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. fhie’ production industry, shnwcasmq
nmplex designs mcorpuratmg lighting and video
m’iessiyr Trent Reznor's music is angsty, and can
). ffom:clean and delicate to a super-saturated

-+ dragisitions ultimately inform the content of what
g -"A'IE!'SE£ happening on-stage, and PL&P caught up
2842 with a'stop on the most recent Canadian leg of the
- Lights’in the Sky tour at Copps Coliseum in Hamil-
ton, ON to see how it all comes together.
=" Jason Bullock is the show's resident Light-
‘ing Director, implementing what Roy Bennett and
“:Remur initially conceived and negotiating the evo-
Hition of the rig over time,
*= - _“The original product that we'd leit with in
=< Jyly-2008 was what Trent, Roy, and everybody had
We~up with - and it was a wonderful pruduc't
7 Bullock says. "Since that time period, we've done
70 or 80 shows (as of the Hamilton concert). We
trled some different things in South America, in
Me:ucu and in a whole bunch of other places, and
_ wefound some things that worked better and some
-tmngs that didn’t work better. We've now taken that -
:"‘;:"'n that Roy made, which was absolutely fanfastic,
“:"' ».dnd added to it
i 'TJ "~ The level of Reznor's involvement with the
el e llqhtmq design is evident when Bullock explajns:
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"in - ,of the songs after performing them live and said,
right; can we do something else with it?" It's a

schedule he unfortunately can't be here all the

- liappen, and Trent knows that l‘ulernahaI',I | can-
make it happen in that same vein."

Lowventional s' [EDs
3 ._-Bef e we get into hen ense panorama created
s ;‘ hy the produr,tmn s video content, we need to give
- 7 nod to the rig Bennett designed, with tweaks, that
“%758 Tesponsible for so much of the NIN live visual
sépenence The rig places fixtures upstage, down-
~%_skage: and in the wings — as well as overhead. This
*:ﬂﬂmdwfur several spooky moods created during

“&hq\shuw achieved through uplighting, backlight-

qenefaled from four REEL EFX hazers and fo
<bqd; Systems foggers were triggered”’ spar-
acruewnq a colder, wispy' look mstead oE a
?ﬁfx‘
gi“‘ des VL2500 spots, Atomic strobes, and Atomic

“Let’s try a different colour; this one doesn't feel -
2+ continual evolution of what's here, and with Roy's .
< time, This is my third tour out with Trent,and he .

; " knows that itll be done and it'll be done right = and- -
*-done in a way he expects. Roy will always make it ”

ngfeel o
~“The-gear list is exhaustive but the rlg in-

c:ﬂnur scruHers There are VL3000s: fur sm:le light..
Wby g __f
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LEFT: LIGHTING BIRECTIR JASON BULLOCK AT FOR WITH GRANDMA CONSOLE.
ABOVE: THE REARMOST BAKK OF LIGHTING FEATURES 124 MARTIN MAC 300 WASHES.

__________________________________

and 10-VL2500 wash lights, which are on the floor. .
There are in the neighbourhood of 100-plus’ full’
“Trent's reconceived some of the looks for some—, white LEDs, which are all custom-built in banks on
Lthe side and in the back. On the floor, thereare:

aniother six white Philips Color Blasts, two for each
person-for key lights, and there are another six

RGBs for key lights. There are 20 Martin MAC 700s

for-overhead washes and five VL3500 hard edges
which are used for band specials.
According to Bullock, the rig has gone through
-a couple of incarnations. A US leg, which |asted for
 three-and-a-half months, initially had Bénnett, and
" programmers Shawn Cagney and Corey Fitzgerald
doing all the video through a Hippotizer and work-
ing with Montreal's Moment Factory, who is respon-
sible for all the interactive video. Since then, the
system’s been modified to an Arkaos — originally
only used for the band when it drove the video.

&asmﬁq Up A Littie Dibsrently -
The shdw starts out white, or with very Ilqht co-
lours: light blues, etc. Very saturated and very deep

) reds arid blues climax the first half at a song called .
o "Inq. tand. s1dal|q htmq with cold blues, sexy reds ;u._J;al.-e up.” An.electric section follows with a screen

that comes down in front of the band. This eléc:
tronica section featuring only keyboards and se-
guences is run through the ArKaos system, which
is run directly-via MIDI back into the servers, so the
bandmembers are controlling all the video,

. Both screens come down for the following
Ghosts section — all instrumental and featuring
a marimba and other assorted unconventional

[GHT TECHNICIAN: Dy

DIMMER TECHNICIAN: Jos

instruments culled from a 36-track recording of :
all-instrumental NIN. The show features four selec- - %<

tions from this more acoustic set. The last half-of _ =~
the show consists of the well-known and venerable === =
NIN hits, where intense lighting, video, and interac- =274~
tive content all come together. et
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“MID! is actually sent from FOH to control the differ--7:-
ent parameters that are being affected for a lob.of .
the video that we use.” says Bullock. “The Moment:
Factory machine has a set of cues in it, and this .
actually goes through FOH here, and sends the MIDI |
notes that actually control the display. They set ihe*

-actual parameters and how said parameters reac!
to sound or to the laser being broken. &
“At other points in the show, some of |tsrnan_- :
val, and some of it's run by the guys in the hand:';
Bullock elaborates. “There's a song called ‘only’ in=:
the main set where both screens are.down; anda
Trent does a few songs where he performs’in _he-h
tween the Stealth screens. There's an infrared tasar'. :
on the downstage truss that shoots down and as he-
breaks it, it actually fades out the video.wherev
he breaks the laser. As he walks, the video goes: tﬂ*‘n
black right where he is, s0 you can seehlmthrau_gﬁe.
all the static and through all the :mageh% Latef on:: ":,_ =
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1 MA grandMA
1 grandMA Case
3 grandMA Network Signal Processor V2 (NSP)

% = in/ttie encore, during a sonq called "edfoplex “he actually comes up and he 2 Cirro Lite Strata Mist CS6 Hazer
turns on and off mute: buttons ona seﬁuez‘ll:er whose GUI is actually mspla-,red 4 F100 Fogger
-and controlled on the screen.” s 4 F100 DMX Remote
The effect is an almost md cf'hahle,rﬁelwng of music and graphical ge- 2 Reel EFX RE Il Fan _
mus. 1 was shaking my head in disbelief at that point in the show; but eventhis .- § 5 Tyler Truss: Heavy Duty 20.5" x 20.5": Black 160" ID 7.4° Circle
was outdone by Reznor literally wiping peaceful forest images off the Steal Section .
screen from behind — just like wiping off a blackboard. Not to sound cllqhéd % rtflow Frarne 132" x 62"  vertical (NIN)
but it:you | lust have to see and hear it to believe it. | ] s (

Thive ! Lagers O Govssre
JThe first and the second screens are Stealth screens by Element Labs. Each
of these has 200 tiles — so 400 total between the two. Upstage of that isa Vo
“wall, a more conventional video wall. "Ne use the three of them at a couple .-
of points in the show as an entire canvas.” says Bullock. “We can have partof :
-one image on one, part of one on another,and the last part on the third — and -
- you see the band through it. It allowswus to do a lot of things with depth, where' =«
it goes from being video, fading in to where you can see the band, and then:
. coming back out. All of those are moved by a Vario lift system, runby a Vario
~ ‘operator upstage left. Qur stage manager usually deals with the aclunl cuntrni
and telling them when to go.”
Cues have been worked out over time. Some come from Reznnr and lhe

3 mus‘ icians onslaqe who actually say “we're done™ others are ulsual cues Ihat
intlmate "theyI ve ]LISi finished that guitar line atthe end — start the screenl”. -

w Charge

= ,,_Ee%gor does swap out certain songs in thé set list, bdt generally, the beqmmnq
,.i is mainly: Ilqhtmq wath not so much ‘JIdED the middie sections-are wdec— inten-
t

“Trent is always looking for more input,” says Bu!luck "In the times that.
'v"e-unr{ced for him, this tour and 2000, Mark Brickman designed it,"and Rw 7

e m!ttcame in and redid it. | came in with another programmer: Rob:Smith~

= _‘Ldurecled that for him back then. In 2007, Paul Nomandale was working

an if aaran into other things he had to work on, so | took over, designed i,

ammed it, and operated it. For 2008 and moving forward, Roy designed

alllhe layout, did all the programming, and as soon as | was done with

g c-n a‘cruise ship, here | was — back with the tour”

Bullo:K Or oy Bennstt s Desion

first-saw. his w-arl: starting back mid-90s, when | first started tour-
5. oné of the-first guys | ever saw that could always take one light
K good. i learned over the years that he is a designer that has
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- —~ impeccable timing, a greal taste for music, and a great taste for the artist he
% was representing. Lighting is such an opinionated thing — what looks good and
. What doesn't = and a big part of it is being able to read your artists and under-
<+ stand what they're going to look for. With Trent, there are things he's going to
want. The show needs to have some balls; it needs to be big, and yet it needs to
have contrast. Trent's lighting is meant to emphasize his music and to provide
o a texture to perform it on. Roy has always done that for him, and wonderfully
s0, and I'm just an extension of that."
Bordoiming Control
o Bullock is being humble, He is a marvel of a performer himself at FOH = thrash-

ing and sweating to the music and working his grandMA the way Keith Emerson
works @ Hammond B3. | asked him what his signature on a NIN live production
i8, to which he succintly replied: * ... being a little more aggressive, and adding

* . foandtaking from some of the new art direction. A lot of stuff that I've added
: .oa- = in or tweaked this time has got more balls — this is the part where the crowd
. -~ Is reacting. We've added in a couple of Moles, so now when everyone starts
Sl e “Clapping at a certain section we can play along. A lot of what | feel | add to

% . whatever show | work on is the live performance element. It's being able to
A v _read what people like, and especially being able to read where the artist is
\-.'-' c‘pmmriahle and where he's not = and just a sense of timing for it."

.#_ 5 = =-.. Bennett incorporated the grandMA into the design, possibly because pro-

*-grammer Corey Fitzgerald has some aptitude with the console. Initially, about
“two:thirds of the show was done with time code because there was a month of
v+ ‘fehearsals to work out the show in detail. Bullock mentions that many of the
Ca addifions made later are run manually on top of the pre-existing programs,

~rather thian coding them.

'_ +». - Bulock mare or less inherited the platform and made an easy transition.
i “He'sworked with the first generations of media servers and LEDs, and makes
A qpnf' dent.adaptations: "I'll make it work —whatever it is.”

:- -~ > Hehas found the grandMA to have certain strengths that allow him to

P do his job the best way possible. “Doing our show in South America and every-

= -vihereelse, | found that the cloning functions in this cansole are, hands down,

LEFT: RIG FROM STAGE LEFT WITH CONTENT OR-SERERN. =
ABOVE: VIDED CONTENT MAMAGEMENT EY MOMENT FACTORT OF MONTREAL. b d

absolutely wonderful,” he says. “Trying to write quickly off the cuff is a little bit ., =
more difficult, and trying to write FX engines and stuff like that takes a little
more time. Everybody has their own way of getting the proper timing. At the ..
end of the day, it's a control surface to control a bunch of parameters. Whether -

you put record first or store last, you know that part is just a matter of syntax. . *.%
The whale catch is the bottlenecking. The faster you can get your thoughts and Rt
conceptions out and into the console, the less time you have to spend explain- R

ing it to a programmer or anyone else. It's a nice plus to have been given such - "=~ %
a wonderful palette to start with, and to be given such a great show in there
that just needed a little bit more attention.”
The attention factor with the NIN show is pretty crazy. All the key lights
for each musician, since there are no spots, are all manual when they arrive
onstage. Moles and strobe lights all have to be overlaid, Bullock tells me. "There
are a lot of hits, a lot of pushes, and some of the songs just flat out don't x4
have time code,” he says. “It's just a free runner. There are things that | still
have to run by hand. Newer cues Lhat Trenl has decided to change or augment £
have been rewritten out by hand, long style — verse, chorus, bridge, etc. as you
would operate it because | have no desire to really spend the time to put in
another code when it gives me something to operate as well. As time has gone
on, instead of having to have him stop and play the time code, it's been easier
to go through and tweak this list or that list. It's worked out better to just say,
‘Alright, this part of the song runs fine, just let me add in stuff here or there so
that I can run things manually on top of it.”
There is lots of room to add some spontaneity to a very complex show.
"A lot of Trent's music and a lot of Trent's look is a blend of the organic
and digital,” says Bullock. “He likes quantization; he likes the feel of some
electronic things, and yet a lot of the sounds that he spends some serious
time making are all done through strings. There's a natural, organic feeland . |
reflection to it.” 5
So what are some of the highlights of this gig? Bullock is enthusiastic
about his support from production suppliers Upstaging Inc., for one thing: “Up-
staging's gear is flawless, the people are wonderful, the support is hands-down
without fail = and nobody's better as far as I'm concerned.” ;
It seems like the greatest challenges of the over-the-top NIN live produc- .~ .
tion are also its greatest rewards. “It's interesting,” Bullock says, “that we'reat . '. S
the cutting edge of technolagy and we still have to sit in a room and say, “Well, S
how do we make this work right?’ Part of the reward for being out here is figure - v
ing it out. People have seen the Moment Factory content and are incredulous T
about how can that be done. It took us seven months to figure out how to make- e
it work right, and how to not have it crash. We've been through the difficulties,
but now we carry around a seven-truck show of stuff and people walk out ey-"-
ery night thinking, 'l don't know what the hell that was but, boy, it was greatt« -
Honestly, | wouldn't have it any other way. As far as I'm concerned, there is no
project that | would prefer to be on than this.” o

AT

Michael Filer is the Editor of Professional Lighting & Production.
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