the panorama. 
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The scrolling mechanism, built by the 
Repertory Theatre of St. Louis’ union shop, 
was hand-cranked by stagehands backstage.
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This was the first time anyone had any notion 
as to what precise role the georama would 
play or exactly how big it would actually be.” 

Neale created renderings using a Wacom 
Cintiq tablet to digitally hand-paint the pan-
orama. Through the rehearsal process, Neale, 
along with his associate Kim Wilson, were 
able to add and tweak the painting renderings 
themselves to accommodate changes in the 
new musical. These changes were then im-
plemented by the USA Scenic Painters of the 
Repertory Theatre of St. Louis scene shop.  

The mechanism to hold the panorama 
was also built by the Repertory Theatre of St. 
Louis’ union shop. It was engineered using 
old-fashioned technology; nothing was auto-
mated. The scrolling mechanism was hand-
cranked by stagehands backstage. “This en-
sured that there would never be over stretch-
ing,” says Neale. “There’s also something 
inherently charming about a hand-painted 
backdrop being scrolled by hand cranks.”

Neale collaborated closely with lighting 
designer Annie Wrightson to light the paint-
ed panorama. “One of the challenges we spent 
a lot of time discussing was how to light the 
georama, both practically and conceptually,” 
says Neale. “Initially, we had hoped to back-
light it, but the time and cost to paint a 600' 
long backdrop as a translucency became a 
major roadblock. So we ended up lighting 
from the front.” This also allowed for clear dif-
ferentiation between the lighting on the drop 
as backdrop and as Banvard’s painting.  

M O V I N G  T O  N E W  Y O R K
In the transition to the NYMF production, 
the scrolling panorama needed to be replaced 
with a projection solution. For Hyler, “It was 
important that, even though it was projected, 

OCTOBER 2017 \\\ 57



C O V E R  S T O R Y

it felt painterly and closely resembled the 
Hudson Valley school,” he says. “I wanted it 
to have the feel of the [George Caleb] Bing-
ham paintings but with humans and man-
made objects, small and dwarfed by nature, 
in an almost Japanese style.”

Jason Thompson came on board to de-
sign the video components of the NYMF 
production. Thompson had 
been involved in some ear-
ly workshops before the St. 
Louis production, so he was 
familiar with the material. 
He and Neale worked to 
transform the original paint 
renderings for the full-sized 
georama into video con-
tent. Thompson “digitally 
stitched the images togeth-
er in the few places where 
they didn’t line up perfectly, 
and I tweaked the curves, 
saturation, and color of the 
images to make them look 
as beautifully projected as 
they were on the painted 
canvas,” says Neale.

Given the extremely 
short tech time for a NYMF 
production, it was imper-
ative that the timing be worked out ahead 
of time. Thompson provided much of the 
equipment for the production himself, using 
a Dataton Watchout running v6.1.6 as the 
media server, which he says gave him flexi-
bility to control the speed between panora-
ma slides. Hyler and the performers worked 
with the video in rehearsal leading up to 
tech, allowing Thompson and him to make 
adjustments ahead of time.

Watchout also allowed Thompson to 
work from afar. Leading up to rehearsals, he 
preprogrammed the show and then shipped 
three Watchout computers and the Panason-
ic PT-RZ970BU projector (with ET-DLE030 
ultra-wide throw lens) to New York, where 
the stage manager set up the system in the 
rehearsal room. Thompson was then able 

to access the main laptop in 
New York remotely from Los 
Angeles. He is thrilled with 
this solution. “I love when 
technology can put me in 
two places at once or at least 
let me make corrections to a 
show from anywhere in the 
world,” he says. “I’ve done it 
once from a plane, and that 
was the coolest feeling.”

Thompson also used 
Lightware DVI TPS Extend-
ers to run a single shielded 
Cat6 to the projector that car-
ried video and network sig-
nal on the same cable. From 
the backup Watchout com-
puter, he prepared a DVI-D 
cable in case they needed to 
switch to the backup.

For Neale, the change 
from physical scrolling panorama to the 
digital one revealed some potentials for 
sharing the show more broadly. “By elimi-
nating the monumental mechanical struc-
ture needed for a scrolling backdrop, and 
seeing the presence of the projections in 
the space, we realized how a digital version 
can be mobilized and performed in virtu-
ally any space without much of a need for a 
physical set or substantial load-in,” he says. 
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In the transition to the NYMF production, 
the scrolling panorama was replaced with 
a projection solution. 
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“This is a huge benefit when it comes to 
educational or museum performances.”

Wrightson also went with the production 
in its move to New York, with a clear sense of 
what the lighting needed to do. “For NYMF, 
since lighting is the most malleable,  a lot 
depended on me retaining the style we had 
created  before but making it ‘the scrappy’ 
version,” she says. 

The greatest challenge 
for the NYMF production 
of Georama was time. With 
only four hours of tech time, 
the team had to be incredibly 
prepared and fast. Wrightson 
especially had to translate the 
original design onto the rep 
light plot provided by the festi-
val, with different equipment 
and a different console. It was 
run on an ETC Eos in St. Lou-
is and an Ion in New York. 
Using her original cue list, she 
translated color information 
from the LEDs in the St. Louis 
production to Wybron CXI 
scrollers for NYMF.

For costume designer 
Whitney Locher, the NYMF 
production was her first ex-
perience with Georama. Without the paint-
ed backdrop of the moving panorama, she 
felt it was “important for me to embrace 
and  acknowledge the technology we were 
using by putting a more modern spin on the 
costumes. I also wanted to make the clothes 
feel period-esque but without all of the lay-
ers and volume of 1850s clothing. Georama 
shouldn’t be thought of as a museum piece. 
These  characters are vibrant and feel very 

modern. I wanted them to be seen through 
a contemporary lens.” 

As Hyler explains, there are always ad-
ditional factors that the actual space brings 
to the production. “I realized we needed to 
frame the image, since the projection didn’t 
fill the entire cyc, so we brought in duvetyn 
to hang off the pipe directly downstage of 

the cyc and frame the pro-
jected georama image.” 

The logistical concerns 
of mounting the production 
at NYMF were significant, 
of course. Locher adds, 
though, “Georama is a pro-
duction that is literally in 
constant motion. The entire 
concept is based not only 
on the flow of adventure 
and culture along the Mis-
sissippi, but how one man 
managed to capture these 
evolving stories on a three-
mile long moving canvas. 
So the production needed to 
mirror this. I love how West 
took that idea of motion and 
applied it to both space and 
time. The characters are 
never static. They flow from 

moment to moment as they grow.” 

Natalie Robin is a NY-based lighting de-
signer and the visiting assistant professor 
of Performance Design and Technology at 
Alfred University. She is also the associate 
producer and a founding company member 
of Polybe + Seats, an associate artist of Tar-
get Margin Theater, and a proud member 
of USA 829.
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Q&A
Kevin Stone
President/CTO Of 
Dallas Lighting & Photonics
///  By  Marian Sandberg
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K evin Stone has more than 30 years 
in the lighting industry; he has held 
positions ranging from lighting 

designer to a product designer, including hav-
ing developed proprietary and patented col-
or-filtration and beam-shaping technologies 
as an inventor and product designer.  

Live Design recently caught up with 
Stone upon the announcement of his new 
company, Dallas Lighting & Photonics, Inc, 
formerly CYM-Metric Consulting, of which 
he is the president and CTO.

Live Design: You’re now president and CTO 
of Dallas Lighting & Photonics. Tell us a 
little about how you decided to start a new 
company.
Kevin Stone: I had been doing contract design 
work through my consulting company for 
several years when a discussion with Rosco 
Laboratories’ Mark Engel led to the possibil-
ity of a contract to design and manufacture a 
broad new suite of solid-state lighting prod-
ucts for that company. I also had a couple of 
patent filings that needed a more robust entity 
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than my consulting company to bring to fru-
ition. As a result, I created Dallas Lighting & 
Photonics as a vehicle for fulfilling the con-
tract that eventually arose from the Rosco 
discussions and for taking the patent-pending 
designs into other areas. 

LD: Describe the structure of the company.
KS: DLP was spun up from my former con-
sulting company, CYM-Metric Consulting. 
In addition to myself, Steve Washington, for-
merly of [Philips] Vari-Lite, PRG, and Syncro-
lite, is on board as COO, while Paul Williams 
of Bison Financial Group serves as CFO. 

LD: You have some OEM relationships 
already. Can you tell us about them? 
KS: We recently inked an initial five-year 
contract, with the option of two, two-year 
extensions, with Rosco Laboratories to pro-
vide exclusive design and manufacturing 
services for its new range of solid-state archi-
tectural, theatrical, and production lighting 
products. The products will take advantage 
of our patent pending high-density LED 
arrays and other proprietary technologies, 
but details will have to await actual product 
introductions. I can offer the tease that many 
of the products will be predicated on a geo-
metric LED array technology that multiplies 
lumen density, and that they will employ cut-
ting-edge passive cooling technology. We’re 
also pursuing a couple of other OEM con-
tracts with companies whose product lines 
do not intersect Rosco’s exclusive markets, 
but it’s early to comment on those.

LD: Do you also plan to develop your own 
products, with your own brand name?
KS: We do. In the near future, we expect 

to port our high-density array products 
to automotive and other industries under 
either the DLP brand or that of a subsidiary 
created for that purpose.

LD: You spent many years helping to develop 
products for Syncrolite and other moving 
light companies, like Vari-Lite. How did that 
prepare you for this role?
KS: The experience at Syncrolite was invalu-
able, as were my many years with Vari-Lite 
and past collaborations with Rosco Labs. Syn-
crolite, in particular, granted me a great deal 
of latitude to test my creativity and to pursue 
novel solutions to longstanding problems. At 
Syncrolite, for example, we pioneered the use 
of the now-ubiquitous Luminit light-shaping 
diffusers and were the first product to employ 
Rosco’s DichroFilm. Our focus on optical effi-
ciency also provided lessons that were readily 
ported to solid-state lighting systems.

LD: Coming from a product development 
background, what do you think has been the 
most exciting development in entertainment 

I LOOK 
FOR VOIDS IN THE 

INDUSTRY, FOR 
PROBLEMS IN NEED 

OF A SOLUTION.

Kevin Stone
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technology in the last year? How about in the 
last 10? 
KS: I’m a nuts and bolts guy, so while the 
obvious answers would be various devel-
opments in SSL components, I am more 
impressed by new materials, such as high 
thermal transfer flex substrates and adhe-
sives, high-transmission polymers, and 
new metal casting technologies that reduce 
porosity and allow the casting of anodizable 
alloys. While these may not be “entertain-
ment technology” per se, they will enable 
next generation products that improve light 
output and product longevity.

LD: What inspires your ideas for new 
products?
KS: I look for voids in the industry, for 
problems in need of a solution. Most of the 
products I developed for Syncrolite were 
solutions to such problems, just as most 
products currently in development for 
DLP are meant to address issues such as 
the relatively poor lumen density of LEDs 
and the concomitant difficulty in attain-
ing good collimation or focus or adequate 
thermal dissipation in very high-output, 
noiseless passive systems. 

LD: Where do you see DLP a year from 
now? How about in the next five to 10?
KS: A year from now, I see us knee-deep in 
developing Rosco’s innovative new product 
line, getting our own line-up of products 
into the market, and working ahead on 
some other new technologies now on the 
drawing board. Five to 10 years from now, 
I would like to see the company having 
firmly established its reputation through a 
broad range of forward-thinking products 

aimed at moving the performance bar 
for solid state light sources and having 
expanded into most facets of the high-end 
lighting industry.

LD: Who have been some influences in 
your career, and how?
KS: Vari-Lite’s Jim Bornhorst was a huge 
influence with his outside-the-box think-
ing. Syncrolite’s BJ Schiller was also a sig-
nificant influence, teaching me the value 
of robust design. Beyond that, the years I 
spent on the end-use side of the industry, 
designing concert tours, television, etc., 
were invaluable in imbuing a practical 
understanding of not only how products 
conceptually work, but how they are practi-
cally employed and how features that seem 
like a great idea in the lab are not necessar-
ily such great ideas in the field. 

F E A T U R E

OUR FOCUS ON 
OPTICAL EFFICIENCY 
PROVIDED LESSONS 
THAT WERE READILY 

PORTED TO SOLID-
STATE LIGHTING 

SYSTEMS.

Kevin Stone
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PROJECTED 
TO WIN

PROJECTION DESIGN: 
A PRIMER FOR TONY VOTERS AND CRITICS

///   BY DAV I N A P OLEON

B U I L D

The Who’s Tommy 
projections by 

Wendall K. Harrington



Suppose a music critic understood 
the symphonic form, but just 
couldn’t hear the difference be-
tween a trumpet and a sax, and 

regularly credited the saxophonist for mar-
velous trumpet work. Suppose none of the 
judges of the Academy Awards knew exactly 
what a cinematographer did and omitted the 
award for cinematography. 

Welcome to the world of the projection 
designer.  

O V ER L OOK ING P R O JEC T IONS 
Two critics had opposite reactions to a design 
Zachary Borovay recently did in Maryland. 
“One thought it was heavy handed; the other 
said it was deeply moving,” says Borovay. “In 
both cases, they spoke about the projections 
but never mentioned who created them.”

The situation is no better across the pond. 
When Luke Halls did  Don Giovanni  at the 
Royal Opera House in 2014, the director saw 
the piece as a journey inside Giovanni’s mind. 
“Video was the best way of  describing that 
journey,” Halls explains. “We started with a 
simple set, a blank gray lump, which became 
more complex.” Critics raved about that beau-
tiful “set,” which was gray—the LD and Halls 
had added all the color and motion. 

The UK production of People, Places And 
Things, which is transferring to St Ann’s 
Warehouse, Brooklyn, was nominated for 
many categories at the Oliviers. But since 
there is no award for video, Andrzej Gould-
ing’s contribution was overlooked. “The vid-
eo design itself actually created a lot of the 
lighting design as well as more video-specif-
ic cues,” says Goulding. But it was the light-
ing design that got the Olivier nomination. 
“Even the picture representing the lighting 

design of the show on the Olivier website 
was a photo of a scene only lit with video. 
Every show I do has my video work credited 
to either the lighting designer or the set de-
signer, or both sometimes,” says Goulding. 

Many imagine that Goulding’s contribu-
tion to Groundhog Day is simply the screens 
at the top of each act. “The LED portals sur-
rounding the stage might look like lighting, 
but is all animated and created by me and is 
a brilliant case of video designer and lighting 
designer working together to create the vari-
ous states of the piece,” he notes.

“You’re seeing this world on stage. The 
lighting designer and the projection design-
er should be working together to create one 
image,” says Borovay. “I’m not surprised that 
it’s difficult for people to work out what is the 
lighting, and what is the scenic design, and 
what is the projection design.”

Rhyne’s projections for Appropriate
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https://www.youtube.com/embed/UO0-u0BzT54


Not that it should be easy. “We’re all doing 
our best when the lines are blurred,” says Aar-
on Rhyne. When people don’t understand 
what he’s done, Halls takes it as a compli-
ment: “When projection design works really 
well, it’s incredibly embedded in the produc-
tion, unless it’s a distinct idea in the show,” he 
notes. And Tal Yarden doesn’t want audienc-
es sitting around thinking about the projec-
tion design. “Reviewers sometimes miss the 
presence of projection design and think it’s 
lighting or an effect. As much as I’m discour-
aged by that, I think perhaps I’m doing my 
job well because it’s integrated into a unified 
production,” Yarden states.

To Wendall K. Harrington, whose work is 
often credited as moving scenery, design is the 
“visual orchestra, whether it’s lighting, pro-
jection, or scenery. Sometimes the harps lead, 
sometimes the bassoon. The visual symphony 
should modulate and breathe with the story.”

“Even just the title of ‘projection design-
er’ is challenging, and people don’t under-
stand what it is,” adds Borovay. “Sometimes 
you’re credited as production designer. 
Sometimes, projections are included as 
part of scenic design.”

Even though the audience shouldn’t leave 
singing praises of the video, it wouldn’t hurt 
to know a little something. “You might ap-
preciate a piece by Gershwin, but if you can 
identify the clarinets, you can have a deeper 
appreciation,” says Borovay.

S O W H AT IS I T ? 
Okay, so projection design is one element in 
a cohesive whole. But what exactly is it? “To 
me, projection design is the use of projectors, 
TVs, and any sort of media delivery device 
to create an image for the design,” says Jeff 
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EVEN JUST THE TITLE OF 
‘PROJECTION DESIGNER’ IS CHALLENGING, 

AND PEOPLE DON’T UNDERSTAND WHAT 
IT IS. SOMETIMES YOU’RE CREDITED AS 
PRODUCTION DESIGNER. SOMETIMES, 

PROJECTIONS ARE INCLUDED AS PART OF 
SCENIC DESIGN.

Zachary Borovay

Anastasia projections 
by Aaron Rhyne
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Sugg. “How to differentiate it from scenic 
and lighting design is an essential aesthet-
ic question. My intention is to make that a 
much less distinct line.”  

“I would define it as a graphic element 
made of light that’s applied to the scenery in 
such a way that it can convey information 
about context; it can be its own character; it 
can provide location; it can be an addition-
al layer of storytelling,” notes Borovay. “But 
it’s this ephemeral thing made of light, even 
though it’s an image.”  

“It’s a very flexible medium,” says 
Yarden. “Sometimes it can become graphic, 
sometimes it’s a lighting source, but most 
of the time it’s dramaturgical. It influences 
the audience’s perception of the theatrical 
work itself because there is a lot of content 
expressed through projection design in the 
way that film carries dramatic material. It’s 
a lot more than window dressing,” he says, 
adding that characters can be on stage and 
in pre-recorded projections that convey 
their emotions simultaneously.   

“It most closely resembles the contribution 
of an actor performing a song or scene,” Peter 
Nigrini explains. “It’s a method of storytelling 
in the same way a song or soliloquy is. One of 
the things I love about it is that it’s so broad 
and its contributions can be so various. You 
can’t just put your thumb on it. That’s what 
makes it exciting and vital. What it is, we 
don’t entirely know yet, so it’s no great sur-
prise that the observers—the critics, the Tony 
voters, the audiences—haven’t figured it out 
yet. We’re feeling our way to what it is. I’d be 
lying if I said I wasn’t frustrated by not hav-
ing even the possibility of winning a Tony. Of 
course, I’m frustrated by that. But in the end, 
there’s a price for being a trailblazer.”

Charlie And The 
Chocolate Factory 

projections by Jeff Sugg

B U I L D

Borovay’s projections for 
Sunday In The Park With George

Goulding’s projections for Groundhog Day

Borovay’s projections for Rock Of Ages

Creating A Chromolume: 
Sunday In The Park With George
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Nigrini says it’s easy to overlook the im-
portance of the projection, white letters on 
black, in A Doll’s House, Part 2, but even this 
simple design helped audiences know how 
to watch the play and created a point of view 
by invoking the French new wave. “What 
does 18' type on stage mean dramatically? 
What does it mean to have these interrup-
tions? It’s important in the same way that if 
there’s only one chair, you better pick exact-

ly the right chair. It has nothing to do with 
scenery and borrows more from cinema,” 
Nigrini notes. “A lot of what’s going on in 
projection design is about how the theatre is 
responding to cinema.”

 In Amélie, the theatre directly borrowed 
from cinema. “How do we adapt a film and 
capture the speed at which locations can 
change on film in the theatre? How do we in-
terject a cinematic language into the theatre?” 

The Metropolitan 
Opera’s production of 

Werther projections by 
Wendall K. Harrington

The Who’s Tommy 
projections by 

Wendall K. Harrington

The Metropolitan 
Opera’s production of 

Werther projections by 
Wendall K. Harrington
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Nigrini asks, adding that he’s working on 
Ain’t Too Proud, a new musical with 85 
scenes or so. That’s the sort of book play-
wrights wouldn’t dare write before the age 
of projection design. “One of the things 
projection allows us to do is structure the-
atre differently.” 

“Evan Hansen is instructive in that very 
rarely does projection convey information 
about location,” Nigrini continues. “Projec-
tion is there to try to evoke a feeling, a mental 
state. What does the world look like inside 
Evan Hansen’s head? How do we share his 
internal view with the audience? How do we 
manifest his loneliness? How do we make 
this isolation physically present?”

Projection design can be transformative. 

“For the Werther I did at the Met, you’re 
suddenly in a ballroom, and you don’t know 
how you got there,” says Harrington. “It’s the 
music that makes the walls melt, and I hoped 
to create something of the feeling of falling 
in love, that moment when gravity seems to 
lose its pull.”

Rhyne did Liesl Tommy’s production of 
Appropriate at Signature Theatre in NYC. “As 
the play progressed, the house aged. The 
walls started off clean and stark. We added 
grunge and haze on the walls, and at the 
end, it was a dilapidated house with tears on 
the walls,” explains Rhyne, who tried not to 
make it feel like a video piece. He thinks it’s 
likely the audience didn’t know video was re-
sponsible for the slow changes.  

For Vincent In Braxton, Harrington did 
a 45-second introduction that took you 
from the present to Van Gogh’s time, the 
streets, the clothing. “When people walked 
into the theatre, they thought it was the 
show curtain,” she says, “then it moved into 
that particular time and place. Then Van 
Gogh enters, walking on stage behind the 
scrim that had just described his journey. 
Projection can move and change and take 
an audience from their current moment 
into the place and time of the play.”

“In Ragtime,  projections created depth, 
breaking the back wall by creating diagonals. 
The most fun was creating the sense that the 
train was moving terrifyingly upstage and 
away from Tata when it was actually physi-
cally moving down stage,” Harrington says.

“Dance design is dominated by lighting, 
as it should be,” Harrington continues. In 
The Firebird at America Ballet Theatre, “there 
are five physical trees on stage and a project-
ed forest. What no one sees is that every time 
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the light changes on a physical tree the same 
thing happens in the forest. It is a unified 
visual, then crazy stuff starts happening in 
the projected forest. The world changes, even 
though the physical scenery does not.” 

 “In Charlie And The Chocolate Factory, I 
think we’ve done some great things that ar-
en’t noticeable,” Sugg says, noting that pro-
jected shadow work could be mistaken for 
real shadows. “Charlie also has an LED wall 
in the first act that is a group of tiles that have 
been exploded into a disconnected array 

forming a loose circular shape: a large surface 
onto which moving graphics and sometimes 
photo realistic images are put. That element 
helps move the story forward in  the Golden 
Ticket-winning sequence. Projected elements 
throughout that first act could be mistaken for 
moving gobos that enhance the portals, drops, 
and the cyc. In the second act, when we get 
into the factory, the set is a blue box. We proj-
ect on three walls and the ceiling of that box. 
Animated shadows combine the worlds and 
maintain the integrity of the scenic narrative. 

American Ballet Theatre’s 
Firebird projections by 
Wendall K. Harrington
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“The decision was made that this entire 
factory is one room that transforms through 
the imagination,” Sugg continues. “Projec-
tions become very useful in helping to il-
lustrate and animate those transformations. 
In the Mike TV sequence, we are projecting 
onto five moving panels using IR tracking 
via Black Trax and d3 to place the image. We 
are right on the cutting edge of the technol-
ogy available to us, but in service to the nar-
rative of that song. I think that illustrates the 
breadth of what we’re doing in that show.” 

Audiences who enjoyed the chromolume 
in the Huntington Theatre’s production of 
Sunday In The Park With George probably 
wouldn’t have been able to decide what was 
video and what wasn’t, Borovay thinks. The 
design team wondered whether to create 
the chromolume or leave it to the audience’s 
imagination. The result was a marriage of 
lights, scenery, and imagery. “Visuals were 
more modern than the era but retro in a way. 
We borrowed from the old technology, too.” 

“In Rock Of Ages, video was a specific el-

ement, not overlaid on scenery,” says Boro-
vay. “It began to take on personality, like a 
character in the show, and then it was un-
mistakable. But that was very specific to that 
show and wouldn’t work for every show. It 
wouldn’t work for Waiting For Godot.” 

Yarden recently worked with co-de-
signer Christopher Ash on Sunday In The 
Park With George. “It’s been approached in 
different ways by different designers,” says 
Yarden, “but always implicit in the piece 
is the need to reveal the incredibly unique 
texture of this painting. That happens pri-
marily through projection design.”

Yarden notes that a lot of playwrights in-
clude projection design in their texts, and not 
just in musicals.  Paula Vogel, for instance, 
specified projections for  Indecent. “She was 
very concerned that the audience be able to 
understand when her characters were talking 
in different languages. Text projections helped 
in a very simple way,” says Yarden. “I just did 
a production in Amsterdam of Salome, which 
famously has the Dance of the Seven Veils in it. 
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http://allaccessinc.com
http://allaccessinc.com/sites/default/files/Download%20All%20Access%20TV%20Brochure.pdf


Rhyne’s showreelYarden’s projections for MacbethJeff Sugg’s showreel
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People, Places And 
Things projections by 

Andrzej Goulding

Groundhog Day 
projections by  

Andrzej Goulding 

Pictures At An Exhibition 
projections by Wendall 

K. Harrington

https://player.vimeo.com/video/195837076
https://player.vimeo.com/video/80393686
https://player.vimeo.com/video/144270603


In thinking about how we wanted to present 
this dance, we created a dance video where 
Salome is dancing with the object of her ob-
session, John the Baptist. So we see her on 
stage dancing alone and in the projection 
doing the same dance with John. It’s a flex-
ible medium and it’s quickly becoming an 
essential one.” 

 
W H AT ISN ’ T P R O JEC T ION DE SIGN ? 
Are there things video can’t do, or shouldn’t?  
Halls says some producers try to save money by 
using video instead of building expensive sets. 
“That shouldn’t be the role of projection,” he 
says, even though “some of it can be absolutely 
beautiful. Video is very good at communicat-
ing the psychology of a character, and projec-
tion design is not just set dressing there.” 

“While projection design can set location, 
in its best version of itself, that’s not what it’s 
doing at all,” says Nigrini. “It’s providing 
insight into characters or functioning as a 
character itself. When we began developing 
the design for Dear Evan Hansen, one of the 
very early realizations we had in the work-
shop was that a traditional ensemble was not 
right for the production. In the workshop, 
the ensemble’s primary function was to rep-
resent that multitude of young people Evan 
interacts with on a daily basis. We realized 
that projection was the best way to represent 
these people onstage. While the design does 
perform some scenic function, that is its 
third or fourth contribution.”

“Great video design,” Goulding says, “sits 
within the collaborative nature of a live per-
formance and isn’t there as a calling card for 
what animation/effects you might be able to 
do. Too many video designs go down that 
route, and they look tacky and lazy.”

Goulding was trained in set design and 
was an associate set designer on Matilda, 
Ghost, Carmen at the Met, and more. “I had 
training on how to read and evaluate a script 
and what design elements are important for 
the story,” he says. He thinks too few pro-
jection designers have this kind of training. 
“A lot of designers come from technical and 
animation backgrounds, which means that 
while they are technically adept, the story 
side of why they choose to put video onstage 
is not there. As a result, voters and reviewers 
only respond to the obvious video-y elements 
of a show and miss out on the more subtle, 
and usually better designed, shows.” 

Sugg thinks it’s useful to put projection 
in the context of scenic and lighting design. 

OCTOBER 2017 \\\ 77

WHILE 
PROJECTION 

DESIGN CAN SET 
LOCATION, IN ITS 
BEST VERSION OF 

ITSELF, THAT’S NOT 
WHAT IT’S DOING 

AT ALL.

Peter Nigrini



“From a novice’s point of view, one could ar-
gue that we use light to create images,” states 
Sugg. “There are some of us who are head-
ing more toward replacing scenic drops. We 
can use projected images as lighting effects, 
working hand in hand with the lighting de-
partment to augment their effects or to use 
lighting to augment our effects.” 

Harrington says she sees a lot of 
heavy-handed work. “The toys are new, and 
it’s a lot of fun to play with them. I’m a theatre 
maker, trying to deliver the soul of a play into 
the souls of people in the seats. There’s no 
technical equivalent to that. There was a time 
when design was much more collaborative. 
Tony Walton sat between me and the LD, 
choices were discussed. Now you come to-

gether in tech and hope it works. Part of that 
has to do with the advancement of technolo-
gy. Everybody’s behind a screen now. Theatre 
making should be dangerous. We should be 
challenging and asking how far we can go be-
fore we fall off the edge. Now, a lot of design is 
about the dazzle on Broadway.”

Rhyne notes that when projection began 
to be integrated into theatre, it was seen as 
something separate, but times have changed. 
“We’re a video-based culture now. We’re more 
accustomed to it and are comfortable seeing it 
in a theatrical context,” he says. In musicals, for 
instance, projection is almost a given. “Shows 
like Dear Evan Hanson (Nigrini) and Anasta-
sia (Rhyne) wouldn’t have worked without it. 
In Anastasia, everyone could very clearly see 
there was a lot of video and how video trans-
ported characters from place to place.” 

When video and lighting come togeth-
er, it may be hard to distinguish individual 
contributions. “I don’t normally do much 
‘obvious’ video in shows as it generally is 
wrong for the show and for the design,” says 
Goulding. “I am very careful with my design 
so as not to pull focus to the video unless 
specifically needed.” The problem is, it’s the 
obvious video that gets noticed. 

Although projection designers agree that 
awards aren’t the goal, and their work should 
be integrated into a whole, it’s frustrating to 
be ignored at the Tonys. “The Drama Desk 
and Outer Critics do give awards for projec-
tion. It’s really important to embrace all de-
sign crafts and pay homage to all of them,” 
says Yarden, who notes that reviewers don’t 
give much attention to other design elements 
either. He felt as strongly about sound design 
when it was eliminated as he does about the 
plight of projections.    

78

B U I L D

I’M A THEATRE 
MAKER, TRYING TO 
DELIVER THE SOUL 

OF A PLAY INTO THE 
SOULS OF PEOPLE IN 

THE SEATS. THERE’S 
NO TECHNICAL 

EQUIVALENT TO THAT. 

Wendall K. Harrington



“In film and television, any artistry is rec-
ognized,” Rhyne notes. “People understand 
it takes a huge village of artists to create a 
work. It would aid the entire theatre industry 
by recognizing makeup artists, wig design-
ers, puppet artists, and others who do beau-
tiful work on stage.”  

HO W T O A C K NO W L EDGE A V IL L A GE 
Some think the fix is easy. Others think 

it’s impossible. Rhyne thinks critics and vot-
ers can learn from brief explanations in press 
packs and in pamphlets that shows provide 
to Tony voters. Goulding thinks presenting 
case studies to reviewers and voters over cof-
fee is the way to go. 

“Historically, projection design was 
thought of as a component of a scenic envi-

ronment, and turning that perception around 
is a long process,” says Nigrini, noting that ini-
tially, when projection and scenic design were 
given awards together, it made sense. “As the 
discipline has evolved, it made less and less 
sense.” Because the discipline has been evolv-
ing, Nigrini thinks it’s a little unfair to fault 
those who don’t understand it. “It takes time 
for [what we do] to become apparent.” 

“In the last seven or eight years, it’s been 
used in the majority of big musicals,” says 
Halls. Still, not every production uses projec-
tions. “I think it’s about the maturing of the 
industry. It’s important that you’re working 
with the set and lighting designers to create 
something very cohesive. To take apart who 
did what is difficult, and awards become 
quite tricky and arbitrary.” 

BAM’s The Undertaking 
projections by Tal Yarden
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Educating people about the limitations of 
what set and lighting can do might help. “It’s 
about understanding the rules of physics,” 
adds Halls, noting that lights can’t project im-
ages and sets can’t move them. “There is no 
magic paint. If you see a set that’s changing 
and you haven’t seen scenery move off, you’re 
seeing projections.” 

Sugg would like to know just how cate-
gories are brought into the Tonys. “I know 
very little about how it actually works,” he 
says. “My hope is that we can move forward 
with this discussion. The more honest people 
are about what’s happening, the easier it is to 
learn and change, not stomp up and down 
making demands of each other. When there’s 
not a category for projection design, I do feel 
excluded,  but that’s my problem,” he says, 
noting that stage managers and prop design-
ers are among those who are excluded also. 

Producers can and do ask for projection 
design to be considered in conjunction with 
the scenic design awards. “The problem is that 
it isn’t really a part of scenic design in produc-
tions like Dear Evan Hansen, Amélie, and A 
Doll’s House, Part 2,” notes Nigrini.

Borovay was nominated twice, both 
co-nominations with scenery. He wonders 
just how it can be determined that a partic-
ular video design can be deemed significant 
enough to be considered on its own. How 
big they are? How long? Is it up to the people 
marketing the show? 

Designers are included in the Tony nomi-
nating committee, but Harrington notes that 
each person votes by secret ballot, and the vast 
majority of voters are not designers. “Since peo-
ple don’t discuss their choices, the designers 
don’t get to illuminate other nominators,” she 
says. So change that and the problem is solved? 

THERE IS NO 
MAGIC PAINT. IF YOU 

SEE A SET THAT’S 
CHANGING AND 

YOU HAVEN’T SEEN 
SCENERY MOVE 

OFF, YOU’RE SEEING 
PROJECTIONS.
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RESOURCES 

AARON RHYNE
http://aaronrhyne.com/

ZACHARY BOROVAY
http://borovaydesign.com/

ANDRZEJ GOULDING
www.agoulding.com

TAL YARDEN
http://www.talyarden.com/

WENDALL K. HARRINGTON
http://www.wendallharrington.com/

JEFF SUGG
http://www.jeffsugg.com/

PETER NIGRINI
http://www.nigrini.net/

LUKE HALLS
http://theabstractunion.com/about/

Luke Halls

http://aaronrhyne.com/
http://borovaydesign.com/
http://www.amgproductions.co.uk/
http://www.talyarden.com/
http://www.wendallharrington.com/
http://www.jeffsugg.com/
http://www.nigrini.net/
http://theabstractunion.com/about/
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Charlie And The 
Chocolate Factory 

projections by Jeff Sugg
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BAM’s The Fountainhead  
projections by Tal Yarden
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Not according to Harrington. “I can tell 
you plenty of designers who don’t under-
stand or value projection,” she says.

But Harrington doesn’t feel discrimi-
nated against. She thinks all designers are 
misunderstood. “The one year Jules Fisher 
wasn’t nominated for a Tony, he did his 
most brilliant lighting design, for Angels 

In America. Most people didn’t under-
stand what he’d done,” she says.  

And she has no use for a prize that 
isn’t given by peers who can appreciate 
how well her work was integrated into 
the production. Not all shows have pro-
jections, after all, and she wouldn’t want 
to see producers adding projection to a 
show just to ratchet up the possible Tony 
nominations. “Producers like numbers. 
That’s understandable, but they don’t al-
ways understand what it is projection 
does and doesn’t do. If one show can only 
have eight nominations and the other can 
have nine, it’s an unlevel playing field, as 
numbers of nominations can equal tickets 
sold,” Harrington says. 

“It’s pretty safe to assume that an award 
show in which one should hire a PR person 
to help your chances of winning is not one 
based entirely on aesthetics,” says Sugg, 
who nonetheless thinks it’s great to have 
awards. “People who are not theatre people 
watch the Tonys all over the country. Kids 
watch them and dream of being on them. 
It’s a great reminder that we’re not living in 
our own solipsistic world.”

“While projections might be hard to 
identify, if you took them away, it would 
be easy to see what was missing,” says 
Borovay. How can you nominate a show 
for best musical and ignore the projec-
tions? What if Tony voters came to a run-
through—and they turned them off? 

Halls has a kinder solution. “I would 
rather abolish all individual awards and 
give out an award for the best creative 
team,” he suggests. It’s an idea Harrington 
likes, too, “but as it is a numbers game, that 
will never happen,” she says. 

WHILE 
PROJECTIONS MIGHT 
BE HARD TO IDENTIFY, 

IF YOU TOOK THEM 
AWAY, IT WOULD BE 
EASY TO SEE WHAT 

WAS MISSING. HOW 
CAN YOU NOMINATE 

A SHOW FOR BEST 
MUSICAL AND IGNORE 

THE PROJECTIONS? 
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Valley
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House Yamaha CL5 digital mixing console and 
ancillary AV equipment is recessed in the per-

manent house mix position off the cross-aisle. 
A removable front wall wheels out of the way for 

loading touring act’s consoles. Easy ramp access 
to all locations makes load-in and strike a breeze. 



B U I L D I N G  B L O C K S
The original McAllen Civic Center opened 
in 1959 and was home to the Valley Sym-
phony Orchestra, countless dance recitals, 
music concerts, and school graduations. 
Residents felt a strong connection to the old 
building; however, studies proved necessary 
renovations would be more expensive than 
building a new facility.

The city’s recently completed con-
vention center was very successful. Land 
was available next to the facility so the 
city sold the old site to developers for $9 
million and moved forward with plans to 
build a new 1,800-seat hall. The project 
was funded almost entirely by the City 
of McAllen as an amenity to its diverse 
population. Its intent was to showcase lo-
cal talent and bring in the touring Broad-
way productions that avoided McAllen 
due to the poor condition of the original 
civic center. Jaffe Holden, Schuler Shook, 
Holzman Moss Bottino Architecture, and 
ERO Architects began the project began 
in 2014 and completed it in 2016.

AUDIO/VIDEO SYSTEMS DESIGN
The AV systems for the performing arts 
center have to support a wide range of pro-
gramming needs. Jaffe Holden designed 
systems to support everything from vocal 
reinforcement to aid the symphony con-
ductor in communicating with the audi-
ence, to amplified concert, dance, or the-
atre productions, in addition to large scale 
touring events. 

Projects of this size and scope have to 
determine the role of installed systems ver-
sus a touring system or a large rental sys-
tem. This can be a question of budget, but 

it is also a philosophical one involving how 
the facility will be operated. The McAllen 
Performing Arts Center wanted a system 
that would integrate into the visual aesthet-
ic, support small to mid-size productions, 
and also easily integrate with rented systems 
used for larger events. Jaffe Holden ensured 
the audio and video systems had the prop-

B U I L D
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er infrastructure to support touring shows 
including power, easy access to signal lines 
to patch into the house system, and proper 
rigging to support flying tour systems.

THE INFRASTRUCTURE
It’s best to begin with the infrastructure. 
A complete and varied set of audio, video, 

and control system infrastructure provides 
for today’s needs, and also provides a com-
plete path to the future. Equipment comes 
and goes, but the wire and fiber in the walls 
needs to last much longer. Analog audio, 
digital audio over AES and network, video 
over HD-SDI and network, and dry fiber 
and category lines are located throughout 
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This JH drawing from 2013 shows the locations 
and purpose of the permanent and rental 

speaker arrays and video monitors. Final AV 
installation closely matched our initial intent.
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More than 10,000 children from 
the Rio Grande Valley attended 

symphony tuning concerts. Note 
the wood-veneered MDF reflectors 

mounted to the rings in order to 
achieve sound reflection, diffusion, 
and blending. This also allowed for 
simplified outer wall constructions 

of flat drywall and concrete.
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McAllen-based ERO Architects 
designed the striking exterior. 

Massive concrete walls were covered 
in stucco to block noise from aircraft.



the facility on panels and between the major 
system racks. This means that any type of 
signal can be routed throughout the venue.

THE LOUDSPEAKER SYSTEMS
The house audio system includes left, cen-
ter, and right main loudspeaker clusters as 
well as stage lip front fill, under balcony, and 
over balcony fill loudspeakers to fill in at the 
margins of the main loudspeaker cluster 
coverage areas. Left and right subwoofers 
are positioned just below the left and right 
loudspeaker clusters. There are two subwoof-
ers on each side. The lower frequencies are 
divided between them such that one pro-
vides the impact, and the other provides the 
lower, deeper frequencies, or the rumble.

THE CONSOLE AND DIGITAL SIGNAL 
PROCESSING SYSTEM
This venue needed a console to function at 
high levels for different types of events. A 
Yamaha CL5 digital mixing console pro-
vides exactly that capability. This console 
transports audio in and out over Dante net-
work-based audio. Its connection to remote 
stage racks is as simple as making two net-
work connections. The output of the console 
also travels over Dante to the Digital Signal 
Processing (DSP) system. This DSP system is 
the brains of the audio systems. This is where 
all of the signal routing takes place for the 
performance loudspeaker systems and the 
auxiliary audio systems. System equalization 
and timing is also programmed in the DSP 
system, as well as the swap from house con-
sole feeds to road show feeds. 

THE AUXILIARY SYSTEMS
The auxiliary systems include the backstage 

and front of house paging and program 
systems, the ADA assisted listening system, 
and the production communication sys-
tem. Feeds from the mixing console as well 
as from a stereo microphone in the theatre 
are selected and/or mixed to provide the 
program audio source for these systems. The 
production communication system allows 
the production staff to communicate with 
each other during a performance. There are 
both wired stations and wireless stations 
available for use.

PORTABLE EQUIPMENT
A collection of loose portable audio equip-
ment was specified to provide a toolbox of 
tools for use in a variety of situations. This 
includes wired and wireless microphones, 
mic cable, speaker cable, mic stands, stage 
monitor, and other portable loudspeakers 
that can be used in various configurations, 
as needed to support local productions.

MEASURING RESULTS
During rehearsal time with the Valley Sym-
phony and its music director, Peter Dab-
rowski, we were able to listen to the hall in 
back-to-back children’s concerts. We moved 
the orchestra forward and backward, placed 
them on risers of different heights, and ad-
justed the ceiling of the shell to get the best 
balance of sound. 

Placing low cello risers under the cello 
instruments increased their level of impact. 
They were full and bright on stage, but need-
ed the extra resonance of the riser to give the 
correct balance between the basses and vio-
lins. Between concerts, our team asked ques-
tions and received comments and feedback 
used to fine tune the hall. 
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PRESS
“I would like to congratulate the Jaffe Holden team for creating an acoustically exceptional 

space at the McAllen Performing Arts Center. Thanks to your expertise and talent, the 85 

musicians from the Valley Symphony Orchestra and the 100 plus chorale members were 

able to rehearse and perform very complicated works successfully. 

I’m sure it was not easy to insulate the concert space from the outside noise like the 

nearby landing planes. Judging from the reception from the capacity audience (1,800), 

the orchestra performances were very easily and very well heard—like never before! 

Thank you for allowing our audiences to experience a fantastic aural experience.”

Peter Dabrowski, Valley Symphony Orchestra, Music Director and Conductor

UTRGV Symphony Orchestra, Conductor

“Reviews from our patrons and the artists that have graced our stage have been 

overwhelmingly positive. Every performance still brings new audiences to the hall 

and new accolades.” Omar Rodriguez, Director

McAllen Convention Center | McAllen Performing Arts Center

City of McAllen- Convention Facilities Department



Project 
Information

DESIGN TEAM
Architect of Record: 
ERO Architects

Theatre Architect: 
Holzman Moss Bottino

Theatre Consultant: 
Schuler Shook  
  

DETAILS
Facility Size: 93,000 
square feet

1,820 seats

Support Spaces 
  

SCOPE OF 
WORK
Architectural 
Acoustics

Sound Isolation

Sound and Vibration 
Control

AV Systems Design 
  

CLIENT
City of McAllen, Texas 
  

COMPLETION 
DATE
2016
  

PROJECT COSTS
$45 million

OCTOBER 2017 \\\ 93

Mark Holden pops 17” diameter balloons 
for impulse response measurements 

during children’s concerts to measure 
a sold-out house. To document the 

hall, recordings were made of multiple 
conditions in multiple locations.



Measurements after the opening 
confirmed the full range of acoustic 
response ranged from 1.4 seconds with 
all drapes deployed (estimated 1.2 sec-
onds occupied) to over 2.2 seconds in 
symphony mode with the full audience 

present. This is dramatic tunablility 
and f lexibility! 

Mark Holden is chairman and lead 
acoustic designer at Jaffe Holden. He 
has collaborated on hundreds of di-

B U I L D

Occupied reverberation 
time verses frequency 
in symphony mode is 
remarkably even over all 
locations. It exceeds two 
seconds mid frequency.

With drapes stored and no 
shell present, measured 
unoccupied mid frequency 
RT is 1.4 seconds. That drops 
further (0.2-0.3) with an 
audience present. This is ideal 
for amplified programming.
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verse performance and exhibition space 
designs throughout the world. Holden 
thrives on the creative design processes 
that call on his unique skills as an engi-
neer, physicist, communicator, and jazz 
musician to create superior acoustic en-

vironments. In January of 2016, he re-
leased Acoustics of Multi-Use Perform-
ing Arts Centers, a guide to achieving 
outstanding acoustics in flexible spaces, 
published by Taylor & Francis Group.   
www.jaffeholden.com 

With drapes stored and no 
shell present, measured 
unoccupied mid frequency 
RT is 1.4 seconds. That drops 
further (0.2-0.3) with an 
audience present. This is ideal 
for amplified programming.

Background noise levels are 
inaudible at NC16 and NC17 
on stage. Levels are expected 
to drop further after final air 
balancing is complete.
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HYPERION HP1
ENTTEC

The Hyperion HP1 is a touring-
grade, unmanaged 

switch, allowing for 
handling for routing of 
unicast, multicast, and 
broadcast packets with 
a straightforward setup. 
With compatibility for Art-
Net, sACN, Dante™, PTPv1, 
PTPv2, and any other TCP/
IP usage, the range also 
features ENTTEC’s network 
redundancy looping and 
optional fiber connectivity.
ENTTEC.COM

ION XE
ETC

Ion® Xe lighting control desks feature the same backlit 
keyboard layout and full-featured software as other 

Eos®-family consoles. With 2,048 or 12,288 outputs (Ion 
Xe and Ion Xe 20), both models support up to two external 

multi-touch monitors, with award-winning color tools, 
customizable Magic Sheets, and other high-level functions. 

The Ion Xe 20 features an onboard fader bank that includes 20 
pageable faders and a built-in display. Ion Xe can integrate into a 

system with all other Eos family products (except Element). As with any Eos 
family desk, users can expand fader count of Ion Xe or Xe 20 by connecting one or more Eos 
Fader Wings or Eos Motorized Fader Wings.
ETCCONNECT.COM
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https://www.enttec.com/
http://www.etcconnect.com


DARTZ 360
ELATION PROFESSIONAL 

T he Dartz 360™ is a full color-mixing LED beam/spot fixture 
with gobos and effects emitted from a single-source 50W 

RGB LED engine. The unit produces a tight 3° beam for color-
mixed beam effects similar to a discharge lamp. The combined 
LED engine source/optics package provides 
improved field and brightness output, and 
the fixture features continuous 360° 
pan and tilt movement added to 
the gobos, dual prisms, frost, 
and remote focus.
ELATIONLIGHTING.COM
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HIPPOTIZER MONTANE+
GREEN HIPPO 

The Hippotizer Montane+ media server features Notch, 
the realtime graphics workhorse used by content cre-

ators, enabling users to create, simulate, render, composite, 
edit, and play. Hippotizer V4’s pin system allows users to con-

trol content from a lighting console or another controller, using 
the export and playback function. The server features two DP 1.2 

outputs and offers the latest graphics card technology, enabling over 25,000 Notch-
marks, for handling of the most demanding of 3D and generative projects. The media 
server also comes with 10 free Notch FX as standard, plus a playback license.
GREEN-HIPPO.COM

RC4 COMMANDER 
RC4WIRELESS

R C4 Wireless Commander software is based around the compa-
ny’s RC4Magic PC software, but with expanded features like 

OSX support and a more user-friendly interface. The RC4 line of 
dimmers and pixel drivers have an ever-growing set of func-
tions and modes, and the new software allows easy con-
figuration of features using a new graphic interface. 
Users of the RC4Magic PC will notice that changes no 
longer have to be sent to devices in order to change 
settings. RC4 Commander delivers realtime chang-
es to the devices as users pick from the drop down 
menus or buttons. Adjusting PWM frequency for 
film or live performance, setting dimming curves 
for lamp sources or just assigning DMX addresses, 
is now more intuitive. In addition, configuring mul-
tiple devices is nearly effortless, with the software 
automatically detecting and populating all information 
from the devices in the system. Additional enhancements 
include an expanded virtual console and the ability to send data 
to an entire universe for testing large pixel projects.  
THEATREWIRELESS.COM
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http://www.green-hippo.com
http://theatrewireless.com


MEGAPOINTE
ROBE LIGHTING 

M egaPointe is a hybrid moving light that 
uses a 470W short-arc source in spot, 

beam, or wash modes. The zoom ranges from 
1.8° to 21° in beam mode and 3° to 42° in spot 
mode, with output through a 150mm diam-
eter front lens, total lumen output of 20.375, 

and a CRI of more than 80. The fixture features 
a new effects engine with 12 dynamic beam 

and flower effects that can be further manipulat-
ed using the beam shaper, as well as light and medi-

um frost filters, and a CMY color-mixing system. More 
effects are achieved via the static 14-slot, plus open, gobo 

wheel fitted with glass gobos and a second wheel with nine ro-
tating, indexable, and replaceable gobos. These can be combined with a variable speed, 
bi-directional animation wheel. A remote adjustable hot-spot control can further influ-
ence the appearance of the source, as can pre-programmable strobe and pulse effects.
ROBE.CZ

ARIA WIRELESS DMX 
ACCLAIM LIGHTING

A ria is a compact, local, and outdoor-rated wireless 
DMX system. The transceiver can act as both 

the sending and receiving point, and provides up 
to 14 channels on the 2.4GHz band.
Its internal wireless radio features mesh 
networking and signal routing optimization 
to ensure the best possible reception of 
DMX data. It comes with a 5dB, omnidirec-
tional antenna that provides transmission 
up to 2,600' line-of-sight and 300' between 
obstructions and walls. The system can also 
make a direct connection without the need for 
an additional unit to fixtures that have the inter-
nal receiver built in. The unit is IP66-rated. 
ACCLAIMLIGHTING.COM
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GIG GLOVES
GIG GEAR 

G ig Gloves are protective work gloves 
made specifically for music and live 

event professionals by music and live 
event professionals. Featuring strong 
nylon threading throughout, the gloves 
have TPR molding on the back of the hand 
and fingers to ensure ultimate protection 
against impact, abrasions, or pinching. Fold-
over fingertips allow for use of smaller tools 
and items, and the gloves work with touchscreen 
devices without the need to remove them. They are 
available in three models—Original Gig Gloves, all-black Gig 
Gloves Onyx, and fleece-lined Thermo Gig Gloves—and come in six sizes from extra 
small to extra-extra large.
GIG-GEAR.COM

HEARING HOTSPOT™
WILLIAMS SOUND

The Hearing HotSpot™ is a new listening 
technology that allows any venue to 

stream realtime audio via Wi-Fi from TVs, 
music sources, or live programs directly 
to an individual’s personal smartphone or 
tablet. To listen, users simply connect to 
the local Hearing Hotspot Wi-Fi provided 
by Williams Sound, download the free 
Hearing Hotspot app from Google Play or 

the Apple App Store, and select the audio 
channel they want to hear.

WILLIAMSSOUND.COM
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http://www.gig-gear.com
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SKYWRITER HPX TOUR SERIES
X-LASER

The HPX Tour Series features laser projectors 
ranging from 5W to 50W of full RGB 

output, with precision graphics 
scanners, professional-grade color 
balancing, rugged components, 
and sealed optics. Combining 
its power with its scanners, the 
lasers can produce enormous 
image projections such as 
logos or custom text, using the 
integrated FB4 control with Cat5 
routing, as well as its advanced 
color-mixing technology. The series 
is suitable for touring and permanent 
installation.
X-LASER.COM

SOLAFRAME 750
HIGH END SYSTEMS

The SolaFrame 750 automated luminaire 
offers many of the effects capabilities of the 

company’s flagship White Light LED products, 
making it suitable for theatres, houses of 
worship, nightclubs, and other medium-sized 
venues. Delivering 11,300 lumens, the fixture 
includes a full framing shutter system, CMY/

CTO-linear color mixing, replaceable fixed 
color wheel systems, rotating gobo wheel 

plus rotating animation, frost, iris, 6° to 50° 
zoom, and a three-facet rotating prism. High End 

Systems is an ETC Company.
HIGHEND.COM
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ACCLAIM SERIES
ABSEN

T he Acclaim Series has been designed 
to leverage the benefits of LCD and LED 

technology. The Fixed Indoor LED series is 
available in 1.2, 1.5, 1.9, 2.5, and 3.8mm 
pixel pitch. All models in the series offer a 

bezel-free solution and come in a 27.5'' panel 
size that enables installers to create a 55'' 

diagonal area with four panels that will work 
with any standard LCD VESA mount. The size 

allows the user to work in a standard 16:9 aspect 
ratio and create pixel to pixel HD and 4K solutions. 

USABSEN.COM

SPYDER X80
CHRISTIE

The Spyder X80 multi-window processor delivers four times the pixel 
management capacity than anything available on the market, according 

to Christie, and is the only video processor capable of handling 4K at a 60Hz 
refresh rate on a single channel. Using the latest standards and connectors, 
including HDMI 2.0, DisplayPort 1.2, and 12G HDSDI, the 
processor also features  a modular configuration, 
supporting up to 24 inputs and 16 outputs, with all 
connections capable of displaying 4K at 60/50Hz. 
The card chassis-based design allows users to 
match input and output needs with the option to 
change and upgrade. All source content can be 
displayed across multiple types of displays, 
including those configured in portrait mode, 
and users can mix and match multiple SD, HD, 
4K, and stereoscopic video formats without 
compromising the ability to manipulate 
content and maintain original picture quality. 
The processor also features Christie Spyder 
Studio client software.
CHRISTIEDIGITAL.COM 
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JDC1 LED STROBE
GLP

T he JDC1 hybrid LED strobe has been designed in three sections, each 
of which can be controlled independently or as a synchronized unit. The 

fixture contains a traditional single-tube element, with white output from 216 
white LEDs or RGB color output when combined with its surrounding, format-
filling 1,320 LEDs. The two RGB plates can be divided into six separate pixel 
sections and then operated with full pixel-mapping control. The strobe also 
allows pixel-mapping of the LED tube, which is broken down into 12 individually 
addressable sections. This enables the tube to create motion effects. Both the 
tube and the RGB plates can be run continuously for high-output blinder and 
wash effects, and the wide beam angle allows for coverage of backdrops, stage 
areas, or audience sections. The strobe also offers dynamic movement, with a 
16-bit, 185° tilt range. Adjacent units can be aligned through locking pins, which 
also align with X4 Bar series products. 
GERMANLIGHTPRODUCTS.COM
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It’s dedication.
Not a daydream.

uncsa.edu

UNCSA’s School of Design & Production balances a 

comprehensive curriculum in modern stagecraft with 

extensive practical experience.  Working in 80,000+ sq. ft. 

of shop space, our students learn the latest technologies 

using cutting-edge equipment.  If you like to run the show, 

we’ll cue you for a successful professional career. 

http://www.uncsa.edu/design-production/?utm_source=live-design&utm_medium=emag&utm_campaign=dp_paid_oct2017_dedication
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Are you a visual artist, 
programmer, creative designer, 
or video geek? Then you know a 
great deal of your success is based 
on the software you use and how 
successfully you master it. Now 
that people are moving from 2D to 

3D and programming realtime interactive 
multimedia content, the software chosen 
had better be savvy and robust. For 
Matthew Ragan, an interactive engineer at 
Obscura Digital, a global company based in 
San Francisco, one of his software picks is 
Derivative’s TouchDesigner. Here’s what he 
has to say about the latest release, 099:

Obscura is no stranger to big resolutions, 
daunting challenges, and tight deadlines. 
For those familiar with Derivative’s Touch-
Designer, it should come as no surprise that 
the product once called the Swiss Army 
Knife of Video, is one of the go-to tools in 
the Obscura arsenal. Used for jobs both 
large and small, TouchDesigner provides 
for a flexible development environment and 
programming tool that can also be deployed 
for installations and events alike. 

For the uninitiated, TouchDesigner 
is a node-based procedural program-
ming environment. Its user interface is a 

What’s Trending: Software 

Derivative 
TouchDesigner 099
///   B Y EL L EN L A MP ER T- GR E A U X

Matthew Ragan is an 
interactive engineer at 
Obscura Digital, where 
his role on the software 
team is largely rooted 
in the systemic and 
artistic implementation 
of creative ideas and 
concepts. He has 
worked on projects in a 
wide range of technical 
and artistic needs from 
single user experiences 
to rendering large 
distributed realtime 
synchronous digital 
environments. He will 
be teaching a two-
day TouchDesigner 
session at LDI2017 and 
participating in LDI’s 
Projection Mapping 
Summit.
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cross between MaxMSP and Houdini 
with viewports at each operational step. 
In addition to having an aesthetic ap-
peal all its own, the windowed interface 
pragmatically allows artists and devel-
opers the opportunity to peek into their 

work at each step as a kind of visual de-
bugging process.

Touch projects are organized as net-
works of operations strung together with 
animated multi-colored wires; if you hav-
en’t seen the inner workings of a TouchDe-
signer project, you’re in for a treat. Some-
times sprawling and branching, sometimes 
tidy and linear, networks carry an aesthetic 
organization all their own and often bring 
new meaning to the term “spaghetti code.” 
More than just little multicolored wires and 
boxes, however, TouchDesigner supports 
both 2D and 3D pipelines with a focus on 
GPU acceleration. The environment also 
has robust support for UI building and 
screen-based interaction entry points. Un-
der the hood, there’s support for working in 
Python, C++, and GLSL. 

For close to two years, TouchDesigner 
wore the suffix 088, which was fantastic 
when it first launched. It brought about nu-
merous upgrades, performance boosts, and 
the inclusion of Python as a scripting lan-
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ONE OF THE 

MOST EXCITING 
CHANGES IS 

DERIVATIVE’S MOVE 
TO RELEASE A 

MacOS VERSION OF 
TOUCHDESIGNER. 

Matthew Ragan
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guage. Time, however, marches onwards, 
and the crack team at Derivative has been 
hard at work thinking about the future of 
the toolkit. The official release of TouchDe-
signer099 brings a litany of new and thrill-
ing changes bound to push artists and en-
gineers alike to create, design, and program 
in new ways. 

Perhaps one of the most exciting 
changes is Derivative’s move to release a 
MacOS version of TouchDesigner. Long 
in the category of Windows-only appli-
cations, Derivative has moved to embrace 
a cross-platform development approach, 
addressing one of the chief concerns of 
many artists hesitant to dig in and play. 
While there are still a handful of features 
that are Windows-only (mostly due to 
drivers and operating system support), 
the application moves between operating 
systems astonishingly well. In addition, 
the Derivative team is quick to address 
bug reports and constantly pushing up-
dates so artists can keep working. CO
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In addition to being cross-platform, 
099 brings some great, new features to the 
OpenGL rendering pipeline. Taking a cue 
from several other game engines and de-
velopment environments, the new release 
now supports Physical Based Rendering 
as a material type for realtime rendering. 
Commonly referred to as PBR, this ren-
dering technique seeks to more accurately 
model how light interacts with materials in 
3D rendering. All of the math aside, what 
this means for artists and spectators is the 
inclusion of a new material type for 3D ren-
dered objects that more closely mirrors the 
real world. That ends up looking like better 
specular behavior on materials, gloss, and 
texture that feels layered and dimensional, 
and grit that you’d swear was rough against 
your skin. Far and away, it’s one of the best 

new features, and the time and effort put 
into getting this feature right shows, from 
the inclusion of new environment lights to 
help get reflections right, to support for us-
ing textures created specifically for a PBR 
pipeline with Substance Designer. 

Realtime rendering has a lot of gloss 
and appeal, but it’s also clear that the time 
developers spent making a front-end inter-
face was also high on Derivative’s hit list for 
099. A general reorganization and focus on 
fast-scaling elements means that developers 
can create interfaces that are both faster to 
create and more performant in the field. 
While the learning curve for creating UIs 
in TouchDesigner still has some peaks and 
valleys, it’s clear that Derivative is focused 
on helping artists make their interactive en-
try points faster and more scalable. 
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Screens, however, aren’t the only devic-
es we use for installations and events, so it 
should come as no surprise that the new 
release also brings with it a host of sup-
port for additional devices. From greater 
flexibility through sACN and DMX, to 

LED strips, Cast BlackTrax and video 
capture cards, the list of devices and com-
munication protocols is ever-growing. 
Included in this list is support for the net-
work-based NDI streaming protocol. Low 
latency and high performance make this 
an exciting inclusion for anyone thinking 
about how to solve problems of moving 
video around over a network rather than 
focusing on capture cards.

New advances from NVIDIA and AMD 
have meant huge gains for GPUs in the last 
year, a change that hasn’t gone unnoticed 
to Derivative. Leveraging these new hard-
ware features has meant some clever work 
to allow for multi-projection rendering for 
VR projects. This effectively allows for both 
views (right eye and left eye) to be rendered 
in the same pass, making for a much more 
performant experience. In addition to these 
hardware developments, the team in To-
ronto has taken some time to include wider 
support for VR development. Practically 
speaking, that looks like better documen-
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tation and a starter project for artists/devel-
opers looking to dive in to working with an 
Oculus or HTC headset. 

To really understand one of the top new 
features, we need to first step back and con-
sider an addition that was made in the mid-
088 cycle. When Custom Parameters first 
made their debut, it opened a new world 
of customization and control for modular 
component building. Custom Parameters 
suddenly meant that developers could add 
control elements that looked and behaved 
just like the parameters on native operators 
and, best of all, didn’t require any addition-
al interface building. Instead, adding a slid-
er, color picker, an open file dialogue, and 
so much more was just a right-click away. 
For those working with TouchDesigner al-
ready, this added feature changed how peo-
ple worked overnight. 

In 099, the addition of component pri-
vacy builds on the existing idea of reusable 
modules and amplifies their influence in 
ways that we’re only just starting to see. In 

the past, only whole projects could be kept 
private. This is great for protecting the in-
tellectual property of a project, but it has 
one significant shortfall: component shar-
ing and room for developers to share or sell 
modules. Pro license holders will now find 
that they have the ability to lock individual 
modules in addition to whole projects. This 
is the first step towards an ecosystem for 
artists and developers to share or monetize 
their work on a module-based level, rather 
than on whole projects. Plug-in structures 
have long been the bread and butter of 
many creatives, and this feature addition 
makes a space for the community to grow 
and expand in truly thrilling ways.

As with all new releases, it’s impossible 
to capture all of the additions and revisions 
that developers are excited about, but it is 
safe to say that it’s an exhilarating time to be 
a TouchDesigner developer and artist. For 
those of you who haven’t yet started build-
ing networks, there’s never been a better 
time to start. Happy programming! 
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The Dragon roller coaster at Lego-
land features entertainment light-
ing in an architainment setting. 

“The guest starts in the kingdom’s enchant-
ed castle before roaring out to encounter the 
dragon and the twists and turns of the steel 
roller coaster,” explains Ted Ferreira, man-
aging director at CD+M Lighting Design 
Group, which has lit Legolands in Johor, 
Malaysia and Dubai, UAE, and has a third 
project coming up in South Korea. 

Four ETC Source Fours with R305 gel 
(rose gold) and ETC gobo rotators provide 
constantly moving texture, while 30 Altman 
Micro Ellipse fixtures and five ETC Source 
Four Minis light the Lego statues, plus one 
Mini for the sword hanging on wall. Nine 
Altman 3'' Fresnels provide backlight for 
the statues in purple, with blue along the 
walls. “It’s a little hard to tell in this photo 
but the torches on the wall light up and are 
completely made of Legos,” explains Jayme 
Smothers, associate designer at CD+M. In 
a “torture” chamber scene, four Rosco X24 
X-Effects Projectors aid the look. 

“Our biggest obstacle was focusing all 
those lights,” adds Smothers. “We weren’t al-
lowed to touch anything made of Legos, and 
we were straddling the coaster track, so real 
estate was hard to find.”

Control is via an Eaton/Cooper system, 
which features an Eaton touchscreen station 
on the wall in the ride control station room. 
“Eaton provided a parkwide system, and 
each attraction has a sub-system controller 
that is tied to show controls,” adds Ferreira.

Parkwide design was by Forrec Ltd, with 
scenic design for the attraction by Lego/Mer-
lin Entertainment in-house. And yes, “Every 
figurine is built of Legos,” says Ferreira. “In 
fact, most everything except the tables was 
made from Legos.”  

For a deeper look at designing Lego-
land and other projects in Dubai, join 
Ferreira and Smothers as well as CD+M 
LDs Melissa Sparks and Teresa Enroth 
for “Designing in Dubai: A Sneak Peek 
into Theme Parks, Science Museums and 
One of the World’s Largest Aquariums,” 
at LDI2017 in Las Vegas.                             

CD+M Lights Legoland’s Dragon Roller Coaster 
///  BY ELLEN LAMPERT-GREAUX
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