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tanding on the Great Wall of

China at Badaling. it's practically

impossible for most individuals
not to experience a sense of insignifi-
cance by comparison. With Beijing's
shvline faintly visible in the distance.
the realization that this colossal strue-
ture was built by the ancestors of the
planet’s most populated nation only
intensifies the lilliputian feeling.

Y et if his modus operandi for choosing
venues to showease his live performances
i~ any indication. Greek New \ge musi-
cian Yanni is not affected by the petts
insecurities that plague mere mortals.

In fact, the opposite seems true—the
grander the scale and the more exotic
the location, the better. Four years ago.
the musician fulfilled his dream of
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performing at his homeland’s historic
Herodeon. the world's oldest theatre
talmost 2,000 years oldy, which is adja-
cent to the Veropolis in Athens. The neat
vear he performed at London’s famed
Roval Albert Hall. and he followed that
up in 1996 with a performance at a
Japanese festival in front of the Toji
Temple. This vear the quest for global
recognition broadened further <till, with
concert events at \gra. India’s Taj
Mahal in March and Beijing. China's
Forbidden Cits in May.

LD David "Gum™ Kaniski. who has
worked with the musician for the past 10
vears, remembers that even when no one
had heard of Yanni—back when John
Tesh was still a member of the hand—
how the <how looked has alwayvs been as

Agra, India, home to the Taj Mahal, was the
first stop on Yanni’s Special Events 97 tour.
These televised concerts, which took place in
March, marked the first time the monument
has been lit in its history. “The Indian govern-
ment wanted to approve the colors we were

going to use beforehand,” says LD Lee Rose.
“1 think they were worried we were planning
to make it look like a disco.”

erucial as how it sounded. *When |
think about the importance that he put
on all those shows. including the veny
first show we ever did, it's the <ame.”
Raniski say~.
the <ame vibe from him when he's talk-

“Ir's really amazing. I'd get

ing about a regular <tage <how or about
one of the Wonders of the World, He'll
keep emphasizing, "It has to look good:
it’s really important that it loohs good.”
Becuause his music is not controversial in
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The Special Event site in Beijing's Forbidden
City was set up in front of the Working
People’s Cultural Palace, a huge pagoda with
two smaller pagodas flanking its courtyard
(left). The 7k Xenotech Britelights shooting up
- from behind the structure could be seen from
Tiananmen Square. The orchestra was set up on
the pagoda’s steps (below). LD Kaniski worked
out the orchestra’s configuration and the
placement for the set design (which includes
arched bridges over reflecting pools) with set
designer David George of George & Goldberg.

e

we lost all those overhead angles, we had
8 . to design ~omething that would give us~
the p(uilinn\ we needed 1o el ;,:(m(]-
quality telesision eloseups, and visually
he an interesting element to add without
X () overriding the bachground.”
. ‘ From there the designers plaved
around with different equipment pack-
ages. “Originally those back towers

Q had [Vari*Lite | V131 on them, but

N when they decided they wanted to tny to
e purchase some equipment of their own,
- E we had to expand then a little bit to

accommodate the [High FEnd Sv<tems|

\Y;
! \ Lo .
F }ﬂ Studio Colors they bought, We decided
E L to put [Light & Sound De<ign] leons on
q
\
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the towers” bottoms because thr.\'r:" the

higgest units and they rotate gobos.
W hen you're working outdoor venues
and the smoke level is going to be what-
'W- o ever the gods were willing to give us, it
. Fd ( . was important to iy to be able to get
T -t .t t : those effects without having to count on
. . 7 A, = . having a lot of atmosphere in the air,”
- Once the upstage area was worked

A o out, the LDs decided to continue with
the tower theme, although the stage plans
were stll incomplete, as a production
': ' designer had vet to be chosen, “We knew

we'd need a stage <tructure that could
accommodate aceess on and off the stage
for the load-in and lToad-out, a~ well as
the monitor position. We also knew from
previous experience at the Aeropolis that,

when vou're <hooting ~traight down the

! hevhoard or straight acros< the hevhoard

L]

® - Y rig. the shots of Yanni were side posi-
‘g” 3 Qoo * . . . . .
e tion=,” Rose 1-\p1u1u\. “So to incorporate
the position along with the <pot angles
that we wanted to use from the <ame
neighborhood, we continued the lighting
pod scheme down the <ides, and built a
~caffold to support it.”

The LD< neat coneentrated on putting

key lighting positions into the <how.
“Gurn and Thnew we would have a
front-of-house tower, so we had et it to a
height of 30" (1500, which was a realistic
height 10 build and would also Keep the
follow<pots from looking too flut.” Rose
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For the close-in zone, we ])()\itiunml the
Megalites from TVIB with the Wibron
Garganturam color serollers.”

The original plan was to light the
Taj Mahal from three angles to provide
~ome ~ense of the monument’s three-
dimensionality. Of course. when we got
there, all the distances had changed—
for p()lili(‘ul reasons and the fact that the
river hadn't gone down.”™ Rose savs. "So
we were farther away than we thought
we'd beoand then our 70" 21 towers
could not happen because our 80" (2 1my
crane could only Tt o 21 (Tmy, SoL we
built them that high and put them at what
would have been a three-quarter angle
had we heen plaving the center of the
Taj. But since we were playing the corner
of the Taj. it was actually straight in on
one ~ide and off to the side on the other.
W e just made what we could work, given
the fact that we were ina developing
country and miles from anvthing.”

By Keeping the basie plan together the
lighting erew was ~till able 1o light the
ld] Mahal on two <ide<, " You could <ee
that 1t was actually a three-dimensional
structure, even though it was about a
quarter-mile away.” Rose <ay<. “But
there were a few times where they got in
far enough on the lens <o that it pulled
the I)u('kgr(mn(l into the hack of a <hot,
and the Taj looked Iike it was 100" off the
back of the stage. We felt pretts comfort-
able with the way we had the Taj lit”

For the <how in China, the crew didn’t
have to build roads, use camels to haul
equipment crates. fight mosquitoes, or
defer to the itinerant water buffaloes’
rush hour. Here the <show was in the
Forbidden City in a courtvard in front of
the Waorking People’™s Cultural Palace—
which actually hosted the load-in of an
art <how during Yanni's production set-up,

“We let our guard down slightly after
India—our team wa~ kind of cocky.,
because when we <aw the <pace in
China, we thought it would be a piece of
cahe in comparison.” Ranishi admits,
“But we were aleo touring, and then
Y anni added extra <hows, which cut into
our programming time. Then we were
made aware of new building restrictions,
plus it rained a lot. The MegaMags
espeeially didn’t react well to the rain
and the wind, They were ripping. and
we were constantly repairing them. Lee
and T were getting to the point where we
considered just blowing them off. But
even though it rained again right hefore
doors npt'llf'([. t'\('l'}tllin;{ worked. The
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In India {top) the musicians were set up on the production’s own stage, on the bank of the
Yamuna River. In China, Yanni and the 40-piece orchestra settled onto the pagoda’s steps

{above).

crew came in with big smiles, saving,
‘Okay. we're ready. Evenvthing is fine!
We were realls blessed with the people
we had on our crew. Al of them just
l\vpl o1 ;{nivl;:. eyvern th()u,‘,{]l there were
quite a few late nights hecause most of
the designing there was done on-<ite.
India wa~ different beeause we had our
ownt stage there, But in China we were
primarils set up on the steps of the
pagoda, ~o all the positions had changed,”
“China was a lot different, hecause
unlike having one thing that was directly
a quarter-mile off the back of the stage.
we were up aginst a giant pagoda, and
we had 360 to deal with,” Rose adds.
*No we started with our basie package.
then decided we would use the Nenotech
Britelizhts for a beam effect in the air,
hecause we really didn’t have to cover
long-range distances, The MegaMags
hasically covered the roots of the build-
ing~, and the Garganturams were put at
the back of the stage. Then we added

units for the <ide buildings: uplights on
all the columns and the light< on the
walls, just to give it a sense of depth.”

To treat each ~ong with a suntable
amount of depth, the rest of the shows
lighting ~v~tems al<o included a substan-
tial moving light< package. including
Vari=Lite VI2C™M VLS and VIOTY
automated luminaires, ISD Teons, and
High Fnd Svatems Cyberlights and
Studio Colors, “VManagement wanted
to buy the Studio Colors for finaneial
reasons, ~o Lee and [ agreed we could
use them on the back <ide washes only,
because the color system is essentially
the ~same as the Cyberlight flags coming
in from the <ide,” Kanishi explains,
“High Fnd Svetems were great to us in
rehearsals. But of course we <till needed
to rent VariLites and leons and a variety
of different lamps for layering. 1t°< all
patrt of the design.”

Ao integral to the design were the
<hows” multi-lavered lighting crew,




which the designers hand-piched for
these demanding projects, “Pretty early
on I knew that this was going to he an
insane project. especially considering
where we were going,” Rose savs. "Sa

I had ~tarted talking to Gurn about who
we wanted to have program the show and
operite the consoles.”

\fter much discussion and ~earching
for available programmers and operators
whom the designers had worked with
hetore, Warwick Price signed on as Teon
operator and Matt Firestone as Vari*Lite
Artisan operator. W hen the LD realized
that they couldn’t feastbly <plit up the
Cyvberlights and Studio Colors onto those
deskhs, they added a Status Cue console
and High End suggested operator
Dietrich Juengling. “Paul Lennon, my
assistant, then became the conventional
board (ETC FExpressiom operator as
welll” Rose savs, "Paul is a great,
even-headed hoard operator, alwavs on
the monev, and really good at tracking
paperwork and cues and information <o
that Gurn and [ can think about the
artistic ~ide and not have to worny
about the technical details. T know
some LD« realls Tike to get very <pe-
cifie about that. but I ju<t want it to
happen.”

The rest of the erew gradually
<haped up as John Lobel at 18D <ug-
gested Stephen “Dak™ Harris for
overall crew chief, and Lee
Richardson <igned on
for the unenviable master electrician
monster joh. Jeff Durling. who had
worhed with Rose vears ago. became
the project’s gaffer. Pete Radice then
signed on to crew-chief for Vari-Lite.
From Vari-Lite in London, John Wood
agreed to tech the Garganturams in
India and Matt Croft also came along
as another technician,

Raniski has worked with Delicate
Productions on many tours, <o he hired
Gus Thompson to tech the Cyberlights
and SMudio Colors, Tiffany Melane al<o
joined the crew as a technician/follow -
spot operator. “We also had Greg Smith
of \re Lighting doing the followspots
that were loaded with LOOOW venon
lamp=."" Kaniski sayvs. “They gave us
entra punch, which was great. Greg and
Bill Cherrington and some of the 15D
guss also doubled as followspot operators
hecanse we couldn™t rely on anyvbody out
there, That was nice. because then we
had a Little family on "

“Nenotech’s erew hept changmg until
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the last minute, but [SD had their eres
faid out fairly early on”™ Rose sav<. "We
ended up with 23 guvs in the lighting
erew, and my drgument to management
was that we couldn’t exactly count on
having qualified stagehands in Agra,
India. So we ended ap with the full crew.”

The designers also ended up with a
full rehearsal period, although this too
wits changed at the Last minute, Regular
<how dates had been booked inta the
Foswoods Casinos in earls March, and
the erew was supposed to program for
the special event <hows there as well.
In~tead. Kani<hi went and did those
shows amd production rehearsals actually
took place i Culver Cinv, G\, ~The
room was 33" [m] tall. o we could trim
the rig out pretty close to what we would
have in India to do programming.” Rose
eaplains. “The front-of-house of the
sputs were half as tar. but they were also
half a~ low, So the angles as far as what
the look would be for the kev light and
{u”u\hpul\ Wi pretiy close,

“1 knew this was going
to be an insane project,
especially considering
where we were going,”
Rose says.

“Then they decided they wanted to
look at it on camera for a few davs at the
end of rehearsals. <o they brought in the
new National Digital Television Center's
truch with all the digital cameras for the
last few dayvs of rehearsal<”™ Rose contin-
ues, "W e taped the rehearsals. We got
two davs of on-camera shot-setting and
blocking. and one day of actually run-
ning through the show. We used that
videotape for programming when we
were tweaking the programming in India
because we had the stage lavout and the
lights more or less as they would be; the
only thing we were envisioning was the
Taj. When we got to India we used that
tape to play hack. Gurn and T would look
at the videotape and do our tweaks to the
cues we wrote at Somy Studios”

Those cties were also difficult to
finalize because Yanni changed the <et
list quite a few times, “But by the time
we were loaded in for Sony we had a
fairly locked-in <et list.” Rose iy«
“We certainly had a limited amount of
time to spend on the songs. bhut Gurn

knows the material mside out. He'd
heen listening 1o the new material as it
developed. <o he even hnew how those
~ongs broke down.”

For Kaniski. the personal design
challenge was lighting all of the old
songs again, “I've done them again and
again—and for video. IU's a real artistic
challenge. hecause you have to search to
come up with a different concept.”
Ranishi ~ays. “Plus, artists get used to
the cuetng: they like to see it It alimost
part of them. And <o do the audiences,
There is a cue where Yanni reaches out
and his backlights come on in gold. But
for the Tust tour I changed it to a Steel
blue. And a fan actually wrote me and
<aiedd, “Your <how wa~ beautiful, but when
he does that posed it really needs to be
gold.” People get used to seeing that
music [t that way, and <ince it's thematic
music anywav, vou can argae that that's
the best approach. Obviously vou want
the song to be lit with the correct feel
and look— the difficult pant i to keep the

theme but change the look. Of course,

that }lil})]n‘lh anyway when vou
redesign a <et or a lighting rig,
because you'll

certainly have different angles.

“To me, Yanni's music is vers
visual: when vou hear it vou feel
~omething.” the LD continues. “Plus,
having the orchestra there is obyious-
Iy a major

element. A <ong that might <ound wishy-
wishy on tape can be a really strong
song by the time the orchestral arrange-
ments are set up in a live situation.”

During this process, it was Rose’s job
to make ~ure the lighting cues worked
for video, “We talked about general
concepts for a look of a particular ~ong
hased on the tone of the music, and then
made sure that the cues we put together
were within that dyvnamic range for tele-
vision.” Rose sav~. “Gurn likes really
artsy looks where i< very high contrast:
the dark~ are very dark. the bright~ are
veny bright. But of course. that approach
doesn’t work really well on television.

“We both came up with ideas about
what we wanted to do on different part-
of the songs, and having two brains
working on it allowed us to get through it
faster.” Rose continues. "Plus. our crew,
especially Matt and Warwick. came up
with really good looks. Tt was vers much
a collaborative process in the designing
of the cues, The final decision about
whether scomething would work for tele-



vision fell into my lap. but evernbody put
their two cents in,”

Al of the crews” efforts will be avail-
able for viewing once the shows are edited
together. “The India show was live, or
live-to-tape on the Indian television
station, Dardashdi. And China Cable TV
took the Chinese show off of tape, ~o it
rant in China and India.” Rose savs.

“1t's now being edited along with some
behind-the-scenes footage that was shot
on lomm for two television specials.

“There was another camera crew that
shot 35mm {ilm on show davs hecause
I understand that Yanni i~ ining to do a
theatrical trailer for the project.” Rose
continues, *So, in November there might
he something at the movie theatres, which
will be really cool. I'm realls looking
forward to seeing that footage. because
I'm sure on 353mm film it looked great.
Then it's going to be on PBS in December
for part of their pledge breaks. \fter that
it will be a home video, where theyl
try to recoup some of these costs, This
whole project was an expensive proposi-
tion. to put it mildly.

“Tt was pmlml)l_\ one of the most
challenging projects I've ever worked
on—it took over my life for an entire vear.
The China show was <o much easier than
India, because we were on conerete, and
there were restaurants around. Beljing is

The Taj Mahal site by day with the lighting towers Total Fabrications engineered to carry up to
1,7001b {765kg) on a single face. Resistance to lateral wind force was provided by a series of guy
wires that connected the tower members to the truss base members as well as the water ballast
positions constructed in the ends of the truss outrigger members,

a major city, so vou could go out and get
thing~ that we couldn’t in \gra.”

Mas be they wouldnt want to do it
again, but 1t's safe to sav that most of
the crew will never forget the experience,
“[really can’t sav enough good things
about the way the crew handled every-
thing. because our timeline hept being
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twisted even time we turned around, and
evervhody just dealt with it Kanishi
~avs, "It was great to be able to sav that
vou were pulling together a huge. profes-
sional production in a developing country
like India, but that you were smiling just
because vour erew was making all the
camels work!™

Lee Rose and David “Gurn™
Kaniski were honored for their con-
tribution to the Yanni conecerts

by Lighting Dimensions magazine
and were awarded TEntertainment
Lighting Designers of the Year™ at
the LDI convention in Las Vegas in
November of 1997,

For information.
Denise Miranda-Costa  at
Ocean. Rose & Asscociates.
1213) 8003500 Phone. (213) 860-3505 Fax.
email: ora?ocean-rose.com

Visit
WW W, OGUean-rose.com  or

more please

contact

onr website at

contact lee
Rose at lee 7 ocean-rose.com or David

“Gurn” Raniski at gurnprod € aol.com
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