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Introduction

From the moment I wake up, I find myself stripped of my humanity. Social media
and news do an excellent job of putting me down or giving me a fair amount of anxiety.
Yet I do not want to turn away from these events, and [ want to stay current and engage
in the conversation with what is happening around me. To keep my sanity, I look towards
art to find some relief or a way to refill my social battery that allows me to continue
pushing through a world that wants to take so much. However, the art world I look
towards is a fractured landscape that seems to be devoid of any grand ideologies but full
of irony and skepticism. The art that I want to make is not represented in the professional
and educational circles that I learn and work in day to day. Where is my artistic home,
and if there is no home, how would I make my home?

I want art to be three main things. First, it needs to be beautiful. As American Art
Critic Peter Schjeldahl writes that “without regular events of beauty, we live estranged
from existence, including our own.”! I believe that Peter Schjeldahl is talking less about
beauty as the value of aesthetical pleasure and more an event that captures and
harmonizes the human consciousness, almost as a moment of rapture. Secondly, I want to
make art that is in conversation with the audience. This conversation allows me to engage
with the events of the present through the art I make day to day. Finally, I want to make
art that is poetic. What I mean by that is art that is powerful, emotional, and human.
Because above all theater is about the human (its movement, voice, and presence). | want

my theater to reflect that human poetry and not be a facsimile of it.

!'Schjeldahl, Peter. “Let’s See” (2008) pg.18



I believe in achieving this kind of art, investigating the meaning of style and
aesthetics which make up a designer’s visual identity will help better define the goals of
the art I want to make. Style can help create a conversation between the designer and the
audience. Making poetic theater will help me produce something with a more meaningful
human connection. Then addressing aesthetics will help me to approach a stronger
universal human connection, something to harmonize the human consciousness.

This thesis breaks into two parts. First a conversation about style and aesthetics as
I see it as a path of completing the art [ wish to make and then secondly looking at the
application of my art through the design and production process of Maryland Opera
Studio's Mahagonny Songspiel (Music by Kurt Weill, Lyrics by Bertolt Brecht) and
Zaubernacht (Music by Kurt Weill). Through these two parts, I hope to illustrate that
what is important above all is a designer's visual identity (a combination of their style and
aesthetics) with a theater's pieces own aesthetics. That identity and the visual consistency
to which it is applied is the key to a robust conversational voice within a successful

carecr.

Chapter 1: A Designer’s Identity

1.1 A Designer’s Style

A designer’s style comes from how they use the elements of design. As a lighting
designer, my tool brushes are the intensity, distributions, movement, angle, and color of
lights. These elements of design are used in a million of subtle or bold ways to create the
revelation of form, mood, movements, selective visibility, and compositions. These are

called the principles of design. The repetitive or restricted use of certain elements creates



my specific style, just as the particular use of certain strokes, shapes, and colors,
identities the artist of an impressionistic painting. Like other artists, a theater designer’s
style helps define and differentiate them from their peers and allows for the development
of their specific voice.

The devolvement of a designer's style is vital so the designer can have a specific
voice but because it also gives them a certain amount of fluidity in their design. That
fluidity connects to their ability to effectively use a common language between all
members of the team and the director. If I say "blue" what I need to be able to
communicate precisely is what type of blue I want, whether it be a soothing blue night of
Zabuvernacht or a stark sickly stormy blue of Mahagonny Songspiel. A designer’s style
helps develops a shared language or shorthand with the other members of the team.
Through the process of design, different elements and principles of design become
favored over others, which creates a visual cohesiveness or “visual vocabulary." Looking
briefly at Zaubernacht/Mahagonny Songspiel as an example, Zaubernacht would take a
magical tone with soothing deep night colors, which would contrast with Mahagonny’s
washed out sepia tones. By using a visual vocabulary of two contrast colors attaches their
understanding or reaction to the different actions of the piece. The open, expressive
movements are bathed in a soothing deep night blue were the more disjointed and
aggressive blocking of Mahagonny Songspiel is highlighted by stark tones of sickly
sepia.

This illustrates the essential uses of a visual vocabulary because, through the
action of the play, dance, or opera, the vocabulary allows designers to attach meaning to

specific themes and conflicts. That meaning is multiplied because I am also drawing on a



certain amount of emotion associated with a different type of light and my own
experiences to attach/comment on various actions. When these principles are applied in
repetition and in a relationship with other elements of the event to provide commentary,
they create the visual style of the event.

As I keep designing, there are the specific easy recall of elements from the visual
vocabulary that has been deemed successful in past productions. Either by design or by
accident, an element of the design is used in a show to produce a beneficial affect. A
specific color of light looks good on a skin tone, the use of a particular material creates an
exciting result when scraped by light, or a direction of light reveals the dancer in a certain
way that allows the dance to be seen but still sculpted. Slowly the beneficial artifacts of
design (helpful either in the way that it looks pleasing to the designer or the
director/choreographer/producer) inform the current process. This is the beginning of a
designer honing their style, as style is not inherent, it is learned.

Over time, a designer's style or visual consistency between shows become their
signature. Examples would be Jennifer Tipton's use of pale, cool toned colors and sharp
revaluation of the form of the body; Brian MacDevitt's crisp heightened naturalism;
Howell Binkley's heavy use of color, gobos, and movement; or Ken Posner's sculpted and
balanced compositions. This visual consistency becomes sought after, either by
collaborators or producers who strive to obtain a particular look. After all, a small but
insightful quote from an unnamed designer suggested, "If you want to eat, do five things
and do those five things well." While all the designers mentioned above can do more than

“five things well,” they are known for their signatures; a visual vocabulary of quick recall



artifacts of strong affect. Having these artifacts goes a long way to creating strong and
powerful theater.

While it is desirable to have one's own recognizable style as it can be helpful in
finding work, a designer must be conscientious in their implementation. Having a design
team that shares a particular style makes for a more efficient process as all parties can
draw from the same shared visual library. Producers go to designers who have a style
they know and want, just as an owner of an empty plot of land who hires Frank Gehry
has a good idea of what the building will look like before it is built. It can be detrimental,
however, when a style is imposed on a theatrical event instead of complementing the
event. The designer must consider that all the small choices can't fight against the artistic

needs of a show.

1.2 An Aesthetical Driving Force

For me, "aesthetics" is my driving forces. It is the set of principles that guides
how I want the audience to feel and relate to the design. How I use my style employed
through a visual vocabulary of a show is how I achieve my aesthetic. All theatrical events
(plays, musicals, dances, operas) are driven by their aesthetic force. Between words,
movements, and music, there becomes a range of design choices that the theatrical event
can support; this is what I call the "Aesthetical Aura." Much like philosopher Walter
Benjamin's idea of an art's aura?, there is a specific range of aesthetic choices the Director

and Designer can make that are congruent with the overall needs of the show. Unlike

2 Benjamin, Walter. “The Work of Art in the Age of Mechanical Reproduction” (1936) pg.5



Benjamin's "aura" the aesthetical aura of the theatrical event is never destroyed; only its
perception is changed with time and reproduction.

The aesthetical aura comes from three primary sources. The most easily
identifiable source is the requirements specific to dramaturgical/historical events or
places that are mentioned in the text. For instance, in an August Wilson show, it is hard to
impose a visual vocabulary that puts the production outside of when it is required. Next,
there is the event's relationship to its time of where it was created. Designers and
directors must consider pieces that speak to a particular place or time in history, either
through subject matter or construction of the event. Hamlet does not have a specific link
to the period it was created. The August Wilson show is tied to a particular time and
place because the play relates explicitly to a particular time of the African American
Experience in America. Finally, there is the subconscious or intention of the show, the
why and how the event (or its creator) is trying to communicate. The latter is what most
designers engage with because it allows them to connect with the piece (and hopefully
the audience) on a human level. While most pieces allow for broad interpretation it is
essential to understand the aesthetics the aura requires.

The challenge arises when the needs and aesthetics of the show aren’t aligned
with the aesthetics of the designer. Theater designer and teacher Paul Steinberg believes
that being a designer allows one "to reinvent one's aesthetic approach to suit the needs of
each new project."® While this sentiment is terrific in theory, it is harder to put into

practice. It is up to the designer to reconcile this notion while still maintaining their style

3 Steinberg, Paul. www.paulsteinberg.com



and more importantly, creating a visual consistency between shows that allows them to
be successful artists.

For Example, the styles and aesthetical aura’s of Mahagonny Songspiel and
Zaubernacht could not be farther apart from each other. Mahagonny Songspiel is a short
opera in a very presentational style that starts with an exciting up-tempo vaudeville
lyricism that slowly breaks down through burlesque brashness to illustrate a broken
society. Zaubernacht which translates into “Magic Night” is a delightful children's
fantasy of toys coming alive with the fault of having little overarching musical drama in
the score. Mahagonny Songspiel conjures the sickly ocher of slowly dying marquee
lights, while Zaubernacht, by contrast, floats in peaceful swirls of the blue and purple
tones of night. The aesthetic aims of the shows compete against one another with the
presentational style of Mahagonny Songspiel illustrating a broken mirror of society and
Zaubernacht conjuring fantastic illusions and magic.

One is left with the challenge of meeting the demands of these two different
shows while creating a unity that would allow them to exist with some purpose within the
same performance. That unity can come from wanting to have a conversation through
style. An added design concept of the negative disconnecting allure and influence of
technology helps to bridge the two through its implementation of style. Mahagonny
Songspiel starts with a tantalizing golden glow but transforms into lighting that cuts
sharply into the space as the golden glow sours to sickly fluorescent tinges. Zaubernacht
receives the opposite treatment with soft lullaby hues of cool colors that offer a relief
from the vaudeville drunkenness of Mahagonny Songspiel. However, in moments where

technology and vice invade Zaubernacht, the golden glow of Mahagonny infiltrates until



it is beaten back. This back and forth of repeated visual style helps create conversation
when attached to the actions of the two pieces.

While the two pieces have their own visual vocabulary, the design team has
created a style that helps inform both pieces. This design communication helps
Mahagonny Songspiel & Zaubernacht feel as if the two shows were in communication
with each other on a level that doesn’t exist in the text, music, or movement. The design
concept and a shared use of a visual language can help bridge the aesthetics gap while
preserving some sense of visual constancy. Here we have the individual style of several
designers coming together, and through some curation from the director David
Letkowich, which has created a style that doesn't go against the aesthetical aura of the

piece, so it elevates the show.

1.3 Stvle in Collaboration with Aesthetics

It is usually the personal style that clashes with an aesthetical aura of a show. For
instance, if I was a designer that tended towards a very modern style, that might translate
into favoring design elements like cold LED colors. In this situation, I would have to
challenge my style if, for instance, the event I was designing has an aura of aesthetics
reminiscent of a naturally lit Caravaggio painting or the more amber marquee lights of
Mahagonny. If the designer chooses to use their style, then there becomes something
disingenuous between the two in a non-harmonious way. Because of this, the audience
will feel (although they might not notice) the dissonance and therefore might not
understand or believe the events that unfold. If the audience doesn't understand or accept

all the elements of the event, the audience is less affected, and the aesthetical aura is



destroyed.* However, when the personal style and the aesthetical aura work in tandem,
the event can reach new heights of emotional impact, what critics would call
"heightened” or what I would call a moment of “beauty.”

The idea of a heightened theatrical event seems to be the goal of many directors
and design teams. While the event can have many outcomes (design teams might want to
illustrate a universal human truth, elevate the emotional impact of a particular event, or
cause a catharsis that allows the audience to look closer at themselves or have a good
laugh) it all hinges on what philosopher and essayist Susan Sontag would describe as
"Transparence". Transparence, as Sontag defines it in Against Interpretation is to
““...experience the luminousness of the thing itself, of things being what they are.”> To
expand on Sontag’s definition, Transparence can only happen when the aesthetical aura
of the event is intact. When Transparence does happen, the event is heightened, and the
designers have hopefully solved the problem given to them, crystallizing a moment of
clarity between performance and audience.

Robert Edmond Jones, considered to be the father of modern American design,
recognizes this element of Transparence (a word after his time). He states that design
must have “a presence, a mood, a symphonic accompaniment to the drama...it echoes, it
enhances, it animates.”® American lighting designer Jean Rosenthal answers and
coalesces that request by suggesting that the goal of all aspects of design should affect the
audience and not just be a cheap effect. In her landmark book The Magic of Light,

Rosenthal writes, "the lighting of [the event] affects everything light falls upon, how you

4 This dissidence can be "designed" in a way to make the audience feel or recognize the disagreement much
like Bertolt Brecht often talked about the aesthetics of his work.

> Sontag, Susan. Against Interpretation. (1990) pg.13
® Jones, Robert Edmon. The Dramatic Imagination. (1941) pg.24



see what you see, how you feel about it, and how you hear what you are hearing. Affect

is the keyword."’

With the goal of affecting an audience, this illuminates the ultimate
aesthetics of theater not as a theory of beauty but as a principal of affect. This aesthetic of
affect becomes the ultimate goal of my art and visual consistency through style becomes
a way of achieving that moment of Schkeldahl’s beauty.

The intrinsic nature of a theatrical event is to affect the audience, allowing them
to experience some sort of 7ransparence, and Rosenthal pushes designers to be a part of
that principle of affect. Designers must be careful to protect their aesthetical aura because
if it is destroyed, there can be no affect, and the designer has failed at their job. Here lies
my aesthetic goal, to be achieved through style and a visual consistency with the
aesthetical aura of a piece. With all these things working in tandem, I can hope to make

art that is human and powerful, and design can help elevate that to a moment of

Transparence.

7 Rosenthal, Jean. The Magic of Light. (1972) pg.3
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Chapter 2: Mahagonny Songspiel & Zaubernacht Design Process

2.1 Early Design Process

Using the lens of the Mahagonny Songspiel & Zaubernacht design process, I hope
to illuminate similarities and difference in style and aesthetics with how they relate to a
visual consistency. This design process is a powerful example because it started with a
question proposed by the director, David Letkowich: How can the design team relate
these two shows so that there was an overarching theme between them to make the entire
evening seem fluid and connected? From the start, Lefkowich suggested that there was
inherently little, thematically, to connect the two, and design needed to bridge that gap.
Both he and I were worried that just presenting the two as separate things would seem
dissident and that making a connection would allow us as artist to use the pieces to
engage in some sort of conversations. I was immediately excited about his idea because it
presented the challenge to find a visual consistency that could work with two shows that
were aesthetically different.

Lefkowich suggested he wanted to have a hellscape & purgatory feeling to
Mahagonny Songspiel, almost as though the characters of Mahagonny Songspiel were
stuck in purgatory forever. I thought this was reflected in some of the very repetitive
musical motifs and lyrics which excited me to play further with this idea. Lefkowich also
felt there was some inherent aggression in the music toward the end of the opera, most
specifically, leading into the second to last scene. I agreed with him but also felt there
was a fair amount of desperation in the music as well, so I would need to find a way to
marry the two. I thought that this aggression and hellscape could contrast Zaubernacht,

which I felt had a stronger fantasy element intertwined with the emotional landscape
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which highlighted the more analytical Mahagonny Songspiel landscape. This started to
establish the idea that the design team could embrace the different styles and contrast
them, instead of leaning into similarities (of which there were few).

During my initial listening of each piece, I noticed that both struggle to define an
outright dramatic conflict. Zaubernacht is a story of magical toys coming to life and
interacting with a child. There is drama in the music, but it is short-lived and intermittent,
with much of the conflict arising in the pantomime of the dance. Even Weill writes in the
composer notes that the production team can make up its own storyline as it sees fit®.
Mahagonny Songspeil’s conflict is more one-sided -- there is a slow lyrical descent from
decadent cabaret music to the brash and blaring announcement of landing rock bottom.
What emerged was that a conflict could exist between the shows to create a dialogue of
an overarching conflict for the night. If Mahagonny Songspiel would be the cautionary
tale of excess and decay, then Zaubernacht must be its antidote. Using this lens, I listened
to both pieces again and tried to see how I could filter that into a lighting arc. After my
second listening to Mahagonny Songspiel several things stuck out to me that I then
relayed to Lefkowich (taken from notes 6/1/2018):

1. The sense of theater in the music, the orchestration has a cabaret feeling which
lends itself to being very theatrical. I want to embrace seeing the lighting
instruments; the sense of bare bulbs, seeing the theatricality of the event and
knowing that we are in a theater

2. The whole thing has a washed-out color in my mind to it, like depression era

photos. Much of this comes from the libretto and not necessarily the music.

8 Kurt Weill Foundation. www.kwf.org
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3. The sparseness of the orchestration, nothing is heavily orchestrated. I love the
sonic landscape that is this music, the fact that it seemed to straddle musical
theater and opera. I believed it would allow me to play with more

4. The mentioning of the moon and the sun is something that interests me as well,
the sense of nature overlooking.

5. Tlove the way it ends, the finale, the way the music has a great fanfare and then it
just seems to dissolve and end. Like we were watching our own little German
Brigadoon disappear.

6. Ienjoy how Brechtian it is, with the short scenes, absent character development,
and no lush-ish emotional melody (although there is some excellent music) we
focus more on the content than the form. Moreover, I think that becomes the
focus of what I've been thinking. How can lighting illustrate Brecht's grand idea?

How can we reinforce the idea that we are in the theater?

After listening to Mahagonny Songspiel, there were so many different elements of
the music swimming around in my head. What especially interested me was the strong
Brechtian feeling both the music and lyrics gave off. My thoughts quickly turned to the
style and the aesthetics of the piece. It became apparent that the rest of the design team,
and I could take a more aggressive and bare-bones style to the show by doing things like
being aware of the lighting instruments in the space. In the last number the singers
address the audience (one could even stretch this idea to the God character in the Fifth
Scene who could be construed to be communicating directly the audience), so why

couldn't the design elements "speak" directly to the audience?
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Fewer things stuck out for me in Zaubernacht during my first few listenings. The
most significant aspect was how different the music was from Mahagonny Songspiel - to
the point where it almost didn’t sound like the same composer. It had a lusher and more
legato quality to it, with each moment almost floating into the next punctuated by brief
articulations of tempi anger. Unlike Mahagonny Songspiel that moved from opera to
cabaret, to a sparsely scored soundscape, Zaubernacht was very much always in the same
style, lulling the listener into a mystical night. This runs against the many musical styles
of Mahagonny Songspiel and helps illustrate the musically aesthetic difference between
the two pieces.

In initial emails, Lefkowich pushed the team to explore the cabaret feeling of the
entire evening while acknowledging that we are in a theater. We as a team also felt that
Mahagonny Songspiel world needed to include the audience as an integrated part of that
world. Very quickly the scenic designer, Ryan Fox, translated this into either a thrust or
alley setup, which would ultimately become alley. The alley setup would put the
audience on either side of the stage, facing each other so they would notice each other
and be a part of the stage picture. I was significantly in favor of this because having the
audience see another part of the audience would help the understanding that we were in a
theater. Lefkowich also wanted me to explore a more dynamic range, in the sense that the
"washed out" feeling should come into place towards the end of the show and that the
beginning of the show needed to contain the allure of Mahagonny, something to trap
these characters into the decadence that would ultimately ruin them. Finally, he suggested

looking at Sunset Boulevard as examples of excess and decay. This movie would

14



establish my style for the show and be one of the driving forces for everyone on the
design team.

There were several reasons why Sunset Boulevard stood out to me. The use of the
world of movies as a shell for exploring the swirling decay of a decadent era, as well as
its ability to be self-aware and autobiographical. The exaggerated acting gave the entire
movie a great sense of theatrically which mirrored very well in Mahagonny Songspiel.
Sunset Boulevard was also a late-generation film noir movie, which would allow me to
play with more severe angles and shadows (which Letkowich was all in favor of doing).
In one of our first meetings, I pushed for this general style and time period, and
Letkowich expressed having had similar thoughts. All the other designers on the team
also had research from the golden age of Hollywood, empty theaters, and the backstage
of theaters. I think this illustrates the inherent Brechtian aesthetic of the show, and
Letkowich let us run with it.

What emerged from our preliminary conversations was the start of a light concept;
Mahagonny Songspiel would have a warm, inviting sepia tone, that turns sickly
throughout the entire show. I would embrace the film noir style and include some steep
angles and try to play heavily with shadow in the later part of the piece. Mahagonny
Songspiel is contrasted by many of the design elements in Zaubernacht -- blue and purple
tones, or complementary colors of the sepia amber hues. I also immediately though of
having a lot of texture, that could help with a more natural look. That visual vocabulary
of the contrast along with repeating elements between the two shows would allow me to

help Lefkowich in his goals of having some uniting design ideas for the evening, which
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would also allow me to make commentary while engaging in a conversation with the

audience.

2.2 Evening Concept & Arc

After the first couple of meetings, it was decided that we would do the show in
alley format, with the playing area in the middle of the Kogod theater and audience on
the two sides, much like a tennis court. The orchestra would occupy one end of the alley,
and the other end would be open for entrances and exits. Additionally, as a team, we
moved forward with setting Mahagonny Songspiel on a soundstage (very much like the
sound stage pictured in Sunset Boulevard) with a cabaret facade being both a platform for
the orchestra and an area for staging. Then we broke down each of the six songs into
separate movie shots, several being influenced by specific movie tropes. We would film
each of the songs live and Paul Deziel, the projections designer, would then show the live
footage on two projection screens above the two sides of the audience. As a team, the six
songs were made into the following "shot list” (with the musical interludes in-between
would be the crew setting up the shot):

e Scene 1: This scene would be set up as a driving scene with the four men being
attracted to the lights and colors of Mahagonny.

e Scene 2 (Alabama Song): This is where we would embrace the full power of the
glitz and glam of a cabaret.

e Scene 3: A gambling scene set around a table, isolated.

e Scene 4 (Benares-Song): Here would be when the real “cracks in the plaster”

would be revealed.
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e Scene 5 (One Morning): The cast is drunk and thrown out of the bar and into the

streets, about 4 am.

e Scene 6: Asylum either because, as it states in the libretto, Mahagonny doesn’t

exist at all or because all the characters have been driven mad.

Zaubernacht’s design process was a bit looser. Through the design meeting process,
the design team along with the choreographer, Adriane Fang, sketched in broad strokes,
an understanding that we would find the details through the creation of the dance. The
overall arc of the piece would be that of telling the story of a child who lost their brother
and became lost in technology as a coping mechanism. A magical fairy would arrive to
bring life to the toys that she had shared with her brother and in turn, try and work
through her grief. Practicals, cell-phone, and televisions would play the role of
technology’s grasping hand. All of Ben Weigel's costumes were inspired by the physical
toys that we decided would have prop equivalents. What became transformative was
when the mundane became something magical. I wanted to find places where this idea
could take place in the lighting; the opportunities of which were in the form of
flashlights, lanterns, or light-up children's toys. In the end, only the use of the lanterns

and a cellphone would make it into the final choreography.

2.3 Concept

Part of creating a style is the use of a concept statement, a short overarching
synopsis of what the lighting is doing while attaching meaning to specific repetitions of
certain lighting design choices. This helps establish the visual language of the show. The

following is the concept for Zaubernacht and Mahagonny Songspiel:
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The audience enters into a darkened world of Zaubernacht, a single bed
highlighted by the glowing light of a sickly yellow toned television. As the music softly
begins, the space fades into a calming deep-slate blue of the night only to be interrupted
by a magical fairy who awakens the toys while bringing deep exciting vibrant colors of
purples, greens, and blues. As the toys slowly begin to play with the child, the gentle
tones and colors they brought into the space sooth the child who is lost in technology and
disconnected from her emotions. Gradually this world is threatened by a glowworm, who
always wants to be the center of attention by drawing in the other toys from the
hypnotizing sickly blue tinted light reminiscent of the glow from a cell phone. The toys
battle back with their cold night tones, but sadly they lose to the hypnotic glow emanating
the glowworm as she entices them with bright flashes from a cell phone. Just as chaos
takes hold of the world, the space is wholly lost to the sickly fluorescent colors infecting
the space; the fairy comes back. With her return comes a wash of soothing night over the
space. The fairy sends all the toys back to sleep and the child back to bed. As the fairy
leaves, she takes with her the blue of the night slowly being replaced by the new days

raising peach sun rays that embrace and warm the whole space.

Mahagonny Songspiel opens with a neutral space, filled with sepia-toned and
inviting toned light, as the crew gets the movie shots set. The first scene is bright, with
the low amber toned colors of the sun streaming through the car slowly being replaced by
neon orange and the vibrant blue of light up signs. Once the men reach Mahagonny, they
head to the cabaret where bright spotlights sharply illuminate two cabaret singers as they

sing about the colorful decadence of Mahagonny as the men leisure in deeply sensual
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blues and reds coming from red-shaded lamps. This cabaret is the full glitz and glamour
of Mahagonny, an excess that will lead them from deep richness to sickly grays. This
descent from decadence to madness will unfold under the backdrop of a Hollywood
Sound Stage, as the hot white lights of the movies slowly cook the characters of
Mahagonny. As the cracks in their relationships begin to form, we see the anger and
desperation of the characters illumined by the starker color of a greyish blues and sickly
green tones instead of the seductive colors seen in the cabaret. Finally, the characters are
left in the last scene, washed in the colorless buzz of fluorescent lighting, left open with
all their sins visible to the world. As the characters realize Mahagonny is made up, they

slowly question their world as the stage lights of the sound stage slow dims into darkness.

2.4 Research

After finalizing the concept with the rest of the design team, the next move was to
start compiling visual artifacts that illustrated some central points of the design. Starting
with Mahagonny Songspiel, 11looked for some pictures to illustrate my idea for a
"lighting shell," or the lighting instruments that would be present in the space. Then I
moved on to finding images for each of the songs. Zaubernacht required a bit less
research because while we had an overall arc of events, we wouldn't know the full details
of the story till closer to tech, so I looked for images to help convey a general style and
color for Zaubernacht. The following research plates would be used as a jumping off
point to establish a visual vocabulary. Each section of the plate tried to emphases a part

of my concepts:

19



Mahagonny Shell — Research about the Overhanging Lighting Shell that the
audience would see (Figure 1 — Left Side)

The Driving Scene — Low amber toned sun coming through the window being
replaced by orange neon signs (Figure 1 — Right Side)

The Cabaret Scene — Colorful decadence of Mahagonny and cabaret table lamps
(Figure 2 — Left Side))

Five Bucks (Song #3) — Streams of white light cutting through the smoke of a
dingy backroom poker game (Figure 2 — Right Side)

Benares Song — Washed out tones of blues and greens, much like a street corner
overhung by a bad street lamp, start to play with more shadow like Film Noir
(Figure 3 — Left Side)

One Morning — Still has the washed-out tones of the previous song, but a bit
more sickly. God enters to chastise the characters we wanted to play with
lengthen shadows coming from God’s light. (Figure 3 — Upper Right)

The Asylum (Song #6) — Everything is replaced by fluorescent light. (Figure 3 —
Lower Right)

Zaubernacht Mood — The hypnotic blue tint of technology; the blue and greens

of night, the sunrise (Figure 4 — Left to Right)
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2.4.1: Mahagonny Research Plates — Shell & Song 1
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2.4.2: Mahagonny Research Plates — Songs 2 - 3
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6

Songs 4

2.4.3: Mahagonny Research Plates -
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2.4.4: Zaubernacht General Research Plates
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Chapter 3: Execution of Visual Language

3.1 Page to Stage

I felt that I had a solid sense of the concept and that the rest of the team seemed to
be on board which made everything from concept to executing the design on paper easier.
While there were several conceptual choices that we made as a team that were exciting,
there were several that I knew would be challenging to realize. The most significant
limiting factor for me was the alley seating, which effectively cut off the use of side and
low light, in fear that it would be blocked by or blind the audience. I was able to get a low
side angle from one side, but it was impossible to get from the other as it would have
blinded the orchestra. While partially blinding the audience would be an aesthetic to
explore for Mahagonny Songspiel but not one I thought I would be acceptable for
Zaubernacht, which didn't have Brecht's trademark "in your face" aesthetic. What I
needed to do next was to explore choices that would be embraced by Zaubernacht
aesthetics.

Zaubernacht presented the most significant challenge because of the limited
angles I could use. I wanted to make sure I had enough tools to light the dance without it
becoming overly repetitive or boring. To counter this, I thought having tight area control
(to be able to shrink and expand the space), and color flexibility would help to give me
several options as the music or pantomime/dance changed. The color flexibility also
allowed me to expand my original concept of blues and greens also to include deep
purples, which I thought would be helpful to have when the fairy entered to bring magic

into the space. Also dealing with pantomime, I felt that it was imperative to have front
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light to be able to see the dancers’ and singers’ faces. These three items were my starting
point in creating the plot.

In addition, we had many early conversations about the use of practicals for
Zaubernacht. The television and the cell phone were the first elements that the design
team and I discussed. The television was the most prominent element because it was yet
another bridge to Mahagonny Songspiel. Paul would be taking a cut of the recorded video
from the Mahagonny Songspiel live recording to play on the television so we could
reinforce the sense of the two words being bridged. Early in the rehearsals, Fang and 1
had spoken of using lanterns, both to work into our concept but also to provide a different
source of light. Later in rehearsals, I also added a light source under the bed. This would
be tied to the fact that the glowworm would enter from under the bed and I could give her
a grand entrance to up the drama of the moment.

Mahagonny Songspiel’s plot requirements were less restrictive, given the fact that
I wanted the lighting to be obtrusive as it relates to the piece’s presentational style.
Working with Ryan Fox, we found several areas where we could lower some large
fresnels. Each fresnel would focus on a specific filming area for each of the numbered
songs, much like a sound stage. It was also critical that these lights could stay up in the
grid during Zaubernacht (since the style of the light was considerably different from
Zaubernacht) and then fly in for Mahagonny Songspiel. The other large item was the
cabaret portal lights, where I asked for old-style Edison bulbs to match the period. Instead
of asking the whole portal to be wired as a three-circuit chase, I specifically asked for a
few single circuits so later in the show we could create a broken marquee bulb style as

Mahagonny Songspiel moved into the decay section of opera (Scenes 3 —5). Finally, I
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added a flying fluorescent fixture that would fly in for the last scene to help reinforce the
idea that the final scene takes place in a sterile colorless room. Lefkowich liked this idea
ever since he saw the research image I used with fluorescent bulbs in the pictures.

The cost-out process was relatively easy, for me. The scenery had to take drastic
cuts, especially for Zaubernacht, but everything was generally preserved for Mahagonny
Songspiel. We as a design team didn't take a hard look back at Zaubernacht, and in the
end, I think this significantly impacted the aesthetical design as a whole. The most
significant thing we had to cut was a bed-sheet surround, which would have been used to
submerse the audience in nighttime images. We as a team discussed several options and
landed on still using the three Mahagonny Songspeil screens to project some images of
night, stars, and moons. We were rightly worried it wouldn’t have the impact of the bed-
sheet surround, but the remaining projections surfaces would still give us some places to
project content. Then I could use that content (mostly color and texture) to inform the
color and texture choices onstage and visa-versa with projections. While we lost some the
of aesthetical drive, I do believe we were able to fight for some of the style we wanted.

I made sure I was in rehearsals for Zaubernacht once a week to track the changing
choreography and went to Mahagonny Songspiel rehearsals when I could. I could not
attend as much as I wanted to but Lefkowich was so great at communicating his ideas and
blocking that I still felt I knew his goals and aims. By continually checking in with both
Lefkowich and Fang nothing in the final room run felt like a significant change or
surprise. The focus for the show went very well, and I was able to focus the entire show
in a six-hour block of time, which put me in an excellent place for starting technical

rehearsals.
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3.2 Technical Process

The technical process was very rapid; we only had about six hours to tech and run each
piece before starting orchestra dress rehearsals (where we could not stop or hold for technical
issues). For Mahagonny Songspiel this didn't prove a problem; we had cued the entire show in
the first three-hour block, and Lefkowich suggested he was generally happy with every scene
except for Scene Five, which we both thought was "directionless." I had to work closely with
Paul to make sure the lighting wasn't overexposing any part of the projected image. There were
a few requests for reduced intensity from Paul, but since it didn't change anything in the stage
picture, I was happy to respond to the request. Since the design team and I felt that the first day
of tech had gone so well, it enabled us to scrutinize many our choices and see if there was
anything we could further edit since the Brechtian aesthetic required a certain amount of
minimalism as is reflected in the score and libretto.

Over the next couple of runs, I returned to the idea of the Film Noir and tried to and
sculpt each scene a bit more. This process was aided by Lefkowich 's note that the audience
didn't need to see the singers' full faces, in part because the space was so intimate. The poker
scene and Benares Song benefited the most from the trimming, as both scenes ultimately were
left with half the amount of light compared to our first day of tech. The additional shadows also
helped to play into the concept for Mahagonny Songspiel by having later scenes seem darker
and seedier than the earlier driving and cabaret scenes of glamour and glitz.

The time crunch was felt for Zaubernacht because of the length of the piece. In a 3-
hour tech block, we could run Mahagonny Songspiel twice with notes in-between. Just running
Zaubernacht once took more than a whole third of the allotted time, so we never had the time

to stop and look at anything that didn't involve big tech moments between projections and
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lighting. One of my original thoughts was to use a tight control of the space with lights, to be
able to show the contrast between the space the dancers took up and the space I could light up.
However, with the quick pace of tech, there was rarely the time to program lighting cues along
with the changing choreography.

For cueing, I purposely chose to make most of the cues longer and subtler to contrast
with the shorter cues that would be seen in Mahagonny Songspiel. While I thought this would
create a good contrast, I also thought the longer cueing times would be more in line with the
style of the Zauberanct’s legato quality and within the aesthetical realm of the piece.
Mahagonny Songspiel had shorter and more abrupt cues, which I often felt called attention to
the lighting, which meshed with the Brechtian aesthetic of the piece. Quick cuts wouldn’t allow
any of the lighting transitions to be precious or overly designed to hide what was happening.

While we had some technical issues with the cueing and the speed of the fluorescent
light arriving at the end, on the whole, the final orchestra dress went well. Both Lefkowich and
Fang expressed that they both enjoyed the product and were happy to see the show open. A
sentiment I also felt, if only because while the design process and relationship between
designers and myself was smooth there were a fair amount of technical problems and run
mistakes that occurred during the performance (including a dress run where we were missing
two dancers).® On Opening night Lefkowich probably told the design team that he was pleased
with the product and that it great that after a year-long design process he felt we accomplished

everything we set out to do.

? Each of our four dress runs felt a little bit like being shot out of cannon and not knowing
where we were going to land, which was a bit exhausting. It was good to get to Opening
Night
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Chapter 4: A Final Conversation with Visual Consistency

4.1 Mahagonny Production Photos

Driving to Mahagonny, with the men driving in golden tones of sun and the shot crew
bathed in deep blue. Here we also see the live video shot that Paul was putting up on the

video screen (Figure 5).

Figure 5 - Production Photo — Scene 1
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Cabaret Scene (Alabama Song) — The Cabaret Singer highlighted by the hot white lights

of Mahagonny (Figure 6).

Figure 6 - Production Photo — Scene 2
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Later in the cabaret scene (Alabama Song) the cabaret singers come down and join the

men lit in seductive blues and sensual red tints (Figure 7).
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Figure 7 - Production Photo — Scene 2
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Five Bucks (Song #3) — Haze isn’t present in this pictures, but the pattern scene on the

floor would normally cut through the haze much like the research picture (Figure 8).

Figure 8 - Production Photo — Scene 3
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Benares Song (Song #4) — The sickly green tones of a night gone wrong. This particular
moment also had red light in which was motivated by the red recording lights about the

screens (Figure 9).

Figure 9 - Production Photo — Scene 5
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Asylum (Song #6) — Here a fluorescent fixture was lowered in to help reinforce the

colorlessness I wanted in the last scene in contrast to earlier decadence (Figure 10)

Figure 10 - Production Photo — Scene 6
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4.2 Zaubernacht Production Photos

Tones of purple and blue fill the stage as the toys come alive (Figure 11).

Figure 11 - Production Photo — Character Introductions
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As the toys start to fight a bit, the blue of the night drains out. Under the bed the glow

worm’s light comes alive (Figure 12).

Figure 12 - Production Photo — Glow Warm Under Bed
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The glow warm brings out lanterns to attract and hypnotize the other toys (Figure 13).

Figure 13 - Production Photo — Glow Worm Lanterns
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Unnatural green tones of color fill the stage as the toys franticly banish the glow worm

back under the bed (Figure 14).

Figure 14 - Production Photo — Glow Warm Under Bed
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Hints of magical fairy purple hangs in the stage as warm peach tones flood in (Figure 15).

Figure 15 - Production Photo - Sunrise
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4.3 Final Reflections

Overall, I was pleased with the two shows. My collaboration with my directors
and fellow designers was terrific. Both Lefkowich and Fang were willing to move
blocking when they were able to accommodate light. They were also ready to explore
new ideas through the technical process. This openness to explore allowed me to feel like
I had room to learn and grow with each run. Even in the time crunch, both always pushed
to find better execution of design ideas in both their work and my own. This curiosity
perfectly matched my own, and the constant need to tinker illuminated new and exciting
ideas throughout the process.

Specifically looking at the lighting design, I think Zaubernacht could have been
varied a bit more. [ wish I had incorporated more practicals into the piece. This would
have increased the dramatic range of available choices in the dance piece by allowing me
to have more varied qualities of light. It also would have allowed me to explore my
original idea of the mundane becoming magical. For example, when two of the dancers
pantomimed cars it would have been great if I requested them to hold flashlights like
headlights. With the practicals in hand, I would have been able to pull down to just these
two performers before they hit and killed the lead character's brother. Having the
starkness of just the flashlights would have punctuated the moment by pulling down the
space and increasing the moment of horror.

The most significant issue, in retrospect, was that the audience entered the space
in a night setting and stayed in the magical night for the majority of the evening. A better
design would be to stretch out the descent into the night and the realism of the room,

either through practicals or a different quality of light. This would help the already
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magical aesthetic seem even more so. On a technical level, maybe I would have added a
diagonal in system, to vary up the very straight inside and front light I had for the playing
space. I think it could have helped reveal the dancer's bodies differently in a couple of the
more tense moments. Finally, I wish that Paul and I had the chance to play and
experiment more and had found more areas where projections and lighting could play off
each other or inserted each other as a design element into the piece.

Mahagonny Songspiel was the stronger of the two pieces but was not without its
areas for improvement. Firstly, I think it would have been great if Ryan and I had found
more lighting instruments that could have dropped down and been incorporated into the
full stage picture. I thought about the possibility of adding a rolling floor lighting unit to
get more lighting in the space. In the end, I felt that it might be too much, considering the
minimalist style of the piece. Along with this idea of seeing the lighting instruments, I
wish I could have found a place or two to blind the audiences, which is a place where my
aesthetic and Brecht's match very well. Scene Five never really found the definition
Lefkowich and I wanted, although we were able to find a better color for the scene. Paul
was able to put up some cloud and storm imagery which I was able to match with a blue-
grayish color to help illustrate the desolate and helpless feeling of the scene.

Overall, I firmly believe that the rest of the design team and I were successful in
preserving the aesthetical aura of both pieces. Looking back, Mahagonny Songspiel’s
tries to show a mirror of a broken society while also trying to maintain awareness of the
destruction caused by indulgence. While Zaubernacht’s aesthetical aura tries to conjure
fantastical illusions and magic. The style and aesthetics of Mahagonny Songspiel matches

more my style of design, with elements of harsh bright lighting, wide beam fixtures like
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fresnels, blinding or otherwise interacting with the audience and seeing the workings of
theater including the lighting fixtures. I feel that I worked well within the world that we,
as a design team, we were trying to build. I am glad that Letkowich pushed me to
reexamine the Film Noir aspects of the films we watched because I think that helped to
tell a strong story but also worked into the aesthetic of the piece. Extreme shadows, while
something I play with in my lighting design for dance, isn't something I typically
experiment within Opera. This felt like new ground and I think it helped me grow as a
designer and add some new artifacts for me to recall in the future quickly.

Sadly, I don’t think many people understood the narrative arc we as a team tried
to tell in Zaubernacht. However, I do feel that as a design team we accomplished a style
that supported the aesthetical aura of Zaubernacht. On a more technical note, I do think
that not having a low side angle did hinder the illumination of the dancers' bodies in
motion; however, I hope that while the aesthetical aura of the pantomime was
diminished, the varied emotional places through the different tones of blue, purples, and
greens that the lighting arc went through was able to compensate some sense of magic.

I think these two shows ultimately worked together. By finding the differences in
the shows and then creating a visual language that pushed these two shows apart we
created a narrative about the evening. By trying to support the inherent aesthetical aura of
each show I think we as a design team were able to elevate the drama in each,
Mahagonny Songspiel being the more successful piece. Having this shared visual
language between the whole team also allowed us to work very quickly, which given the
time restraints of the project was paramount to it succeeding (A benefit of style and a

visual vocabulary).
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Moreover, I felt that each piece contained parts of my style, which helped keep a
visual consistency of minimalist cueing, a tendency to create a balanced stage picture or
starker one-light pictures, and a broad color palette. The most positive thing about trying
to understand where my style fits within the aesthetical aura of each show was the
constant amount of self-reflection to make sure that every piece fit that aura. Every
choice needed to be investigated beyond whether it looked good as design or had the
proper dramatic motivation. It needed to also fit into the aesthetical aura of the pieces. In
the end, it was that drive that made a better show.

While Zaubernacht struggled to achieve a moment of Sontag's Transparence, I do
firmly believe that we hit a moment of Transparence with Mahagonny Songspiel. As a
design team, we kept a very tight visual consistency that was informed through both our
individual style and the visual language we decided to convey to the audience. All these
elements worked with the aesthetical aura of the piece and everything was present for the
piece to resonate with some part of the human consciousness. This in addition that we
had used style in combination with the added conflict of the influence of technology
allowed me as a designer to have a voice in conversation with the audience. While not
perfect, this process illustrates the style, conversation, human, and beautiful potential of

the art I hope to make as an artist.
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Appendix

The following is a series of paperwork submitted to the Production Staff at the Clairce
Smith Performing Arts Center for the completion of the design for Mahagonny Songspiel
and Zaubernacht. The information contained in the following documents helps support
the concepts talked about in this Master’s Thesis on a technical level or as reference for

ideas and concepts talked about in the paper.
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A. Equipment Request:

Lighting Equipment Rental List Version 1
October 13, 2018
UNIVERSITY OF MARYLAND ™ FoRBID
MOS: MAH | ZAB
Lighting Designer Contact]  Company/Billing Contact Venue
Chnstopher Brusberg University of Maryland Kogod Theater
Lighting Designer School Of Music The Clairce Smith

chrz@ctblighting.com

Ashley Pollard
pollarda@umd.edu

Performing Arts Center
College Park MD

Shop Prep Days
Delivery
Transportafion
Load-In

Focus

Opening

Closing

Possible Extension

Return Date

M A

M A

MNfA

392019 - 3f22/2019
3/24f2019

4/5/201%

4/11/2019 |4 Performances)
M A

4f13/2019

Motes

THIS DOCUMENT 15 MOT A FULL REMTAL LIST. [T 15 EXPECTED THE SHOP WILL

ADD THIMGS MEED TO MAKE A COMPLETE WORKING 3YSTEM. THIS
INCLUDES ALL RIGGING PIECES

Mo Substitutions without written consent of the Lighting Designer
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Lighting Equipment Request List RELEASE 1

MOS: ZUB | MAH 2019 101372018
QYT QYT ar ay
V1 Vi Vil vi  lem MNotes

DIMMING AND CONTROL

Mone Noted

CONVENTIONAL LIGHT HXTURES (C-clamp and safety included in all urits)
ELLIPSOIDAL

i ETC Source 4 19°
42 ETC Source 4 24°
L2 ETC Source 4 347
10 ETC Source 4 507
14 ETC Source 4 ColorSource  w/Diffuser
2 ETC Source 4 ColorSource  w/Diffuser
PARS
a5 ETC Source 4 PAR wiFull Lens Kit
FRESMEL
10 &" Fresnel ZKW - W/Bamdoors
5 8" Fresnel 2KW - W/Barndoors
12 Altman &" Fresnel 1EW - Houselights
8 14" Scoops TEW
4 14" Scoops TEW
STRIPS
30 Z'TRX

MOVING LIGHT FIXTURES
2 Rosco FHCue

ACCESSORIES | EFFECTS

2 City Theatrical DMX RIS In Rosco -Cue
1 Unigue 2.1 Hazer Placed in catwalk

CABLE | POWER DISTRIBUTION

None Noted
CHUIANTITY COLUBMNG Items noted in fed are not a part of space inventory
Mast current number is to the right in BOLD
Mo new number means no changes. Page 2 of 3
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Lighfing Equiprment Request List RELEASE 1
MOS: ZUB | MAH 2019 10132018

TRUSS | HARDWARE

1 30 Stick Truss Flat Black - Moveable
2 2' Shck Truss Fat Black - Moveakble
2 369" Schedule 40 1.5 @ Flat Black - Static
2 11" 5chedule 40 1.5 @ Fat Black - Static
2 96" Schedule 40 1.5@ Flat Black - Static
2 &' Schedule 40 1.5 @ Flat Black - Statfic
PRATICALS
2 8" Fresnel on rolling adjustable base
2 8" Fresnel on floor base (wooden/black)
Battery Flashlights, must have flashlight mode and a
10 “lantern mode"Would like to have incandescent source
OR wamn light [3200K) LED bulb.
SMFA Flashlights, no cover, battery powered, wireless dmx
TBD control
Might Lights. Should be battery powered, led, “old style”
5 C7 bulb, doesn't need to be dmx controlled
Marguee bulbs on scenery portal. Bulbs should be Radio
Style. Meed to be warm amber and dimmable (MO LED).
35 Single circuit Might need fo look at 100W Edison.
Table cabaret lamp wired shade (Same as Wild Party).
1 Meeds to be 40w bulb. Battery but not DMW conirolled
Outside or Goose Meck Light, one on each side. Also will
- need Edison bulb 100W
"RECORDING" light boxes. RGB LED Tape, one channel of
2 control. Aprox 14 total
One hanging fluorescent bulb. Single Tube. 4' Tube. Can
1 look at in house stock. Will need to fly in
END OF ORDER
QUANTITY COLUMNS ltems noted in Aed are not a part of space inventory
Maost current number is to the right in BOLD
Mo new number means no changes. Page 3 of 3
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B. Area Lavout

lighting design | chris brusberg

AREA LAYOUT
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C. Lighting Plot
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D. Channel Hookup

MOS: Mahagonny & Zaukbemach Page 1 of 12
S22r2019
Channel Hookup MAHZAB_HangLWe-2-18(1) vl
University of Manyland’ Maryland Opera Studio LDx: Christopher Brusherg
Kogod Black Box EMAIL: CBRUSBERGEGMAIL.COM
VER: FIMAL PHOME: 973.088 8341
Channel Position U} Inst Type & Access & Load Purpose Color & Gobo
{1 :l PIPEH 1 ETC 54 26 750w SLFRT=1 i, -:_'Eﬂ?ﬂﬂi'lﬂﬂ
{2] PIPEH 2 ETC 54 26 750w SLFRT=2 CIRITITRIIZ
{3] PIPEH £ ETC 54 26 750w SLFRT=3 i :_'Eﬂ?ﬂﬂi'lﬂﬂ
{4] PIPEH 5 1 ETC 5426 750w SLFRT < 4 |R3TI+R132
{5] PIPEH -] ETC 54 26 750w SLFRT=35 : :_'Eﬂ?ﬂﬂi'lﬂﬂ
{B] PIPE 14 1 ETC 54 26 750w SLFRT =<4 CRITITRIZZ
7
{T:l PIPE 13 1 ETC 54 26 750w SLFRT=7 R3IFI+RIZ
&
[B] PIPE 10 1 ETC 54 26 750w SLFRT<8 R37F3I+RI2
&
{9] FIFES 1§ ETC 54 26 750w SLFRT <@ Cparatriaz
-]
{1 |:|'.| FIPE 5 1 ! ETC 5426 750w SLFRT < 10 hpara+piaz
2
{1 1] PIPE 14 1 ETC 54 26 750w SLFRT=11 R3IFI+RIZ
3
{12] PIPE 13 1 ETC 54 26 750w SLFRT <12 L R3TIHRI32
3
{13] PIPE 10 1 ETC 54 26 750w SLFRT=13 R3IFI+RIZ
3
{1 4] PIPES 1 ETC 54 26 750w SLFRT =14 R37F3I+RI2
3
{1 5] PIPES ? ETC 54 26 750w SLFRT=15 :-.-:_ R3IFI+RIZ
{1 B] PIPE4 7 ETC 54 26 750w SLFRT =14 +RITIHRIZZ
{1 ?’] PIPE 4 -] ETC 54 26 750w SLFRT <17 L -:_'Eﬂ?ﬂﬂi'lﬂﬂ
{21] PIPE 14 5 1 ETC 5426 750w SRFRT > 1 “|R3TI+R132
{22] PIPE 13 3 ETC 54 26 750w SRFRT =2 i :_'Eﬂ?ﬂﬂi'lﬂﬂ
University of Manyland / Lightwright & (1) thru |22]
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MO5: Mahagonny & Iaubemach

Channel Hookup

Page 2 of 12
512212019
MAHZAE_HanglWi4-2-19(1) bwk

Channel Position U 1 Inst Type & Access & Load Purpose Color & Gobo
{23] PIPE 10 ETC 54 26 730w SRFRT=>3 "IR3ITIHRIAZ
{24] PIPES =] ETC 54 26 750w SRFRT=> 4 E R3FI+RIIZ
{25] PIPES 4 ETC 54 26 730w SRFRT =35 L IRATIARIAR
{25] PIPE 14 1 ETC 54 26 750w SRFRT> & R3FI+RIIZ
{2?‘] PIPE 13 2 ETC 54 26 730w SRFRT=>7F Y IRITIARIAZ
{23] PIPE 10 2 ETC 54 26 750w SRFRT>8 0 R3FI+RIIZ
{2-9] PIPES 2 ETC 54 26 730w SRFRT=>9 *IRITIARIAZ
{3“] PIPE S 1 ETC 54 26 750w SRFRT =10 R3FI+RIIZ
{31] PIPER 1 ETC 54 26 730w SRFRT=11 ¢+ IRATIHRIZZ
{32] PIPER 2 ETC 54 26 750w SRFRT=>12 C R3FI+RIIZ
{33] PIPER 4 ETC 54 26 730w SRFRT =13 +IRATIHRIZZ
{34] PIPER =] ETC 54 26 750w SRFRT=> 14 L -:_'Emﬂ?'lﬂﬂ
{35] PIPER & ETC 54 26 730w SRFRT =15 (R3FI+RI3Z
{35] PIPE 4 1 ETC 54 26 750w SRFRT> 14 i :_'Emﬂ?'lﬂﬂ
{3?‘] PIPER B ETC 54 26 730w SRFRT=17 L CIRATIHRIZZ
{33] PIPE® 1 ETC Colorsource 36H-CUE ISUE S5PX sR132

3§ wW/DNYX RIS 750w
{39] PIPE? 1 ETC Colorsource 36H-CUE IZUE 5PX ‘R132
W/DMX IRIS 730w
{4“] PIPEE 1 ETC 54 26+H-CUE w/DNMX RIS ISUE S5PX <R32
750w
{41 ] PIPE 14 1 ETC 54 WL 575w DWH CL 5L ! LS00
=] LAME
{42] PIPE 13 1 ETC 54 WL 575w DWH CL 5L i iL5D0
4 LAME
{43] PIPE 10 1 ETC 54 WL 575w DWH CL 5L LS00
4 LAME

University of Marygand ¢ Lightwright &

{23) thru (43
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MOS: Mahagonny & Zaubemach Page 30f12

52212019
Channel Hookup MAHZAB_HangLWed-2-181)bwt
Channel Position U 1 Inst Type & Access & Load Purpose Color & Gobo
{44] FIPES 1 | ETC 54 WFL 575w DWH CL 5L i 'Ls00
4 LAME
(45) FrEs 1 | ETC 54 WFL 575w DWH CL 5L { Ls00
[ LAME
(46) FrE14 1 | ETC 54 WFL 575w DwHCLCENTER | fL500
1 LAHE (L}
(47) PrE1s 1} ETC 54 WFL 575w owHoLCeNTER | Lsop
1 LAME (L}
(48) FrE0 1 | ETC 54 WFL 575w DWHCLCEBNTER Lson
1 LA&ME (L}
(49) Fres 1§ ETC 54 WFL 575w DWHCLCBMTER | 1500
1 LAHE L}
(50) FrES 7 1 ETC 54 WFL 575w DWHCLCENTER | 1500
LAHE (L}
(51) PPE14 & | ETC 54 WFL 575w DWHCLCENTER | 11500
LA&ME (R}
{52] FIPE 13 & [ ETC 54 WFL 575w e i 500
LAHE R}
{53] FIPE 10 & § ETC 54 WFL 575w ERAW L COMITER . Ls00
LA&ME (R}
(54) rwreEs & 1 ETC 54 WFL 575w DV L COHTER L500
LAHE R}
(55) PPES 5 1 ETC 54 WFL 575w DWHCLCENTER | 500
LA&ME (R} B
(56) FrPE14 2 1§ ETC 54 WFL 575w DWH CL 5R { Lso0
LAME
(57) FrE1= 3 1 ETC 54 WFL 575w DWH CL 5R " Lso0
LAME
(58) FrEl0 3 1 ETC 54 WFL 575w DWH CL 5R  “Lsoo
LAME
(59) FrEs 3 1 ETC 54 WFL 575w D'WH CL 5R : Lsm
LAME
{su] FIPES 2 1 ETC 54 WFL 575w D'WH CL 5R  wsoo
LAME
{31] FIPE 14 1 | ETC 54 WFL 575w DWH MC 5L NS
& LAME
University of Marysand  Lighhwright & [44) thru [81]
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MOS: Mahagonny & faubemach

Channel Hookup

Page 4 of 12
52212019

MAHZAB_HanglWa-2-19(1)Iwfi

Channel Position Inst Type & Access & Load Purpose Color & Gobo

{&2] FIPE 13 ETC 54 WFL 575w DWH MC 5L LS
LAME

(63) rFre0 ETC 54 WFL 575w DWH NC 5L T
LAME

(64) FrEs ETC 54 WFL 575w DWW MG 5L ComMpC
LAME

(65) FPES ETC 54 WFL 575w DWH MNC 5L HC
LAME

(66) FrE14 ETC 54 WFL 575w DA HC CENTER HC
LA&ME (L} -

{37] FIPE 13 ETC 54 WFL 575w D4 HC CENTER HC
LAHE L} -

(6g) rFre0 ETC 54 WFL 575w DA HC CENTER HC
LAHE (L} -

(69) Fr=s ETC 54 WFL 575w AN HC CEMTER M
LAHE L} -

(70) FweES ETC 54 WFL 575w DA HC CENTER HC
LAHE (L} -

{71 ] FIPE 14 ETC 54 WFL 575w DA HC CENTER HC
LAHE R}

{72] FIPE 13 ETC 54 WFL 575w DWHHCCENEER | Spe
LAHE R}

{73] FIPE 10 ETC 54 WFL 575w ENH = LM ER NS
LAHE R}

{74] FIPES ETC 54 WFL 575w WS B CEMIER e
LAHE R}

{75] FIPE S ETC 54 WFL 575w DA HC CENTER HC
LAHE R} -

(76) FrPE14 ETC 54 WFL 575w DWH MC SR HC
LAME

(77) FrE1= ETC 54 WFL 575w DWH MC SR N
LAME

{73] FIPE 10 ETC 54 WFL 575w DWH MC SR _NjC
LAME

{79] FIPES ETC 54 WFL 575w DWH MC SR N
LAME

University of Marysand  Lighhwright &

{&2) thru |79)
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MOS: Mahagonny & Zaubemach Page 5 of 12

222019
Channel Hookup MAHZAB_HangLWWi4-2-19(1)wt
Channel Position U 1 Inst Type & Access & Load Purpose Color & Gobo
(80) FreEs 3 1 ETC 54 WFL 575w DWNHCSR | NG
LAME
(81) Fre1s 5 | ETC Colorsource 36 750w D5 5D5 1 Cmag
(82) Fre14 1 i ETC Colorsource 36 750w D5 505 2 L imiaz
.
(83) FrEM s | erc colorsource 36 750w D5 505 3 L miaz
(84) PP 1 1 ETC ColorSource 36 750w D5 505 4 ‘R132
2
(85) Fre1s 3 | ETC Colorsource 36 750w D5 505 5 Riaz
(86) FrE14 ¢ § ETC Colorsource 36 750w D5 505 & L imaz
(87) PrEM 3 1 ETC Colorsource 36 750w D5 5057 Riaz
(88) PrE? 8 | ETC Colorsource 36 750w D5 505 8 L omaz
(89) PrEts 2 | ETC ColorSource 36 750w D5 505 9 Riaz
(90) FrE14 & | ETC Colorsource 36 750w D5 505 10 L maz
(91) FrEM 1 ! ETC Colorsource 36 750w D5 505 11 Rlaz
(92) Pre? 2 1 ETC Colorsource 36 750w D5 505 12 L omaz
(101) Pwe? B | ETC 5436 750w USSDSTEMP | EHLS01. T:G728
Ds
(102) Pres 1§ ETC 5436 750w USSDSTEMP | ELS0N, TiGT26
2 Ms
(103) Peez2 B § ETC 5436 750w Us 505 TEMP g¥hsm. Tares
us
(104) ere7 5 8 ETC 5436 750w Us 505 TEMP 8501, meT2s
Ds/C
(105) Fres 8 | ETC 5436 750w USSDSTEMR | 4BHS00. TGRS
ME/C
(108) PPe2 5 | ETC 5436 750w USSDSTEMP | 4BH501. T:G726
us/c
(107) Pre? 2 | ETc 5436 750w USSDSTEMP . HBHS01. T:G726
Ds
University of Marysand ; Lightwrighit & [B0) thru [107]
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MOS5: Mahagonny & Zaubemach

Channel Hookup

Page 6 of 12
S222019
MAHZAB HangLWad-2-18(1) bwfi

Channel Position Inst Type & Access & Load Purpose Color & Gobo

{1 03] PIPE3 ETC 54 34 750W USSDSTEMP | _‘%‘LEGL TGT26
[

(109) me=z2 ETC 54 36 7500w US 5D5 TEMP ¢ _‘%L&m, TAETRE
us

(111) Fre? ETC 54 34 750W US 505 1 L IR54+R132

{112] PIPET ETC 54 35 750W US 505 2 " IR54+R132

{1 1 3] PIPE3 ETC 54 34 750W USSDS 3 RS54+R132

{1 1 4] PIPE 2 ETC 54 36 750w US 505 4 :-'-:_ R54+R132

(115) rees ETC 54 34 750W USSDS 5 . RS4+R132

{1 1 5] PIPE 7 ETC 54 36 750W US 5D5 & L R54+R132

{1 1 ?] PIPE3 ETC 54 34 750W USSDS 7 (. RS4+R13Z

{1 1 3] PIPE 2 ETC 54 35 750W US SDS & L IR54+R132

{1 1 5] PIPE® ETC 54 34 750W USSOS ¥ L RS4+R13Z

{1 zn] PIPET ETC 54 35 750W US 505 10 L R54+R132

{1 21] PIPE3 ETC 54 34 750W US 505 11 IIR54+R132

{1 22] PIPE 2 ETC 54 35 750W US 505 12 L R54+R132

(131) FrelsLOw ETC 54 34 750W D5 505 TEMP _ en,ﬂ:. T-RF7T5E3
1

{1 32] PIPE 16 ETC 54 35 750W D5 505 TEMP emfc. T-RF7T563
2

(133) rre1s ETC 54 34 750W D5 505 TEMP en,ﬂ:. T-RF7T5E3
3

{1 34] PIPE 16 LOW ETC 54 35 750W D5 505 TEMP ' em,ﬂ:. T-RF7T563
4

(135) rme=1s ETC 54 34 750W DS SDSTEMP | eruc. T:RFTEE3
5

(136) FPE1S ETC 54 35 750W D5 SDSTEMP . mec. T-RF7T563
&

University of Manygand / Lightwright &

[10B) thnu {134)
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MOS: Mahagonny & Zaubemach

Channel Hookup

Page 7 of 12
S/2212019
MAHZAB_HanglWa-2-18(1) bwi

Channel Position Inst Type & Access & Load Purpose Color & Gobo
{1 3?’] PIPE 16 LOW ETC 54 38 730w D5 505 TEMP 1 _GH_."C. T-RF7563
7
{1 33] PIPE 16 ETC 54 36 750w D5 SD5 TEMP _&Nﬂ:. TRFT563
a8
{1 35] FIPE 15 ETC 54 38 750w D5 SDS TEMP _@ruc, T-RFF563
g
{1 41 ] SLTAILDOWH ETC 54 24 750w MAGIC . [R349+R132
PIFE HIGHT
{1 42] SLTAILDOWH ETC 54 248 730w MAGIC . (R349+R132
FIPE HIGHT
{1 43] SLTAILDOWH ETC 54 50 750w MAGIC . [R349+R132
PIPE HIGHT
{1 44] 3R TAILLDOWHN ETIC 54 26 7500W MAGIC '.' |R34F+R132
PIFE HIGHT
{1 45] IR TAILDOWHN ETC 54 26 750w MASIC " |RI4P+R13Z
PIPE HIGHT
{1 46] IR TAILDOWHN ETC 54 50 750w MAGIC . R349+R132
FIFE HIGHT
{1 43] IR TAILDOWHN ETC 54 50 750w Lo _ R34
PIPE SUMRISE
{1 45] SLTAILDOWH ETC 54 50 750w Lo _R3441
PIPE SUMRISE
{1 51] PIPE 13 ETC 54 50 750w START TEMP ~ @Lﬁﬂﬂ T:RT#630
DS
{1 52] FIPE 13 ETIC 54 50 750w START TEMP _ @Ldﬂd, TRTFES0
D5
{1 53] PIPE 13 ETC 54 50 750w START TEMP _ @Lﬁm TRTPES0
D5
(154) Fre10 ETC 54 50 750W STAR TEMP ELs03, TR7vESD
M5

University of Marysand ; Lightwrighit &

[127) thru [154]

58




MOE: Mahagonny & Ioubemach

Page 8 of 12

S222019
Channel Hookup MAHZAE_HangLW4-2-19(1)hwt
Channel Position Inst Type & Access & Load Purpose Color & Gobo
(155) Fre0 ETC 54 50 750W STAR TEMP  Lsoa, TR7vESD
WS
(156) Fre10 ETC 54 50 7500 STAR TEMP BLs0a, TR7RES0
M5
(157) FreEs ETC 54 50 750W STAR TEMP " @hLsoa, TR7REsD
us
(158) FrEs ETC 54 50 750W STAR TEMP @Ls0a. TR7RESO
Us
(159) rres ETC 54 50 7500 STAR TEMP @Lsos. TR7EsD
us
{1 31 ] PIPE3 Alirman & Fresnel 500w CRCH BX _ NG
{1 32] PIPE3 Alirman & Fresnel 500w CRCH BX NG
{1 33] PIPE3 Alirman & Fresnel 500w CRCH BX SHAC
{1 35] PIPE 4 Alirman & Fresnel 500w PLATFORM _ NG
BACK
{1 BG] PIPE 4 Alirman & Fresnel 500w PLATFORM NG
BACK
{1 B?’] PIPE 4 Alirman & Fresnel 500w PLATFORM M
BACK
{1 33] PIPE 4 Alirman & Fresnel 500w PLATFORM NG
BACK
{2“1 ] D:OR TRUSS Strand 8° Fresnel 200 MAH SPX _JR3ar
TAELE BX
{2“2] DOOR TRUSS Strard 8" Fresred 26w MaH SPX R3F
FULL BX
{2“3] DOOR TRUSS Strard 8" Fresned 26w MaH SPX rR3NF
FULL BX
University of Mangand / Lighharignt & [155) thru {203]
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MOS5: Mahagonny & Zaubemach Page 9 of 12

52272019
Channel Hookup MAHZAB_HanglL W4-2-15(1)wd
Channel Position U 1 Inst Type & Access & Load Purpose Color & Gobo
{2“4] DOOR TRUSS 1 Strand 8" Fresnel 2KW MuaH SPX L JR3NTF
TABLE BX
{2“5] PIPE ¥ ) Smaond 8 Fresnel 208 MuAH SPX L RINT
TAELE DWH
{206] PIPE® 1 Strand 8" Fresnel 2KW MuaH SPX ©R3NTF
o POKER DWH
{2“?’] PIPE® =] Strand 8" Fresned 2K MaH SPX ‘R3NTF
GOD DEAD
{2“3] PIPE® 4 Smand 8° Fresnel 208 MAH SPX _R3nTF
TAELE DWH
{2“5] 5L LX PICK 1 Strand 8" Fresned 26w MaH SPX _R3aF
FULL FRT
{21 n] 3R LX PICK 1 Simond 8 Fresnel 208 MuAH SPX _R3INT
FULL FRT
{21 1] UHDERCATI 1 Strand 8" Fresned 2K MaH SPX _R3aF
PIPE CAB SDS
{21 2] UHDERCAT A 1 Strand 8" Fresred 2KW MuaH SPX _R3aF
PIPE CAB SD5
{231] Under Deck 1 ETC 54 36 750w SHIH _ 'R3408
{232] Under Deck 3 ETC 54 36 750w SHIH :'_ ~R3408
{233] Under Deck =] ETC 54 36 750w SHIM R3408
{234] Under Deck 7 ETC 54 36 750w SHIH 1'_ CR3408
{235] Under Deck 2 ETC 54 36 730w SHIN R3408
{23?’] Under Deck 2 3" Fresmel 100w SCRIM FILL i R3408
- 4 - o -
. P . M .
- . - -
{25“] Cannwalic 1 Hozer HAIER g T
{251] PIPE 14 1 | TRX 2 32 DEG 315W STAGETOMNE - N/C
0 us
University of Manygand / Lightwrignt & [204) thru {251)
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MOS: Mahagonny & Zaubemach

Page 10 of 12

5222019
Channel Hookup MALZAB_ Hangl Wa-2-16(1)wb

Channel Position Inst Type & Access & Load Purpose Color & Gob

(252) Prem TRX 2' 32 DEG 215w STAGETOME | N/C
us

(253) Pre? TRX ' 32 DEG 315w STAGETONE | N/C
Ds

(254) Pre2 TRX 2' 32 DEG 215w STAGETOME | N/C
Ds

(255) Pre14 TRX ' 32 DEG 315w STAGE TONE e
us

(256) FPET TRX 2' 32 DEG 215w STAGETOME | _N/C
us

(257) Pre7 TRX ' 32 DEG 315w STAGETOME | NjC
Ds

(258) Pre2 TBX 2' 32 DEG 315w STAGETOME | N/C
Ds

(271) Free ETC 54 50 750w OFFSTAGE " iLs00
FILL I

PIFE C

(272) Fres ETC 54 50 750w OFFSTAGE _Ls00

FILL IN
PIPEH : “ .

(273) Pres ETC 54 50 750w CFFSTAGE _L500
FILL 1M

(274) Fwes ETIC 54 50 750w OFFSTAGE “Lsoo
FILL IM

(291) PrE1ow TEX 2' 32 DEG 215w DROP LIGHT e

(292) Pre1ow TBX 2' 32 DEG 315w DROP LIGHT Inge

(293) FFE1LOW TRN 2' 32 DEG 315w DROP LIGHT e

(294) Fre1ow TRX 2' 32 DEG 315w DRECF LGHT L

{255] PIFE 1 LOW TRX 2' 32 DEG 315W DROP LKGHT NS

(296) FPe1Low TRX 2' 32 DEG 315w DROPLGHT | N/C

(297) Fre1 oW TRX 2' 32 DEG 215w DROP LIGHT e

University of Marysand ; Lightwrighit &

[252) thru [207]
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MOS: Mahagonny & Iaubemach

Channel Hockup

Page 11 of 12
52212019
MAHFAR HanglWe-2-181) b

Channel Position Inst Type & Access & Load Purpose Color & Gobo
{253] PIPE 1 LOW TRX 2' 32 DEG 315w DRCP LIGHT L JHIC
{255] PIPE 1 LOW TRX 2' 32 DEG 315w DROP LIGHT MHIC
{3“1 ] SCEMERY: EDISCH BULBS S0w PORTAL
PORTAL BULBS
{3“2] SCEMERY: EDISCH BULBS 80w PORTAL
PORTAL BULBS
{3“3] SCEMERT: EDISOHM BULES S0wW PORTAL
PORTAL BULES
{3“4] SCEMERT: EDISOM BULES S0wW PORTAL
PORTAL BULES
{3“5] SCEMERY: EDISCH BULES S0w PORTAL
PORTAL BULBS
{31 1 ] SCEMERY: EDISOHR BULBS S0w PORTAL
PORTAL BULBS
{31 2] SCEMERT: EDISOHM BULES S0wW PORTAL
PORTAL BULES
{31 3] SCEMERTY: EDISOHM BULBS 50w PORTAL
PORTAL BULES
{31 4] SCEMERT: EDISON BULES &0w PORTAL
PORTAL BULBS
{31 5] SCEMERY: EDISCH BULES S0wW PORTAL
PORTAL BULBS
{321 ] SCEMERY: EDISOH BULBS 0w PORTAL
PORTAL BULES
{322] SCEMERTY: EDISOHM BULBS 50w PORTAL
PORTAL BULBES
{323] SCEMERT: EDISOHM BULES S0wW PORTAL
PORTAL BULES
{324] SCEMERT: EDISON BULES &0w PORTAL
PORTAL BULBS
{325] SCEMERY: EDISOH BULBS 0w PORTAL
PORTAL BULBS

University of Manygand f Lighhwrignt &

[298) thru |325]
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MOS: Mahagorny & Zaubemach Page 12 of 12

2212019
Channel Hookup MAHZAE Hangl W-2-19(1)wfi
Channel Position U i Inst Type & Access & Load Purpose Color & Gobo
{351 ] SR REC BIGH 1 SCEMERY PRATICAL 150w REC 5I=H
{352] DROP 1 FLYING PRACTICAL 150w FLYIHNG
FLORO PRACTICAL
{353] 5L REC 5IGH 1 SCEMERY PRATICAL 150w REC 5I=H
{354] SR CAB 1 PRACTICAL 25w CAB TABLE
TABLE LAMP
{355] 5L CAB TAELE 2 PRACTICAL 25w CABTABLE
LAMP
{355] PIPEE 2 ETC 54 26 750w COND DWH _R17
{4““] PIPEE 3 ETC 54 38 730w ASILE LGTS L ] SHIC
- 7 - . -
PIPEH 3
- 7 - -
{4“1] PIPES 1 Altman 6" Fresnel 500w HOWUSE LM
7 LGHTS
PIPE 10 - . " =
PIPE 13
PIPEG 1 2 " -
{4“2] PIPES 1 Altman 6" Fresnel 500w HOWUSE L ] SHIC
LGHTS
PIPE 10 - . " =
PIPE 13
PIPEC - - " -
University of Manygand / Lightwright & [351) thru [402)
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E. Magic Sheet

FRT < (R373+R132) | —O» FRT > (R373+R132) | €©— SDS C/C (rR132) ?
1 & 1 21 26 31 81 85 89
2 7 12 22 27 32 "
som 3 8 -13 59 23 28.-33 —
4 9 14 24 29 34 83 87 7
5 10 15 30 35 84 88 92
16 17 36 37
X
40
DWN CD (L500) @ ‘DWN CL (N/C) SDS | BLOCKS (N/G)
41 4651 56 A—T1-9%
U2 47 52 57 b2 47 72 77 131 134 137
43 48 53 58 k3 68 73 78 ——_
W4 49 54 59 b4 49 74 79
45 50 55 40 75 80 133 136 139

J—Lﬁ

ﬁ
ﬁ

SPACE OUT (N/C) | A | |SDS CL (R54+R132) | A SDS | SMASH (N/C)| &
141 144 111 115 119
142 [151 152 153 | 145 101 104 107
143 146 112 116 120
o [154 155156 | - — 105
147 148 113 117 121 il
157 158 159
ﬂ—h o ] fj—b
| | | |
TRX SPX TABLE BX - 201 | 204 BED - 511 _
[251]/ 257 FULL BX - 202 | 203 BOXS - 521
253 / 259 A | 206 | CYC GOBO - 531 g
- Z
255/ 261 GOD DEAD - 207 |CELL PHONE - 50116
[231-235] UNDERDECK FULL FRT 209 | 210 COND - 399
CABSDS 211 [212 MUSIC - 601 4




F. Cue Sheet

ZAUB | TOPS I LD: Chiis Bruzberg

T  WF [Action Dmscription
s . 5 House Opens Preshaw Look & Audisnce
T es | s ; T
| or 3 IMestra Entars [House Out & Mestro Up -
0.8 [ s |Mastro Bow Dona |Mestro Bowout
1 12 Dancers SetMolher Eniers  Inside Warm Howse Look
3 45 'Mother Leaves Slow descent into night
5 10 dtagical Fairy Enters ‘Wiarld slowly becomes magicat
& 12 Faiysings  Add tewiure -
¥ 3 Fairy Staps on Bed Pull fo bed
8 21z Fairy \Wakes Up Bear Pull to bowes
11 i [ Bear Falls Out of Box: Allergro Moo Expand oul
Pl o8 | - US AREAS ]
PE 5 DS AREAS
13 | 8 Bear comes 1o bed High light bad ]
156 i B! ~ Puts the Jorsey Back Expand Out
| 4F T B | Raollsthe ball
1% |5 __ BaliComesout Back 1o the magic
21 3 Smacks Chest IS -
23 & Gravitatisch A little darker
25 5 fumping Jack Angry ~ TAlittle reder
7 5 “|Horse Enters
— — it PR TS .
E:Y| B | |Doll Entars -
a3 B Baar Angry | Soing darker, ot of mavemant
as 12 Girl Wakes Lp Seary B
A6 3] Girl Gats Out of Bad
7 12 Gresting Line Upstage Pull US near boxes
39 8 i |Ball and her dance Soften and expand aut
#8430 f 0 |Restoretonight
4 1 wibbusic — Glowwomunderbed# |
42 | 1 wiMusic Glow worm under bed #2 |
43 1 "wiMilIgic [Glow womn under bed #2
44 1 el hiusic | Gloner wearm under bed 4
441 H Rastora to night
4 | 4 Wowe fowsrd bed Elug, ligh! on hed.
47 T Pulloutof bed " Erightens -
a8 2 Gibowe Warm Arms Out T Much brighter
51 L] Gilowe Worm Carry Bright and open
53 | 16 Ball snatches jersey Darker and angrier
55 10 Baar gats Jarsay Restore to nght
a7 5 Ball figor weark
&l 1z | Dol todressure Cool off - ]
53 "Evenyong |ets build boxeg" 4
Pi & . _Aeas aoundthebed T
P2 15 ! Areag around the stage
G5 25 |Wom turne first lartem on |Derkans, bluer
67 Grolp movemsnt |Bed gets brighter and warmer
P 30 - Stage Plctura
P2, 3 boue Mowe
] 5 Army gmives USL 0OE gets brighter and warmar
7 s Pianowaeupsiage
71 12 Glawarmigroup hands up Brightens more

Lighling Designer: Theis Briekerg
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ZAUB | TDF'S_ |.LD: Chris BrLasber'g.

T Description
T 4 il takes back bed | -
75 7] [Tewys gather around bad [Back ta night
77 1] Toys push back rombed  |Mare bluegreen
79 3 Circle dance boxes
/i 2 Place bexes around bad
B3 5 Girl group
B85 3 Dall moves bo
BY 12 Glownrm kicks hox
B4 [+ Bowas back arcund Darkans, mora bluagrasn
oo & [GGlenonm gat
93 ] 'Graup zombie to gloworm B
25 5 Army stop
a7 Girl walks away from group “Wary blug and gresan
M s - 05 Area Change
P2 12 US/Bed Area Change
L 5] | Cwil bacomas brothar
1 | & Traffic stars —Mery brght, sart of pink, sort of blue |
103 |4 Boy runs into traffic ~ Much warmer -
105 5 Bay gats hit
s 3 _BearSaysStop I A |
107 12 _ Group moves to dresser ____Bright DS, darker LIS
L B | Start fighting Much brighter DS
111 [ Move to mid stage o o
113 B Soldier breakdown (with drums) |
115 g Satup Brot runway [
1 I Showsjersey
119 9% | |Downstage circle around girl Gets bluer
120 5 [
| 121 - 3 00 GiFals i
2 3 Grabs Jetsey
125 I & Glawonm camara |Darker and mere biue
1% "0 02 isiflash Flaah from US and camera
X ofs - T/ " FRestore
127 0 0.2 Znd fash Flaghfrom US and camera
1274 0.75 Rastara o o
138 9 02 3rdflesh Flash from LS and camers
1289 af _ Restore
128 | a 0.2 4th flash Flazh fram US and camera
| 1291 1075 | _ Restore
130 0 | 02 &thflash __ Flash from US and camera
1031 0.7% Rastora
3 7 0 | 02 éthflash Flash from LIS and camers
1311 .75 ~ |Restore
132 0 oz |Tﬂ1 flash Flash from US and camara
1321 [ o Restore
a3 0 02 |Bthflash Flash frem US and camera
1331 0,75 o Rasionz
135 12 IGloworm party | Carkends and gets splotchy
136 I_U_ 0.2 Selfie flash (flash from US and camera -
1864 | 1 ! —
137 @ 02 Flash Big flash - S
137.1 1 N -
| 128 | Q 0.2 Fiash Eig flash
138.1 | 1

Ligating Deglgrer: Chriz Brusbem
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___ Cue# T WF Action Degcription
139 i .2 Flash Big flash o
1384 1 ]
141 5 Dance aiourd bad Dark. greendblus, texture, bright on bed
143 20 Gloworm kicked off bad Darker, pattemn goes away _
145 3 | |Glewerrmpunch Brighterrs ]
147 12 | Baar dancs - -
148 2 | Gloworm dancs Warms up, underdeck ]
151 3 Chases Around Placeholder
153 & Glowomm an bed o Brighteronbed o
155 3 Zormble walk toward TV .
P1 3 Wanm up US
F2 0O | __ |Spoionbed
157 [ 3 |Toysdying Bpot an bed goes away, Warmer
154 & Cleck chimas _Gets blue
161 Fairy Turna aff TV |
A - Light blue, pinks come on, pattem changd
P2 0 __TVOuT
183 4 Fairy sings Brighter
165 & Fairy exits o ] o
ey 130 Toys exit bmber, wamBE
168 18 O bad Brighter on bed, gels a little i————i
171 5 |Under covers leciate bad
173 Z | Blackouvend - Dk, ]
175 5 Baws Lights corme back up o
177 & Bows end much blua
178 5§ |~ |Dancersclear House up o
181 5 Audisnce claanshift much bright
Lightng Dasigrar Chris Brisbarg esr: FIRAL a
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flarglane Cpars Sudle Freeanta

MAH |

TDOPS | LD: Chris Brusherg

Cve¥# @ Foge T | WF Acfien Ceecrption
a1 Ao At o) [ Ciasn
RZ | wlAction | witn Annoucrment .I'{'_‘- Jsa fo Haf o T i
0.3 [ wefacion | |Conductor Frifers [Vose DulConeislon Us
0.5 | cwdAslion | (Conoucto Bow Cone _{Houss Cut o
1 it Aticn Actors n Place i
| 3 | wiaction witnap ) _ - __ __ |5-"‘|l'J:|E| 5, pink, olos |
] SlG4d e ) F:-ﬂtl T:mlws 5, brigiht on tlogs
|1 p vaERAL | [Womar joirs men —[iofen the spoce as the wamen jair 1]
13 #1205 AN warr o 3101 O erghe onsiuge ]
| 18 WSUAL Worman joirs men Pl bz kg .
1| wallal wornan brsck to center BriginT o giage
1% WELIAL Waarrer o men _ |Hogefohtsout isootsfotolnes |
20 W c.'_l.-ﬁ.L' wWomen bock fo canter _{EEet doren an wiamen
[ Trezrehlan Regtore Igansilion, o e ool
Triczy il o _ Horts io darken
B _ Foker Blua patiern, snlote to oo e
Bake Rull s irdi cormesd Chal?s
Boks Ruth no leng lookng & Corenc Ch. Sout
Warran arter wAare pottem 15, prosceniue buls on)
Fi 40/2/CHD Faker briakop Marrndiag US and DG orighten
N 4211 Transiticn Fesore rarsiion, a e olie
33 FREREFY Bar fghe WO oM slcles, ity Doue
35 410505 Arsl %= Srighdere, cool fekivee. |
a7 452000 To 2anecs o soft, thoughts: of “he baor, sulbs winks
EL 475004 e Lass Dlue
L 201N LelsGoe super bue ond parple
. - '-'»2.-3& o ErdWE gresnear, iana pro lights cur
45 3200 wiorsh af ol el grec, red LA}vkr:Irup o _
47 SN2 rast Une Eraaks up _35: grean, mors white
45 ETrE Troarsitize restare rarshlar, carer cno textured |
51 L SRS ArEne stort WCITIET, G il e grean,
53 &1 visual | GO F0rs o slain "t tigghls o 5 oge
55 | &2 | Bk, Fb gsn poe, Progezenivem Seighleng
&7 ez | [Soa pulls wo girls_ _ |Pocenivmdpeers
59 | &&EMend| | (Reslore Back to 'hell'iisstoes
41 & 10 Ln:uc.‘ Ab Sheps o Back I';n_f_ﬂr_._r“c_ ]
85 | ab-vISUaAL: _|-\_P""C pulls uo girls } Back o on God brignter
113 G - ISLAL Lo relanses ok Ratfore
& G - WIELIAL; R ) DT D Cxracdy ith, dage il
&T.5 FR=NELIAL L Troar PLODels b LI 5 oy e sekiy
48 First ezl Pl b2 Singpers 05
& Cirie with God Briggriers . .
_ soream  _ _ |boket o
i Tronsition o Grearar _ o ]
72 Charoctsrs SHing Jown Recording fghs pusirg
73 ?6.-'6..2 R - (Brighd, cool o
75 (851 end Ful upstage Iscicte clown
77 BTy ¥ Bloickout Bilcnsis aut e
| VIEJAL Bows Bright ard criber
a1 - WIsUaL Bows o . . cclorksr
&2 WISUAL _Enger Cleo hioes v
BS WISLAL Fest show Pt Sho Talkbhaok

Lighireg Deigres Shre Brusberg

wair FIRA)
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