




EXTRAVAGANZA 

Criss Angel in ilight: Tile star played 2 key creative r-oie in the development of the show. 

was to be more artistic about it," says 
Farrell. "That certainly wasn't the easy 

Lrl've heard many comments like, 'Wow, there's 

way! B U ~  I think it was more no magic in that show.' In fact, there are more 
rewarding." When Believe hits its than 30 effects. In some ways, there is more 
stride, the illusions blend seamlessly 
with the story, an approach that has 
been criticized, he notes: "I've heard 
many comments like, 'Wow, there's no 
magic in that show.' In fact, there are 
more than 30 effects. In some ways, 
there is more magic than in some 
other guy's performance, where he 
spends 15 or 20 minutes talking 
between each effect." 

"This was a little different for Cirque 
du Soleil," Jonathan Deans, the sound 
designer, who also did Mystere, 0 ,  
La Nouba, ZUMANIW, td, LOVE, 
Saltimbanco, Colteo, and KOOZA for 
Cirque. "Unlike Love or td, where 
we're tapping into people's 
imagination and letting them dream- 
either sonically or visually-in Believe, 
Criss Angel is the focus." 

"One of the primary design goals 
was to give a whole new visual feel to 
a magic show," says Farmer. "A huge 
part of that is our director [Serge 
Denoncourt], and his idea of not 

magic than in some other guy's performance, 
where he spends 15 or 20 minutes talking 
between each effect. " -Farrell 

wanting to see a Vegas-style magic 
show, with a guy in front of gold lame 
curtains. We wanted to have a visual 
impact-as Cirque usually does-that 
takes you to other worlds." Much of 
that otherworldly impact was created 
with projections. "We had the idea of 
bringing some elegance to the world 
of Criss," explains Francis Laporte, 
the image and projection designer. 
"He's playing a character on a journey, 
and we tried to make it mysterious, 
but we didn't want him to be some- 
one else other than he is." 

Design for two worlds 
When you enter the Be'ielve theatre, 
you see an ornate. irfecate gold 
proscenium, d o m i r ~ t x  >t a large 
(and tricked-olA1 c 'x i .  a-r3. adorned 

with the figures of bunnies. Inside the 
gold frame is a red curtain, and 
placed throughout the audience is a 
large number of lanterns. The curtain 
rises, and a straightforward, Mindfreak 
kind of magic show begins. Then, 
during an illusion with a Tesla coil, 
Angel's character is knocked uncon- 
scious; the audience enters a fantastic 
world inside his mind, full of evil 
bunnies, clowns, and assorted situa- 
tions that require him to perform magic 
while pursuing an angelic woman. 

These two worlds-the opening 
segment and the fantasy that follows- 
required different approaches; 
Farmer's lighting style changes 
dramatically for each. This approach 
required "one style of rig piled on top 
of another on top of another," explains 
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animation. The real chal!ence :. 2s rz 
deliver an illusion show in a '.6,C- 
seat auditorium where everyboe ?as 
a different point of view; you had to 
be sure that you could pull off the 
illusion for every seat in the house. 
John and I, with the experience in our 
respective fields, complimented one 
another in figuring out how to best 
deliver the illusions." 

"We knew how we wanted the 
illusions to work, and what it would 
take to get them to them to work," 
says Farrell. "But we didn't know 
would make them not work. That was 
a big learning process. None of these 
illusions existed before, so we're still 
learning how to make something that 
will be consistent, because we're 
talking about 4,000 performances." 

"We had a lot to learn," says 
LaPorte, who doesn't have a back- 
ground in magic. "It's a challenge 
putting a 60' screen behind something, 
when you don't want the people to 
see it. I know that an image can eat 
anything onstage in one second. You 
are not in a rock show, and you don't 
want anyone looking at an image 
when the focus is on Criss and his 
environment." 

Deans, who also designed sound 
for another legendary magic show in 
the 1980s, explains how even the 
sound designer can participate in an 
illusion: "I learned from Siegfried and 
Roy to respect the power of the magi- 
cians and the visual connection they 
must have with the audience in order 
to make their illusions work. You have 
to look at an illusion without distrac- 
tion, to understand it. I had discussions 
early on about not using in-ears or 
other devices on Criss-because that 
might make someone say, 'Anyone 
could do that, because he's wearing an 
in-ear.' Most of the miking involves a 
hand-held, or a unit on somebody else, 
or even on the set. My goal was to 
envelop the audience with sound while 
not distracting from what they're 
seeing, because the attention has to 
stay with Criss Angel, the magician." 

Lighting, of course, is a key part of 
the success of any illusion. "It's 
alv~ays a challenge lighting magic, and 
still trying to be artistic," says Farrell, 
"because it's about lighting what you 
want to see, and not lighting what you 
don't want to see. Sometimes there's 
a very thin line between the two, or an 
overlap; sometimes, unfortunately, 
Jeanette would have to sacrifice a 
little bit of art for technical reasons." 
Farmer also worked on Siegfried and 

The renovation presented many 
challenges for the Cirque team. "There 
were changes in the International 
Building Code in 2006, as well as 
Clark County addendum that were 
implemented since we built LOVE in 
2005-2006," explains James "JT" 
Tomlinson, a veteran of Cirque's KA 
and now senior project manager of 
Cirque's resident shows division. In 
January, 2008, at a key point in the 
Believe renovation and production 

''we had the idea of bringing some elegance to 
the world of Criss. He's playing a character on a 
journey, and we tried to make it mysterious, but 
we didn't want him to be someone else other 
than he is. "- Laporte 

Roy, an experience that, she says, 
gave her "confidence to know how to 
deal with certain kinds of effects." 
Beyond that, she adds, "I'm going to 
be awfully cagey about talking about 
the lighting and its impact, whether 
positive or negative, on the illusions. 
There's a core of people who do 
magic, and they believe strongly in the 
brotherhood of silence. In my heart, I 
believe that the enjoyment in an 
illusion show comes from not worrying 
about how it's done." 

Renovating the building 
Even after years of planning, 
animations, workshops, and offsite 
rehearsals, the integration of illusions 
into the show could only take place in 
the theatre-which was undergoing a 
renovation. "It was designed for a 
variety-type show, where you have a 
Diana Ross-type person standing 
center downstage throughout," says 
Winkler. "It wasn't designed for 
illusions. Very early on. we did studies 
to show what needed to be changed, 
because there were some pretty bad 
sightlines. Cirque Sas'caliy revamped 
it" to guarantee tt-e "?tr=ps could see 
the illusions. 

load-in process, welders accidentally 
caused a major fire on the exterior of 
the Monte Carlo Hotel, an event that 
was visible for miles up and down the 
Strip. This led to additional calls for 
oversight and stricter enforcement 
of regulations. 

"The building department informed 
us one week before load-in that they 
would require permits on several large 
elements that we had scheduled for 
the first days and weeks," says 
Tomlinson. "Some have typically been 
considered scenery in the past, and 
were not subject to such intense 
scrutiny. The permitting process 
required additional stamped 
engineering and documentation, plus 
revisions, re-submittals, and reviews, 
and, once we got approvals, we still 
had to modify several elements before 
we could load them into the theatre. 
Most notable was the requirement for 
the already steel-framed deck sections 
to be welded throughout, and secured 
to the building with seismic-rated 
anchors. There was a rather 
complicated discussion regarding what 
kind of wood we could use for the 
deck, and, in the end, we had to 
remove the theatre's original live floor, 
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console, with one MA Light and :'-= 
MA NSPs. DMX distribution is 
handled by ETC ETCNet2 wired and 
City Theatrical SHOW DMX wireless 
units. Dimming is by Leviton and 
Strand. The gear was supplied by 
PRG Las Vegas. 

Farmer and her team also spent an 
enormous amount of time on the 
lanterns that are used throughout the 
show. "We have so many of them, we 
had to spreadsheet it," the designer 
says. "Some are completely remote 
wireless DMX, so they're cued in with 
the rest of the show. We worked with 
Woody Kirkman, at WT Lanterns in 
California; he specializes in lanterns 
and lantern history. I found a picture 
of an old kerosene-based police 
lantern which was used by Scotland 
Yard in the era of Jack the Ripper." 
One entire scene is lit by nothing but 
four HMI flashlights held by the 
actors. "We got them the lanterns 
early, so that they could start working 
with them," she says, 

Farmer also says she is especially 
proud of a wall of light, consisting of 
more than 200 incandescent lamps, 
which forms a backdrop near the end 
of the show. "I'm all for being green," 
laughs Farmer, "but try doing that with 
a fluorescent light bulb! It was fun, but 
I drove the guys crazy, because I kept 
wanting to try different things. Fhe 
wall features] a variety of low-wattage 
light bulbs, and T l  0s and T8s. The 
TI0 is the orchestra-style lamp right, 
the tubular lamp, which I wanted, 
because I wanted to see the long 
filament. And then we found a T8-it's 
super-long; you dim it way down and 
get that gorgeous, super-warm 
incandescent glow. Every lamp is on 
its own individual socket, and is tied 
into this mess of wiring on strips of 
unistrut." She adds, laughing, "They 
really enjoyed putting that together, 
because I had personally drawn in 
WYSIWYG how I wanted every light 
bulb to be. It took them a long time to 
figure out that, no, I really wanted it 
just like that." 

The I lus~ons and effects yo far beyonrl r l i n s ~  

Video 
The video system includes an upstage 
Stewart AeroView rear-projection 
screen, 60' wide by 30' high; located 
downstage is a Stewart Lumiflex 
50/50 screen, 32' wide by 30' high, 
used for both front and rear 
projection. Images are delivered by 13 
Green Hippo Hippotizers V3-six for 
the upstage screen, three for the 
downstage screen, one "gunny," or 
hand-held, unit mounted in a catwalk, 
and three spares. All 20 of the show's 
video projectors are Christie Roadster 
S+ 20K units. 

"I used the [Green Hippo] 
Hippotizer V3," system, says LaPorte, 
"because I've been working with them 
so much. We are able to control as 
many projectors as we want in one 
timeline. "This was a good project to 
work with 3-D [modeling]. " he adds, 
"and I was very touo'7 with the graphic 
artists, because I cor': like the feeling 
of 3-D-it's co'd. Sc ' ~ s &  a lot of 

seen in a conventional magic show. 

translucency, transparency, depth. I 
used smoke to do clouds; I used 7-1 0 
layers. We used lots of software, 
including [Autodesk] Maya, but I'm 
more an [Adobe] After Effects guy, so, 
in the end it's where we compose all 
the elements together. Version 3 of the 
Hippo software has a timeline, which 
gave me the opportunity to make 
adjustments in real time. When you 
are in creation, you don't want to 
spend a lot of time rendering new 
things. It's very important for me to be 
working at the speed of the lighting 
designer and the director; I want to be 
in the same rhythm." The system was 
supplied by Solotech. 

Sound 
"My philosophy of live sound," 
explains Deans, "is to create 
something that you can't experience 
anywhere else. So even if there is 
some amazing multi-channel recording 
made of the show, and people can 
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