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Smart.

Powertul.
SLX.

Intraducing SLX™ Wiretess Microphone Systems.
Hard-working UHF wreless that provides the best audio
quality and ease of use in ts class. Shure’s patented
Audio Refarerce Cormrgarding delivers crystal-clear sound
far b=yond the limits of canventional wire ess technology.
And nnovative automasic features make s=2tup fast by selecting
oper ‘requencies and syncing transmittets at the touch of a button.

SLX makes advanced wireless technology more accessible than ever.
World-class audio, wory=ree operation. What you've been waiting to hear.
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Fieference
Cormrpanding
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SHURE

It's Your Sound”
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Hereitis. ...

Introducing NION (n. nee-on), the next generation
MediaMatrix audio core. NION, or Networkable Input
Output Node, draws from the legacy of the unmatched
power of MediaMatrix technology, the world standard
for audio processing.

After more than 10 years of dominance in the installed
audio and communications market, more projects
worldwide use MediaMatrix than any other
configurable digital audio processing
system. Now it’s time to raise
the bar.

NioN™”

MediaMatrix

Faavey Electronics Corporation

The rack shown on the left is
capable of supplying DSP power
roughly equivalent to 12 fully loaded equipment racks
worth of processing. It supports more than 250 analog
audio connections, more than 250 CobraNet audio chan-
nels and includes full support for Ethernet, SNMP, serial
and analog control. All with 24-bit converters and 32-bit
processing throughout.

Stand alone, centralised, distributed, whatever—with
NION, there are no limits. There are no equals.

NION will change the way you design forever.

cabd™

The companion CAB 4n breakout box gives the designer an easy way to add I/O. Four configurable bays

support multiple combinations of 1/0, including 16x0, 0x16, |2x4, 4x12 or 8x8. Seamless integration on
a CobraNet network eliminates the need for proprietary interconnects or clunky audio “hubs.” Like the
NION, the CAB 4n is an Ethernet product and supports SNMP.

S eIk

D I tﬂhllt&d exclus,‘l_' ely _ by = mediamatrix.peavey.com
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POWERFUL PERFORMANCE

UNRIVALLED VALUE
LX-E SERIES

The LX-E series of loudspeakers are capable of extremely high
powered sound pressure levels and exceptional sound quality
- the result of a challenge for our engineers to make a
professional performance sound system with the highest
sound quality, dynamic range and bandwidth. AllL of

the LX-E series cabinets are made from top quality

Birch Ply and are coated in a two stage durable

epoxy black paint finish. For ease of

installation all FOH LX-E series cabinets

feature rigging hardware.

The LX-E series offers a range of

systems to meet your sound

requirements with front of house

available in both 127, I5" plus a

double [5" and horn version. For

the Bottom end you have a

choice of a single I5°, a

single 18" plus a double

18" subwoofer. For on

stage monitors, LX-

E are available in

12 and I5°

wedges.

Q

TWIN X SERIES

The Wharfedale Pro TWIN X Series of professional Loudspeakers are compact high
efficiency point source systems designed to meet demanding pro“=ssional
applications requiring both sonic quality and integrity. The TWIN X fertes is
especially suited to high guality sound reinforcement applications where the
power response and overall performance give exceptional results =ven in
challenging acoustic spaces. The TWIN X Series are manufactured from Zirza Ply
and have fly points on all panels.

Whether applied to a reverberant or "dry” club type acoustic environ—en= the
TWIN X integrates successfully with the room for superior sound qualit+ with a
minimum of equalization and tuning. Due to the co-axial design the TWIN X alsc

provides excellent stage monitoring in near field situations.

WHARFEDALE PRO — HEAR THE DIFFERENCE

For more information visit the Australian
Distributors website: www.cmi.com.au, or phone CMI on (03) 9315 2244

) TECHNOLOGIES

ACTIVE COMPACT SPEAKERS

LIVE SERIES COMPACT MONITORS e,
L Series monitors have been designed for portableor {0, —
installed applicaiens. These speakers feature 2 full: § 1R
hanical phase corr . Their
W r2sp maxas them ideal for

spe-:n:h or n:nusiarspmduakm.
MONITOR SERIES COMPACT MONITORS "]

/7 f\w
]
These 2 way momilcr speake- systems offer the

widest frequency response in a3 compact design with
ACTIVE & PASSIVE SPEAKERS

accurate reproduction. The M series comes with a 1"
dome tweeter and a 6" bass loudspeaker.
The L & M series-nenitors cabirets feature magnetic
shielding.
. OPERA SERIES SPEAKER S5YSTEMS
S— | The Opera series of speakers offer a full range of Self
; Powered and Passive cabinsts maoe from extremely
durable and stable polypropylene. All models in the
OPERA series are fitted with high grade Bi-amp Class H
output stage and have inteligent technology electronics,
such as active phase optimised diplexer and the dynamic
soft clip limitex, which protects the
system from overload and allows
reliabie operaton right up to the power
limit.
STAGE OPERA SERIES
The STAGE OPERA Series cabinets
are all constructed in Birch Ply and
- incorporate the best very in European
't speaker technelagy available from
£ such manufacturers as B&C and 18
"'} Sound. The STAGE OPERA Series are
i ir self p d and passi
mode's. All seff powered models are
fitted with a dynamic limiter, which
protects the system from overload and
engages softly virtually inaudible.

range 5" v'vi'th

——@& FL10 PASSIVE

= 10" woafer 1orn loaded

* 1" B*#C Cormp. driver

* Driven by F_ 15

=250 - 19.008 Hz

= SPLA31 dB peak

+ Dispersion 75° x 50°

@ = Speakos 4 connector
*23.5kg

1 = 500 z 500 x S0 mm

-——@FL 15 3-AMP ACTIVE

=100 + 300 + 500W RMS

= 15" Bandpass-Woofer

*53-250Hz

= Max. SPL 132 dB

* Crossover oul at 250 Hz

* 2 x Neuftrik Powercon

& * 1 x Neufrik Speakond- Out for
Bi-Amping FL10

«42Kg

=500 z 500 620 mm

-+—@FL 1B ACTIVE

« GOCW RMS

= 18" B&C-Speaker

* 40 - 100 Hz

* Max. SPL 123.5dB

= Crossover ouf at 100 Hz

= 2 x heutrik Powercon
*50 kg

L + 500 x 700 x 550 mm
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Rock photograher (leg21d) Bob King took
this great photo in Sydaey. Our feature story
or Brian Wilson lelves deep into why he is
sC strange.

| Winner! |
|  Robert Bird from |
| Keoerra n Queensland |
| has subscribed and |
| wiis atrain ng course |
| wortn $2625. To |
| subscribe, log on to |
| wwwijul usrediacom |
| or call 1-800-635-514 |
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Designed in Australia

ASHTON CLASSIC 100

The pinnacle of Ashton’s
micraphone renge, it doesn't get
much better than this
professional quality masterpiece.
This large diaphragm valve
micraphone has an amazing
dynamic range and a warm, rch
tone that will lift any vocal track
to new levels. [k comes complete
with heavylduity aluminiumicase

for protection and a'shack mount

for great isolation
The ultimate recording mic!

ASHTON SMG100

- Large Oiaphragm Valve
Microphone

- Switchable Polar Patter—
[orni and cardioid]

- External Low Frequency
Foll Off Switch

- Flet and wide frequency
response, with wide
dynamic range

- Warm and natural
sound from Classic
Valve electronics

- Supplied with
Suspension Shock
Nount & Swivel

Adaptor Mount

- Power supply

- Heavy duty aluminium
carry case

Ideal for your home studio, this large 1" diaphragm micrcphone

{

sessions.

- Professional Studio
Microphone

- Condenser

- Phantom Powered
- Large Diaphragm

- Supplied with Swivel

Adaptar Mount <5

- Packaged'in a heay
moulded plastic case;

ity

T

will give you professional quality sound at a gractical price.
It comes complete with a swivel adaptor for easy mounting and
also has its own heavy duty plastic case to kzeg it safe between

See the full range at

www.ashtoamusie.com.au
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$914 million contested

Qur editorial last issue about the size and
scale of the enterzainment technology
industry generated a lot of mail. Surprising v
miost people think our estimates were wrong
- but conservatively wrong. We |l stick with
the $914 million for now, and maybe carve it a
little differently when we do the 2005 review.

The Hour Bank

When we were putting this issue together,
we oolled our email list about employers.
Particularly we wanted to expose the WORST
employer in our irdustry, and praise the BEST.
Tne results were nconclusive. We got plenty
of wild stories about bad employers, mainly
from former staff. Many were outright
defamatory, some downright alarming. Like
the serial groper who employs a new young
'executive assistent' every couole of weeks
and puts them through sorre kind of mental
torture. He has taken to running recruitme it
advarts in different media, lest a pattern
emerge. In his case, we can only hope some
of his victims eventually win in court.

Cn the positive side, we nad some nice
affirmations about some nice people. Keep
them coming, so we can do something in the
future. We know who the good guys are!

The project generated a side issue, namely
workers conditions in relation to pay and
hours. We had guite a few comments abort
the practice of 'hour banking'. It is used by
some employers to ease the dips and pea<s
cf the working year.

By way of example, in corporate events
there is not much happening January and
February, and far too much happening in
September and October. Banking your hours
means the extra time workad in October

results in being paid to do nothing in February.

On the surface the scheme nas merit,
except that it is Lsually sold to the crew 01
the basis they have control over when they
taks their accrued hours. The notion is put
forward that a trio to Europe for three morths
on banked hours is possible.

Our complainants say they get to year two
and discover they have not reelly had any
flexibility in deciding their time off, the
company has decided it for them.

In reality, done right the scheme could te
tair, as long as the company shows the same
flexibility as the staff who decide each pav
cycle how many hours worked they wish o
be paid for, vs. how many they wish to bank.

“he sting comes when ther= is no work,
plus no hours banked, because this equalz no
pav!

On the other hand, working for a goverr-
ment funded performing arts centre, you're
paid whether you are busy or not. In som=
cases, the penalzy loadings are VERY sweet!

editorial

Training inflames readers

| wrote last issue about some reader
resistance to our prectice in 2004 of running
9 consecutive pages of training advertising
for the Juliusmedia entertainment technology
college in each issue.

Good news! For 2005 the practice is no
more. We will now run a simple, double page
advert. The mission has been accomplished,
the college is now cash flow positive, and the
message is firmly entrenched. | guess it's a
bit like a long & ection campaign where you
get driven nuts by a candidate repeating the
same thing, time and time again.

If you put your money into a college, in an
untested industry where training wasn't on
the agenda, you'd probably do the same thing
— if you also owned this magazine!

| do accept the crticism, which unearthed
some funny attitudes towards training in
general from people already employed within
the industry.

Like, 'why do we need training?' and 'the
best training is the training | had - on the job'.
Easy to say when you have a job, but as soon
as the job vaporises, how do you validate
your skills? If you are dragged into court to
give technical evidence, how do you prove
you are 'competent’ to do so?

There's a genuine and understandable fear
of undertaking a skills assessment. Every
time we assessments, we meet people with
clammy handshakes. Whether you are sitting
an exam, going for a driving test, or being
assessed, chances are you'd prefer to avoid
the experience. All | can do is to try to
reassure anyone faced with a skills assess-
ment that the process is not painful.

| also understand the perception that my
relentless promotion of the issue of training
is self serving. It is to a degree, however
what | said las: issLe about the government
not properly promoting training and
traineeships is valic. | had some mail to the
effect that mavbe the reason why the
government isn't promoting traineeships in
the industry is beceuse they do not want
them. | can assure you that isn't the case.

At the end cf the day, | don't mind WHERE
you get training, as long as you GET and GIVE
some. Please buddy' somecne at a show or
in the studio and teach them whatever you
can. Do it as a1 extension of some formal
training they get at a government accredited
college ora TAFE.

I've spent over 3 years getting my training
college up and running the right way. Thank
you for bearing with me while |'ve done it.

Finally, | promise this will be my last
comment on this page about training - at
least for a while!

Now, on with the magazine........

- Julius Grafton

CX 7



Sennheiser's AudioBeam is
able to focus sound like the light
beam of a torch. It works with
ultra-sound, modulating the
audible sound onto an ultrasonic
carrier frequency, much like a
radio s:ation does, and then
emitting this signal via 150
special piezoelectric pressure
transducers. Great for muse-
ums. www.syntec.com.au

Bose debut the FreeSpace E4
Series | -an integrated four-zone
system providing signal process-
ing, rovting and amplification for
business music applications, A
Power Sharing amplifier distrib-
utes a maximum 400 watts of
power across the four output
zones. Each zone is capable of
drawing as little as 1 watt to 400
watts of power. It also schedules
programming of up to 64 events.
www.kose.com.au

Serge Lacroix won a Neumann
KM184 microphone at Sydney
outlet, Sound Devices. He is
pictured at left, receiving the
microphone from Neumann
importer Syntec's Bill Kelly.

CX s, www.juliusmedia.com

Ashton's Classic 100 i3 & large
ciaphragm valve mic-opione, It
comes complete with a
switchable polar pattarn extarnal
low frequency rel of* switch and
€ shock mount fo- grzat isolation,
glong with a heavy duty alu-
minium carry case. Classic 120
cells for A$895
www.ashtonmusic.cor.zu

Alto rising - in ust 2 y=ars this
Ialian based aud o vendor 1as
launched 150 different p-ocucts -
analog and digita prccesscrs, PA
speakers, mixers. power
amplifiers, and more. Imoo-tar
Music Link offer 3 swap werranty.
Fecently released - AMX compact
mixers — starting witha ~0
ciannel mixer wiz1 planom
power at A$12% retai .
viww.altoproaudio.com.au

The new Seaward PAC3730
(right) is a next generaticn
partable applianc2 tester tha:
powers up appliaices to conduct
a leakage current -es: - required
by law for appliarces with en
e ectronic switch Simply
conductirg an
insulztior test on an
' appience with ar
electronic switch
cou d fail to recag-
nise & fault bayord
the switc1.The
| PAC3760corduc's
earth bond, insulation
and polarty tas:s. as
well gs leakaje
current tests The unit
is designed wsith
simplz 3 buttan
operation Once the
user selects “he
required tast tre
PAC3760 zonducts an
autcmatic sejuerce
of tests.
WWW.emongz.com.au

Mackie's Spike all-inclusive
compact recording system is
shipping. It includes all of the
hardware and software necessary
to ad 24-bit 96kHz music
production to a Mac or PC.
Included with the Spike Powered
Recording System is the Mackie
XD-2 USB Audio/MIDI interface,
as well as a copy of Tracktion
audio recording and MIDI
sequencing software,
www.mackie.com

L-ACOUSTICS have launched
KUDO, a new generation line
source array system, KUDO
stands for K-Louver Modular
Directivity Technology United with
DOSC waveguide. The revolution-
ary aspects of KUDO is that you
can use it vertically OR horizon-
tally. Try doing that with any other
line array! Info from:
www.randomaudio.com.au

Amber Technology is now the
exclusive Australian distributor for
DPA Microphones - makers of
high performance condenser
microphones for stage, recording
& broadcast, For the past decade,
DPA have been well represented
in Australia by Leon Hart from
D2a Professional Audio. However,
in a uniquely amiable arrange-
ment between all three compa-
nies involved, distribution has
moved to Amber Technology with
Leon Hart also joining Amber.
www.ambertech.com.au

Lexicon's Pro Omega Studio is
now shipping with Steinberg's
Cubase LE - featuring 48 track
audio/64 MIDI tracks, up to 8 VST
instruments, 2 insert/4 aux sends
per channel and ASIO drivers.
With the addition of Cubase LE,
the Omega Studio contains all of
the components necessary to
transform a computer into a
professional 24-bit recording
studio. www.jands.com.au

Tannoy have announced the
launch of a very compact model
within their V-Series installation
range - the V6, V6 is NOT a plastic
box but a solidly constructed
MDF cabinet with a 6.5" Dual
Concentric drive unit. Tannoy
boast a very high level of linear
cone excursion for increased bass
power output

www.syntec.com.au




ko Novakovic has been told his “i'w can't work i~ the Adelaide Conventio Ce v re. Natura ly he is angry.

Locked Out!

Uncompetitive Conduct alleged at
Adelaide Convention Centre

delaide production

company MNovateck

Productions have
complained to the ACCC - the
L.astralian Competition and
Zonsumer Commission - that
=-ey have been 'locked ou:' cf
£delaide Convention Cent-=.

The complaint alleges u~air
cusiness practices and ani
competitive behaviour, whizh are
| 2gal in Australia under thz T-ade
=-actices Act.

MNovatech Productions owne-
-eko Novakovic alleges that the
Zonvention Centre are prevent ng
-is firm undertaking work fcr a
client on their premises. The
Convention Centre has its own in
~puse audio visual services
avision.

The complaint arose wren
“iovatech contacted the Czntre to
Ztrange a site inspection ta
“ nalise planning for a cliert
cuote. The client asked Nevatech
> provide costings for certgin
audiovisual and staging elermants
“zr an event scheduled in
=ebruary.

Leko Movakovic says that the

cortac: at the Centre, a tec-ical
plaininrg manager, told him tha:
he would be unable to perform
the work at the Centre.

"t e manager asserted that the
Certre has a policy of not
allcwing external production firms
onte the premises, 'unless thav
are part of a national roedskow’.

Challenged, the techrical
managar reconfirmed tke a l=ged
pol 2y. He stated that Novatech
wod d 1ot be allowed tc do tre
work within the Centre.

Leko Novakovic was ther
plazed in an extremely embar-
rassing situation, because tas
techical manager emai ed nis
client - without asking - and
ad\ sed the client that the Centre
'holcs o an inhouse policy
reca-ding the supply of all
audiovisual equipment and
technical staff (operators).”

“Tney are doing a disservice to
themselves®, Leko told CX. “It's
clezrly anti-competitive”

Leko was incensed that the
Certre would communicate :his
way with his client, an acticr
which limited any optior: that

Novatech had of werking on the
event. These options may have
ir > uded Novatech 2ngaging the
Centre on behalf of the client.

Novatech have advised the
ACZC that their prcduction rates
a2 lower than those charged by
the Centre, and that the Centre's
azt ons may force the client to
p=y more for produztion.

‘I am really sticking my neck
ot now, launching this action”,
hz said. "l know if | force the
Centre to allow us n, they will
make it very hard for us in the
future. | imagine we'll be payinc
h 31 hookup charges, and waiting
a ong time for senvices."

Leko Novakovic has taken a
bave stand, against a practice
wich exists elsewnere in the
irdustry in Australia. CX hears
many complaints which fizzle as
szon as we ask for the complain-
a~t to put their name to it.

“he ACCC has the power to
dz| ver a range of punitive
remedies, orders and solutions. It
ic elleged that the Centre has
made a substantial breach of Part
IV of the Trade Practices Act.

' Time to stand up

Leko Nevakovic deserves a lot of support
fcr having the courage to speak up on
what is a growing problem. It's a
problem that affects you, even if you
don't own a production company. What if
your show is hobbled with house
operatos, not familiar with your content,
who are 'imposed’ on your client? We've
even heard of house operataors (not at
Adelaidz) not allowing touring crew to
operate house equipment!

The industry needs to follow Leko,
and be ready to report restrictive
practices to the ACCC. The ACCC exists
tc ensure fair practices, which in turn
ensure everyone does not pay too much
fcr goods and services.

Meanwhile, these are the ten ways
that venues can make it difficult for
visiting productions. | must note we are
NOT accusing Adelaide of any of these
practices.....

1. Make access difficult.

2. Being obstructive in providing
informazion,

3. Not having the venue clear of previous
productions at the agreed access time.

4, Not allowing access earlier than
allowed if venue is empty. - a practice
trat tak2s place at all good venues.

5. Charge unrealistic fees for hookup of
power and even use of power.

6. Charge unrealistic prices for provision
of rigging, even if points exist,

7. Place proprietary rigging points or
motors to force you to hire rigging
equipment or accessories from them.

8. Leave a house rig set up, and charge
excessive fees to have it removed.

9. Force you to have venue staff on duty
tc “look after the venue” and sit doing
nothing, at rates dramatically in excess
of industry standard.

10. Mismanage and wrongly allocate
radio mic frequencies so your
fraquencies clash with theirs or others.
A | of the above are abharrent practices.
Note that there are examples of well
equipped Government funded venues
where visiting production companies are
allowed to bring in equipment.

Gaod example: the Sydney Opera House.

It is well equipped, professionally staffed
and has reasonable policies. Where
hirers have chosen to use SOH in-house

‘ production, SOH costs are known to have
been well and truly industry competitive.
It's time to stand up and be counted.

- Julius Grafton

CX g



Smart Console

he Smart console by
Smart AV is the culminat-
ion of more than a dec-
ades work by U.S. born, Sydaey
oased recording engineer and
suthor Michael Paul Stavrou.

The Smart console has been
shown at several trade shows
waorld wide, and is in manufacture
at Smart AV in Sydney. Itis &
arge format recording/post
console, which will seamlessly
nterface with several leading
engines, such as Logic, Vadis by
Klotz, Pyramix, Fairlight QDC and
Yamaha's DME 64N and 24M.

The significance of this produst
can't be under-stated. It is as

CX 10. www.juliusmedia.com

complex as any product Fairlight
has ever brought to market, and
will probably eat $3m or more
before making a profit.

The company is headec by ore
time Fairlight CEO David Hannav,
wit1 former DSP director Josepn
Narai. They know this turf well.

One of the things that is
revolutionary about the Smart
Console is the ARC semi ¢ircula~
array above the work surface,
shcwn above, where every
individual channel has select
buttons, a LED ramp, and a hand
writable digitally stored scribble
stria (below, left).

Your hand written channel info

is reproduced on a 62 x 32
vacuum f uorescent display at the
main conzrols (below, right).
Smart say that the console
allows 9€ or more channels to be
operated on a much smaller
footprint, with considerably fewer
operator movements than any
alternate design. You stay sitting
in the mcnitor 'sweet spot'.
Another unique user interface
is the EQ fan, where three fans
of EQ can be adjusted at any one
time. The EQ fan is a totally
different way of accessing EQ. It
shows cLt and boost as different
coloured LEDs, on each selected
EQ centre. This way it is possible

Australian
concept
launched
globally

to see multiple EQ settings - in
theory, very many at one time, on
the selected channel.

There's quite some excitement
amongst the upper echelons of
the audio community about this
console. The key to success is
going to be whether it can garner
sales against Euphonix and SSL.

Mike Stavrou has been
workshopping this format for a
long time, we recall writing about
his deas for the precursor to this
console eight or more years ago.
He is a very, very smart human
who lectures and writes with
authority on professional audio.

- Julius Grafton




LiLige

104“ screen size | 3D graphics | video capability | built-ir 2-way audio | modern exterior

The new

featuring the 10.4" mid-s
display screen you've been asking
for, the incredible performance
and graphics you've come to
expect from lsys®, a sleek new
look your clients will love, and a

price point you won’t believe.

TPS-4000 is the ideal interface for
presentations, meetings, training,
videoconferencing, education and

TPS-3000

for today’s connected homes.

New Look for Isys®

The new TPS-4000 inspired us to give the
entire award-winning Isys line a modern,
two-tone exterior. Isys is available in 6.4",
12", 15" and now 10.4" display sizes.

NSW Crestron Control SolutionS"FiyiE
Phone: (D2) 9737 8203 = Fax: (02) 973

vic Crﬁ-stron Control Salu.stlons Pty Ltd » 22!2

9 Beaconsfield St Silverwater 2128
'« Email: nsw@crestron.com.av



Philips Provides the Golden Solution

e T

E PHILIPS MSR GOLD

The MSR GOLD™ is the newest addition to the
highly successful MSR Broadway discharge range
by Philips Lighting. Using the latest technologies
and advancements, these GOLD™ double-ended
lamps provide the Golden Solution for the highly

The Philips MSR SA/DE GOLD™ lamps
are suitable for the following fixtures:

:
|
|

Martin Martin MACS50  Genlyte VL3000
MAC2000

Coemar Clay Paky X&Y Systems
ShowColour 1200 StageColour 1200 ZAP Colour

Studio Due
XS 1200

.-Geni OBY 2000

.
Gioto Spot 400 Robe Colour MSR GOLD
Spot 1200

demanding pressures of today's applications.
Three new technologies have been incorporated
to enhance the quality and ensure consistent out-
put across the complete Philips MSR range. The
technologies that have been incorporated within are:

I. A unique gas fill. By using a similar gas fill to that of
the MSR single-ended range, Philips has been able to
create the same white colour consistency across their
whole MSR portfolio. This is extremely important in
performances today that use both single-ended and
double-ended fixtures. It allows a consistent white colour
match on stage for any discharge fixtures being used.

2. Gold end caps and screws. By laminating the end
caps and screws with a Gold coating, it allows the cap
temperatures to reach a new industry heat of 400°C,
almost double the heat tolerance of other lamps avail-
able. The Gold end caps provide better current and
heat conductivity, which reduces the stress on lamp
cap and holders. This means less risk for the end-user,
by reducing possible damage to the lamp holder,
requiring fewer lamp holder replacements.

3. P3 Technology. With the famous Philips P3 technology,
the pinch temperature can be from 450°C to 500°C,
depending on lamp type, which is up 150°C higher than
the available lamps from other suppliers.The P3 tech-
nology eliminates the risk of early failures in the pinch
and can be used in any burning position without sacri-
ficing lamp performance.

The Philips MSR Gold range is available now in the following types: 1200V (MSR 1200 SA/DE)and 400V (MSR 400 SA/DE).
The 700W (MSR 700 SA/DE) will be released in early 2005.To learn more about the Philips MSR Gold lamps visit:

www.broadway.philips.com

PHILIPS

sense and simplicity



"Professionals demand perfect I|ghtmg
that's why I'm going for ©

Philips really understancs Event lighting That's why we've chosen their MSR

A lamp that combines reliable perfo-nmance with excellent colour quality. Perfect colours
based on pure white light. All the time, every time. For more informatior please contact
Philios Lighting on Te 1300 304 4C4 or vist our websize www.broadway.>hilips.com

PHILIPS

sense and simplicity




Randy Klien heads Crestro-, the control and
intregration company. He is determined to
Crestron-ise the Australian market. It has bacome
a mission, a quest. He has serious intent, with a
new distributor - Crestron Control Solutions -
gearing up across the courry.

Crestron firmly dominate the market for zontrol
in most other countries, b_1 have faced strong
competition in Australia fram AMX. Globally
Crestron did US$220 million in business last year,
while AMX did US$88 millizn. Just five yea s ago,
Creston and AMX had equa market share.

"We have 65 to 70 percznt market share world
wide. | don't think that knowing we are 3 times
bigger than AMX will make 3 difference herz, but
our new distributor will".

Crestron Control Solutions is an adjunct of Audio

Yamaha forms commerciel audio agency -
and prices fall as much as 33%

Yamaha Music Australia has announced a
new sales and support network for
selected Yamaha Commerzial Audio
products.

Yamaha Australia is a whzlly-owned
subsidiary of Yamaha Japa~, so customers
will be purchasing directly from the
manufacturer.

The outcome is price reductions by
Yamaha Music Australia of up to 33% on
its commercial audio prodLcts. The
agencies are divided into roduction and
sound reinforcement strear~s, with
different products in each.

Yamaha agents include:

Sound Devices, Turramurre Music,
Mannys, Musiclab, Lots of \Watts, Sound
on Stage, Coda Audio, Soundcorp,
Rutledge Engineering, Brisbane Sound,
and Dominca Sound.

Agents visited Japan (richt) recently.

CX 14, www.juliusmedia.com

business news
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Erestron aetermined to short circuit AMX

Telex Communications, a leading pro audio
distribution firm with offices in all major states. It is
headed by Rod Craig, who has just invested heavily
in Crestron distribution.

‘Money can come and go, but he (Rod Craig) has
created a great name and a reputation. And now
he's put Crestron right next to it", Mr Klien told CX.

"It just doesn’t do me right to know there was a
hole in this market. I'm frustrated. It pisses me off!"

The new venture has stock in 5 cities plus in NZ.
*AMX can't do that", Mr. Klien says. "Rod has a
national infrastructure, he has committed everything
to build additional business. He will do it.”

Randy Klien is pictured above left with Warwick
Maver, National Sales Manager, and Rod Craig,
Chairman of Audio Telex and Crestron Control
Solutions. www.crestron.com.au

- Amber Technology has
recently become a public company -
Ambertech Limited. The long
estzblished audio distribution firm
floated at the end of 2004 and raised
A$8.5 million. The float was oversub-
scribed.

Dolby have mopped up the final
parcel of shares in Lake Technology
after applying to the Supreme Court of
NSW for a ruling. The shares were not
sold to Dolby by an investor, thought to
be former Prime Minister Paul Keating.
Mr. <eating lashed our at Dolby's
original share offer, describing it as
inadeqate.

Staging Connections parent
company AAV has seen its value fall by
up to 40% in the last year, according to
a review of small cap stocks by Network
7 news.

Martin Professional expect to
lose 40 million DKK for 2004, news
which parent firm Schouw & Co
describes as a poor result. They say
qual ty issues have delayed two crucial
new products coming to market,

The Australian Music
Association report that pro audio
imperts grew a healthy 8% in value last
year. But the AMA cautions that a new
era of deflation due to 'The China
Factor' appears to be with us. A 'hasher
form of capitalism’ is at play, as unit
values fall for virtually all goods.




AN ENGINEERS DREAM...

M|.3000

Dream: _ bV , f{.; AFEE
noun 1 a cherished ambition or ideal; a fantasy. ey o e
2 (informal) someone or somethmg percewed as wonderful or perfect < Ry

‘Invesligate’
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The ML3000 is the mosl comrpact VCA console availablke today —
feature-packed with al. the toals you need to handle any job, and
delivering the best audio qual'ty to finish the package.

It is, quite simply, perfect!

Don't let its small size a1d modest price fool you — this cual function
LCR console is equipped with 8 easy-to-use VCA groups, 8 mutes
groups with MIDI interface, 8 aux sends and an 8 x 4 matrix all in e
rugged, built-for-the-road fra=e.

Which is why, if you're thinkirig about investing in a new live ccnsole.
the ML3000 is the lagical choice. It's where dreams become realify.

Technical Audio Group, A L L E N H E AT H
43-53 Bridge Rd, Stanmore NSW 2048.

Ph: 9519 0900. Email: info@tag,com.at WORLD CLASS MIXING



Aviom's A-Net expands

Digital
multicore
on Cat b
cable
boasts low
latency,
low cest

CX 16 wienw jLliusmedia.com

vom is a new narie, the company entered

the market with their revolutionary

Farsonal Monitor Mix ng System (pictured
right), whzre individual musicians can control 16
chennels nto thei- own headsets or in-ear monitors
using a neat little mixer. Tt e irterconnect, using
common Zat 5 catle, is what nspires everyone who
has seen :he system.

Mow Aviom have taken :he technology to the next
level with a professional adap-ation, where up to 64
channels of audio can be sent up or down a Cat 5
cab'e, wh ch little ‘atency. _atency is the ‘L' word for
any digital audio agplication, where things need to be
processec, and that takes time. Aviom claim under 1
mill second for their A-Net.

Lnlike Cobranet styled systams, A-Net is just a
trarsport system. No computer is reguired. You
connect an input box at on2 end, and an output box at
the other end. Then run cable. As much as 150 metres
between zny two boxes.

Joel Brezy (pictured above) -rom Aviom visited CX
recently and showzad us the system. We decided to
test the inzegrity of audio when subjected to ridiculous
inte-ference, so we wrapped & mobile phone with Cat
5 cable, ard sent audio througn it. No problem.

A-Net is bi-directional, you can run devices in series
(daisy chained) or set up a star or distributed network.

Aviom co recommend professional and flexible Cat
5 cables be used - not shie dec, but we have run the
systam on crappy twisted blue stuff here at the office.

used for a concert multicore.

A variety of hardware is available, including input,

output and even mic input boxes.

It should only be a while before we see this system
www.aviom.com




MIXING CONSOLES::

Fram compact mixers with Phantom
power and EQ, to large format consoles
with all the high-end features you'd
expect from more expensive brands.

fje|a]s
AUNERER
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L12 MIXER TEIEIER
RRP::$569

NERRRER
PA SYSTEMS & COMPONENTS:: STILIE
Combolete range of awesome sounding PA speakers - powered and unpowered - for all AENERE
applications - live band rehearsal, church, schaol, spruiker. Plus powered mixers, 2lajala
power amplifiers, 2ffects units, equalisers and more.
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AMX100 MIXER
RRP::$129

AT e e e e e a’

e m | I ews 15a PSAHA .¢ T
s000seRRR - - - . \l" POWERED PA BI-AMPED | | ,.\t ,.
~ SPEAKER POWERED ! | ) *

PEM 8.250 POWERED MIXER g i RRP::5799 SPEAKER !
RAP=$749 — s WITH DSP g ) g~
(or $1299 with speakers) Bl RRP::$1199 | /‘{ !f
<o W P
DJ MIXERS, STUDIO < S S = | l¢! !“‘
Over 150 quality products, with full > : ALPHAVERS __I.._
replacement warranty. Local on-line : DIGITAL EFFECTS UNIT | l‘f’! !*‘
support, product info and news RRP::$199 f O e g

updates at www.altoproaudio.com.au  mx20 DJ MIXER : e
RRP::$199 '

Available from all good music
stores or contact us for your
nearest Alto dealer::

Districuted exclusively in

E-mail:: alto@musiclink.com.au Australia by Musiclink
phn DB 9765 6580 29 South Corporate Ave.

Rowville 3178
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Group Technologies Round Up DiGiCo

roup Technologies GT) has be=n appointed sole

distributors of DiGiCo's Digital Live Consoles,

including the new D1-Live anc the sucessful D5-
Live Series. The PLASA shcw in the U< provided the
backdrop for Melbourne-tased Group “2chnologies' signing
with DiGiCo UK. Managing Director of DiGiCo, Bob Doyle,
was also in attendance 7o wish the GT team all the best.

The DiGiCo signing wil sse GTs line-up of products,
including RCF, Nexo, Optocare, Camcc Stagemaker and
Quest strengthened by D G Co's range of live digital
consoles.

*Securing DiGiCo's distritution in Australia is a milestone
for our company, and grezt 1ews for tF 2 Australian audio
industry” said GTs represen-ative, Adam luston. “It is just
incredible timing for us as CiGiCo release the new O1-Live
system, which we believe to be well-sLited to the
Australian market”.

DiGiCo formed in the UK to develop -he D5-Live Digital
Mixing System, a console based around a powerful DSP
engine utilising Soundtrecs hardware and software, out
with features dedicated tc live sound mixing. D5-Live was
the world's first truly oper-ended consale system, with
additional features being made available in new software
versions.

The new DiGiCo D1-Live system allows users to cwn a
system based on the D5-Liva Console, vet is cost-effective.
D1-Live provides the same sonic purity of the D5 and much
of the accessible control. in an even mcre compact frame,
at an "Access all Areas” price. The benefits of this system
are equally compelling in a host of diffe-ent applications:
the tactile, intuitive, hands-on simplicity of the work
surface with its clear, bright backlit TFT touch screens,
snapshot controlled fully autamated mc ving-fader mixing,
powerful built-in dynamics and digital ef*ects and complete
“recall-ability” of every function.

CX 18. www.juliusmediz.com

GT's first sal= has been to Johnson AL dio Services, who
hzve purchasec a D1 and & D5 consale.

Owner Bruce Johnson tcld CX ha plan: to tour his new D5
world wide with Brit Brat band Oas s this yezr. Bruca has
b=en their sound 2ngineer of choica for around 5 years, and
hzs signed on t= do sound again fo- a lengthly world tour.

It makes como ete sense that he hire himeself the console,
wich would otrerise have been hired frc n someore else.

Jet monitor engineer Mz 'k Craw ey is piciL red below with
tF2 new D1, wkich J.AS. Lsed at Fomebaka

CX plan to review the D1 shortly, and f -s1 /mpressions
show a very compact, friendly work surfaze with some
interesting possib lities when used “or stege monitors

* =or more info: go to www.gtaust.zom
| = 3




COMPUTER,
MEET CONSOLE.

INTRODUCING THE DUAL-TOUCHSCREEN, 2a4-BITI192kH=,
FIREWIRE-STREAMING, VST-COMPATIBLE, PRO TODOLS-NUENDD-
LOGIC-CONTROLLING, MIASSIVELY EXPANDABLE DIGITAL X BUS.

Seamless computer integraticn. Forward- with analog kutzons and switches, not “virtual”

Icoking architezture. Uncompromising ones.So you can quickly make the Digital X Bus
sound. And dramatically faster production. the centerpiece of your existing studia without
These are the basic ideas behinc Mackie's

breakthrough X.200 and X.400 High-

re-learning wnat yau already know.

Winner, Pro Audio Revew

Deinition Production Consoles. sweellence Award AES2003.  Considering features like 24-bit/192kHz
operation, streaming audio via FireWire 1/O, the
Cesigned in a joint partnership between Mackie and ahility to route any input to any output, VST plug-in
SaneWave Engineering, the award-winning Digital X Bus compatibility, full Surround capabilities, a giant rear-panel
is not only the most powerful and versatile digital console  card cage, and integrated control of Pro Tools™, Logic™
in its class, it's the first digital console to deliver features Nuendo™ and more, the X.200 and X.400 consoles are
previously found at more than ten times its price. rzady for action. And considering their starting price

thousands of dollars less than any comparable zonsole in
Everything abcut the Digital X Bus interface—from its th2 world, you will be taa.
dual 15" touchscreens to its 100mm Penny + Giles™
motorized touchfaders—was designed for the precise Maet the future at wwi.mackie.com.

response and intuitive operation commonly associated

For mare i 1formation, contact:
AUSTRALIAN AUDIO SUPPLIES

Rusbralian Audip FReecALL 1800 50 20 15

SUPPLIES EMAIL sales@ausaudio.com.au

——— o

www.mackie.com
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look at the highlights of the year 1967 will tell
you that Lyndon Johnson was president of
the United States; a first-class stamp cost a
nickel; Rolling Stone magazine published its first
issue; Frank Sinatra's “Strangers in the Night"”
won the Best Record Grammy award; John
Lennon and Paul McCartney won for Best
Song with “Michelle”; and the Boston Red Sox
lost the World Series to the St. Louis Cardinals (some things will
never change).

What's missing from that list, however, could have changed how
1967 is remembered, and could have changed musical history.
While the Beatles were poised to release Sgt. Pepper’s Lonely Hearts
Club Band, the most ambitious album of the decade to date, Brian
Wilson, the Beach Boys' brilliant, troubled leader, was embarking
on a production that many feel would have eclipsed even that. Where
the Beatles were bringing rock together with English music hall
influences and stabs at musical psychedlia at Abbey Roac Studios,
Wilson was ensconced in Sunset Sound and a few other classic L.A.
studios trying to put together an album that would span rock, pop,
gothic modal harmonies, barbershop quartet, and Aaron Copland.

SMILE — dubbed by Newsweek and the New York Times as the
best album that was never released — had attained mythical status.
In the wake of 1966's Pet Sounds, even the Beatles were awestruck,
and like everyone else in the music business, wondering what
Wilson would come up with next. SMILE was to have a grand
vision, what Wilson once described as “a teenage symphony to God":
a sweeping musical journey across America in three symphonic move-
ments, comprising 17 pieces that are as much motifs as sengs, run-
ning into each other without a pause. Anticipation for SMILE ran high
— Capitol Records had printed 400,000 album covers, awaiting deliv-
ery of a finished master.

It would be a long wait — that master took 37 years to arrive. Brian
Wilson's well-publicized bouts with mental iliness, as well as his fel-
low Beach Boys' own trepidation about moving too far away from
what had becomne an enormously successful hit formula — by 1966, the

CX 20. www.juliusmedia.com

Beach Boys had racked up nearly two cozen Top 40 hits, including "I
Get Around” and "Help Me Rhonda," all produced by Wilson — con-
spired to can SMILE. In 1968, after 85 recording sessions, includ-
ing more than two-dozen for the song “Heroes and Villains”
alone, Wilson abandoned SMILE. What had been recorded —
bits and pieces and a few complete songs on acetates that
Wilson would spend hours reconfiguring and resequencing —
was put into storage, seemingly forever.

When Wilson began to come out of his depressive funk in the
1990s, recording his first solo record, SMILE slowly came back on
the radar screen. In early 2003, he assembled an 18-piece band
and orchestra and did six sold-out and acclaimed live performances
of SMILE’s music in London. Then, in April, Wilson and the ensemble
went back into the studio — Sunset Studio One in Hollywood, where
he and the Beach Boys had originally recorded parts of Pet
Sounds — and, after 37 years, put SMILE, finally, into recorded form.

The enormity of SMILE as a piece of music is rivaled by its
personal meaning to Brian Wilson's painfully sad self. “[SMILE]
has been an albatross around Brian's neck for almost forty
years,” comments Mark Linett, the audio engineer on the new
project and on Wilson's first solo record in 1987, and who continued
working with Wilson on subsequent projects including boxed
sets of nearly all of the Beach Boys' catalog. “Making SMILE has
been more than therapeutic for Brian: It represents him facing
his own demons, and now at last Fe's triumphed over them.
SMILE isn’t just a turning point in his career — it's a turning
point in his life."”

In the early '80s, after several years as staff engineer at Sunset
Sound, Linett moved to Warner Bros. Records’ Amigo studios in
Los Angeles, where he did sessions with other legends, including
Randy Newman, Michael McDonald, Rickie Lee Jones, and Los
Lobos. Ironically, the first Beach Boys song he ever worked on was
ex-Van Halen lead singer David Lee Roth's hit-single version of
"California Girls,” which featured Brian's late brother Carl on back-
ground vocals.



Linett went freelance in 1984, when Warner's studios
closed. In 1987, when booking a session at Ocean Way
(the former Western Recorders), the studio manager said
that Brian Wilson had booked a last-minute session at the
studio and needzd an engineer. Would he be inte-ested? “|
said of course would,” Linett rezalls, a spur-of-the-moment

session that turned into a year's werth of work on Wilson's epony-
mously titled f rst solo record. He would go on to supervise the dig-

ital remastering of Pet Sounds, and later mixed a 5.” surround ver-
sion of that record released in 2C02.

Wilson and _inett work easily together, and Linett describes
himself as a technological bridge for Wilson, with experience
from an era of limited analog tracks and expertise with the d gital
hard-disk recording techniques that so much of Brian Wilson's visions
for SMILE prefigured.

"l don’t think SMILE is a record that had to wait for Pro Tocls to
be recorded,” Linett says in response to & question. "But
[Pro Tools'] abilitv to randomly and pracisely edit pieces
of music together would have made making
SMILE easier bazk then. | remember [recorc
label executive] David Anderle tel ing me
stories about 1cw Brian would sit for
hours with acetates of sections of
‘Heroes and Villians,” scrambling
them around, constructing and
reconstructing the song over
and over again ot of little
pieces. What began as
the tag of one song
would sometimnes
become par: of
another. In 1963,
[Brian] was work-
ing in modular
tashion — if ¢
song had two

verses and two choruses, he'd
only record one of each and copy
them, just as we fly in parts “oday
on harc disk recorders. The limits
of the technology of the time — 3-
track, 4-track tepe decks — was getting in the
way of what he wanted to accomplish.”
(Althougn Linett adds that Wilson liked the idea
ot eight tracks: “He zould overdub leads
and vocals and not nave to do them at
he same time,” he says.)
Wilson and Linet: went back
to Studio One =t
Sunset



Active. Driven.

Meet the EX12 Active Full Range, 12-inch, Two-Way speaker system.
Proud new member of the EX Series family—a new breed engineered
from inspiring breakthrough technology designed to shatter conven-
tional passive thinking.

The EX12 is an active, high-precision speaker system that is
compact, flexible, portable, easy-to-use, ergonomically designed and
extremely powerful.

Every componant of the EX12 has been meticulously engingerec to
unlock its full potential. Th2 new large-format 3-inch compression driv-
er features a new treated titanium material used in the dome assembly
that has dramatically improved resanance characteristics and im-
proved dampening resulting in lower distortion artifacts and improved
frequency response linearity. It provides high-frequency output and
definition never believed possible fram a compression driver. The driver
and the advanced trans co'l 12-inch wocfer are driven by 500 watts of
high-definition amplification developed specifically for the EX12.

Recently, the UK Magazine MI Pra wrote the following after listening
to the EX12:

These speakers sound fantastic. Stun-
ning. As crystal as your grandmother’s
sherry schooners. And they have some
punch too....If there is any coloration, it
is a hint of warmth and welccme.

We invite you to listen to the EX12 and the rest of our EX and ES

Series products. You can find out more by visiting our web site, con-
tacting your local distribuzor or by simply giving us a call.

At KV2 Audio, we love the gear. Ve love creating products that tum

heads and we're proud of the EX12—a breed of its own that re-defines
the 12-inch, two-way category.
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EX2.2 B EX2.5

Active Subwoofers

The EX 2.2 and EX 2.5 each use 3 version of our proprietary high ef-
ficiency, high current amplifiers delivering 1000 and 1600 watts, respec-
tively. The EX 2.2 can be used in steeo or mono configurations with high
pass outputs. The EX 2.5 features mono I/O and a higher level of system
control. Both provide incredible, high quality, bass performance and total
flexibility “rom a standalone, small footprint cabinet. Use to extend and
camplete the picture when used with the EX 12, or integrated into any
passive or active speaker system.

- — WA e
EX2.2 EX2.5
1000-Wetz Dual 12-inch 1600-Watt Cual 15-inch
Active Bass Module Active Bass Module

Sales and Information

Australia

KV2 Audio Asia Pacific P/L
Contact: Mr. Dave Williams
tel +61 2 4329 0062

fax +61 2 4329 0362
davew@kv2audio.com

' KWV °
@’SERIES www.kv2audio.com f;x/g;/g)



15° vertical coverage:down 9°

cal coverage, down 20°

What challenges do you face in ycur insta
spaces? Loudspeaker placement where ai

cover different areas and an array of amplifig
ed DSP? Perhaps the venue is multi-purpos
complicates your job.

Whether the challenges you face are extrao-din
EAW’s new DSA™ Series puts a complete solul
fingertips. Literally. Using only DSA Series !ou
a laptop computer, you can easiy create ccmpl
which each cluster provides a Fighly cus amizab
beam. A beam that can vary from 15° to 1202 an
the coverage +30° You only need to supply -oom di
leudspeaker mounting locations and the defiried coy
Fverythmg else is in the syster1. No exiernal amp

Eastern Acoustic Wod

15° vertical covesage, down 12°

at www.eaw.comy/products/DSA

frocessors — they're in the enclosures. No complicated meas-
‘Erement schemes - we've already done all the measurements.

i t how? DSAPilot”™ - a free Windows®-based software program
m EAW - ccntrols a range of DSP settings to shape each
dspeaker's vertica. coverage to meet its particular require-
Ats. In just seconcs, it calculates the optimum DSP settings
ddownloads -hem to tke appropriate loudspeaker’s onboard

‘e/-Production)/
the workduide tecF gl

sors. The D3A Series provides a level of precision that
makes every system design significantly faster and

easier to ins:all than most conventional solutions.

)SA Serie

5 visit www.eaw.com
3l

pdf of the DSA technical brief ot
1444,

=EAW

03 9878 1455 wWww.eaw.com

in thedesigr and maraf: cture of high-performance, professional loudspeaker systems

Ph "33 9878 1423  Fax:
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Mark Linett, Brian W Isen, and Darian Sahanaja mixing SViLE
at Your Place Or Min2 Recording

Sound with tha bend and orchestra that backed the live _ondon per-
formances of SMELE. It was a reprise of the milieu ir which Wilson
conceived most of his masterpieces: a group of zalented musi-
cians playing tcgether in a single room (the 8-piece orzhestral section
was placed in a sirgle large iso bootr). “Brian is a mazte- at creating
textures by putirg fifteen guys in a studio with no h=acphones and
arranging the music,” Linett explans. “If you wznt to maks a
Navajo rug, you nzed to make it on the same kind of 20m they used
in the 1860s, 10z in @ modern carpet factory. How he creazed
sounds like that transcended] the technology. It w.as't until we
got to eight trecks that the modern idea of recordir 3 came abcout,
using isolation tc achieve sounds irstead of ambiencz. The abili-
ty to cut a bas ¢ “rack and then fix it became a real ty with 8-track
recording. Brier ce me from a 3-track world; he creates by using great
musicians anc vocalists and giving them great arrancements to play
and sing. Whe e was working in Western Recorcers or Goldstar
[Studios], if he turned up a bass d-um microphone ard got mare
of six other instruments as a resu't, that was not a cancern. A lot of
bleed contribLtzd to the dynamics of the musicians’ performance.
Once you starzed isoleting them, the whole interection between
musicians and scund changed dramatically. So | think vou can see
why it wasn't a lezp to record SMILE the same way ne did 37 years

Brian Wilso
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Mark _inett at tke console at Sunset Sound

aga — all live in emall stucios.”

Linett says lea<age is a key to t7e sound of maay :lassic
recordings, including the Beach Boys' So he cautions acains:
avaruse of condersar microphones in general on largs trazking
333sions. “The prcklem is that they gick up too much [scundl,’
12 says. "Wa prefer to use dynamic and ribbon microghones. 'l
is2 condensers cn a few specific zpplications, suzh as the
grand piano. or a lone U 47 in the -oom for the ha-morica.’
=3yorite dyrnamic mics include the ~z2doubtable Shure SM57.
-he ElectroVoice RE-12 and RE-20, and AKG D112

The band hac d2en well-rehearsed and seasonec wit1 the
Taterial from the London concert perfearmances — in fact, thawv
w~ere able tc cut 3| the basic tracks i7 ust four days. Any Brian
J/lson production is definec by its vocals and the fact that to some
is"eners SMLE sourds vocally indistingu shable from a Beach Boys
-gcord — even SVLE songs that wera to become hits on othe-
abums, such as “Gocd Vibrezions,” “Heroes and Villians," 31d “Vege-
Tasles,” reza n a d stinct Beach Boys timbre on the new abum, ths
despite no Beach Boy except Brian Wilson signing on the tracks.
{Carl Wilson died in 1398 of ung cancer brather Deris Wilson dizd
n a boating accidant over 20 years a39; surviving kendrmatss
M ke Love end Al Jardine remain pe-sonally and proiessional v
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Wondermen:s end other Tembers of his to uring banc on EMILE,
and it's acpa-en: that periass as much of the Beach Eoys' souad
lay in Wilson’s errangements as in the individua voices. “You can
tell the d ffarence betweer 3rian s falsetto and Zarl's on the [or g-
inal] reccrdingce and [vocal £t] Je*f Foskett € on th2 new aloum,”
says Linett. “Eu: that's bes de the point. The arre ngements are t1e
key. Brian can h=2ar every pzrt of a multi-part harmony in his heed,
then he would ‘a=al” them tc the var ous singe’s. 4nd he can reme M-
ber what those parts were which is all the mare amazing since sore

of the o-izinel recording o° EMILE never had vocals " »

Sunset Sound Stucis Jne — Aprl
13-16, 2004 _
3ONSOLE: custonx: B4 inputs plus
12-channel sid2ca- :
3ECORDER: Digidesiga Fro Tools HD-2
with 40x48 with Asocez Rosetta, AD-16,
and DA-16 converters with the ﬁpu;m
Jig Ben as the master clack. Recorced
a1t 24 hit/88.2kHz

MONITORS: Taaney SGM-10 with
Mastering Labs crossavers

MICS: AKG D-112, kicx; SM-56, snere,
3oyer stereo, overhezd: Beyer 500, toms,
AKG €414 and 22¢, percussior,
Sennheiser MD42. marimba; Electrc-
Joice RE-20, parade 4ram; AKG C-24
ar Telefunken 251 pa-r, piano; Tubeteck:
direct box and RE-2(, electric bass
Altec 639, Neumamn u 47, acoustic
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bass; Shure SM-57, elect-ic gmitars;
Electro-Voice 3E-T1, acoustic gaitars;
Naumann U €7, wiolin, viola; Sony
C-37, cellos; U 67. woodwind; U 4i-
trombones, AEA 44c, saxopione;
Nzumann M 56 pair and U 47, room
OUTBOARD: a pain of dbx 160s an the
electric bass — that's it

REVERB: Sunsat's tamec live chamber
just off the cortrol reom was used exter -

sizely on the drums and percussion with =

Brizn Wilson and Nick Walusko tracking backgrcund vocals.

MIC PREAMPS: Universal Audio 610 and
610a (tube) the same exact pres used to
reco-d most of Brian's records in the ‘60s
MICS; Neumann U-67, lead and some

: background vocals; U 47, additional

backgrounds. Most of the background

+ voczls were recorded with three to

five singers at a time, with the bass
voic2 on its own mic.
OUTBOARD: Fairchild 670 for vocals

the returns printed to separate tracks.

Your Place Or Mine Recording —
April-June 2008

CONSOLE: custom AP1 2488, 36x16x24
with Flying Faders (for monitoriag)
MONITORS: Tanioy SGM-10 with
Mastering Labs crassovers

~ Your Place Or Mine Recording —

June-July 2004

Linext, Wilson, and keyboardist Darian
‘Sahanaja were able to mix an average
of thiee sections a day. The entire mix
‘with a few recalls took approximately
four ‘weeks. It used around 32 outputs
from Pro Tools to the APl and used

both enalog outh>ard Fairman TMEQ,

 Lexicon PCM-42, Universal Audio

175a) as well as plug-ins (Universal
Audio Pudtec, Waves Renzissance EQ
and comaressars.)
REVERB: In addit on t the reverb we
printed at the tra<kinc dates, we usad
several sampled liva chambers as
well as some samplexd springs using
hoth a separate Altivarh setup anc &
Sony DRES-777 _
The sec:ions cf each song were
individuzlly mixed bzck t Pro Tools
through a DCS 904 A-D converer
and monitored witk a JCS 954 D-A (all

- at 882!2!] Backup wixes were lzid

down to 2 separate Nienco systemat
96/24. The mixes vere ther assembled
into sangs and se juerced as we went
in a s2parate P-c Tooks session.
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The band tracking at Sunset Sound

[Wilson told rre in a subsequent interview — see sideber — that
he prefers to sing sitting down now.]

Linett has a Ieurann U 67 that he has used on Wilson for
several years, a miz e also used with Paul McCartney and Elton
John when they sang cn Wilson's current so o album, Ge*rin’ In Over
My Head. "Therz's ro elaborate method to recording Brian,”
Linett explains. "l jus° put up the microphone and a windscreen.
Brian is a very nat_ral singer. He knows what <o do. For a few songs
we used an old Shu-e 345 on him. That mic is very similar to SM57
and the Beach E2vs often used it for lead vocals in the '60s.
They have the 543 on fer leads and usually a Neumann 47 for har-
monies and Brian a1d Mike Love would often move between the
two microphones as t-e group was singing live, doing bath leads
and harmonies on the samre pass.”

“They didn’t b Id background vocals zround the lead vocal,”
he continues, "Actually, -he delineation between lead ard harmony
parts is often vague or SMLE. There are Icts of ensemktle leads.”

Listening back 10 classic Beach Boys records, the double-tracking
of lead vocals was cften okvious — the imperfect matct between
tracks was part o tae timbral charm of the vocals. It sesmed like
an opportunity for tecknology to intrude, either to perfect doubles
or to actually do the dcublirg electronically. But Linett says Wilson
did his own doubled vcal racks and any epplication o” Autotune
was minimal, and 19t “2- t-e purpcse of periecting doubles, “If a
track is perfectly in tune, it rastricts where a vocalist can go,” Linett
observes. “When e reck is perfectly A-440, any imperfection in
the vocals becomes [dissonant] and sounds worse than it is; when
the track has natL gl impe ~“ections, other mperfectiors become
part of the palette. '

Vocals were re-orded us ng a circa-1963 Fairchild 670
limiter, which Linett pcints aut would never have been
used on vocals at t-at tim=. " The Fairchild wes regarded
as a cutting limiter,” 1e seys “Instezd they used to use
a Universal Audio “ 77, usuzlly in-line in the buss with
a bypass switch."” Referring to a catalog from the era,
Linett notes that a 670 retailed for $1,500 — the cost of
certain new cars st th= zire. “And Ampex 3-track cost
$5,100; if you wzrted four tracks, it ran you $6,000
Things have changed & Lit, wouldn't you say?”

SMILE was recorded to a Digidesign P-o Tools |
HD system runninz at 88.2 :Hz/24-bit. Linett used
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Scott Bennett and Nick Walusko p aying celery
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Apogee AD-16 and Roset:a converters and an Apogze Biy Ben clock.
He is a fervent believar ir us 13 cuality external cloc< devicas. ““hat
should be the first thing yoL buy after you get your < rst DAW," he
admonishes. "When | was remixing Pet Sounas | was usi~g a
Nuendo rig running at 96/24, and | had Digi bring ovar a Pro Tools
system so | could dc a s7oct out.” Regardless of the ccmbination
of systems and convarters, the biggest difference hz fourd was in
the use of onboard versus external clocks. “Trat's what rzaally
opened the soundfie d ua," 12 cays.

Sunset Sound has a cLstcm 64-input console that uses sever-
al APl components. Tha' nicelv complements the custorizez &6
X 48 API 2488 conscle, f tzed vith Flying Fader actcmet on, L rett
has at his home stud o. Ycur 2lace Or Mine, in Slerdale, CA,
where he and Wilson trackec :+e vocals, did a few otier overdibs,
and mixed SMILE. (Eriar "Wilscn had a home stud o in a house n
St. Charles, lllinois, whare he rezorded his Imaginstion LF. He ard
his family will move to & new home later this year which w i
have a studio in the tase Tert.) His console is augment21 by a vin-
tage Universal Audio sidecar m xer, similar to the onz ir 'Nestern's
Studio 3, where Wilscn anc the Seach Boys cut the najoritv of -heir
records, including “God Cn ¢ Enows."”

Linett, Wilson, end arrarcer/bandmember Darian Saha~aja
spent nearly a monta m x ng S/4ILE. The bigges: cha lange was
getting the vocal balences ccrrect, Linett says, as wzll as the edit-
ing challenge of gett ng al t1e s=gues in each of -h= thres move-
ments just right. SimLltan=aLs y the trio was auditicn ng Taster ng
engineers, ultimately chcosing 2ob Ludwig at Gataway Masterng
facility in Maine, with updztes cn the mixes and the master ng outaut

being exchangec via FTP transfers.

That combina:ior of modern and classiz zezhnolog es
and methods clra-aczer zed the entire ma<ing of SMi_E.
In a very real serss, “Fe record utilizes £l ot the mgjcr
techno-paradigm s-ifts of the nearly 40 vears its spens
frorn concegtior to reaization, from 3-track to the nterre-.
The ultimate goal o finishing what Brian \Wiso1 s:artec in
1967 was aciievad, b only in retrospect, a“ter tFe last Mix

was done, could Linezt cenfirm that. "It was 't until we corr-

pletely fnisted -a- we knew we had conz it,” he says.
“When coud see that Brian seered lighter, as
if a vary h2avy load had been litted “rom hinr.
That 5J0-pound albatross wes firallv gone. '
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The right tool for the job makes everyth ng easier to handle. At Maye- Sound,
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At the 19th arnual Crystal Ball, S & Acoustics chose to work wit™ a complete s=t of
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loudspeakers, the Crystl Ball became a place to be bo:h seen and Feard.

“IWe use MAPP On'iz to predict and configure the loudspeaxer’s
ceformance and detsrmine where acoustical treatment is needec. And

having a self-powered sclution provides us with te ease and contral we

nzed to tackle challayng acoustical environmentz. The M1D 5 an

extremely wel-Lehaved small line array. We levz the sound’ "

= [
T

=
=
o3
o
=
@
=
=
&
=

Sam Berkow & Steve Sockey — Partners, SIA Acoustics, \.Y.

Contact Meyer Sound Australia toll free at 1 800 4 MEYER (AU) or 0800 3 MEYER (NZ); or at 2., Box 595, Aibion Qid 4010 and
4 Gordon St., Wewstead Qld 4006 ph: +61 7 5252 4493 fax: +61 7 3252 3380 www.meyersound.com.au sales@meyersound.com.au
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Create something beautiful.
Something fantastic.

Or something so in-your-face
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It's up to you.
Express yourself.

Because you control
more than just light.
You control emotion.
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Look beyond reality.
Believe the impossible.
Dream out loud.

And know that we're listening.
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oh o By Julius Grafton

———

S he industry grapevine was emphatic that this was to be a know it - just one guy who owns the narme and a bunch of
most musical and excellent concert. We went and it was. musical staff.
Brian Wilson wrote most of the Beach Boy's hits, then Brian Wilson and BSG are both reclairring an audience
retired amidst rumours of drug abuse and confusion. His Beach which rightly belongs to them. In both cases, they play
Boy brothers died. Another founding member soldiered on, and smaller venues. For now.
The Beach Boys still tour today, with a cabaret karaoke greatest Brian Wilson had 17 musicians on stage with him at the
hits package complete with bikini babes. Sydney Opera House concert hall, a vente calibrated for
I've seen the current Beach Boys and their show is cheesy and reverberant symphony and unforgiving tcwards amplified pop
dull. The current Beach Boys version lined up against Brian Wilson and rock. A bewildering number of instruments appeared and
and his band brings to mind the difference between The Little were swapped across a crowded stage. Around 60 lines went
River Band with two non founding members verses the version to Front of House, where San Deigo based engineer Rich
named Birtles Shorrock Goble - the founders, who can't use the Davis mastered the 3,000 knobs on a Midas XL4 and a Venice
name. BSG have a crackerjack line up which delivers the hits they sub mix console.
wrote the way they like to play them. The 'other' Little River Band The concert ran in two halves, and feazured the entire
tour using the name and the fame, but it isn't the band as we (please turn the sage)
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Shine 3lbum plus & s ab of famous Beach Boys songs.

It was an interesting scane — the band were simply brilliant. Brian
Wilsor himself wzs sected in front of a Yamaha elzctric keyboard with
a smel LCD autccue at each front corner. He didn t appear to play the
keybcard at all. F& didn’'t mention Sydney, or engage in any real
dialocue. He sung scme, and appeared to direct the band at tim=s.

But the real action was stage right, where musical director and
keybcerd player Carien Sashanaja lead the band, but nevar while
direct' lit. He counted -hem in, and he signaled the changes —
moments when the |.giting director Will Twork had the stage dak.
This seemed to b= some sensitive action designed to make Brian
appesr in charge. It was weird, but subtle. The reality was that that
The Bran was no: really with us.

The vocal harmznies were exceptional. The trad tional Beach Eoy's
falsetzos came frcm |2ad guitarist Jeffrey Foskett.

The band themse ves were based on original members cf The
Wondermints. =adly, Markus Sandlund, one of the talented ce ists
from the Stockho'm Str ngs and Horns has been reported missire
from Pauket, Theiland. Markus Sandlund and his girlfriend, Sopt a,
traveled to Thailan 1 after completing the tour in ALstralia and Ne v
Zealand. They we "2 vacationing at the Orchid Beach Resort at Krao
Lak (room 112) when the Tsunami hit.

At the time of the :sLnemi they were at the pool. Sophia was swept
away cy the flood and was later rescued. She is now back home i1
Swedzn where sh2 is s7ill hospitalized, recovering from injuries. She
has no: seen Ma-«us since the wave hit.

On =tage there wve-e 11 vocal microphones, anc every harmony
was in at least 8 carts. At various times there were 4 brass, 3
keybozrds (not inc uding Brian Wilson's), 5 strings, vibes, 3 guita-ists
playinz electric, ecoustic and 12 strings, bass, percussion, drums and
a xylozhone.

At o1e stage there ware wooden blocks, hammers, hubcaps, a1d
vegetadles like celzny, being snapped and chewed for audio.

Sound engineer Rich Davis (pictured, right) is Sen Diego based, and
normeky tours with J mny Buffett. His mastery of 60 lines from 1he

CX . www.juliusmad a.com

stage, routed taro_gh two analogue consoles, with continual
changes on personnel and instruments was world class. He
managed to enginzer a mix that wes as perfect as a live mix car
be.

The audio systam came frem Jonson Audio Services and
ironically it was the exact same spezker system | had seen days
earlier at Homebakz in the Dcmain There it served 20,000 peocle,
here one tenth the number. The Nexo Geo-T has a lot of creden-
tials.

| wasn't a Brian Wilson fan, but af-er several songs like Heroes
and Villains anc Sloop John B, it was abundantly obvious that this
was a concert of t~e h ghest possible quality.

Lighting Directar Wil Twvork didn t have a lot to work with, but
he made it hapaer wity a rig from Chameleon Touring.

NEXT PAGE: How B~ an Wilson became detatched from reality.
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e at CX are champions for the repressed, who can
W sometimes take the form of a misled celebrity. We see
them dragged out of comfortable hotel beds after just 3 hours
sleep for meaningless photo shoots and interviews. We see them fed
lies about their careers, given very bad advice and drugs, then dropped
stone cold by their record company with calls not returned.

Naothing is sadder than a public face whose manager and PR flack
have gone to ground - which they usually do when the money machine
sputters to a halt. A year or two later, the accountant is telling them
they have a crippling tax bill. They can't get a job, because everyone
says 'hey - aren't YOU <insert famous name here>?'

In fact, we feel very, very sympathetic, unlike some people within
the industry who seem to get a jolly from FIS - Fallen Idol Syndrome.

So it came to pass that in researching the story of Brian Wilson, a
terrible tale of abuse emerged. It's probably one of the worst examples
of what can and sometimes does happen to a famous person.

The following text is from the Citizen's Commission on Human
Rights, an American body who champion the cause those who fall by
the wayside.

With the band's career well on the way, in 1965,
at the age of 23, Brian dropped acid for the first
time. It was undiluted LSD. After the trip, Brian
wrote, "My home life was most tumultuous.
Marilyn [his wife] complained that the LSD had
changed me... | didn't see it then, but she was
right. The change was gradual. Like a slow allergic
reaction. | slept later. | was subject to wider, more
unpredictable mood swings, crying one minute,
laughing hysterically the next for no reason. | ate
tremendous amounts of sweets. | refused to be
sociable.”

As is now known, LSD is unpredictable in its
potential effect and is known to induce psychosis.
Over the next several years, Wilson withdrew from
touring with the Beach Boys and limited his
involvement to writing songs. Locking himself in
his bedroom for months on end, living on candy
bars and milk shakes, he became completely
dependent on his family for his spending money
and his ability to get around.

The services of Dr. Eugene Landy, a clinical
psychologist and reputed “pioneer” in drug
treatment, were contracted for most of 1976.
Landy's controversial method of “treatment”
required that he have "total therapeutic authority
over the patient and the patient’s environment.”
Under this program, Brian was also prescribed
additional drugs, "psychotropics... tranquilizers....”
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SMILE live

The control was too much for The Beazh Boys, who eventually fired
Landy.

But Brian’s drug addiction continued to ruin his life. Landy was
engaged again after Brian overdosed on a combination of booze,
cocaine and psychoactive pills. In January of 1983, orchestrating a plan
to “save Brian’s life,” Landy insisted on total control of all aspects of
Brian's life for 18 to 36 months at a cost of nearly half a million dollars.
He arranged with The Beach Boys for Brian to be “fired from the group
and not given any more money unless he (Brian) agreed to see Landy
for ‘extensive treatment."” Landy is quoted as saying, “the success of
24-hour therapy rests on the extent to which the therapeutic team can
exert control over every aspect of the patient’s life...." to “... totally
disrupt the privacy of their patient's lives, gaining complete control over
every aspect of their physical, personal, social and sexual environ-
ments.”

Between 1983 and 1986, Landy and his team of assistants looked
after Brian while sharing his lifestyle for a fee of some $420,000
annually. Two years later, when Landy requested even more money, a
desperate Carl Wilson gave away 25 percent of Brian's publishing
royalties to cover the costs of continuing the program.

By 1986, everything began to unravel for Landy. He
was accused of being a "Svengali* who was holding
Brian captive.” It was discovered that he was writing
songs with Brian as "par: of his therapy,” not to be
given to The Beach Boys, but for Landy’s own personal
gain. After The Beach Boys cut off the money, Dr. Landy
got Brian to sign with hirn to do a solo album. During
the songwriting for this slbum, Brian's longtime
songwriting partner Gary Usher reported that during
their time together, Brian told him that he was “... a
goddamned prisoner... | have no hope of escape.” Gary
turned over his detailed diary to the Attorney General's
office, which had already begun to investigate Landy.

In February 1988, the California Board of Medical
Quality charged Dr. Landy with ethical and license code
violations. These charged violations amounted to the
moral and spiritual rape of Brian Wilson. Landy gave up
his license to practice for two years. When he re-
quested reinstatement in 1992, the Board opposed it.

As part of a battle to zontrol Brian's estate in 1990,
his daughter told Rolling Stone, "1 think that Dr. Landy
has really taken advantage, no question about it. When
my dad has been off drugs, he's whispered in people’s
ears, like, 'He's really got control of me. I'm afraid to
leave him. I'm afraid."”

In 1992, a lawsuit filed against Landy by the Beach
Boys and Brian's mother, resulted in the barring of
Landy from Brian's life. (Thanks to C.C.H.R. for text).

Brian Wilson is back with us,. at least musically.
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Yamaha PM5D

The next generation live mixing console from Yamaha.
Julius Grafton investigates.....

e were lucky enough to have a demo

PMSD here at Juliusmedia college for our

Advanced Audio Mix course. It enabled us,
and our students, to pour over the features and
have hands on the console for three days.

The console featured in a course called that we
call Mix Masterclass 1, and which is officially a Unit
of Competency called Operate Sound Mixing
Console. Across the course the six students
learned on a Midas Verona, and an Allen and Heath
ML 5000. The PM5D was the star attraction.

The way we audition and train on a console is to
pipe in a live multitrack from our Mackie SDR 24. It
gives the random feel of a live gig, and you can
press the stop button when it is all too much! We
have a collection of excellent live cuts by some
famous performers who shall remain nameless,
lest their management send us a writ.

Live Digital Mixing Consoles (LDMC's) now
seem to come in two flavours. The larger brother to
the PMED is the PM1D, and it is essentially a
control surface. All the audio is done outboard, the
console is connected to the audio racks via a
proprietary digital multicore, or an optional fibre
optic multicore. This is the same general approach
that Euphonix, DiGiCo and Innovason all take.

Last issue we reviewed the sweet Mackie TT24
LDMC, which shares the traditional approach taken
by Yamaha with the PMSD. That is, all the audio
processing in done in the console - indeed the
drive computer is in there too.

This makes PM5D (and TT24) just like a
traditional mixing console, in that you need to run
a common analogue multicore down to the mix
position from the stage. With the price of digital
multicores falling (think: Aviom) then the choice
becomes a guestion of what is most convenient.

Yamaha let you go in and out of PM5D digitally,
via optional cards that can interface with an
external digital multicore.

PMBD comes in two flavours, something that
initially confused me. They were taking in technical
terms about recallable head amps when what they
really meant is quite simple.

The standard model, the PM5D, was not the one
we reviewed. We had the extra cost PM5D RH
model. It costs more, but has less parts on the
external, because it does not have a row of
traditional input gain controls along the top of the
facia. It also doesn't have ring-tip-sleeve jacks
under every XLR connector. The standard console
has these things.

The RH model is the one you buy when you are
doing sound reinforcement made up of different
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shows ard diffe-en- bands on the one Lill, because
it lets vou dic ta ly set anc recall - ne input gain
head ém>’ fo- each shanrel. The standard mcdel
needs yo. to Jo an et each inpLt gain the same
way ycu woLk with a rormel anzlogue console.

\Why the diffe-enez?

Imaginz yc 1've g2t a mix 32t Lp for an act, but
you have to ¢ set al 42 input gain controls
manually befecre you can raallv dc anything. This is
because a digtal inpJt {th2 znalojue to digital
corverter) is ~ot forziving of being over caded. It
wil creck anc spack in a vary not nice wav.

Cn the optizral FH model, the row of input gain
cortros disagpears as dces the oossibility of
ins=rt ng som=thinc intc t1e input before the AD

(please turn the page)

FEATURES

24 VX BUSSES

Lef, Centre, Right outputs

Stereo B outputs

8 Matrix outputs

48 {LR inputs

4 S:ereo XLR inputs

56 nputs total

4 irternal stereo FX returns

12 Sraphic equalisers (internal)

B S:ereo FX units (internal)

All the bells and whistles - a compressor
lim ter and a noise gate on every input!
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uncompressed video and multitrack audio hard di'sc recorder

- Records uncampressed 4:2:2 PAL or NTSC video on standard
ATA-133 IDE drives and consumes only 36 GBytes/ hour because
of our lossless huffman codec

- 10 uncompressed embedded audio channels, 48 kHz,
24bit, two analog, 8 digital in ADAT-format

- Integrated synchroniser with LTC, MTC, MMC
Sony 9-pin, word clock, genlock .

#_ Aprle - Mains or 12 valts DC version available,

Solution very low power consumption, no fan insid
Experts RQD . ~ *Removable front panel can
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PM5D-RH
LDMC

converter. So there are no RTS jacks under th2
XLR's on the back. In fact, the back panel
layout is different - the standard console has
48 XLR's and jacks all in a line. The RH Fas th2
XLR's clustered, as you can see in the photo
on the next page.

Which console for you? If you have a churza
or somewhere you are not likely to change
over a band, go for the plain model. Eveyore
else should get the RH.

Out back. there are connections for most
everything, including console cascade. You can
hook a DM 2000, or even an 02R96 alorgsice.
Or more PM5D consoles.

This steps around the inability of the PMELD
to accept more than 48 mono, plus 4 stereo
inputs. There are 24 faders for the monc
inputs on the console, to get to the next 24,
you hit the flip button.

Something we like: The Alternative Layer.
And I'm not talking about the hippy from:
MNimbin...... You can select the rotary encoders
just above channel faders so they are gain
controls for the alternative 24 channels not er
your main 100 mm channel faders. Because
they are rotary encoders, with the circle of
little LED's around them, they give a fast

visual imp-essicn cf where that chanrel is at.

Sometting else ~e like a |2t vou can
switch the 8 group mester or sub master
fadars (ca | them what you like) so they control
channels 25 - 32; or 33 - £0, or even 41 - 48.
It's a neat way of civing more ccntrol if
needed, a: the press of a button

Those eight faders are most licely to be
uszd as DZA mast=:s, which means Direct
Cecntrol Amplifiers. These are the digital
version of a VCA maste, ‘where control over
the channzl moves to the centre of ths
console, td an assigned master.

Finding out everyh ng the P\VED can do
without referring to the 330 page marual is a
fun sport, we disccvered it does't have
dynamic astomaticn li<e the DM 200C, which
is designed so you can “ecord a “rack and
make fader changes wtich are recalled to time
code.

Instead the PMS5D nas scene automation
where youL can ass ¢n fade times to feders as
pa~: of a s ngle scen2. Most scene changes on
LCMC's a-e snapshet, meanng all the
settings, including e channel faders, snap to
the saved setting and then wait “or you to do
something.

FMED does 2xtend this with timed “ad=s. t
s an epparent abundance of scene memcry,
ekle to store 500.

VW2 timed th=2 bootup at 25 seconds. whickh
i3 not Lrreasorable.

One lttle thing that suc <s: the mouse
ccnnection is right at the front po nting out.
\ve had a USB to P52 adector that made th=
essemby &t ris< of snapp> The test desk
ceme in a groovv case wih a pull out,
iluminazed keyaoard.

Lsing PM3D for foldback is a snap, oL ust
cio it. No need tc reset the software. The 24
rmix2s a-e all there, you can use it like a
riormal analogue foldback cesk, o assign ezch
mix (serd) so that the chenel faders affect it.
This 's fast and intuitive. Taere are only 12
graphic 2qualis2-s, which zrobably reflzcts
real ty, since mast onstage monitor systens
hev= a bunzh of in-ear sends which don't need
EEQ 3ywiay.

Va feund the desk inte tive. Our students
ware czmfortable with th2 idea o” mix ng on
the FVED - and some of rem had only mixed
or a GL 2220 at the start of the week!

Verd et: more please! We like it. But don':
expzact too muck change ~-om 150k,
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Rob Kelly

'We have usec the SE Gemini on various Session
ai Strongroom Siudios, and they stand up to the be
valve mics in our collection. They are clear, full and
detailed sounding. We bought two for Strongroom, and
several of our clients who got to use them have

put orders ir for thewr own mics without hesitation.'

Strongroom Studios L

Geoff Dugmore
'The coolest grooves the hardiest beats the funkiest vibe [

onfy come together when I'm using the meanest mics. \§ * '§
GET THEM OR GET OUT OF THE STUDIO.\

Rokbie Williams, Tina Turnii§iDido, §
Bruce Springsteen, Jeff Beck, Rod Stewart

Sidh Solanki

"... in the studio we usually have the pick of the crop whe '
it comes to miarophones but | keep coming backto §- o &
my Gemini - | use it for almost everything from recording e
bass cabs and kick drums to acoustic guitar and vocals - =
knockout detail and luscious warmth - plus the two valves
ghwing in the back... simply beautiful."

Outkast

Steve Levine
The Gemini studic tube microphone is a very
unusuel microphone as it combines both
the traditional warmih. expected of a high quality
studio tube condenser microphone, along with an
exceptional transparent high end, normally
only available with solid state designs.’

Culture Club, The Creatures,
The Beach Boys, Westworld

Paul Borg /

'The Z5600 is a great all rounder. | have found [

it to be a great work horse using it on vocals, \

acoustic guitar and even bass amps. It has plenty \

of depth end handies low frequencies well whilst

delivering real clarity on the high end with vocals
ana acoustic instruments.'

Busted, Mc Solaar, James Brown,
Gangstar, Urban Species, Sugababes

Sae - London

4 Htried the new mics from SE Electronics and the

emini was brilliant. ¥ had a clean, warm representation (S & €4
of the vocals | recorded. You could hear every breath of P

sound coming off the vacal chords....just amazing."
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Industry Pulls Together for Tsunami TV show

he Ertertainment incus-ry is fantastic

at puling togetber n a tme of need.

A_stralia's three ccrrmercial TV
networ<s zombined for :he first time to stacs
and tzlevisa a fund raiser fcr the victims of the
“sunami. Cver $20 million was raised.

Thz id2z came from the unit that produces
Sunrise on Crannel 7, and that network
started the bell rolling

Rancy F-ansz (pictured at bottom, right)
from Day z N ght was called r £y 7 to help
put togather the live tzcniceal side of the
show, whicr was helc o the Sydney Opera
House “crzcourt - an cutdoor venue good fo-
abou: E000 paying puters.

Rancy hzlp=d pull tagether the
team who -er the event A lorg list
of crew crecits is on the next dage.
Bill Richerzson supervisad “hz live
production and the sitz, with
virtuelly evarything donatec.

Th= skcw i-self was madz far TV,
and i~ was reelly an old faskicred
fund rais2- where the majo-ity of
the action comprised ive readouts
of sicnifican: dontations Somz
dono-s we e ectually phvsicallv at
the call ce~t e, which was &t Tzltra
Domz in Meltourne, to give their
donaion pled3es on camera. Otlers
called in.

In oetween the live crosses to
the doratizn centre in Meltorne
came eight live band segmerts,
wherz each band perfarmed one
number.

Thz first tand, Noisaworks
actuzlly playad 3 songs, with te
final 301g becoming the first t> be
telev sed.

Alongsice the stage wvas a 9m x
5m L=D sc-een from Technica
Directicn Co, which cerred the TV
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fezd fer the live audience. The screen was
mace up of “44 Barco D7 tiles which are
ottdoor ratec. TDC have 220 cf these tiles,
plus another 250 i10 tiles whizh are 1ot
outdoor ratec. These were used recently for
th2 Australian Idol finale, also at the Opera
House, and \were subjected to a drenching
ran. After be ng dried, they worked “ire.

Rain was rot on the agenda for tFis show
tha setup ran according to a hastilly con-
strusted schedule, Sydney Opara House rep
Chris Burn marvelled how a skow whizh was
ccmrplex could be put together with days. rct
months, of preparation. "Things changz at the
last minute anyway,” he comrentec, “so four

months o p arring sometimes is too much!”

Bill Richardscn enad Chris 2urn reflected on
what a shaw lix2 this would cost to stage if
everyonz was 2eing paid, erd rrived at about
$250,000 befoe ycu added cn the costs of
the TV nemwzrks and the bards which would
ke astronorrical.

Because the “orecourt o” he Opera House
is limited o0 6,000 -zunters, & concert like this
would nat be f nar:ially viable for a single
right, “unless the zct are recording a DVD and
want the locetizn®, says Chris. 't needs two
rights to pay of™".

Live Audio vras donated by Jands Produc-

fplease turn the page)




AustralAsian

Music

Industry

! |
% |

Directory |

Our new January 2005 AustralAsian Music Industry Directory
hits the streets on January 20th and is available in both print
and online formats, with fortnightly updates to the online
version. It's the only Directory for the music business in
Australia and New Zealand, constantly updated to be correct,
current and comprehensive. Containing all your music
industry contacts, with 70+ sections the Directory includes:

Artists cress referenced by Managers and Record Labels,
Songwriters, Accountants, Associations, Booking Agents,
Insurance, Internet Music Sites, Digital Download Retail &
Wholesale, Digital Music Players, Legals, Licensing, Manage-
ment, Media (Print, Radio & TV), Merchandising, Mobile
Music Content & Ringtones, Production, Promoters, Publicity
& Promation, Publishers, Record Companies
(Majors/Multinationals, Independents, Distributors),
Record/CD/DVD Manufacturers, Retailers, Producers,
Software, Studios, Venues, plus much more.

For those ordering the anline version, all information is the
same as the print edition with fortnightly updates. Subscribers
will receive fortnightly updates of changes to personnel, com-
panies or contact details via email as they are made online.

When the

Directory Ordering Options

= January 2005 Print Edition 540 del vered
Or $30 picked up from our office

« Six months online access with updates for $40

* Twelve months online access with updates for $80

* January 2005 print edition and six months online for $75

* Or twelve months online w'th the January and July 2005
print editions for $125

How to Purchase the AustralAsian Music Industry Directory
To purchase a print or online edition you may visit our offices
(Monday to Friday, 9am to 6pm), or send your order with
payment (Postal Money Order, 3ank Oraft, or
company/personal cheque-10 day clearance wait) to;
AustralAsian Music Industry Directory

20 Hordern Street, Newtown NSW 2042

Using the following methods you may placz an order for the
AustralAsian Music Industry Directory with your Mastercard,
Bankcard or Visa (No AMEX ar Diners):

Secure online ordering http://www.immedia.com.au/amid
Email admin@immedia.com.au

Phone (02) 9557 7766 Fax (02) 9557 7788

It's the hattest new
book that combines
great storytelling
of classic music
biz scenarios with fust enough law
for learning to balance the justice
meted out to the guilty and guileless in a
rollicking series of true tales.

It recounts amazing stories of pyrrhic victories & devastating defea:s;

an educational weaving of legalities & copyright. Plus, it's a comedy from one of
the wittiest and wildest raconteurs. Phil Dwyer is one of the country's top lawyers
& this book it one of the great reads in Australian Music Business.

To order send $50 + $8.80 postage & handling-tata $58.80 (inc cst.
Phone: (02) 9557 7766 Secure site: http://www.immedia.com.au/books
Email: admin@immedia.com.au
Or: send a bank cheque or postal money order to
IMMEDIA! 20 Hordern Street, Newtown NSW 2042




tion Senvices, who installed a v-Dosc line array along with
Midas consoles and a full stace moniter rig. JPS have an
excellen: reputation for well presented equipment and
profess analism, and this show bcre that up.

Over n the TV compound, Rancy Fransz assisted John
Simpso~ with the band audio for broadzast mix, i the
Norwes- Productions truck.

The three TV networks worked toge-her to broadcast the
event, a1d the atmosphere on the ground was terrific.

320C _ighting donated thei- services - we have a separate
story on that in the LX section towsards the back of this issue.

Therz's a long list of credits be ow, showing the people wha
donated time and equipment n Svdney. \Ve saw that the
telecas: from the Telstra Domre also wes very well put
togethe , and there clearly were & lot cf people donating timz
and equpment down there. Unfo tuna.ely we were unable ta
get ¢ lis:, although the Melbourne donars were briefly credited
durirg :7e broadcast.

A music industry benefit fcr the vict ms called Wave Relief
was ple 1ned for Sydney at th2 end of . anuary, along with
concer s across Australia.

- Julius Grafton

People who donated time and/o- equipment
The threzs TV networks. 7,9,10

(~bove, [Augging for the camera. Bil. Richardson, lain Reed, Caris B urm and Michael Hasset.
{Below) Andy McKeown and Simon 'Davros’ Bianck at the menitor consol=.

i) O

SYDMEY JPERA HOUSE, VENUE AND PRESENTER SERVICES  GLOBAL TE_E'/ SICN, CH”SIDE BROAL CAST FACILITIES » LAY 2 NIGHT, EVENT/PRC DUCTION MANAGEMENT »
EDW'N SHIRLEY STAGING, STAGING, ROOF, BARICADES » COMPACT NON ~03 SYSTEMS AUSTRALIA, PRODUCTIOM MANAGEMENT » SWITCHED O PRODUCTION, PRODUC-
TION MANAGEMENT » JANDS PRODUCTION SE3VICES, LIVE AUDIO © BIL Y 4YCES 3TAGE SYSTEMS, BAND EQUIPMEN" » AGGREKO EVENT SE3VICE3, GENERATORS » OVERS
PIAND, P ANO TUNING « NORWEST PRIDUCTIONS BROADCAST AUDIO, ERZADCAS ™ £UDIO-BANDS » TECHNICAL CIREZTION COMPANY, OUTDJOR L=D SCREEN  AUSTRALIAN
TOUFIN 3 SERVICES, TRANSPORT AND LOGIS™IC3 » 3200 LIGHTING, LIGHTINS » BL™LERS HIRE, MARQUEES » STAGNG RENTALS, DRAPING & CYCLORAMA » MEGADECK
STAGE FISERS * LOCK & LOAD . SITE CREW = AJSTRALIAN TEMPORAFY =ENC NG, 5 TE FENCING £ND BARRICADE = COATES PRESTIGE, SITE SHED & TOILETS » AUSTRSALIAN
EVENT FROTECTION, SECURITY » FRESTIGE C_EANING, VENUE CLEANING = Al -IRE, MESSAGING 30ARDS e ALLIGAT, ITE LIGHTING » BEARCIM, TAVO WAY 3ADIOS »
TELSTRA TELECOMMUNICATIONS ® SCHWEFPES, BEVERAGES « DOLC= .74, ZATER NG  KRISPY <REME, DONUTS » EDOST JUICE, FRUIT JUICES » ENACON PARKING, OPERA

HOUSE CARPARK.
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Title

Host
Host
Host
Reporter B/Stage
Roving Reporter
Ch 7 OB Supervisor
Global OB Sup
Unit Manager
Unit Manager
Producer
Director
Vision Switcher
Director’s Assistant
Floor Manager Bands
Floor Manager Host
FM Assist with RW
FM Assist with GK
Staging 1
Staging 2
Staging 3
Staging 4
Staging 5
Staging 6
Staging 7
Crane 1
Crane 2
Comms
Comms
Technical Director
0B Engineer
CCU / Engineer
CCcu
CCu
CCu
TV Lighting
Audio Supervisor
Audio Director/ Bands
Audio Director/ TV
FOH Audio

fonitor Audio
AA1 Hosts
AAZ with RW
AA3 with GK
Audio Asst

Camera 1 - Concert ¢/up

Name

David Koch

Mel Doyle

Lamy Emdur
Richard Wilkins
Gretel Killeen
Brett Ward
Marc Segar
Dave Masala
Barbara Ruicens
David Walters
Graham Rowlands
Troy King
Vanessa Field
Kerm Wilkinson
Les tayior

Tony Chalmers
Ben De Palo
Darian Fox
Nathan McElligot
Frank Cuddy
Oliver Gibson
Michael Tegg
Mark Elliott
Jason Makin
Duncan Barrett
John Tarrant
Jim Maortimer
Phil Gange
Helen Lioyd

lan Dyer

Steve Ransom
Andrew Tukin
Dave Lewis
Geoff Southam
Shannon Ryan
Randy Fransz
John Simpson
Tory Koveos
Simon Hardiman
Simon'Davros' Blanch
Peter Hunter

Phil Hatezic
Russell Obrien
Ken Fryer

John Abbott

Camera 2 - Concert w/shot  Terry Chigwidden

Camera 3 - Fit
Camera 4- Crane
Camera5-HHCL
Camera6-HMHC/MR
Camera 7 - Steadicam
Camera 8 - Crane

Camera 9 - Dressing Room

Camera 10 - Host C/L
Camera 11 - Host C/C
Camera 12 - Host C/R
Camera 13- AMP
Camera 14 - Chopper
EVS Operator

RF Tech

RF Tech

Makeup

Makeup

Makeup

Makeup

Runner

Production Manager
Segment Producers

Mick Healey

Chris Bitcon
Stewart Worlsey
Steve Gray

Jason Ewart

Ross Schumacher
Paul Slater
Barry Armstrong
Anthory Thomlinson
Mick Turski

Ross Pamy

Jason Watherspoon
Josh Symon

Rod Brien

Buddhi Fonseka
Mandy Perkins

Nikki Anderson
Marianna Grillo

Pip Lund

Cominne Jensen

Bill Richardson
Jemma Hamilton
Edwina Batholomew

Band Cocrdinatos

Band Assistants

Channel Nine Lirks

Backline technician

Sydney Cpera hcuse
Event manager
Director Perf Arts

Site Crew

1DC

Jands

32 Hundred Ligheing
Board Operator

LX Systems

Sun Gun

Assist Syst

Sun Gun

Host stage assist
Spotop

Spot op

Securiy officer Lisa Bolton is a
reqular a* large events in Sydney:.

Yoko Shim zu
Yale Cohn
Anne Haebich

Kelly Keamey
Rob Morris

Alan Smedley
Barry Sutharland

Billy Hibben
Jarrod Mitchel
Ivan Ordenes

Chris Bum
Sue Hunt

Greg Morzlis
Nat Watson

Michael Hasset
Toby Waley
Peter Bennett
Nadine Newell
Ziggy Zigg er

John'Ozzie’ Vasey
Jim Sraw

Mats Fran<

Paul Schofield
Andrew Mckeown
Nick Giameos
Chris lland

Tim Seconi

lainReed LD
Richard Neville
Clint Dulieu
Anthony Sweetrian
Martin Bevz

James Crittenden
John Tiswell

Stuart Davis

Greg Davis

BIAMP

New AudiaFLEX,
Makes Audio
Compromises

a Thing of the Past

Biamp’s new AudiaFLEX. A powerful
digital audio processor that gives you
unprecedented flexibility and versatility.

Compromises in aadio design, budget and
equipment are now a :hirg of the nast. You
can precisely tailor the number of inputs and
outputs you need in increments of 2. With
AudiaFLEX, you can have 6 x 12, 2 x 22, or al.
24 In to 24 Out and everything in between.
You specify AudiaFLEN to have the exact I/O
configuration you need fcr each and every
application. It's a new idea whose -ime has
come. No nmore concessions

And you can outti your Aud:aFLEY with
networked digita. aud.o through CobraNet™
:f that is what you need 10 make your
application -ust th2 way you want -t,
AudiaFLEX's versatility opzns the coor to
superior processirg power in ways that aren't
sossible with other dizita. audio processors.
Stop compromisir g and star: using
AudiaFFLEX. The aew benchmark in digital
audio.

I'he Exact I’O Ycu Need Right Out of
the Box.

audioproducts

Zall (02) 9578 1167 for more intormation cr
visit www.audioprodi cts.com.ac
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HOMEBAKE

Dawn on Homebake day.
The annual festival of
Australian music is held at
Sydney's Domain each
December. Dave Allpress is
the audio manager, he
works for Johnson Audio
Services [right). He is
surprisingly bright and
relaxed considering he
hasn't had breakfast. He is
trying to get this truck
backstage.

Step one: negotiate with
the gate guard. She has
already been primed with a
random act of kindness on
setup day when Dave
bought her an ice cream.

Step two: wait and wait
some more as a traffic jam
winds through the narrow
pathways. The Domainis a
tree museum, so nothing
can be driven onto the
grass, unless boards are
placed.

Step three: visit outlying
stages like the Dome
(above) and see the PA
unwrapped after a short
night.

Step four: about 80
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m nutes latz-, ar-ive at the main stace (below). Drew Mennarc ( 2ft) is
u~wrapping he 320-T A (below). While Davs wanders off to fird
czffee we ponder how tiny, miniscule and inyocent the Na<o Geso-T
lcoks.

“he a.di> crew spar- the day pricr setting up the four stages for the
festival, wrich is sold cut. Homebake enjoyad its tenth ann versary this
y=ar. It is a festival ded zated to Australian tands. It sells out, ard
22,00C punters atzended.

Davs had eft the site at around 8pm the 3-evious night and reeded
to chase dcw/n some ocds and sods — like an NL-8 barrel joiner, =2 join
two speaker leads togesher. Then thare was ~he obligatory ate right
curry and rec wite dinnzar with the crew.

Whi e we wai: Dave tells me aktout his most recent tour with Killing
He di. twas jus’ | ke an 80's tcur he says, vyich means a lot of miles.
T-ey took & traire2 on the road tod. "We diec his hair and s=t ~ire to
h m", Fe su~vived, so that's good".

Dave was off :c supervise the Falls Festival after Homebake.

Chamelesn did the lights for Hcmebake.




Are you sure you're
getting the best deal
on microphones?

Check out the awesome, comprehensive
range of JTS microphones today.

- Qualiry, tough, well-made

- Range of cabled mics and wireless systems.

Try the range of JTS microphones in our Mic
Testing Station at your nearest JTS dealer.

"'“"-’ Proucly Distributed by rAusizlink Australia
\)  js@musiclirk.com.au
www . musiclink.com.at

JTS Testing Station MUSBICLINK



Raasting in the heat.....

Shane Bailey from Neztioral Audio Systems was on hand ‘w~ith Ralf Zuleeg from dé&b
avdio in Germany, to zom mision a new systerr at Cowkoy Stadium in Townsville. Olaf
DzCeuster - funny enoLgh that's him o the far right mixirg Tommy Emmanuel - 'was
t1e consultant, and tie systam of 32 Ci90 box=s was rsta led by Leon Darcy from
£udio Sales and Recarcirg i1 Br sbane.

Simmerdayze
The sell out Dance Party was held at Myer Muz ¢ BEowl. Cli'ton Productions, headed by
Andy Mutton, took czre o the lighting, Owen Caviszn enc Rob Nelson from
Massteknik were in charge of the video displavs ard Johnston Audio Services hasdled
the massive sound requirement

Massteknik, originallv “ormed in Sweden but now 222reting globally, recently
ectablished an Asia Pacif ¢ cffice basec in Melzaur-e.

Dayfydd Humphries (above) cracks a pioe, wh e Justin
Deutscher (below) does some sp2a<er hookugs

Simon Olafsen manc avars emongst the sound, lighting ard vision at Myer Music
Bowl.
CFMD pictures
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COVER MORE GROUND
WITH MORE SOUND

Listen and compare — We think you’ll agree
that our new F Series Ceiling Speakers are a
cut above the rest with wide dispersion,
smooth of*-axis coverage, and premium-to-
economy madels to suit any budget and
application. They’ll go up faster than ever
too, with built-in backcans, three-point
mounting and front baffle transformer taps.
Added to TOA’s unmatched service, support
and 3 year warranty — we’re sure vou’ll think

of TOA when you next need ceiling speakers.

3

F-122C1 F-2852C
57" Full-Range, 30W 6.5 Coaxial, 60W

1352C

Coaxial, 30W

F
54
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=
Doswnload the new

F-15225(C F-2322C IF'aA Design
47 Full-Range, 6W 5" Full-Range, 30W  software

PYSap
Call 1300 13 44 00 for your nearest dealer
or visit www.andioproducts.com.au




Festival Days

Sydney Festival or Big Day Out. The concepts are similar.
Julius Grafton spoke to the production managers.....

ohn Bayley is the head of production for Sydney Festival. It runs

every January, and started in the late 1970's to replace the

Waratah Festival. That was a dreary event featuring a parade
and a kind of old fashioned exposition in Hyde Park. Sydney Festival on
the other hand, is always interesting and is heavy on performing arts.

John had been in the job four years, and is clearly really enjoying it.
He works full time, and is assisted by production supervisor Katie
Goodhind. They also have a site manager - lain Morrison - on staff who
looks after The Domain.

Sydneysiders will know this is a concert site attached to the Botanical
Gardens, the big green belt that has the Opera House at its front
corner. The Domain is at the back end of the Gardens site, and it has a
large lawn where 50,000 people can watch concerts. "The domain is
like a tree and grass museum”, John explains.

In 2005 the Festival has spread further out of the city, with a major
event at the Olympics site, and more events outside the central
business district. The Festival backbone is still two large concerts at the
Dornain, where each year a stage and a compound is built for summer —
and shared by Homebake and other events.

There is the major theatre production which started January 8 — Black
Rider — at the Sydney Theatre. This show is un-usual in that a crew of 22
including the follow spot operators has flown in. “It's because the show
is so fast”, John told CX.

“Technical rehearsals take time. There are 4 follow spots and they are
never off. There is a Foy Flying system from Vegas, and it comes with a
director to oversee the fly sequence. There are trained operators from
the Barbican Theatre, and very complex hair and makeup. But there will
also be 16 local crew.”

It's probably the biggest crew to work in the new Sydney theatre so
far. John is very complimentary about the 850 seat venue, and towards
the technical director, Marcus Kelson.

Another big ticket item at the Festival is The Lazy Kings, an outdoor
event at Sydney Olympic Park — the Olympics precinct.

“The Sydney Opera House forecourt sits 6000 people”, John explains,
“and we were closing the gates at 6.30pm for a 9pm show. Turning
away lots of people breaks our hearts!

lain Morrison and John Bayley
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The show featured an axtremaly large anc zomplex aria rig, with a
sentral column of trusswork that looks like giant palm leaves. Itis 23
metres tall and about 10C metres across. Tha's BIG.

The event was run for just 3 nights, and t had parades which wind
hrough the park with the way lit by flares. Scme of the elements are
sttached to truc<s, w1 ck were shipped to Astralia on a -oll on, roll off
ship.

52 French steff toured with the production, with 4 con:ainers of
a2quipment.

Down at the Domegin, ~he stage has been radesigned, with a new
sanopy tension memorare structure, that is elmost wrinkle free. It is
also a lot lighter "It Fas wonder“ul lines, a b ¢ger prosceium opening,
and more coverege”, John says.

Edwin Shirley Staging nave replaced all sceffolding structures at the
Jomain with custom built truss structures. ‘| couldn’t liv2 without
-hem,” John savs, re"erring to his contractcrs They include Butlers Hire,
Zhameleon (Lignting} and Coda Audio. “But we do use o:her contrac-
-ors, Audio and Recocing for example are d2 ng sound down at the
Aguashell in Darling Fearaour.”

The big issues for “e “estival Technical Crew are as nmundane as
sompacting soil around cld fig trees in the pak and as serious as an
ncreasing burden in Taraging risk.

“I've got a jaundiced view of people who are terribly good at
oaperwork but don't ambrace the concept o “isk. There's a real
sommitment here frcm senior management about risk menagement.
We go to the bcttom ad we train event co-coordinators, we empower
them. We tell trem t1e show dcesn’t have tc go on. We say no one will
yell at you if you make a zall we don’t like. Katie Goodhind has devel-
oped risk templates for the festival - custorr made indoo- and outdoor
ones which are very gcod.”

The other thing we 2y to do is to link in wizk a commuricative
attitude with suppl ers, and steff. We have
tool box meetings, safe work Teetings, and
do all the statements. Best of all, if you
embrace the philoscphy (of safety) then you
sleep better at night. Roger Graham is our
risk soecialist. It's zrucial to employ someone
who doesn't care vshat they sey.”

att Dohety is the prodaction manager

for the Big Day Out, which has

become “te most significant outdoor
festival in the coLrtry. It tours. It has many
diverse elements. And it is ve'y successful.

An indicator: they pay fast. 3ig Day Out is
viewed as a safe “sk. They aren't tight with
money either.

Mest significerty, BDO has adopted safety
and OH&S as an assolute drivar, and they
have established policies and orocedures
which are refinec every year.

They have str ke teams, ancd "escue
policies. BDO is seen as a training ground for



large scsle event management.

These things were all happening well before BDO's well
publicised fatality, when an audience member was trampled
during the 2001 festival.

That eccident led to a coronizl inquest, where it was heard
by the court that the band, Limp Bizkit, had refused to heed
warnings from BDO management that they were inciting the
crowd ir a dangerous manner.

Matt Doherty was in the firing line. He told CX how at the
first show in Auckland the security director alerted him that
someone was down in the crowd. Matt asked the band's
producticn manager to stop the band and put on the crowd
lights. The guy refused. Singer Fred Durst came over. Durst
dragged Matt out on stage by the shirt, and yelled at the
crowd that 'the authorities are stopping the show'. He gave
Matt the microphone. Matt started calming the crowd then
felt water. Durst was standing bzhinc him emptying a bottle

over him,

After that, Limp Bizkit were on

borrowed time, but still managed
to craate the incident in Sydney
which ended in tragedy.

The same band were involved in
the r ot at the final Woodstock
concert a few years earlier, which
ended in much of the actual
production equipment being
burned.

Durst is nowhere today.

Meantime Matt also owns
Australasian Event Services, the
company who supply the unique
Orbit stage roofs (pictured at
top). He has five of them now,
and each BDO needs a pair - the
stages are side by side.

“Two 80 foot stages side by
side woulcn't work, our's are 60'.
But if you can get Metallica in
there, you can get anyone in!"

The big attraction is that the
skin comes down to the floor, so
they &re virtually weather proof.

Matt works from October each
year cn BDO, but his offices are
in the same place as the BDO

T“l’l’l your llghting rlg In'l'o a owners. Ken West bounces ideas

around with Matt, and comes up

‘work’ of art with Stage Tools Truss. it < iundngl capicans

like the pipe organ that belches
flames, and the wheel of death.

Need superior quality truss but onls Fave a small budget? Look no further! BDO has an edge, and that

The Stage Too s Truss range of products arz 1gnhtweight and attractive, vet strong and durable -
made frorm high-strength extruded alum niin: al'oy normally used in aircraft manufacturs.
Want ycur next rig to be a work of art® vlove _p to Stage Tools Triss products.

means new and sometimes

weird production experiences.
Matt says and his team are

split, with veteran Howard

Stage Tools Truss available now for hire or sale at Lots of Watts. Freeman ard Nick Marsden

Tel: +€E1 2

lotsofwatts.cenau Wek:

workirg from Melbourne. Matt is
assisted by Kate Stewart, who he
says manages to 'keep smelly old
blokes running'.

Matt started with bands in 1982
Lots in Melbourne, and did monitors,
He wo-ked “or Jands, and left to
do site management.

Aside from BDO, Matt's
company supply stages for
various events during the year.

of

Pry L
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Small gigs
And smaller minded venues

ver the holiday period | did quite a few

small-system gigs for corporate

Christmas/end-of-year parties.
Absolutely minimalist production, because (a)
the band are a bunch of tight-arses, and (b)
the tiny area provided by the venues for the
band to setup on didn’t come close to being
adequate.

Look, we've had amplified music for all of
my lifetime and for most of our parents’
lifetimes too, so it should come as no surprise
to reception centre managements and the like
just what's involved when you have a live
band. I'm not talking 80's quad 4-way
excesses, but just a simple 12" and horn box
each side of the stage, plus the occasional
sub.

But no, you walk in with a speaker box in
each hand and they look at you blankly and
mutter “Oh - you've got a PA system? Hmm,
that might be a bit of a problem.” And they
lead you over to a small corner the size of a
Jason Recliner, saying, “This is where the
band sets up.”

Mext the drummer walks in carrying the kick
drum, and they say, “Oh — you've got drums?”
Ditto the keyboard player, “Oh -

When all the necessary power boards are
connected, tape the plug to the socket so it
can't easily be pulled out. | also suggest that
you switch it on, and tape the switch in the
‘on’ position as well.

At one gig this Christmas we set every-
thing up in the afternoon, checked it was all
working, then turned off the amp and desk
and went home. At showtime, nothing
worked. | went over to the wall and found that
our power lead had been pulled out, and the
Christmas tree plugged in instead! | suppose
we should have been thankful they didn't pull
it out while the band was playing. Hence my
gaffer tape advice.

My next plan is to print a yellow and black
card saying 'Danger — LIVE POWER - DO
NOT TOUCH' and hang it over our main power
lead at the wall. That should make them stop
and think, at least.

| know everyone says this, but why do the
oldest, crankiest, most important old grogans
and their wives always sit closest to the
band? At the first note they start complaining,
eventually lurching to their feet to batter you
into submission with their walking sticks and

keyboards..."

| should also point out that the tiny
patch of real estate is usually
claustrophobically hemmed in with
tables, so getting on and off ‘stage’, to
use the term extremely loosely, can be
a nightmare. Not to mention the fact
that the nearest power point is the other

side of the room.

Many, many years ago the band and |
rolled up to play at a wedding, and as
we started to bring the equipment in,
the manager comes scuttling out to
meet us.

"Ah, amplifiers, | see,” he said. "Well,
boys, we have a rule here — only one
amplifier per band.”

AUDIENCE

We all stopped what we were doing,
looked at each other then rolled around
laughing uncontrollably. The guitarist’s
girlfriend, a gorgeous looking Amazon with a
chest that compelled respect, towered over
the manager, poked him with her index finger
and said, “Don’t be so f***ing ridiculous!”
then barged her way past him. We set up as
we would normally, and never saw him again
for the rest of the night!

Even reception venues that have stages can
make life interesting. My golden rule for these
places is “Never use the onstage power
points.” The stage power points always seem
to have bad Earth, no Earth, are often hanging
out of the wall, loose wiring, and make
everything hum. Find one somewhere else,
check that it has a good Earth/Ground
connection, run a decent power lead from it to
the stage, and get everyone to use it.
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ear trumpets.

However, careful placement of the
speakers can minimise this problem.
| set up each speaker so it pointed diagonally
across the dance floor, focussing somewhere
in the middle. Every time | went out to the car
to get something, the boys in the band would
swivel them around on the stands so that
they splayed outwards from the dance floor.
I"d push them back the way | had them, and
next time | came in they be back to being
splayed out.

Finally my fuse blew. “| say chaps, would
you mind not doing that?" | requested {or
words to that effect!)

"But the people over in the corners won't
be able to hear properly”

“Stuff 'em — they'll hear enough. It's the
people on the dance floor who need to hear

By Duncan Fry

best. More importantly, these tables of VIPs
won't be in the direct firing line of the
speakers; instead, they'll have the buffer zone
of the dance floor to lessen the impact.”

| leaned in closer “Bear in mind these are the
people who'll be paying you. You do want to
get paid, don't you?"

Suddenly they saw it my way, and never
touched them again.

An added bonus for this layout is that the
edge of the horn coverage travels just across
the front of the stage. Not too close to the
microphones to cause feedback problems at
reception centre sound levels, but since these
guys don't have any stage monitors, it's close
enough for the singers to get some idea of
how they're singing.

For these cigs the band uses their own
small Yamaha mixer, plus a 2 channel power
amp, and sometimes they like to have a Sub
as well to give the drums, especially the Kick,
a bit more grunt. | let them use an old one
from the factory, and set things up so one
side of the amp runs both 12" and horn boxes,
and the other channel runs the Sub.

The trouble with a Sub is that it needs to
receive a signal that is only Sub frequencies,
otherwise they honk like a foghorn, and
everything comes out of the Sub as well as
the other two boxes, but sounding nowhere
near as good.

You've probably realised by now that we're
talking a maximum profit, ultra low overhead
operation w th these guys, so their budget
doesn't run to an active crossover.

Old Dunk's quick and dirty solution worked
so well | wonder if anyone else does the
same:

Their mixer has an onboard 7 band graphic
equaliser. | always tell the band not to use it;
in my experience bad EQ is far worse than no
EQ. The lowest fader covers around 200 Hz. |
pushed that one up and all the others down,
then ran a lead from the EQ Out on the desk
to the Sub amp channel, and the non-EQ Line
Out to the Mid/Hi amp channel.

Bingo - a nice ‘doof doof’ kick drum thud
from the Sua. And, going against all the rules
(what's the point of having rules if you can't
bend them?) | put the Sub up on stage behind
the drummer. With plenty of padding in the
drum shell, resonance wasn't a problem, and
so it localised the sound field, giving the
impression of a self-amplified drum kit.

When | demonstrated the result to the
band, far from being appreciative of the
quantum leap in sound quality, the only
comment was “Jeez, it's about time you got
that bloody thing working properly!”

That's the problem with working with
friends; | don't get any respect.

Got any more small gig suggestions? Email me:
dunk@dunkworld.com
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Mix up a storm every time you perform.

With the new evolution €2goo microphone series.
Developed for professional stage performance, it
offers innovative microphones for every purpose.
Perfect amplification from the deepest bass to the
highest treble. Unbeata>sle interferance suppression
and/the ultimate in gair before feedback. The @900
series. Sound perfection even professianals could
only dream about — until now. Give it a live sound
check for yourself. The warmth of the zrowd’s
response is the only feedback you’l get.
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Acoustic Guitars

(and the sound engineer)

| he word 'guitar’ comes maybe from
T the middle ages instrument called a
| | ‘guittern’ and has origins that date
back to the Spainish in the 1600's. Stringed
instruments with frets date back to 1500 BC.

The acoustic guitar is played against the
chest or stomach either sitting down, standing
up or on the rare occasion is played on the lap,
ala John Butler style.

They come in different sizes - Classical
nylon string range is 1/4, 1/2 , 3/4 or full, and
the Steel String range - Parlor (Grand Concert),
Dreadnought and Jumbo, with the option of
12 string or cutaway. Each size caters for age,
style and sound preference.

There are six strings on a guitar, each with
an open note of E2, A2, D3, G3, B3, and E4
with the corresponding frequencies at 82
Hz,110 Hz, 147 Hz, 196 Hz, 247 Hz and 330
Hz.

There are 144 chords, plus variations
totaling over 1200, and on the standard 17 and
19 fret 6 string guitars there is 3 octaves and
4 octaves on the 24 fret guitar - this is just
going from an E to E.
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THE SOUND

An acoustic guitar has tone, volume, pres-
ence, balance, separation and sustain qualities
that make it sound, uniquely, the way it does.
A combination of these characteristics will
produce a 'sweet’ sounding acoustic guitar.

It is the perfect balance between high and
low notes, a good sustain after the initial
notes or chords are played, good separation of
individual notes plus playability that discerns
one guitar from another. Strangely enough, no
two guitars sound the same.

Manufacturers who excel in acoustic guitar
construction include Gibson, Taylor, Takamine,
Martin and Guild and Washburn. And while
some manufacturers keep to traditional hand
made methods to cut and craft the wood that
makes an acoustic guitar, others have adopted
CNC ( computer-numerically-controlled) milling
machines.

CONSTRUCTION
The main parts of the guitar are the hollow
body — top, bottom and side, the neck which

By Alan Mourant

holds the frets, and the head ( known as head
stock ) which contains the tuning pegs. Most
important of all is the sound board. It is the
vibration of the top soundboard that gives a
guitar its signature sound.

Construction techniques create a delicate
balance between giving strength to a guitar
using internal bracing and inhibiting the
resonance and tonality by using too much.
Mahagany or rosewood bodies with spruce or
cedar sound bcards are most popular.

Micing up and recording an acoustic in the studio
Depending on the guitar - with pickups or
without, the acoustic guitar can be amplified
and recorded using a microphone or a DI,

The pickup is usually matched to onboard
electronics tha: house the battery and circuitry
to filter, mute, aqualize or control level.

Some acoustic guitars may an XLR
balanced output coupled to the pickup
alleviating the use of a DI. Good pickup and
electronics combinations are vital in recording
and live reproduction.

Firstly, make sure the guitar has a new




battery and new strings in a gauge suited to the guitar and style of play.
Thin strings will sound brighter then fatter ones. Make sure it does not
buzz.

Choose a good quzlity condenser microphone with a wide frequzancy
response, a large or small diaphragm - one that will bring out the true
brilliance of an acoustic guitar. Studio acoustics will play a crucial role in
in the recording with, or without, ambience and natural reverb.

The location of the microphone depends on the sound you desire. As
a starting point place it 6 to 8 inchas away from the sound hole angled
towards the frets to avoid the boominess cf the sound hole.

Find the sweet spat by moving the microphone in this area, or move
it closer to the frets and playing aread and uo and down the neck. If you
have a studio assistant, get them to wear headphones and listen and
communicate where you wish the microphone moved.

EQ out boominess using a high pass filter or EQ out some 100 — 250
Khz. Avoid using the pickup electronics’ equalization and make sure the
EQ is disengaged or flat, unless o” course vou went to achieve a certain
sound by using it.

EQ the acoustic after you have found the optimum microphone
location. Add some 8 -12 Khz for come brilliance.. If you can, avoid too
much eq. Rely instead on good room acoustics and player position.
good mic placement and your ears. Any EQ should be subtle.

You might like to combine the sound of the pic<up but watch out for
phasing when combining mic and di in the mix. If you have a phase
meter in the studio refer to this regularly daring the recording process.

Acoustics live
In a live situation avoid over using the EQ on the guitars’ electronics
panel. More effectiva EQ can be affected at the console.

As a side note, a Dl will conver: the pickup signal, which is generally
a high impedance sicnal, to a low impedance signal suitable for long
runs down multicores. If the acoustic is close to the mixing console
(side of stage mix - duo scenario), then it is possible to go straight into
a line input using your phono guitar lead. It is always prudent to go into
a Dl in all cases. Some acoustic guitars have no pickups or they arz
poor quality in which case you wi | have to use a microphone - and a
good one at that.

In a live situation you need to choose a microphone that has good
gain before feedback and off-axis rejection. A good condenser micro-
phone is preferred but sometimes not suitable due to their high
sensitivity on a loud stage, but skould be used before a dynamic is
chosen. If the guitarist uses in-ear monitors the task of mixing foldback
is easier.

Often in use is a ‘Feedback Buster’ which is a rubber sound holz
insert that improves the gain before feedback level - makes it possible
to play louder before it feeds back. The only downside to this is that it
does change the sound to a degree. In a live situation it is not so
apparent; however in the studio you would not use one. Some guitars
with multiple sound board holes allow you to block off air flow to holes
to control unwanted frequencies and feedback

When using a radio transmitter with an acoustic guitar.... first things
first, make sure it has a new set of batteries, usually either 9 volt or
AA's . Secondly, check the set up of the transmitter to ensure that the
guitars’ output does not drive the radio trarsmitters’ input into clip or
the receiver into over-modulation. Radio transmitters, by law, are not
allowed to modulate outside of its prescribed bandwidth. The RF output
(in Mw) is limited allowing an ideal 100% modulation on the carrier and
anything over this is subject to severe lim ting, possibly distortion.
Depending on the make and model, some transmitters will have input
level attenuators, some a 20db pad or like the Sennheiser SK50 - 7

teps of attenuation. Also the anzennae of the radio transmitters should
not be touching metal objects or covered in heavy costume.

There should be some headroom at the input stage to allow for
performance dynamics. Use gentle compression at a ratio of 3:1, with a
medium attack time and slow release to <i the acoustic in the mix and
try not to over-compress.

* Thankyou to Vince Vozzo at John Reynolds Music City.

THE FUTURE
IS WIRELESS

WMS 400

ULTRAH: GHFREQUENCY

Introducing the r2w WMS4J0 wireless sytem
from AKG, which comkines easz cf use and
innovative technolegy with hesz add tional key
features and peripaerals:

e 50 mW transmission power

e Single AA bactery for up to =ight 1ours of
operaticn

e Environment scan enc auto-programming
e Rehearsal mcdz
e Five applicat o1 kits availatle

Never before has z higa cuality, high performance
multichannel wireless system of this category
been more innovative, mcre affordab e to
purchase and operate, easi2r to use, or guicker
to set up.

The Future is Witeless.

audioproducts

Call 1300 13 44 00 ‘o your nearest dealer
or visit www.adiopredicts.com.au
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The Life of Jack Singe

A living tribute to a true industry pioneer

or those that have only worked in and

experiencad the entertainment

industry o° the last ten years, some cf
the most important pecple in the history of
our industry may ke unknown to you. Reg
Bartram, Dennis Irving, Jack Singe, Roger
Barratt are big namr es from an era of technica
production that is still recent history. Some
are guietly retired, some have checked out
and some are still =vorking today after many,
many years.

John Grimshaw recently had the opportu-
nity to sit down wizh Jazk Singe in his home ia
Brisbane as he rememkered back over nearlv
70 years devoted t2 theatre, film and
television in Austrelia. Jack has certainly seen
better days, with il ness and age finally
catching up. Infirm ty does not sit well with
Jack, who was always &n active person, bott
in mind and in wor :. Despite the obvious
effort it takes to rezount his history, the
passion for the ind istry still twinkles in is his
eyes as he related stories of times, theatres,
people and war.

In a life that spans working for innumerablz
theatrical producticns, working through World
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War |l as a technician for military entertain-
ment units, setting ug ABC televis on and
more recently a-ound 20 years trying to
prevent architects from making the mistakes
they seem to love to make as they design
venues, Jack has certzinly been bLsv. He is
also one of those very rare breed - &n elder
technician.

J.C. WILLIAMSON
1936, Sydney. A teenz ze Jack finds work with
J.C. Williamsons. At the time, J.C Williamsons
is the most important and certainly t1e largest
of the theatrical compznies in Aust-a ia. They
own theatres and equ cment, they p-oduced
and staged shows, and if you wanted to get
into the industry, that was where you needed
to be. This work then =ad to a coule of years
waorking on touring tent shows. In very few
years, Jack had began to pick up many of the
skills of the senior tecas. But all of this was
put on hold whey Wor = War |l inte-rupted
everything.

With his age, he wes conscripted soon
enough, but his zalents saw him erter the
infantry corps working i1 the newly formed

By John Grimshaw

entertainment d visions. His experience in
technicz| production had him wvsecrking as a pa“t
of the bigges: ar 4 most complex “production”
compar ies the country has seer.

WAR CONCERTS

At the t me, the .var effort was spread over
vast distances. Iritially stretching from Africa
and through E urcpe, the war soaon also
engulfed Asia as Japan made moves to spread
out. As Jack started work in ths army, the
entertainmen: urits were all state based and
uncoorc nated with each other. Fowever,
given th= nitizl e xperience of oparating
concert avents for the troops in the middle-
east, th= military centralised the operation and
created “he biggest production company this
country 1gs ever seen — even td now.

Jim Cavidscn and his dance band - all from
ABC rac o were seconded intc 11e army, with
Jim given the -ask of creating ar 4 managing
the soon to be fo-med 22 “Concert Parties”.

The Facew:=zod Film Studios in Maroubra,
Sydney were “akzn over to become the
Headquzrters of the entertainment unit,
where all of th2 new staff were “rained. Each



Concert party needed stages, props, costumes, power, lights, audio,
musicians, performers and so on - all set up to tour.

These were pulled ~ogether at the studios. and sach Party was
dispatched across the country and around gérts of nearby Asia to
entertain the troops. Building this unit up was no small task, as it
involved hundreds of people, many tons of equipment, and huge
resources to keep it a | operational Jack employed the skilled he
learned in the touring tents shows to help prepare these touring live
shows, replicating the design of these touring stages.

The military had the power to ‘aoppropriate’ any aquipment or people
it needed to serve the war effort. So it was that Jim Collins, the
General Manager of Greater Union cinemas, suddeny found himself a
Major. He was tasked with the job of creating mobile cinema units to
entertain the troops. The fleet of Nestle delivery vans that used to
deliver chocolate around Sydney and many other similar vehicles ware
converted into mobile 35mm cinema projection booths — with the
projectors coming from cinemas that the war office would choose. A
cinema would get a letter sent to the managemert, telling them of the
appropriation, and the projectionis: would get a similar letter telling
him to report for duty. More than 170 of these cinama units were able
to deliver more than £00 performances a week to troops stationed
around Australia and into the pacif c.

“These units were a vital part o the action to keep up morale ard
were stationed in some remote perts of Australia where boredom was
a problem, and in forward positions where bombing and strafing were
an every day event.”

ON TOUR, WORLD WAR II STYLE

Jack found himself working both in the workshops preparing the live
and cinema tours, as well as out on the road running the shows. The
performing troupes were sent out all over the country from Sydney.
The tours would return home, rest up, and then go cut again. Though a
number of these tours were relatively shor:, Jack was sent out for an
extended tour of duty. Two concert parties and five cinema units were
sent to New Guinea. Jack was deployed to Milne Bay in Papua New
Guinea, around two weeks after the Japanese were pushed out of the
area. For fourteen months, the cinema would show movies and news
reels to the troops, tc as many as 17,000 trcops at a time.

For the live concers for the troops, the descriptions given by Jack
hark back to that old BBC televisio series "It Ain't Half Hot Mum”.
Men dressed as women, special guest performers from the mainland,
hard work, heat, rain, bogging trucks, and sc on. The equipment was
certainly spartan — four outdoor style PA horns for audio and a simple
100W amp, a mobile stage that was set ug and moved and set up
again. Despite this, the group of men that filled the entertainment unit
were able to stage up to 500 performances per week across Australia
and Papua New Guinga. These performances includad many of the top
performers at the time — George Wallace Jr, Smokey Dawson, Michael
Pate, and Gladys Moncreif.

It was dangerous and hard work, but it was not to last forever. Jack
saw the war to its conclusion, finally handing ove- his equipment ta
the official Army disposal unit, and then leaving to find work in the
fledgling Australian movie industry.

FILMS
On the back of his work and experience during the war, Jack was
asked to Production Manage two major feature fi ms that were to oe
made by Charles Chzuval - Sons Of Matthew and Jedda (the first
Aussie film shot in colour). Both cf these skoots 'were to be predomi-
nantly outdoors, and required significant logistica' problems for Jack.
On the Sons Of Matthew shoor, a large ratural formation in the
Gold Coast hinterland called the “Natural Arch” was going to become
part of one of the central pivotal moments in the movie — a water
rescue during a storm. The natural arch is not accessible by road. In
fact, the Natural Arch is located a: the foot of a mountain, and the only
access was by a jerry-rigged flying fox that Jack organised. Into tha
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Jack Singe, a terrific contributor

valley went tons of equipment - cameras,
lights, generators, wind machines, fire pump
on loan from a local brigade, staff, and such.

For the movie, they even dammed up the
creek to flood the area. The water level was
raised up from about 60cm deep to about
2.2m. It is doubtful that the current National
Parks personnel would let this happen today.
This was the way things were done back then.
Problems had to be solved on the spot, and so
long as you took a little care along the way
with how it was done, then no one would be
hurt. This was Jack — troubleshooter
extraordinaire.

The war and film experience brought him to
the roles of Production Manager and Technical
Manager for a number of the major production
companies, including the Tivoli Circuit,
Celebrity Theatres, J. C. Williamson Theatres,
National Opera, and the Italian Opera
Company.

STARTING ABC

Jack had worked in almost every major
performing venue in the country, and so was
known by every important production person
at the time. It should have come as no
surprise when he was recommended by a
number of people to head up the creation and
running of the studios when the ABC decided
to dabble in that strangle medium - television.

Head hunted by the ABC's General
Manager (T. S. Duckmanton), early in 1956
Jack was appointed Supervisor of Production
Facilities for ABC Television Services Sydney.
This role meant that Jack needed to find and
supervise more then 300 staff, both tempo-
rary and permanent, to fill the responsibilities
of production. Jack oversaw all production
planning, and organised design, graphics,
staging, props, special effects, wardrobe,
makeup, lighting, sound and film operations.
With little or no existing skill base to draw on
staff, Jack had to devise training and imple-
ment for his new crew.

Other than the designs for the BBC studios
in London, they had no other clues for how to
set up the studios, so Jack simply put it all
together. When the first broadcast finally ran
on November 5 in 1956, Jack was the
Production Manager for the show.

From day one, television ran with a full suite
of programs to fill the day. Drama, Opera,
News, Current Affairs, Children’s Education,
Kindergarten, Ballet, Light Entertainment,
Gardening and so on. To manage this, the
Gore Hill studio swung immediately in to 24hr,
7 day a week production.

The second studio in French's Forest ran
two shifts a day, 6 days a week. With these
shows only running during the day, set was
removed in the late evening, studio cleaned
up and new sets through the early morning so
that the next day's shows could start up with
the morning broadcasts. The work was an
endless procession of preparation for the
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coming shows.

From 1956 to 1963, Jack continued working
for the ABC in Sydney — as well as running his
company Theatrical Service Company from
1948 to 1963.

In 1963, Jack appointed himself to oversee
the setup two ABC studios in Queensland -
Rockhampton, Townsville and then the Darwin
studio. At the time, there were no landline
links between the stations, so each had to be
able to produce its own shows, as well as
running tapes that arrived from Brishane and
other studios. These regional studios were, in
effect, smaller versions of the Sydney
operation. During this time, Jack also travelled
regularly to the other studios around the
country, and was called upon on number of
occasions to act as the Federal Director of
Production Facilities.

THEATRE CONSULTANCY
By 1981, Jack had decided that it was time to

move on from the ABC. His work concen-
trated on his theatre consultancy work, giving
advice to people building new venues and
altering existing ones. There were at least 80
major projects during this period of Jack’s life
— a period that some people these days would
call the retirement years.

Jack has been an energetic contributor to
our industry. In the same living room where
this writer interviewed Jack, Brisbane's
Warana arts festival was coordinated and
organised for the first eight years of its life.
Jack was the festival's Chief Marshall for 20
years.

Today, Jack is not his best. Weak from the
exertions of the interview, he closes his eyes,
but | can see that he is pleased to have finally
been able to te | at least part of his story. The
family tell me that he has not been this
animated and happy in many weeks, and | am
grateful that | can give at least this much to a
man that helped shape our industry.

the tent roof in windy conditions.

Touring Tent Shows - the first semi trailer

In the late 1930's, Bert Lennon decided to take his production on the road using a new
technique in Tent Productions. Whilst overseas, he had observed touring tent shows built
around motor vehicles which made the companies very mobile and cost effective. Bert
imported from America three buses and trailers, plus a semi-trailar built as a portable stage,
complete with curtains and lights. It was one of the first semi-trailers seen in Australia.

Of particular note is the specially designed tent. The roof over the semi-trailer stage is
higher then traditional tent designs, with four “quarter” poles at sach corner of the stage
area. The floating grid was assembled on the stage floor, and then hauled up using four block
and tackle units — one on each of the four “quarter” poles. This allowed the grid to move with

The ability to use the semi-trailer as a staging platform made the whole setup much faster
and easier. The entire production could be erected in six hours, more than halving the existing
time. Dismantling took only 3hrs. The shows could best be described as “Musical Revue”.
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by Craig Anderton

Type: Tube mic preamp/EQ
Price: AS550 (est)
Contact: www.phonic.com

Mic ins: Transformer, DC-decoupled
XLR with phantom power

Mic input impedance: 3k ohms

Line ins: Transformer, DC-decoupled
1/4" TRS jacks

Line input impedance: 50k chms
balanced, 25k ohms unbalanced

Maximum input level: +10dBu mic,
+26dBu line

Gain: +10 to +60dB

Outs: Balanced XLR and 1/4" TRS,
with =10/+4 switch

Maximum output level: +22dBu

System bandwidth: 18Hz-30kHz,
+2dB

THE T8100 HAS A TOUCH OF
“OLD-SCHOOL" LOOK, THANKS TO
ITS ANALOG VU METERS AND
GLOWING TUBES.

Go for the glow

'hUﬂiC T8100 Tube Vocalmax

: honic's T8100 has an
understated look and
|:] feel; it falls under the
preamp category of
“here's gain, a tube, and
some EQ." As a result, the
price is remarkably low for a
stereo device with
transformer-coupled balanced
inputs and a pair of 12AX7s.

The front panel duplicates
controls for both channels.
Switches cover highpass
filter (B0Hz), phase invert,
and phantom power on/off.
Knobs adjust gain, tube
timbre (from "cool” to
"warm"), output level, low-
frequency (80Hz) boost/cut,
high frequency (12kHz)
boost/cut, and midrange
boost/cut. The boostfcut
controls are all detented, and
have a range of +15dB.

The midrange frequency is
variable from 400Hz to 8kHz,
but there’s no bandwidth
control. Also, the high and
low controls are peak
controls, not shelving. As a
result, the EQ is not for
surgical adjustments, but
more for general tone-
shaping with a tube vibe.

SOUND JUDGEMENT
When | first plugged a
dynamic mic into the T8100
and turned on power, | was
concerned that | had the
wrong voltage — the tubes
looked like the filaments
were about to explode. But it
was just the old “lamp behind
the tube” trick to add some
visual appeal (| guess real
tubes don't glow enough for
consumers who want their
preamps to scream “Hey!
There's a tube in here!”).

Once | got that sorted out,
it was time to experiment
with the sound. And | must
say, the T8100 sounded very
good with my voice. The
timbre control's “warm"
setting doesn’t do over-the-
top distortion, but adds a
subtle crunch that actually
sounds more like you're
adding compression than
distortion. The “cold" setting
didn’t get a lot of use with
my voice, but did well with
guitar amps and percussion
where | just wanted to
capture the sound, not add
“character.”

However, the noise level
isn't negligible. Even with the
input and output levels turned
down, there's a small amount
of residual hiss. But it's when
you start making the sound
more interesting through use
of the timbre control and
some upper-mid EQ that the
hiss becomes more
prominent. | found the high-
frequency boost was also
touchy about noise — if you
turned it up a tad, there was
a nice high-frequency lift.
Turn it up more, though, and
it made any noise obvious.

Despite the lack of a
bandwidth control, the
midrange EQ was more
effective and useful than |
thought it would be. The
resonance is gentle, which |
prefer —narrow bandwidths
work with a more limited
range of sounds. The
highpass filter is fairly
effective, but doesn't seem
too steep. Engaging the filter
doesn’t change the sound's
“natural” vibe, but if you
need a steep cutoff to deal
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with “p"”-popping, you're
probably better off doing it
elsewhere. Most of the time,
the midrange EQ handled my
needs, with the high and low
controls reserved more or
less for touch-ups.

My only real reservation
concerns hiss. Being careful
with the control settings
(e.g., don't add too many
highs) goes a long way
toward keeping it under
control, and | also found
Adobe Audition's noise
reduction tools excellent for
post-processing. If you're
willing to tweak the controls,
you can usually find the
sweet spot that gives the
sound you want and
sufficiently low noise.

The bottom line is that
the T8100 added some
depth and color to my voice,
while also doing double-
duty as a straight-ahead
stereo preamp for other
sound sources; and the EQ,
while not spectacular,
worked well. And certainly,
the price is right. The
T8100's performance belies
its price.

Strengths:

B Well-controlled tube sound with
"character”

W Cost-effective

W Includes highpass filter and 3-band
EQ with sweepable mid

B Timbre control is very useful

Limitations:

B No bandwidth control on mid EQ
band

M No variable input impedance for
matching mics

M Hissy with certain control settings

s
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by John Kragh

Mindprint Envoice mkl|

Price: A$1,500 (est)
Contact: Mindprint,
www.mindprint.com

Strengths:

M Flexible design

M Clean, clear mic preamp

W Each band of EQ can be engaged
separately

M Optional DI-Mod allows for
computer integration and stereo
monitoring

Limitations:

M Front-panel knobs feel crowded

M Preamp section doesn't employ
the tube

indp-int first rolled
M out their single-

channel Envoice in

199E. With the
mkll update they've taken
a flexible przamp/EQ/tube
compressor design and
improved on it in several
ways, not the least of
which s an >ptional digital
interface called the DlI-
Mod USB.

The DI-Mod USB
interface spcrts a S/PDIF
coaxial output, a stereo
TRS out, and a USB port,
which can function as an
input or output, depending
on how you set it up with
the included utility program
or from within your host
recording app. The S/PDIF
connection can carry the
Envoice’s ou put or the

output from wour computer;

additionally, ~he analog out

can be used for szereo
monitoring. Essentially, all
you'd need for single-
channel recording and
stereo playback iz a laptop
and the mkll.

“he mkll's input and
processing sectic1s remain
much the same from the
original. Analog line ins and
outs are on balanced XLR
and balanced/unbalanced
1/4" jacks. In add tion,
insert and send jacks are
provided, allowing you to
process the input signal
with external gear. The
insert comes before the
compressor and EQ
sectiors.

The EQ isn't the typical
low and high shelving
pairad with a sweepable
mid Instead, all three
bands are "bell-shaped”
parametric, and have
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different behavior for boost
and cut. When boosting,
the pandwidth is wider for
a "broad stroke” result,
whereas when cutting
frequencies, the bandwidth
Is narrower tor more
surgical zontrol. | found the
EQ behavior to work well.
In cases where | wanted to
warm up a sound, boosting
by 1-2dB dic the trick (a
little went along way,
especially when engaging
the tube saturation in the
comoressor section).

As a tona shaping
device, the mkll is
impressive. Its preamp
sourds clean and focused,
the EQ is smooth, and the
compressor is capable of
going from nearly
transparent to rude,
depending on how hard you
drive the tube. If you're in
the markzt for a sub-$1,500
recording channel, the
Envecice mkll is worth
sericus consideration.

SYDNEY

27 Skarratt St, Silverwater, NSW, 2128
PH: 02 9737 8522 FX: 02 9737 8524
daverennie@norwestproductions.com

BRISBANE

45 O’Connell Tce, Bowen Hills QLD 4006
PH: 07 3854 1000 FX: 02 9737 8524

www.norwestproductions.com

gra@norwestproductions.com

MANAGING DIRECTOR

Chris Kennedy

chris@norwestproductions.com



by Mitch Gallagher

Type: Tube channel strip

Price: A$3,500 (est)

Contact: Universal Audio,
www uaudio.com

Channels: 1

Components: Tube preamp, 2-band
shelving EQ, optical
compressor/limiter

Connections: Mic input (balanced
XLR), line input {balanced XLR),
instrument input {unbalanced 1/4°),
line output (balanced XLR)

Maximum gain: 77dB (mic), 40dB
{line)

Microphone pad: 15dB (switchable)

Frequency Response: 20Hz—20kHz,
+0.5dB

Input impedance: 500 or 2k chms
(mic), 2.2M or 47k ohms (DI)

Low shelf EQ: 70, 100, or 200Hz,
+9dB

High shelf EQ: 4.5, 7, or 10kHz, £3dB

Noise floor: —72dBu (ling, unity gain)

Universa

Two legendary components in one box

udio LA-810

ime for a math lesson: A

Universal Audio M-610

tube mic preamp has
a list price of $2,400. One of
the company's LA-2A optical
compressors lists for $5,995.
Put the two together, and
you've got a grand total of
$7,395. So how the heck have
they managed to put out the
LA-610 — basically a combination
of the two products — for
$3,500 list? Even compared to
the $4,995 Universal Audio
6176 channel strip — a
combination of the 610 and
the 1176 compressor/limiter —
the LA-610 is surprisingly
inexpensive.

Granted, the optical
compressor in the LA-610
isn't quite the same as the
venerable LA-2A, but it's very
close. The compressor uses
the same T4 optical cell as is
used in the LA-2A, and provides
response similar to the original.
Unlike the LA-2A, the LA-610
doesn’t have sidechain
high-frequency adjust, nor can
you link two units for stereo
operation. And, unlike the
6176, you can't use the
preamp and compressor
independently, (You can, of
course, bypass the
compressor/limiter, or use the
line input to feed the
compressor, but you can't use
the two sections on separate

LINE
OUTPUT

UNIVERSAL AUDIO, INC. = SANTA CAU

IT DOESN'T GET MUCH SIMPLER THAN THIS: MIC INPUT, LINE INPUT, AND LINE
OUTPUT. THE INPUTS (INCLUDING THE FRONT-PANEL INSTRUMENT INPUT}
CAN ALL BE CONNECTED AT ONCE; SELECT THE ONE YOU WANT USING A

FRONT-PANEL SWITCH.

signal paths the way you can
with the 6176.)

Are those differences
enough to explain the relatively
low price? Who knows . . .
and really, who cares? What's
important is that Universal
Audio was able to accomplish
the task. (Okay, according to
Universal Audio, there are
other reasons: the LA-2A is
laboriously hand-wired,
contains some very expensive
components, etc.)

THE TOUR

EQ reviewed the LA-2A and M-
610 in the past (April 2001 and
June 2001, respectively], so |
won't re-hash what's already
been written. Instead, let's take
a quick tour of the LA-610. The
preamp section has selectable
input impedance, 15dB pad,
phase invert, and phantom
power. Gain is set using two
knobs; a 5-position Gain
control, and a large Level
control.

Two bands of shelving EQ
round out the preamp section,
High and Low. The EQ has
+9dB of gain for each band,
and each can operate at one of
three frequencies. For the high
EQ, you can choose among 4.5,
7, and 10kHz. For the low EQ,
you have 70, 100, and 200Hz.

The T4 optical
compressor/limiter offers

MIC
NPUT

extreme ease of use; there
are only two knobs required:;
Peak Reduction and Output
Gain. Both are nice and big for
easy adjustment. The last two
controls on the front panel set
the T4 to compression, limiting,
or bypass, and determine
where the meter falls in the
circuit. Speaking of meters,
the LA-610 has a cool backlit
analog VU meter. There's a
recessed meter calibration pot
on the front panel. The review
unit’'s meter was slightly out
of calibration when it arrived:
a quick tweak brought things
into alignment.

Around back, things couldn’t
be more straightforward: There
are line and mic XLR inputs
and an XLR line output. A
front-panel 1/4" jack accepts
instrument-level signals. The
input selector knob lets you
choose among mic input at
500 or 2,000 ohmes, line input,
or Hi-Z (instrument level) input
at 47k or 2.2M ohms. This
allows you to have all the
inputs connected at the same
time; just select the one you
want using the knob, and
you're ready to go.

THE SOUND

As with the M-610 and 6178,
the LA-610 preamp’s Gain
and Level controls interact.
The Gain control is a 5-

THE LA-610 PROVIDES A COMPLETE CHANNEL STRIP BASED AROUND
UNIVERSAL AUDIO'S 610 TUBE MIC PREAMP AND AN “LA-2A-STYLE"
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OPTICAL COMPRESSOR/LIMITER.



position switch, offering
-10, -5, 0, +5, and +10dB
increments. Changing this
switch not only changes the
input gain, but also affects
the tube’s harmonic
distortion. The Level control
is a continuous knob;
setting it higher and the
Gain control lower results
in a cleaner sound, turning
Gain up and Level down
makes the sound rounder,
warmer, and more "tube-y.”
The EQ is useful for
basic shaping, but isn't
designed for “surgical”
purposes. The EQ gain is
set using 11-position rotary
switches; the smallest
switch increment is 1.5dB,
so don't look for fine control
over tonal shading here.
The compressor is
similar in response to an
LA-2A. The manual
describes it as slightly
more colored sounding
than the original, and |'d
have to agree — to my
ears it's a tiny bit more
aggressive. But it's still a
nice, smooth compressor,

especially when used for
minimal gain reduction. As
on the LA-2A, there are
two operating "modes”:
compression, which is
gentler with a lower ratio,
and limit, whieh has a
higher ratio.

Comoined, the preamp,
EQ, and compressor offer a
tremendous range of sonic
shading You can set the
LA-610 “or transparent,
clean operaticn, or you cen
punch things up, adding
substantial girth to the
input signal.

But even vihen running
clean, the LA-310 adds a
roundness to the signal
and subtly tames strident
highs. | tracked vocals,
acoustic and electric
guitars, end e ectric bass
into Pro Tools using the
LA-610. In every case |
was thrilled with the result.
On mic-level signals, the
LA-610 preamp provides
great dynamic response,
good prasencz, and even
frequency response.

After tracking, | ran ths

THE PREAMP PORTION OF THE LA-610 INCLLDES TWO
BANDS OF SHELVING EQ. EACH BAND CAN BE SET TO
ONE OF THREE FREQUENCIES.

signals beck out through
the LA-610. Even with the
compressor bypassec, and
the EQ set for no boost or
cut, there's a subtle
character added to line-
level signals. The EQ is
easy to dial in for brcad
tonal shaping. The LA-610's
high EQ is sweet, without
harshriess. The low EQ is
round and smooth.

Setting the compressor
couldr't be easier: Set the
Peak Reduction knob for
the amount of comprassion
or limiting you want, then
adjust the Gain contral to
make up for level lost due
to processing. Easy. The
meter can be switched to
display the preamp cuJtput
level, gain reduction or
compressor output — a big
help for cetting the levels
where you want them. A
nice addizion would te a
signal present/overload
LED on the preamp input.

TRUE VALUE

Remember our math '2sson
from tae beginning of this
review? No matter hcw you
run the numbars, the _A-610
works out to be a pretty
good dea . Beasically, buy a
610 preamp for $2,530 and
Universa Audio thrcws in
an LA-2A-style

UNYERSAL AUDI0

| LA-610
©
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compressor/limiter for an
additional $900. (These are
list prices, of course;
you'll likely find lower
street prices.)

Mot bad at all considering
the sound quality and
versatility this buys you. You
get a tonally flexible tube
preamp, two bands of
shelving EQ with switchable
frequenc es, and a smooth,
high-end
compressorflimiter.

Whether you're after
transparency or thick, punchy
tones, the LA-510 zan deliver.
Use it as a chenne! strip, a
mic or instrument preamp,
for EQ, or as a compressor.
No matter how ycu set it
uo, you'll get low noise,
great-sounding results.

Add it all up, and you get
a great value. That's the kind
of math | like best.

Strengths:

W Tube preamp with variable input
impedance

W Optical compressor

W Hi-Z (direct) input

W Excellen value

B Tonally versatile preamp

Limitations:

W Can't link two units for stereo

W Can't use preamp and compressor
independently

W No sidechain




by Lynn Fuston

Type: Preamp with 3-band EQ

Price: A$7,500 est

Contact: AMS-Neve,
WWW,aMS-Neve.com

Frequency response: 20Hz to 20kHz,
+0.5dB, —3dB at 40kHz

Distortion: less than 0.07%, 50Hz to
10kHz, at +20dB gain

Noise: less than ~83dB at all line
gain settings

EIN: better than —125dBu at
+B60dB gain

EQ

High-frequency: +16dB fixed
frequency shelving at 12kHz

Low-frequency: +16dB shelving with
selectable frequencies of 35, B0,
110, and 220Hz

Mid-frequency: +18dB peaking,
fixed ‘0" with selectable center
frequencies of 0.36, 0.7, 1.6, 3.2,
4.8, and 7.2kHz

Highpass filter: 18dB/octave slope,
switchable between 50, B0, 160,
and 300Hz

MS-Neve |

s this the perfect reissue of a classic preamp/EQT

13

he Neve 1073 is
T probably the most

famous and possibly
most desirable preamp in the
history of recording. Designed
by the Rupert Neve company in
the early '70s, it has earned its
place as the "gold standard”
among preamps. This discrete
transistor mic/line amp with 3-
band EQ and highpass filter may
not be the flattest, cleanest, or
fastest preamp design, but it
epitomizes the Neve
"essence,” endearing it to
engineers and producers
worldwide. When | gathered
seven world-class engineers
together for the 3D Audio
Preamps in Paradise video and
asked about a "desert island
preamp,” three of the seven
said without hesitation: "Neve
1073." With hundreds of
preamp options available today,
finding so much agreement is
testament to the desirability and
sound of the 1073. | called
Fletcher at Mercenary Audio
and asked him which preamp he
thought is the most copied, he
retorted “Copied? Or copied
well? The 1073 is without a
doubt the most copied mic pre,
however it is very rare that it is
copied well.” The legendary
big, punchy sound of the 1073
is well documented so I'll stick
to comparing the reissue to the
original unit, to see how close
AMS-Neve came to duplicating
the vintage 1073.

Realizing the number of 1073
copies out there, along with the
skyrocketing prices for originals,
AMS-Neve decided to re-issue a
new 1073. However, | think the

480 @ ©0:36
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FIG. 1. THE FRONT PANE_S ON THE TWO UNITS ARE SO NEAALY IDENTICAL THAT
YO!J HAVE TO KNOW WHERE TO LOOK TC TELL THEM APAR™. NEW ON THE LEFT

AN OLD ON THE RIGHT.

word “re-create” is mare
accurate, When | pulled two
rec<ed modules out o the
shipping 20x, | thought there
had been a mistake. | ~vas to
get an orig nal (old) 1073 and a
recreation [new) 1073 But the
“wo | had here were icentical.
 oser insgection revealed
minor dif‘erences. The
‘wintage" unit seemed to be in
pretty good repair, somewhat
rere for vintage Neve modules.
“he knobs on the old unit were
dirty and the frequenc/-select
rings had greass penc| on them
whzre the original pairt had
won off. The kaurled <nob on
tFe new one was shiny, while
tre old one was dull. And the
highpass filter knob was darker
blue on the old one. Other than
tha: they lcoked absol stely
idantical, so close in fect that |
put marker tape on the front of
the new ore so | wouldn't

confuse therr. (See Figure 1.)
Next it was time to go under
the hood. | pulled the units from
the case, a stu-dy 3U box that
incluces pows- supply, XLR
inputs (beth linz and mic) and
outptts 01 t12 back, along with
powe- frequenzy/voltage select
and a power switch. On the
front, there arz LED indicators
for +24V and +48V, along with
phantom an/cf* select for each
module and a pair of output
level -rims. Tre modules look
exacty like every other Neve
module I've ha'd — the
Amplrenol connector on the
back, with a Lz/Hi switch on the
rear for the 3C0/1200 ohm mic
input mpedar ce, and
comp etely ercased in metal. |
did nctice ore <hing that struck
me as funny: Zn the old module
was a bright r2d sticker that said
"QOrig nal old unit.” Obviously |
wasn't the ony one who had

cx B4 First published in EQ. www egmag.com



FG. 2. HIS TAG ILLUSTRATES HOW SIMILAR THE
TWO UNITS ARE. IT WAS MARKED SO PEOPLE
COULD TELL THEM APART.

FIG. 3. THE IDENTICAL TRACES ARE ATTRIBUTABLE TO USING T+E ORIGINAL PCB ARTWORK FROM THE NEVE

ARCHIVES. NEVY (LEFT} AND OLD (RIGHT).

ciffizulty telling them agart. (See Figure 2.)

Mext | unscrewed th= sides, sld them
cff, and got to the heart of the mattzr.
(=ven the screws are irzerchangeable
ketween old and new.)

The first thing | noticed as | placed tham
side-by-side was the similarity of the printed
circ.it board (PCB) traces. A kig aspect of
rreamp design, which some clone-makers
cve-look, is component placement and CB
cesgn. When copying a1 old design, you
can use the same components in the seme
circait but lay out the PCB differently and
enc up with a unit that sounds totally
ciff2rent. The routing and size of the sicnal
t-aces can have that much influence on the
sound. Conversations with many well-known
preamp designers has confirmed this tc me.
So was delighted to see tha: the PC boards
I>oked absolutely identical, apart from the

magenta

MAGENTA RESEARCH

Magjenta Research is the demonstrated Pro A/V LEADZR
ir high-resolution video, audio and serial transmission
and distribution. Better technology means Magenta's
Multiview" Series always wins when compared wth
clternative methods of high-resolution video celivery

color of the board matzrial. (See Figure 3.)

Wher | asked the tectnical design
department at AMS-Nzve about the PCBs,
they informed me tha "the PZBs look
identical beczuse “rey arz made with the
original zape PCB artwork, ca-sftlly stored
over t1e years anc now in us= again. All
original >CB drawings are used.” Chalk one
up for " nistorical eccu-acy.” That made me
wonder if the same was true for the
accurate repraduct ons of the frent panels
as well. The word from AMS-Neve? On
those "it was more difficult keceuse we had
to spend a graat deal of time matching
today's ZAD “onts with the original hand-
produzed artworks.” Original artwork or not,
to my eve the fron: pznel is
indistinguisheble frorm the original.

The rext thing noticed was the looming
(the wav the zables ase routed and wrapped

“We saved time and money using
Magenta. The fidelity of UXGA vndeo
is like magic, even half a kilometer

away over CAT5 cable.”

Magenta. Magic.

1600 x 1200 Video cver CATS

betwreen individual PCBs). This aspect is
just as significant as the PCB layouts and |
was pleased to see the cables were
positioned and wrapped exactly like the
original. The faithiulness to the original
design and construction is overwhelmingly
evidant. (See Figure 4.)

So lots of similarities. Now let's talk about
some differences inside. | noticed a
difference in the potentiometers and
resistors betweer: old and new, as you can
see r the images below. The old carbon
track oots, corrodad over the years, were
replaced with newer conductive plastic pots
on the re-issue. The larger brown resistors
on the old were replaced with smaller metal
film resistors, bluish in color. (See Figure 5.)

P-obably the most influential things to the
sourid of the 1073 are the audio
transformers. On the new module, although

cver CAT5 cable, out to 1500 feet (457 metres).

Image Design Technology 1300 666 092 www.idl.com.au

TECHNOLOGY DISTRIBUTORS

=rolicy by IBRs
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AMS-Neve 1033

FIG. 4. NOTICE THE IDENTICAL COMPONENT LAYOUT,
FMAKING IT DIFFICULT TO DISTINGUISH NEW (LEFT)
FROM OLD (RIGHT), EVEN WITH THE ORIGINAL
CAPACITORS ON THE OLD BOARD, WHICH SHOULD
EE CHANGED FOR BETTER PERFORMANCE.

identical in size and color, the transformer
case markings were different. | asked the
AMS-Neve team to explain these three
cifferences. (See Figure 6).

Simon Daniels, Product Marketing
IManager of AMS-Neve responded:
"Criginally Neve used “Plessey E” carbon
tack potentiometers, but during 1977 a new
rarge of pots was introduced after extensive
evaluation. These were manufactured by
SFER Nice, and had better performance,
especially in terms of noise and life and they
were physically much smaller. Today we still
Lse the white SFER PA11 pots, which have
conductive plastic tracks and gold plated
contacts, and give excellent audio
performance, longevity, and linearity.

“The resistors used today are metal-film
and exactly the same specification as the
cnes used in the original units. They are
evailable from our suppliers and component
size is reduced.

"The original transformers were co-
cesigned in 1968/69 oy Neve and Marinair
Fader of Harlow, who then manufactured
t1e transformers for Neve. As Neve
expanded in the 1970s, a second supplier
wsas required and so another local (to
Cambridge) transformer manufacturer (St.
I+es Windings) produced transformers of the
same design. So Neve used both suppliers.

“The transformers used in the current
AMS-Neve built modules are to the same

FIG. €. COMPARE THE WEW METAL FILM SESISTORS
AND SMALL POTS (TOP) WTH THE O.C BROWN
RESISTORS AND CARBON PCTS (EOTTCM).

FIG. 6. NOTICE THE IDENTICAL SIZE AND PLAZEMENT
OF THE TRANSFORMERS AND THE IDENTICAL PCB
LAYOUT. NEW (TOP) AND CLD (BOTTOM).

desicn and “rom the same “actory ir St. lves
in Cambridgeshire. (The pa ent comoany
name is now chanced to Caribill. the name
on ths cLrrent trarsorme™, "

THE ULTIMATE QUESTION

It's time “o1 the ullimate gu=stion: V/hat
does the new modu e sourd like co~parad
to the original?

Af-er detailing &ll zhe sifrilarties, you rnav
not b2 sLrprised to find tha: it sounds like a
1073 Us ng the old and ne'w pair or sterzo
sources such as peno, no roticeablzs
differancas were dezectec Jetweer |eft anc
right zhannzls. | rar tones to chezk
confcrmizy of gain s aging end it was -igkt
on. | conmpe-ed the two ecLa izars by =ar and
founc thet the curves and values of :te EQ
sound identcal. In s-udio use, | dd spot e
few ciffe-ences: The switches for EQ and
phase onthe old hese mccu es are
notor ous for the szratchy sound thev make.
The new oras feel 21e sar= but don': make
that anncying nois2. The frequenzy select

Clones and Transformers

he topic of transformers in Neve clones is worthy of atten=ion since the

transformer has such a large effect on the scund. Canhill is the company
that supplies the majority of the “clonars” with taeir L0 11€6 outout
transformers (a few of the “cloners” use original transformers). AMS 'Meve tested

the LO 1166 transformers and says they found ar unaccep:zable lavel of low-
frequency distortion. Robin Porter, one of the origina Meve statf invalvec with the
first batches of 1073s, finally got Carnhill to build transformers that confarmed to
Neve specs. Only Neve has access to these output transformers, whick the company

says are a major contributor to why the AMS-Neve reissues are so clos2 in tone and

texture to the original modules.

Cx BG First audlished r E1. www.eqmag com

switches on the old mecules go “chunk”
when you turn them. O~ the new one they
feel lighter and go “clic< * The boost/cut
knobs on the old 1073 are very heavy and
you have to purposefully “twist” them. On
the new one, they feel ighter and ycu can
jJst turn them. The old -otary highpass
switch is actually easier zo turn than tre new
one. As you can tell, I'm reaching to find
differences — no one would expect 30-year-
old switches and pots to operate like rew
ones. Besides, none of tais will have any
impact on the sound of the unit.

Allin all, | think AMS-Neve has done a
spectacular job of recreating a classic. The
new module is worthy tc wear the Neve
symbol and the 1073 neme. Those who
purchase one won't have “vintage Neve”
bragaing rights but they won't have old gear
frustrations either. They will certainly te
entitled to say, | have a Neve 1073"
without reservation.

Strengths:

M As faithful a reproduction 33 possible, with ijentical
PCBs and identical or better components

M Has the classic 1073 sound with better
reliability/longevity

M Will work side by side with vintage 1073 modules in
existing racks

W Output level control and sw tchable phantorr power
on front panel

B Only slightly more expensive than original 1073
modules

Limitations:

W No front-panel power switz1

W No boost/cut value markings, only dots, just /ike
original 1073

W Expensive




Your ‘One Stop’

Rigging Shop.

» (Ozblok products. The new “S” Seriss
chain blocks, girder clamps and trolleys.

» C.M. Lodestar, GIS, Kito and Hitachi
chain motors.

# Standard wire, Superflex steels
and custom made bridles.

* Manual and electric winches.

* Black polyester round slings.

e C.M. Stac chain.

» Height safety equipmentand Q . Ofﬁf:k
fall arrest systems. ¥ “S" Caries

® Pocket laser levels. Chain 3lock

oA
® Endless webbing ratchet ae
straps and load restraint systems.

Sisal and manilla rops.

—

P T I g e

S

NSW Phone: (02) 9531 8033
Fax: (02) 9531 7933

VIC Phenez (03) 9480 5577
Fax: (03) 9480 0855
Email: sales@hesvic.com.au

Email: sales@ozblok.com.au

Inflatable Projection Screens
for Movies in the Park and
Ovutdoor Events!

Blimpscreen makes outdoor events a breeze!
Save time on setup and installation of a
projection screen while ensuring the safety
of the audience.

* Quick Setup & Strike
* SAFE — When the Wind Blows!
= Sun and Rain Proof

= Compact Storage

= Custom & Standard Sizes
= Custom Colors

= Sound & Video Systems

* Sales & Rentals

« Made in the USA

« Worldwide Rental Network

For Full Information go to www.blimpscreen.com.
Email Mark@T2K.com. Tel: (800) 315-2941
Int'1 001.818.557.0903

Tel: 07 5529 0505

r T, b
GoOBOTECH Fax: 07 5529 2226

Hug= Stock Gobo Collection
browse online - www.gobotech.com.au

Custom gobos FAST!

Full colour, spot colour, B&W, steel.

Fx Gobos. Art glass.... NEW!

5 4
Dichroics, 50mm & Custom
Dichroics for 500W Floods

BEACON Digigobos
Funky video loops

Projectcr sales
iantastic deals for
point of sale.

Custom Electronics
IP Rated wash light

www.gobotech.com.au
sales@gobotech.com.au

KEEPING IT SIMPLE
USER FRIENDLY AUDIO MIXERS |
From Fitness Audio Distributors

The Aeromix 1+1EU Mixer has these features:
Just 2 Volume Cortrols; Screwdriver adjustable tone controls on |
both inputs; “Walk up and plug in Socket” for MP3 players etc; |
Rear Mounted Master Volume Control to “set and forget”

The Aeromix 2+2EU has the following features: i
Only four input Vo ume Controls; Smaller separate tone controls

for Vioice and Music EQ; Two Pairs of Balanced TRS Stereo/Mono
outputs @1V & 1.5V to match all types of power amp; “Walk up
1 and plug in Socket” for MP3 players etc; Rear Mounted Master
Volume Control to “set and forget”; Music Mute relay link.

| Both mode's have the innovative feature of a stereo jack socket
on the front panel for use with personal MP3/CD Players, Mini
© Disc Players or Laptops. Both units are supplied with iJax, a
| distinctive white cable featuring a right angled 6.35 stereo jack
on one end and a Z.5mm stereo mini jack on the other. Simple!

: j%gudio

www.fitnessaudio.com.au

Phone: (02) 9313 4995

Fax: (02) 9313 5569

Email: sales@fitnessaudio.com.au
= a

SR ERF
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The software takes E-mu’s sampling expertise into the virtual world,
while the hardware provides serious I/0 and effects — all at a price
that looks like a typo.

—
by Craig Anderton ».__I | lU SyStel I |S
®
Type: Sampler/audio S ;
interface/software bundle e | I I U a t D r X t U | D
Price: A$1,200 est e

Contact: E-mu Systems,
WWW.BITU.COm

......... The hardware sampling experts go virtual
Platforms: Windows 2000 SP4/XP

SP1
Minimum system requirements: 512

here are a lot of native ero-latency mixing, and sed in E-mu’s 1820M, and
MB RAM, PCI 2.1 slot, adjacent PCI 'V : LARIERSIE A
ot 1 s bt soft samplers, but the hardware effects that don't tax features a ton of IfO.
SIOTION LGt R E-mu Systems Emulator your CPU (although the hardware On the downside, basing the
1.5GHz PIll or AMD processor, ) , v ! .
i X Studio package (EX for short) doesn't have infinite DSP — you hardware on FireWire
1024 x 768 display ; ) = e
Analog 10: six 1/4° TRS balanced in is a hardware/software bundle: can run out of effects). This is connectivity would have been
nal0g v L PCl card, sync and I/O the same high-quality hardware more transportable. (Although

eight 1/4" TRS balanced outs
{software selectable +4/-10], 2
combo mic/line ins with TFPro mic
pres, stereo headphone out, RIAA
equalized phono input, 4 stereo
minijack alternate outs (these
parallel the eight balanced outs;
intended for driving powered
speakers with surround applications)
Mic Preamp: +10 to +50dB gain,
switchable +48 phantom power
Digital I/0: S/PDIF 2-in/2-out
transformer-coupled coaxial,
2-in/3-out optical (software SAMPLE EDITING HAS EXTENSIVE
switchable AES/EBU, S/PDIF, or OPTIONS, WITH PLENTY OF SCREEN
ADAT. In ADAT mode, offers 24 bits SPACE TO SEE WHAT YOU'RE DOING.

with 8 channels @ 44.1 or 48kHz, YOL CANZOOM N UNTIL YOI SEE
EACH INDIVIDUAL SAMPLE.
4 channels @ 96kHz (S-MUX

compatible), 2 channels @ 192kHz.
FireWire 400Mbps port.

MIDI If0; 2-in/2-0ut (32 channels)

Syne: internal crystal sync at 44.1,
48, 96, 192kHz, external sample
rate sync (ADAT, S/POIF, opt. or
coax), word clock (750hm
switchable termination], SMPTE
infout, MTC out

A/D-D/A converters: 24-bit lingar,
192kHz

Resolution: 16-/24-hit @ 44.1, 48,
96, 192kHz, 32-bit floating point
internal processing

Modes of operation: standalone,
VST plug-in

Bundled software: 4 COs (over
2GB) of sounds, PatchMix DSP,
hardware-accelerated FX library

Format support: EOS, ESi, Elll, Emax I,
Giga, Akai $1000/3000/5000,
HALion, EXS24, SoundFont 2.1, WAV

Drivers: ASIO, WDM (for interface
only), DirectSound

Copy protection: periodic CD

daughtercard, nice I/O breakout
box, sampler software, sampler
format conversion software, and
hardware-accelerated effects. It
actually samples — it's not just
for playback — and works as a
VST plug-in or in standalone
mode.

Tying the software to
hardware has significant
strengths, like tight integration,

erp THE PATCHMIX DSP APPLICATION (LEFT) PROVIDES 32 CHANNELS OF ZERO-LATENCY HARDWARE MIXING/MONITORING, AND
insertion A VIRTUAL PATCH BAY WITH FX INSERTS. IN THE BACKGROUND IS THE EMULATOR X'S VOICE EDITING WINDOW, WITH ONE
OF THE 54 FILTER TYPES ABOUT TO BE SELECTED.

Cx B8 First published in EQ. www.eqmag.com



there is a FireWire port, it doesn't relate to
the sampler — it's just a thoughtful bonus.)
Still, PCI slots aren’t going away any time
soon, and the exceptional performance
justifies tying into the computer's insides
rather than going through external I/0.

INSTALLATION

The package installed easily and woked
immediately. There are some unexpzactad
extras: A headphone splitter, MIDI DIN to
mini-DIN adapter for drving modules with
non-standard MID! connectors, and a power
supply cable extender (the PCl card gets its
power from the computer's power supply.)
Everything you need to get going is included.

THE HARDWARE

The specs sidebar gives the specs, but t's
worth mentioning that tha breakout box is
classy, with good build guality and
connectors. E-mu gets axtra points for
including a phono preamp; DJs, rap, and hip-
hop artists will appreciate this for sampling
classic vinyl. Unless you need more /O, this
Is as good an audio interface as you'|l find in
this price range . . . and probably some higher
price ranges too. And of course, having a
hardware interface mezns you can hook up a
mic or line out and actually sample.

THE SAMPLING SOFTWARE

There are no real surprises regarding
architecture. A browser tree locates presets
and samples, and a large window offers
different pages that show various aspects of
the sampler (voice editing, voices ard zones,
and links among presets). What is surprising
is the interface’s efficiency — everything is
visible and easy to edit, without taking up
too much space — and drag-and-drcp is well

gy

supported. If you've worked with samplers
Je’ore, it's a circh to get around. The only
‘egson you nzed 1o read the PDF manual
thare's also a printed, fairly | mited quick
start manual for bath the interface and
sampler) is to p.ck up on the extra goodies
:het aren’t okbvious,

As this is an E-mu product, theres a
Tejor emphasis on filtering — 54 tyges, and
Jou can morph from one filter to another.
Jnder the hood, there's also the option for
nigh-quality trarsposition if you're stretching
samples over a wide range. E-m. has always
vad the recipe for transposing samplas and
meking them sound good, ard they've
sorted that over to the EX. There are also
alenty of modulat on options, alcng with
‘lexible routing.

PATCHMIX DSP

This application ties into the hardware,
Jrovidirg zero-latency mixing and effects
‘het don't load down the CPU. A large
window shows effects parameters for
diting, but you can also show inputs and
Jutputs, and do patching. There are effects
nserts per channel and master insers; the
wumber of ezch depends on how you're
sing the EX DSP resources.

But these aren't only for effects: Right-
click on a slot and you can insert a trim
control, peak mztar, signal generator. or
nsert an add ticnal send or send/return (yes,
Jse an external in and out in the breskout
J0x to Insert somea vintage piece of
Jardware sitting in your rack).

There's the usual stuff too, like meters,
evel controls, mute and solo, etc. PatchMix
JSP isn't just an accessory, but a useful part
of the system. And, with a recert driver
Jpdate (version 1.60), the Patchiix DSP

As we go to press, E-mu has announced version 1.5 of the

Emulator X software. This free cownload offers integrated

software effects at the preset and multisetup level (these are in addition
to the existing hardware-accelerated effects), auditioning of sounds straight from
disk, and a new Single View Screen that allows users to quickly search and dial up
sounds in seconds. For more information, visit E-mu’s web site.
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effects can show up in your VST host
(named "E-mu Power FX"}, with automation.

SOUNDS

There aren't a lot of dedicated EX libraries,
but the supplied formet translation program
works quite well. The sundled sounds also
rate highly, particularly the X-Producer CD.
REX file import isn't supported, but if you
have ReCycle and save the file in Akai
format, EX can import it and map slices to
the correczt keys.

HEY, BUT WHAT ABOUT....

We just can’t cover everything. The file
management deserves props, and the
automated sampling functions are brilliant if
you're into making your own samples. Then
there’s tre sample editing DSP — time and
pitch stretching, bit reduction, compression,
and much more. And yes, here's positional,
velocity, and controller crossfading for the
various zones, which can be up to 128 layers
deep. (Also note that i your budget is really
cramped, the standard EX package that's
based on the 1212M audio interface costs
about A$300; it omits the sync
daughterboard and some 1/0.)

Bottom line: It's a helluva package at a
helluva price. E-mu has rocked the hardware
sampling world for over 30 years, and their
no-holds-barred entry into the virtual realm
easily earns them an EQ Award.

Strengths:

W Cost-effective

M Excellent quality {sound and hardware)

M Actually samples, not just plavback

W Useful effects don't load the CPU

M Extensiva editing options

M Disk streaming, or load in RAM

M Lots of realtime ccntrol options

Limitations:

W PCl-based system not as “transpartable” as
FireWire

W Wants a high-power system

W Windows-only

M Limited export options (EOS bank or EOS floppy
bank files)



by Barry Rudolph

Type: Channel strip with stereo
monitoring facilities

Price: A$1999 est

Contact: www.tridentaudio.co.uk

Format: Single-rackspace
Connections: Balanced XLR and 1/4°
microphone input, 1/4° instrument
input, stereo monitor input (RCA},
balanced XLR output, 1/4" stereo
headphone output
EQ:
Low: Shelf selectable 50 or
150Hz, +15dB
Mid: Sweepable 100Hz to 10kHz,
+15dB
High: Shelf, selectable 7 or
10kHz, +15dB
EQ Magic: Simultaneous boost/cut
of 100Hz and 10kHz (D! only)
Compressor: Selectable ratio 4:1
and 30:1. Adjustable threshold
and release

Tﬂdent 4T Celebration Channel Strip

It's a party in a rack

rident’s 4T Celebration
T channel strip is a party

— a 1-rackspace

soirée that
commemorates designer John
Oram’s 40th (4T, get it?) year
in the pro audio business.
Useful for live performance,
studio recording, and
mastering applications, the
single-channel 4T has a
separate direct instrument
input (D), a mic preamp, a 3-
band equalizer, a
compressor/limiter with
metering, and stereo
monitoring facilities.

For live gigs, you can play
guitar or synth through the
instrument input, sing along
using the XLR mic input and
mix these two signals along
with a stereo backing track
coming into the rear-panel
line level inputs. When
recording at home, this
stereo input can be used for
monitoring your DAW's
soundcard output. A pair of
4Ts will also work as an
analog stereo mastering
chain since the XLR mic
inputs will accept up to
+23.5dBu line levels.

The brushed-aluminum front
panel is ergonomically laid out
with 12 aluminum knobs, 10
push buttons, two 1/4" jacks, an
on/off switch, and a wristwatch-
sized VU meter that's amazingly
easy to read. This is one
densely packed front panel —
yet it's easy to use.

STEREO MONITORING
There are two RCA input
jacks on the rear panel for
connecting the stereo output
of a CD player, DAT deck, or
your DAW's output to the 4T.
The Mon level knob controls
the monitor level (of this
stereo input) to both the

4T's front-panel headphone
jack and the rear-panel
output jacks. The output
signal of the 4T Channel also
comes out of the stereo
output jacks at the same
time. It shows up in the
center of the pair if you're
monitoring them panned left
and right. | connected the 4T
output jacks directly to my
powered monitors and later
switched to two input
channels on my console.

Since there’s no separate
output jack (without the
monitor input), if you want to
record the channel’s output
only, you have to push in the
Meon button. This separates
the 4T output from the
monitor mix feed. The stereo
monitor mix now appears
only at the headphone jack
and the 4T's output only at
the rear-panel jacks.

DI AND MIC MIXING
WITH EQ MAGIC
The front-panel DI jack's signal
and the rear-panel mic input
mix together using the
Instrument level and the mic
Gain controls. The DI's
preamplifier has an input
impedance of 10-megohm and
accepts up to +15dBu levels.
Passive and active guitar/bass
pickups and touchy piezo
transducers all worked great.

The Direct button, when
out, routes the instrument
signal through the rest of
the channel for EQ and
compression. When Direct is
pushed in, the instrument
signal goes straight to the
left and right outputs. This
would leave the 4T's EQ and
compression on the mic
input only.

A nice surprise is
something called “EQ
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Magic." This is a very
musical sounding shelving
EQ that boosts or cuts
100Hz and 10kHz
simultaneously using a
single control. This is no-
brainer EQ — just turn it to
where it sounds good. The
control has a center-
detented “flat” position and
only works in the instrument
DI path. (Too bad; it would
be useful on the other inputs
as welll)

The next section is the
microphone preamp, which
has no pad, and has up to
60dB of gain adjustable with
a mini-stepped level control.
The frequency response is
stated to be 10Hz to 100kHz,
+1dB. There are
phase/polarity flip and
phantom power on/off push
buttons. The transformer-
less mic pre is the same as
in Trident's $20 and S40
channels and is configured
around an Analog Devices or
THAT Corp chip but with
enhanced biasing to keep it
Class-A.

TRIDENT EQ AND
COMPRESSOR/LIMITER
The equalizer section differs
from the Trident S40 only in
that it has three bands instead
of four. There is a sweepable
midrange section with 1/2-
octave Q covering 100Hz to
10kHz. The high-frequency
shelving section has two
corner frequency choices: 7
and 10kHz. Low-frequency
shelving is available at 50 or
150Hz. All bands provide up
to +15dB boost/cut.

The 4T's
compressor/limiter has two
ratio choices: 4:1 and 30:1.
Interestingly, the meter
indicates gain reduction




even when the compressor isn't
engaged. This is good for live
sound use: pre-set the compressor
and then drop it in on cue using
the Dynamics button. Compression
threshold is continuously
adjustable from off to =25dBu with
attack time variable from 0.1 to
40ms. Release time is also
adjustable from 0.05 to 3 seconds.
Like the S40, the meter changes
backlit color from blue for output
level to green for gain reduction
when toggling the VU/GR buttor.

IN THE STUDIO AND LIVE
First up were direct recordings of
a Fender Telecaster guitar and a
Roland JV-1080 synth. | had loads
of gain available for both tasks and
found the direct sound clean and
noise-free. The 3-band EQ
sounded good and precisely took
the muddiness out of an organ
patch. | mic'd up the Tele's amp
with a Royer R-121 and blended it
with the DI by using the mic gain
control. There was no noise
buildup and everything was in
phase and sounded fat.

Recording direct bass got me
using EQ Magic — my bass player
loved what that little knob did! At
about the 2-o'clock position, it
bumped up the bottem for fatness
and the top for air and attack.
More recording gear should have
musical controls like EQ Magic.

| liked the 4T compressor
because | could get both a smoc:h
leveling amp sound (4:1) for a soft
ballad and then, for controlling
very dynamic bass pops and slaps
on a funk/dance song, switch over
to peak limiting (30:

| had good luck recording both
my large-lunged, male rock singer
and my quieter, girl balladeer wizn
the 4T. | used a Neumann U 87
without a pad for each singer. The
4T never folded up (overloaded)
once, and adjusting the
compressor was easy although
there's no separate make-up gain
control for matching the levels
between compressed and
uncompressed. For vocals, the
compressor can be as gentle or 35
agagressive as you want. Vocals
used the (very typical} 4:1 ratio

1)

and | got full-sized vocals
immediately without working hard
at all.

At the club, the 4T is the
greatzst! Singers love
compression and a touch of EQ to
get ose- the crowd din. Placing the
4T richt up front witkin easy grasp
of the performer worked well. He
now had the immediate ability to
mix in his backing track to taste,
which really won him over.

My only wish would b2 an
effects loop for inserting a
reverafdelay unit. | used the
clever Direct button pushed in so
that the direct guitar signal
wasn't affected by the hard
limiter setting | had for the
performer’s vocal.

The 4T is a clever bit of
analog design that expands
the idea of the dedicated
recording channel for
application outside the
control room.

This werked out perfectly since
he usually plays guitar through a
Line 6 Pod anyway.

ALL THERE!

Triderit deserves to celebrate with
this multifaceted unit, The 4T is a
cleve- bit of analog design that
expards the idea of the dedicazed
recordirg channel for applicaticns
outside the control rcom. The
sound of a Trident mic preamp,
EQ, and compressor and the ability
to mix and monitor your DAW or
backing track along with your mic
and instrument — wkat more
could you want?

Strengths:

W Built-in monitor mixer

W Mic and DI internal mixing

B EQ vagic equalizer on DI input

W Con plete recording chain in a 1U bax

Limitations:

B EQ agic only works 01 DI

W No nsart effects loop

B No separate recording zhannel output
jack

B No na<e-up gain on the compressor

leaders in
visual technology

TECHNICAL

DIRECTION

COMPANY

www.tdc.com.au
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by John Krogh

Type: Rackmount control room
monitoring selution with built-in
talkback microphone

Price: AS1400 est

Contact: PreSonus,
WWW.DFeSOonus.com

Monitoring audio inputs: three sets
of balanced stereo 1/4", two
S/PDIF (coax, TOSIink)

2-Track outputs: L/R balanced 1/4°

Speaker outputs: three sets of
balanced L/R 1/4°

Headphone outs: two stereo 1/4°
outs, with separate level control

One of the
Central Station’s
biggest selling
points is its
passive design:
Presonus
designed the
Central Station
to be free of
noise and
coloration, so
there are no
integrated
circuits or op
amps.

reS0NuUS Central Station

Rackmount studio and headphone monitoring
and talkback module

hanks to computer
_I_ audio interfaces with

software mixing

features, many of us
are going “mixerless” in our
project studios. Instead of
routing and monitoring signals
through a hardware mixer,
we're able to use software
monitoring and breakout boxes
with lots of ins and outs,
Without a doubt, this kind of
software mixing setup offers
some advantages, but it
presents some challenges,
too. One of these is how best
to route signals to control
room speakers, headphones,
and DAWSs, A solution is some
sort of monitor control unit,
such as the PreSonus Central
Station, which offers flexible
input signal monitoring and a
number of professional
trimmings that put it ahead of
the competition.

One of the Central
Station's biggest selling points
is its passive design: Presonus
designed the Central Station to
be free of noise and
coloration, so there are no
integrated circuits or op amps,
which can result in.a more
strident or “pinched” sound.
And in fact, when | first
patched the Central Station
into my studio, | was
pleasantly surprised by its
open and smooth top end as
compared to my Mackie
1604VLZ and Samson C
Control (both of which use ICs,
by the way). We're talking a
subtle difference, but
perceptible. It's not just hype
— the Central Station is
uncolored and clean as a
whistle, which is what you

want in a monitoring solution.
But there's more to the story,
not the least of which is the
routing capability.

OVERVIEW

Perhaps the first thing you'll
notice from the front panel is
its generous 30-segment
metering. This proved
extremely helpful for
accurately gauging levels
when recording signal from
the main outs. No other box in
this price range comes close,
metering wise, to Central
Station’s resolution.

Some control room
monitoring “hubs” are
intended to sit on your
desktop, resulting in a mass of
cables draping off the edge
and down on to the floor. The
Central Station is
rackmountable, so once your
gear is patched in, all the
cabling stays behind the rack.

What's more, PreSonus
offers an optional remote
control, which attaches via a
DB9-pin connector and gives
you access to nearly all the main
unit's front-panel switching and
level controls. It even has its
own built-in talkback mic, so you
don't have to worry about
positioning the Central Station
close enough to pick up your
voice. The included cable is
roughly 12", which should be
adequate for all but the largest
of project studio rooms. If need
be, you can always connect
multiple DB9-pin cables
together with adapters. »

Central Station is equipped
with five sets of stereo inputs
(three 1/4" balanced analog,
two 24-bit/192kHz S/PDIF—

YOU CAN SWITCH AMONG THREE SETS OF SPEAKERS: A, B, OR C. A AND B CANT
BE ENGAGED SIMULTANEQUSLY; HOWEVER, SPEAKER C CAN BE ENGAGED
WHILE SPEAKER A OR B IS ON — THE DOCUMENTATION SUGGESTS USING
SPEAKER OUT C TO FEED A SUBWOOFER, THEREBY ALLOWING YOU TO MONITOR
WITH AND WITHOUT A SUB AS YOU MIX.

one TOSlink, and one coax),
which amounts to a total of
four possible sources that can
be monitored by one of three
sets of speakers. Interestingly,
you can have sources patched
into both digital inputs
simultaneously. The unit
automatically recognizes
incoming sample rates and can
switch between different fixed
rates on the two inputs on the
fly, which means you can
monitor a DAT running at 16-
bit/48kHz, and switch to
monitoring a 24-bit/192kHz
high-resolution source without
any hiccups or having to adjust
sample rate settings. Here
again, this is one of several
professional features that you'd
be hard pressed to find on any
other monitoring solution
costing twice as much.

Each of the three speaker
output pairs has its own trim
control. In my opinion this is a
necessity, especially if you like
to monitor on consumer-grade
speakers or through a home
stereo as a "reality-check”
reference. With other
monitoring boxes, |'ve been
frustrated by trying to match
levels for comparison across
several speakers, but with
Central Station's speaker out
trim controls, it's "set it and
forget it."”

In addition to feeding
speaker systems, Central
Station is intended as a means
to bus mono and stereo signals
to a recorder, so you can use it
in place of a mixer, assuming
you only record one or two
channels at a time. On the rear
you'll find left/right Main outs for
patching into your multitrack,
and left/right Cue outs, which
can be used in conjunction with
a headphone distribution amp.

It's important to realize the
distinction: Cue outs have

SPEAKER THIA I.'-,
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CENTRAL STATION FEATURES RCA AND BALANCED 1/4" ANALOG INPUTS. NOTE THE XLR TALKBACK MICROPHONE INPUT, WHICH ALLOWS YOU TO USE YOUR OWN
MICROPHONE IN PLACE OF THE CENTRAL STATION'S BUILT-Ifd MIC.,

their own volume knob on the front, but
there’s no volume contro for Main outs as
they're meant to be patched into a recorder,

IN USE
| used the Central Staticn over the course
of several projects, including mastering
some of my commercial music spcts for a
demo reel, and producirg several rew
tracks, As mentioned eerlier, | was more
than pleased with the sonics. In one case |
A/B'd the output of my audio interface’s
analog main outs and th= same signal
source material routed into the Central
Station’s S/PDIF in. The signal converted
from Central Station's digital input ~ad
slightly better depth and separation Color
me impressed. Bottom line: There's a
purity to the Central Stazion’s souna that,
to my ears, is a notch ¢r two above what
you're likely to find with other affordable
mixers or control room rmonitor sections.

| have a few complaints, though
There's no onfoff switch, which is a bit
annoying. As for the tactile feel of the

:nobs and switckes, the remote’s talkback
level knob was wobbly and loose.

More significently, have doubts about
he build guality, and here's whv: Tre
power supply for the first urit sent zo me
tailed. Presonus =ent a replacement, which
also failed, At this point, | suspected
something wrong with the Central Station's
inner workings, so a second unit wes sent.
After about eight days, this unit failed.
Wkren | powered t up, the meters were
completely lit up, even when nc input
cignal was patched in. | spoke with several
Presonus reps, all of whom were just as
stumped as | was. According to them,
they've had no such problems reported by
eny other users. Maybe my studio is the
Bermuda Triangle of gear failure (although
ro other device has failed).

CONCLUSIONS

| can't say for cerzain what caused all the
weirdness | experienced. | searched online
to see if users were complaining of similar
Eroolems, out | feund no eviderce of this.

So I'm left undecided. On the one hand,
the Central Station sounds great, and has
some festures that put its competition to
shame. It's a well-conceived box that
offers an impressive amount of monitoring
control. But then therz's the whole
question of quality control.

Fortunately, PreSonus stands behind
their products, so if you do end up with a
faulty unit, they'll be happy to repair or
replace it without hassle.

Strengths:

B Passive signal path desicn for low-distortion and
noise

W 30-segment signal metering

M Optional remote control

M Two digital input sources can be patched in sim-
ultaneously, with monitor switching from front panel

Limitations:

W No surround monitoring

M No power switch

B Multiple input sources can't be monitored
simultanaously

TOWE RLI F Ts by Penn Fabrication

CERTIFIED TO TOUGH EUROPEAN SAFETY STANDARDS

15 Silicon Place Tullamarine Victoria 3043
Ph (02) 9335-6455 Fax (03) 9335-6466
Email: australia@penn-elcom.com  www.penn-elcom.com
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|J Tested to the highest European
standards

J Range of 7 models

[ Lifting capability from 100 to 300
kgs

J Height capability from 3.8m to
7m

4 Full range of adaptors available

9cd|




BY KEVIN OWENS
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-n- --- — i console, the FullTec Program EQ ($999 est for

All El E] E [E E m s TDM version; $499 est for native version) is
i & 5-band "super progrem” EQ. One kand digitally

recreates the Pultec EQ>-1's low-freque ncy shelving

\UEUE Hfts MUIt|Dyﬂam|CS with simultaneous boost and attencation; three

bands of peek EQ emulate the midrange boost and

\’|Uitl-b8ﬂd dyramms Processor plug—m attenustion of the Pultec MEQ-5, and the high-
MuitiDynamics ($300 est) is a multi-band dynamics processor useful frequency boost of the Pultec EQP-1a; and -he fifth
for mastering, noise ~eduction, volume maximization, de-essing, and band features high-frequency shslvirg with
soesial tweaks. The olug-in — Mac (OS 9: VST, MAS RTAS: 0S X: AU, simultaneous boost and attenuation. FullTez EQ is
vST MAS, RTAS) and Windows (DX, VST) — provides up to six bands availablz on ts own or s a pzrt of URS’s Evarything
witl incependent corpression or expansion/gating per band, and features Bundle ($4,500 est TOM; $2,300 est Native).
pe~band bypass, sol2, and mute controls; visualization of input levels Unique Recording Software,

and dyramic EQ response; and mono or stereo operation. www.ursplugins.com.

Wave Arts, www. nvavearis.com.

Urawmer OSL424%

Gate/compressor

The DSL424 ($1699 est) combines two frequency-conscious noise gates and two soft/rard knee compressors with variable
thresacle limiting in a 1U, 4-channel box. Each channel can be operated as a hard or soft gate w th switchable attanuation; in ha-d mode
che D3L424 boasts fast but stable triggering and a specialized release contour suited o drums and percussicn. In soft mode it functions as
ar expander capab e of handling vocals and submixes. Other features include frequency-selective gating, filter-setting monitoring,

a high-resolution bargraph display, balanced XLR 1/O, and two 1/4" ey inputs.

Drawmer, U.S. dist. by TransAudio Group, www.transaudiogroup.com.
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Popless VAC-S3.5 & VAC-S6
\/oice screens

Designed to coat-ol pops and sibilancs before

they reach thz microphone, both the 3.5° VAC-$3.5

and the 6° VAC-86 voice screens ($120 each) — "VAC" stands
for “variable acoustic compressicn” — clamp onto the suspension
mounts of most spider-typ2 microphones and feature a low-profile
mini-goosenzck adjusting syster “or precision placement. Two
acoustic screens are included with eech pop filter, one for minimum
filtering and one for increased filtering; you can control the amount
of pop and sibilaace filtering by using just one screen or adding the
seconc screen and adjustirg the distance between them.

The latest additicn to Dyn

challenged environments.
Dynaudio Acoustics,

ROSCO 1700
FOG MACHINE

This versatile machine has many applications
in theatre, clubs and rental

* High performance.

* Draws only 1190w
of power.

* Any Rosco Fog
Fluid can be used.

* Remote control,
5m lead, fine mist

* Conpectsto a
lighting board with
DMX interface.

* No interruption or
a reheat cycle.

* Up to 4 machines to be operated with ona remote control.
* Can be operated with the Rosco Chiller or Coldflow for low feg

ROSCO AUSTRALIA PTY LTD
PO BOX 373, ARTARMGCN, NSW, 2064
E-mai : roscoaus@rosco.com.au
website: www.roscc.com
Serving the performing arts

r®sco

Dynaudio BM 5R

Hctive nearfield monitor

BM 5A ($2,500 est per palr), a comp=ct, 2-way
active monitor that's powered oy two 50-watt amps.
It features a 6.7" woofer and a 1" soft-doms= tweetar
(both manufactured and tested in Denmark’, and has
a frequency rangs of 80Hz-21kHz. Its sma | footpr 1t
(7.3"W x 12.5" H x 12.5" D) mekes it well = Jited fo-
project studios, edit suites, and other space-

audic's BM seriez is the

www.dynaudioacoustics.com.

We just raised
the bar on
quality
hand
mecide
cusiom
cable
assemblies

M,
=ble system

Ask for the best by lﬁme

kburn VIC 3130

I; sales@tre.com.au
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by Lee Flier

Type: Multieffects processor
Price: $2,500 est

Contact: Yamaha,
www.yamaha.com/proaudio

CONNECTIONS

Analog: stereo 1/4" TRS and XLR
balanced inputs and outputs
(selectable +4 dBu or —10dBu)

Digital: AES/EBU (XLR)

Other: USB, MIDI in, MIDI out/thru,
waord clock in (BNC), footswitch in

Sample rates: 44.1, 48, 88.2, 96kHz

Bit depth: 24-bit

Dynamic range (analog): 106dB

Presets: 97 factory, 25 "Classic,”
99 user

Display: 5-color, 2¢16 LCD

Yamaha S

X2

The next generation of Yamaha’s reliable favorite

he Yamaha SPX series

has long been a
T waorkhorse in

professional studio and
stage applications. The latest
in the series, the SPX2000
represents a very well thought
out and substantial upgrade,
accomplished in a way that
shouldn't alienate previous
SPX users. It features an
improved DSP engine, a new
set of reverb algorithms, and a
few other nifty additions such
as color-coded backlighting on
the LCD, which could really be
handy for those using the unit
in live stage applications. In
general, Yamaha is well
known for steadily improving
and upgrading its products
while continuing to support
their existing user bases, and
with the SPX2000, they have
once again accomplished
just that.

THE INTERFACE

The SPX2000 comes with
most of the connections
you'd ever need, including
switchable +4/-10 level on
the analog input and output
connections (both XLR and
TRS), AES/EBU digital
connections with selectable
sample rate from 44.1 to
96kHz, word clock, and MIDI.

e e e

THE LCD CHANGES COLOR TO INDICATE THE TYPE OF EFFECT BEING USED.

@ L=<
INPUT L-8-R

THE SPX2000'S FRONT PANEL FEATURES A VERY EASY TO USE, UNCLUTTERED INTERFACE.
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Unfortunately, no S/PDIF
connection is included, which
was a disappointment to me,
as my Yamaha AW4416 DAW
doesn't have AES/EBU 1/O.
Fortunately, the SPX2000's
converters are quite good,
and | was satisfied with the
quality through the analog
connections.

True to SPX form, the front
panel interface is wonderfully
easy to use and very well laid
out. One set of buttons
selects, recalls, and stores
presets while another set
adjusts the parameters of
each effect. Although the
unit can be controlled via
MIDI, using it the “old-
fashioned way" is a breeze.
The buttons are solid and
sturdy, and Yamaha has done
well by making the most used
buttons the largest, while
those not used as often (such
as the bank selector) are
smaller and out of the way.
The 2-line, 16-character-per-
line LCD is easy to read and
uncluttered as well. Setting
the tempo for delays and
other tempo-based effects is
simple using the front panel
Tap button or an optional foot
switch, as well as the usual
method of entering numeric
delay lengths. There's a

“compare” button that allows
you to switch back and forth
between the original preset
and your edited one.

Effects parameters are
easy to access, especially
considering the number of
parameters available for many
of the presets. Rather than
forcing you to scroll through a
long list of parameters to get
a- a particular one, only the
most commonly used
parameters are listed by
d=fault. The more esoteric
parameters are accessed by
selecting the Fine button
Storing your tweaked sounds
ir the user preset bank, which
will hold up to 99 custom
presets, is simple as well. In
general, | found the front
panel well organized and
intuitive to use, and users of
previous SPX units will find it
improved yet still familiar.

THE SOUND

There are 97 effects in the
S2X2000's preset bank,
including 17 new reverb
programs based on Yamaha's
new “Rev-X" algorithms,
which the company says have
been redesigned from the
ground up. Also included is a
“classic” bank featuring 25
sounds based on early SPX
units.

Having used Yamaha's
processors since the '80s, the
biggest surprise to me was
the guality of the reverbs.
Even those based on the older
algorithms sounded much
improved over the previous
units, possibly because of the




ESYAMAHA [

THE SPX2000 OFFERS A WIDE SELECTION OF 1/O AND CONTROL CONNECTIONS

improved DSP engine and
converters. Many of them
sounded surprisingly natural,
rich, and open. As someone
who favors organic and
vintage sounds, I'm hard to
please when it comes 10
digital reverbs, but | found
many of the ‘verbs on this
unit made me happy. The
“Presence Reverb” gave a
nice Abbey Road quality to
ensemble vocal tracks —
probably the best plate
sound |'ve heard from a
Yamaha box. Many of tne
room emulating 'verbs
sounded natural and
unobtrusive in a good way —
i.e., like a room, not like an
effect. Of course, there are
also plenty of decidedly
"unnatural” 'verbs sucn as
gated reverb, reverse, and
so on. These are the scunds
that made Yamaha reverb
processors famous, so if it's
wild and wacky effects
you're looking for, you won't
be disappointed there either.
The delays are of very
nigh quality, and | was
surprised at the naturalness
of some of the presets. such
as vocal doubling. Thera's a
variety of both stereo and
mono delays, all of which
are highly configurable <o
your tastes. There's also a
large number of pitch-
shifting effects which are

loads of fun. Presets such
as "Grumpy F utter,” "Halo
Comb," and “3oger on the
12" are great “or producing
heavily effected sounds
such as harmenizing, octave
dividing, and space alien
noises. Great if you're doing
post procuction, psychedelic
or electronica tunes, or just
looking -0 add spice end
interest to a track. | enjoyed
using these in a very un-
subtle way on vocals,

gu tars, and keyboards, and
the unit allowed me to do
this without degrading the
overall scund — something
other inexpensive
processors won't do.

The classic effacts such
as chorus, flange, phese
shift, and rotary zre clean
and quiet. Depending on
your tastes and application,
you may or may not find
them to your liking. As a
guitarist looking for fat
vintage sounds, these
effects cidn't do it for me —
they were too clean and
brittle. Those looking for
cleaner and more modern
sounds will love these
=ffects, and keyboardists
~ay find them more useful
than guitarists or vocalists.
*'s also possib e to tweak
1nese presets, produc ng
nfinite varieties cf sound.
—ikewise, | didn’t find the

SPX2000 s distortion or amp
simulator presets useful —
they just weren't “gr.ngy”
enough for my taste. | found
them a little too "slic<” for
dirtying uo a snare track.

My biggest gripe with the
unit was the Bypass switch.
Unlike some competing
processors, which have
multiple typass switch
modes, selecting the one on
the SFX2000 simply turns
off the ef ect, without the
ability to mute the input
signal. There‘ore, wrat
you'll hea- is the original
signal combined with -he
signal that was sent to the
effect. If vou're using analog
connections, the latency
introduced by the
conversions to and from the
unit maans that the
combined signals havs a
very noticeable “phasiness.”
In some situations, this
renders tke bypass maode
essentially useless, as you
can’t do an actual
compariscn between the dry
and effected sounds. Of
course, there's a work-
around: compare by simply
muting the SPX's effext
return channels on your
mixer.

Yamaha also offers a
software interface for this
unit, the SPX2000 Editor, for
Windows or Macintosh

computers. By connecting
the unit to your computer
via USB, you can edit
effects parameters and also
kack up and restore your
custom presets in libraries.
This is a very useful feature,
as it allows you to save
different effects libraries for
different projects, transfer
your sounds 10 other
SPX2000s in other facilities,
and of course back up your
work In case your unit’'s
memory is damaged.

THE VERDICT

Cverall, zhe Yamaha
SPX200C multieffects
processcr delivers an
astonishing variety of high-
quality effects in a single
rackspace, at a reasonable
price. It represents a big
step up from many plug-in
effects and cheaper
outboard boxes. While it
may not oe your first choice
for every single specific
e“fect, the SPX2000 is a
reliable "Swiss Army knife"
that can serve as the “go
to" box in a wide array of
applications.

Strengths:

W Excellert pricz-to-performance
ratio

B Elegant, easy to use interface

B Wide variety of high-guality,
highly configurable effects

Limitations:

B No S/PDIF connection

B Single-mode bypass switch
can’'t mute input signal

PROFESSIONAL MULTI-EFFECT PROCESSOR S@XEDBG

PARAMETER

FINE PARAM

UTILITY

BYPASS




wins an EQ Award for its high print quality,
ease of use, and great value.

by Mitch Gallagher

Primera Signature /1

Price: $280 replacement ribbon
(black, blue, red, green are
available), $40 each or $499/12.
Printable CD-R, $39/100; DVD-R
(4x), $90/50, DVD-R (8x), $130/50

Contact: Primera Technology,
Www.primera.com

Strengths:

W Great print quality
W Compact

W Easy to use

W Inexpensive

Limitations:

M Monochrome printing only

W Mac support not yet
available

by John Krogh

Rs, and lately, DVD-
Rs, many of us burn,
wouldn't it be nice to have a
more professional looking
label solution than CD markers
and stick-on labels? There are
CD printers out there, but
they tend to be expensive.
Primera Technology has a
much more cost-effective
solution in their $139.95
Signature Z1 thermal printer.
The Z1 is tiny — only an inch
or so bigger than a DVD case.
It connects to
your Windows
PC via USB 1.1
. or2.0. The
it included CD
contains
the
| drivers
and print
application.
Installation

[3 iven how many CD-

PSP Nitro

on my machine went off
without a hitch.

The software app provides
a template with up to four
print "areas” on the disc (top,
bottom, left, and right) where
you can type text or import
graphics. Text layout can be
curved to follow the disc
shape or straight. You have
control over font, font size,
bold, italic, and a few other
text parameters.

The Z1 uses a thermal
transfer process. Ribbons are
available in black, blue, red, or
green. Only one ribbon can be
installed at a time, so you're
limited to monochromatic
printing. The ink is waterproof (|
tried washing it off) and doesn’t
smudge, even immediately after
printing. You can, of course,
scratch off the printing if you try.

Printing is reasonably
fast — about 26 seconds per

“area,” so a complete disc
should take less than two
minutes to print. Primera
says that each ribbon can
print at least 200 "areas,”
which works out to around a
dime per area (at ribbon
MSRP; the exact number
depends on how densely
each area is printed), The
200dpi print quality is crisp
and detailed. You can print
small fonts and tiny images
without problem. Continuous
blocks of print come out nice
and solid.

| love this little gadget. It's
the easiest, least expensive
way | know of for getting truly
professional looking CD labels.
It would be nice if it could do
multi-color printing, but hey,
for under $140 list price, I'm
not going to complain much.
The Signature Z1 is a definite
EQ Award winner.

Price: A$299 est
Contact: PSP,

Strengths:

M Impressive sonic modulation
options

W Flexible signal routing

W Extensive modulation control

M Large library of utilitarian and
inspiring, creative presets

Limitations:
W None to speak of

N itro is billed as a filter
plug-in, but make no
mistake: The term "filter”
doesn’t do justice in
describing what's possible
with this sonic blender. First,
the basics. It runs under Mac
0S X and Win XP, and is
compatible with AU, VST,
RTAS, and DX. Nitro is
equipped with four effect
processor sections, called
operators, each of which can
employ one of 17 algorithms,
most of which cover a range
of filtering
options.
Lowpass,
highpass,
bandpass, Moog
models, comb
filtering, etc. are
all on-hand. In
addition, you'll find bit
reduction, down sampling,
waveshaping, phase shifting,
multitap delay (with separate
times for left and right), auto

panning, and “stereoizing”
options.

Signal can be fed from one
section to another, but we're
not just talking your
conventional serial or parallel
processing. No, it goes way
beyond this. Each operator can
be routed serially and in
parallel in a variety of ways.
For example, you can split a
signal off to separate operators
with independent level control,
create feedback loops, pile
filter on top of distortion on top
of filter, and so on.

Along the top of the center
panel is a tabbed menu, where
you can access pages for
setting up signal routing and
modulation options, choosing
operators, tweaking
envelopes, and selecting
presets. From the CFG
(configuration) tab, for
example, you'll find a signal
path matrix where you can
define custom routings, or
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choose from 11 predefined
schemes.

One of Nitro’s strengths is
that in addition to a wealth of
built-in mod sources and
destinations, many aspects can
be adjusted in real time using
standard MIDI controllers.
There's even a “learn”
function.

| found it completely
intuitive and easy to work with
— creating custom patches
was a snap, but to be honest, |
had little desire to roll my own,
since Nitro ships with 192
presets divided into three
banks of 64. Whether | was
hunting for wild ways to
mangle drum loops, sprinkle a
bit of chorus onto an acoustic
guitar, or add interest to a lead
vocal, | found plenty of patches
that fit the bill. In short, if
you're in search of new sonic
“special sauce” to add to your
plug-in collection, Nitro should
be first on the list.



by Mitch Gallagher

Type: Modeling reverb plug-in
Price: AS1999 (est)
Contact: Digidesign,

& Feuisns

Jigidesign ReVibe

The next step in roorm-modeling reverb

www.digidesign.com

Platform: Mac 0S X, Windaws XP

Format: TOM

Minimum system requirements: Pro
Tools HD Accel, Pro Tools TDM 6.2
or higher

Copy protection: iLok

Version reviewed: 1.0

Sample rates: up to 36kHz

Channels: mono, stereo, LCR, LCRS,
Quad, 5.0,5.1

Instances/chip: 2 (44.1/48kHz) or
186.2/96kHz)

Room types: 200+, in 14 categories:
Studios, Rooms, Halls, Theaters,
Churches, Cathedrals, Plates,
Springs, Chambers, Amtiences,
Film and Post, Large Spaces,
Vintage Digital, Effects

Tested with: Macintosh dual-
2Ghz/G5, 08 X 10.2.8, Pro Tools
HD2 Accel, Pro Tools v6.2

REVIBE'S USER INTERFACE IS CLEAN
AND SIMPLE, BUT OFFERS A LOT OF
AMBIENCE-TWEAKING POWER.
THERE'S A GREAT DEAL OF CONTROL
FOR SHAPING AND COLORING THE
REVERB TAIL.

or many years, plug-
i in reverbs sounded
F gooc, but many users
felt that the softwars
‘verbs coulcn’t quite keep Lp
with their hardware
counterparts — the quality
just wasn't there. But
recently, a new generation
of corvolution and modeling
reverb plug-ins have hit the
market. Ana we've finally
got the computer/DSP
horsepower available to run
those plug-ins without
sacrificing the performance
of our DAW systems.
Amaong the new offerings
is Revibe from Digidesign.
Revibe is a TDM-format plug-
in that runs exclusively on
Digi's Accel hardware. The
plug-in offers a broad range
of sonic ambiences: 200+
different modeled rooms
divided into 14 categories
such as Studios, Halls,
Plates, Churches, and so on.
This type of plug-in
requires a lect of juice to run,
so it's no surprise that even
on the state-of-the-art Acce
chips, you can only run two
regular (44.1/48kHz) or one
high (88.2/96kHz) sample
rate instance. Of interest,
though: the same DSP is
reguired whether you are
running a mono, stereo, or

multi-channel version of
Revibe (more on this below).

TWEAKABILITY

You're given great control
ovar the reverbs produced
by Revibe. You can set the
level, spraad, and predelay
for early reflections. You
have much more control
over the reverb tail. First,
you can set the
“Coloration” of the tail;
wkich applies a complex
filter =0 the tail, modeling
the response of various
rooms and effects.

A graphic display gives
you access to a 2-band EQ,
and “Color” parameters
which determine the decay
time of high and low
frequencizs. The Contour
display skows thz current
“shape” of the reverb, both
early reflections and tail.

More "traditional” reverb
parameters are also
accessible, such as decay
tirme, diffusion, and so on. A
stereo chorus can be
applied to the reverb tail,
and a stereo wid:h control
uses phase inversion to
create everything from
narrow stereo to axtremely
wide stereo ‘verbs.

No matter how many
channels of revers you ask

cx ?9 First published in EQ. viww.eqmag.com

for (mono, stereo, etc.) all
five inputs and outputs on
Revibe are always active. In
stereo, for example, you
can mix the center channel
in as a phantom center
image, and you can add in
some of the rear channel
signal for additional depth
to the ambience.

LIKE BEING THERE?
What matters most, of
course, is the sound of the
plug-in's reverb. Fortunately,
Revibe delivers. You can
create everything from
dripping, luscious washes to
thin metallic ringing to short,
tight ambience. The sound is
quite realistic (unless you
choose to make it artificial).
Revibe is far from a 1-
trick pony. It excels at
creating different kinds of
sounds, each of equally high
quality. Because of this, it's
a good value despite it's
relatively high price —
you're not just buying a few
presets you can only use in
certain situations.
Everyone's impression of
what an ideal reverb should
be is dif‘erent, and is
context-sensitive — it
changes depending on what
you're processing and on the
song the 'verb is sitting in.
But with its tremendous
versatility, Revibe can cover
a lot of ground. In every
case | was able to find a
Revibe raverb that worked
— and that’s the
whale point.

Strengths:

M Broad range of included rooms
M Pewerful sound-shaping options
W Ezsy user interface

B mono-5.1 channels

M Excellent sound quality

Limitations:

B Only runs on Accel hardware

M No support above 96kHz
sample "ate




by John Krogh

Type: Automated analog audio
switcher/router

Price: A$4,999 est

Contact: CM Labs, www.cmlabs.net

Audio I/0: 32 halanced inputs and
outputs divided into banks of eight
channels on DB25 connectors

Memory locations: 90

Other interfacing; RS-232 and MIDI
1/0 for remote control of routing
functions

Dynamic Range: 119dB

Noise Floor: —32dBv

SIXTYFOUR'S FRONT PANEL
CAN BE “LOCKED" TO
PREVENT CHANGING PATCH
SETUPS BY INADVERTENTLY
BUMPING THE CONTROLS.
THE LED METERING BELOW
THE FOUR MODE BUTTONS
CAN SHOW INPUT OR OUTPUT
LEVELS (SWITCHABLE FROM
METER MODE).

Get a handle on

CM Labs SixtyFour

your studio’s signal routing

used patchbays on
2 and off through
I Ue various
incarnations of my
studio since | purchased my
first digital multitrack
recorder (an Alesis ADAT)
twelve years ago. Though |
had no regrets about selling
the old blackface, | just can't
part with certain pieces of
gear. And while | do most of
my mixing "inside the box,”
| still prefer incorporating
outboard dynamics, EQ, and
effects. Sometimes there's a
certain inspiration factor |
get from working with a
hardware tube compressor
or Neve EQ, for example. In
other situations, | may find
myself reaching for that
favorite flanger algorithm
from my trusty Roland RSP-
550 because | haven't found
a plug-in equivalent.

It may be considered "old
school” to some, but | like
using my outboard. However,
recently it's become an
increasingly “messy”
process compared to the
ease of working entirely
inside a software recorder.
(Maybe |'ve finally been
spoiled by instant recall.)
Since I've added CM Labs’

SixtyFour 32x32 audio router,
it's all changed. Simple in its
purpose, this admittedly un-
glamorous (yet convenient)
piece of gear has
transformed the way | work
in my studio. The SixtyFour
has replaced my patchbays
and has made interfacing
with all of my outboard an
uncluttered, uncomplicated
process.

OVERVIEW
Housed in a 2U case, the
SixtyFour is essentially a
point-to-point audio
switching “hub” for
interfacing line-level gear
without having to physically
patch and repatch. Routing a
source (input signal) to an
output destination is easy:
Press the input signal’s
source switch, then press
the destination switch for
whatever out you want it
sent to. Sources and
destinations can be grouped
in stereo pairs, with control
for left/right
balance — convenient if you
work with 2-channel devices
and synths.

The rear panel sports four
female and four male 8-
channel DB25 connectors (all

balanced), for a total of 32
inputs and outputs.

Any input can be routed
to any number of outputs —
great for multing snares and
kicks — but the SixtyFour
won't sum input signals. (If
you're looking for external
summing, you'll have to look
elsewhere.) There are 90
memory locations for storing
patch routings, and each
routing assignment can
include gain settings
(+10/-96dB) for each input
and output — handy for
optimal level matching
among your gear.

The SixtyFour can't
switch an unbalanced signal
to balanced (or vice versa),
but by using the gain control
for an input and its
zssociated
output, you could effectively
raise a =10 signal to +4. This
is important to note if you
have consumer gear, such as
a CD or DVD player, that you
want to incorporate into your
pro-level monitoring setup.

Up to four SixtyFours can
be daisy-chained via the RS-
232 port or via MIDI 1/O for
patch control over a
whopping 128 ins and outs.
(Note: Audio can’'t be sent
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across multiple SixtyFours via MIDI or
RS-232, but you could always rzserve
some inputs and outputs on eazh
machine in a network so you can patch &
signal from one SixzyFour to another.)
“Slave" units car be controlled from the
“master” SixtyFcur. For remote
operation, you can use CM Labs'
MotorMate Console, or you can send
hexadecimal MIDI data to switcn
presets, change levels, etc. | didn 't have
a MotorMate for the review, ncr did |
have the patience to program and send
hex data.

It's a little unrealistic to expect users
to stop in the middle of recording or
mixing to create a hex program change
— I'd love to see a software uti ity for
handling SixtyFour's hex programming

sources ard destinetions. | “ourd the
resolution of the 12-segment LEDs
enough to get an id2a where my levels
were at, but ultimately | relied on my
CAW's metering for more accuracy
when recording.

IN USE

| was first turned on to the SixtyFour
when | was preparing to go on tour. |
needed an audio switcher that | could
use to switch between my two
computer playback systems, which wers
running in tancem. We were traveling to
Germany, Thailand, and China, which
meant my gear was going to get a real-
life rcad-style workout. I'm happy to
report the SixtyFour functioned
flawlessly and made it home safely

The CM Labs
SixtyFour has given a new
lease on life to my
hardware processors.

behind the scenes. Of course, fyou
simply must have remote control, one
less obtuse option would be to set a
hardware MIDI conzroller to send hex
patch changes (assuming your controller
is capable of this). In any case, | found it
easy enough to work from the front
panel. (According to CM Labs, a free
Windows-only utility for programming
the SixtyFour remozely should be
available by the time you read this.)

Speaking of which, creating routings,
setting levels, and saving presets from
SixtyFour's Spartan front is simrple and
straightforward. From left to right the
four square black buttons are for
accessing Save, Route, Level, ana
Meter modes, respactively. A single
continuous rotary encoder (i.e., krob) is
used for dialing in levels and selecting
presets.

Metering can be engaged for both

without malfunction. Suffice to say, |
was impressed by its bu ld quality.
When | returned home it was time to
wire up my three racks of gzar. Not
having a supply of DB25 snakes on
hand, | toyed with the idea of making
my own — a pinout diagram is provided
in the documentation, ard CM Labs
offers DB25 connectors from their
website. In the interest of cetting up
and running guickly, | opted to go with
prebuiilt snakes from Pro Cc. W th my
snakes in hanc (no okes, please) |
began patching the manv gozintas and
gozoutas. | noticed the connectors on
SixtyFour's reer parel moving within the
chassis as | connected the snakes,
which caused me some nital concern
over whetner the cables or connectors
might work loose. My fears were not
borne out, however. |'ve gone behind
my récks a number of times in the last
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couple of months, jiggling and tugging
on cables, anc | haven't had any
problems with the SixtyFour's
interfacing.

Once | had my racks wired into the
SixtyFour, | decided to print custom
labels for the “our /O “scribble strips”
on the front panel. CM Labs has an
Excel spreadsneet template for the
labels on their weksite, but | wasn't
able to open it on any of my four Macs.
So instead, | measurec the strips and
made my own template in less than ten
minutes.

Wit everything in place, | started
creating basic recording and mixdown
presets. | mace one that took the line
output from a tube mic preamp into a
compressor, and from there into one of
the inputs on my comguter's audio
interface. | made a similar preset that
split the output from the preamp to a
reverb unit and the compressor — that
way | could send vocals through reverb
and monitor this in heedphones while
tracking the signal dry through the
compressor. | then turned my attention
toward mixdown presets.

| have a Folcrom 16-channel
summing mixer that also uses DB25
connectors, so one bank of SixtyFour's
outputs were fed into the first eight
channels on the Fclerom. This way | was
able to process four stereo subgroups
from my computer using various
hardware effects and return them to the
Folcrom via the SixtyFour.

| worked on several projects,
recording and mixing using nearly all of
my outboard — a first n probably two
years! As | write this it's been over two
months since adding the SixtyFour, and |
couldn’t be happier. It's given a new
lease cn life to my hardware processors.,
If you're anything like me, and you
prefer working witn outboard but hate
the hassle of patch cords and
convertional patchbays, CM Labs’
SixtyFour could be the answer,

Strengths:

MW Easy "o use

W Multiole units can be daisy-chained

M Lots of gain

M [nput sources can have multiple output
destinations

Limitations:
M Inconvenient MIDI remote control programming



Upcoming Short Courses

Live Sound Basics

Cost: $875. Bookings: 1-800-635-514
Limit 12 people per class

Sydney: Feb 21. 2 nights/week for 5
weeks. Mon and Wed, 6.30 - 9.30pm
Melbourne: March 14. Mon and Wed
nights, 6.30 - 9.30pm, for 5 weeks
Brisbane: Mon 20 June, 5 full day
block, 9 - spm daily.

Adelaide: Soon! Reserve a place

Certificate Il

Cost: $2,625. Bookings: 1-800-635-
514 Limit 12 people per class

Sydney: Feb 21. 2 nights/week for 15
weeks. Mon and Wed, 6.30 - 9.30pm
Melbourne: Feb 7. Mon and Wed
nights, 6.30 - 9.30pm, for 15 weeks
Brisbane: 3 x one week blocks, starting
Tues 29 March for 5 full days, thence
Mon 20 June to Fri 1 July inclusive.
Adelaide: Soon! Reserve a place

Lighting Basics

Cost: $875. Bookings: 1-800-635-514
Limit 12 people per class

Sydney: Feb 21. 2 nights/week for 5
weeks. Mon and Wed, 6.30 - 9.30pm
Melbourne: Feb 7. Mon and Wed
nights, 6.30 - 9.30pm, for 5 weeks.
Brisbane: Tues 29 March. 5 full day
block, 9 - spm daily.

Adelaide: 5 full day block, April 18 - 22

PC Recording Course

Cost: 5525. Bookings: 1-800-635-514
Sydney: 2 nights week (Tues/Thurs), 3
weeks. Start Tues 14 March.

Stage OH&S course

Cost: $180. Bookings: 1-800-635-514
Sydney: 2 nights, Feb 21and 23.
Melbourne: 2 nights, Feb 7 and Feb 9.
Brisbane: Tues 29 March. 1 full day
Adelaide: Mon April 18. 1 full day.

Special thanks to these supporting organisations for assistance with facilities or

equipment in the last year: Lots of Watts « Chameleon Touring * Norwest Productions
* Fairlight < Hillsong Church = Technical Audio Group * ARX » The Resource Corp * Yamaha
» Australian Audio Supplies * Mackie * Jands * LSC « Total Concept Projects * Amber Technology -

* EVI Audio Australia » Brisbane Sound « SOS Communications ¢ Riverside Theatres Sl e

TRAINING
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—
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PROFESSIONAL DEVELOPMENT COURSES (Sydney)

Implement OH&S 10 x Wednesday afternoons, 2pm - 6pm, start 9 March

Lighting Master Class 1 (nights) Learn 3 x lighting consoles incl. Hog, Strand. 10 x Tues /
Thurs nites, start 8 March. (Pre-requisite: Basics or Basic lighting experience.)

Sound Master Class 1 (nights) Learn 3 mixing consoles incl 1 x large format digital. 10 x
Tues / Thurs nites, start 8 March. (Pre-requisite: Basics or Basic lighting experience.)
Prepare, Install and test Lighting (5 day block) Set up a show. Mon 11 April - Fri 15 April
Prepare, rig, test modify vision systems (5 day block). Mon 11 April - Fri 15 April

ADVANCED DIPLOMA CERTIFICATE IV (Sydney)

(Sydney) PART TIME OVER 2 YEARS

e Technical Production Pay $262 per month after $300

FULLTIME, 1 YEAR. Start Feb 14. enrollment fee. Start now.
PART TIME, 3 YEARS. Start now. Pay
$305 per month, interest free.

* Stage Management

PART TIME, 3 YEARS. Start now. Pay
$305 per month, interest free.

* Venue and Event Management
PART TIME, 3 YEARS. Start now.
Pay $305 per month,
interest free.

We arrange government funding for traireeships. 2 schemes
TRAI N EESH I B } ava'lable: new entrant trainees (Certificate 3), or existing

s«illed workers (Certificate 4). We do skills assessments.

Julius Media Pty Ltd ABN 62 098 850 036
® RTO number go888 ® CRICOS provider number 02583M
Mzil: Locked Bag 30 EPING NSW 1710 Australia
Sydney Campus: 10 Bridge street Rydalmere NSW 2116 Aust-alia

Phcne: +612 9638-5955 Fax: +61 2 0638-7181 call 1-800-6 =
Email: treining@juliusmedia.com Web: www.ju iusmedia.com



Tech Bench

by Todd G. Tatnall

The Plug-in Problem

hird-party or “add-on"” plug-ins are great.
They give our favorite DAW applications
additional power, flair, and creative spice.
However, because they're essentially little
applications installed within a host
application, unexpected problems can
sometimes occur.

Many plug-in developers offer demos so you can try
their product for a limited period of time. When these
plug-in demos expire, an alert typically appears telling you
that the trial period has expired and to either remove or
purchase the product. In rare cases, these demo packages
can cause problems, such as application freezes.

Other problems occur when a plug-in or bundle of
plug-ins is either corrupt or incompatible with your
software. If symptoms arise where your host application

In Mac OS X, it’s easy to remove
plug-ins . . . once you know where

Figure 1

they exist in your system.

has a problem while using or loading a plug-in, you might
experiment with disabling (at least temporarily) certain
plug-ins. Here are some tips on finding, disabling, and
removing plug-ins when you have a problem.

MAC

In Mac OS X, it's easy to remove plug-ins . . . once you
know where they exist in your system. For most
applications look in the following location (see Figure 1):
Macintosh HD > Library > Audio > Plug-ins.

"8 Acirst dook Plogeies. +
i Apgication Support
Ao

Check in each folder (“Components,” "MAS," "VST,"
etc.) for plug-ins that you've added (see Figure 2).

These folders will also contain plug-ins that came with
your host applications, so check documentation to see
what's included. You can drag any gquestionable plug-ins
to your desktop, then try launching the application again.
If you have no errors or problems, you'll know that one
or more of the items you removed either had a problem

» 4 miDI Configurations
- » (4 MIDI Devices
= 4 it Drivers

F MiDI Pasch Names
¥ Plug-ins
w |4 Components
B} Absynth 2.component
% B4 .component
% Battery.component
% BFDall.component
1 BFDgroups.component
% BFDstereo.componant
1 BIAS SoundSoap Pro AU.companent
& Music 1 ET1.companent
_! FM7.component
5 intake.component
% Kompakt.component
3 Kontakt.component
1 Majestic.component
MX4 AU.camponent
3 Pro-53.component
% Reaktor.component
_ Spekiral Delay.component

% Trilogy AU.component

) Vakator.compaonent

(B WaveShell-AU_5.0.component
= LN A

Figure 2

or its demo period expired. If you know a plug-in is bad,
you can drag it to the Trash to delete it. If it's a plug-in
you've purchased and removing it helped your problem,
check the developers website for updates and other
solutions, or contact tech support.

For Pro Tools 6 users, plug-ins are stored elsewhere.
In recent versions, an alias of the Pro Tools plug-ins folder
has been placed in its applications folder (Macintosh HD >
Applications > Digidesign > ProTools).

WINDOWS

Don't worry, | haven't forgotten Windows users! The
most common way to remove demo or problem plug-ins
is to click Start > Control Panel and choose Add/Remove
Programs. Read through the list and find plug-ins or
their developer names. Choose an item and remove it
to uninstall,

Some plug-in develope-s include their own uninstaller
for their product. You can check by clicking Start > All
Programs and looking for an uninstaller for the plug-in
in question.

BE LEGAL

One last tip: Cracked or illegally copied plug-ins are bad
for reasons beyond the moral/legal issues. Plug-ins are
frequently “cracked" by changing significant parts of
their programming code. |'ve seen entire DAW's go down
thanks to one cracked plug-in. Trust me, it's not worth it.
Remove cracked plug-ins and be the better for it. /=1

Todd G. Tatnall is the Senior Tech in Sweetwater's
Technical Support department.
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The Lighting section of CX magazine

High End go it alone

High End Systems are without representaticn in Australia, after spl tting
with distributor ULA. The two firms issued a press release efter the LDI
trade showv late last year, and are now saying nothing else.

First, the release:

After more than three years of proudly representing Hig* End
Systems in Australia and New Zezland and successiully lauicning new
products including the innovative Zatalyst and DL-1 systerns, ULA and
High End Systems business have grown different directions. Says
ULA's Managing Director Cuono Biviano, It has been a difficult decision
to make, Eut one thar must be mede. With contiruing and rapid
tecknology development in the industry, it is not only impcrtant to be at
the eading edge, but vital to be hughly competitive to meet clients
requirements across the spectrum. To this end we must cantinuously
focus. That said, we do wish High End all the best for the “uture.”

Ir. the snort term, ULA will continue to provide service zssistance to
clients, with High End Systems to announce arrangements for ongoing

(continued cn next page)

Gronk of the year award

“hz only thing more dur-b than zlimbiag a 3 mat e #russ section that
has no baseglate is doing i without ary kind of 53faty harness. Oh, anc
also emailing :he photo 0 CX. We decided to save this moron the grief
by coverirg Fis stupid fece Hopafully if he is stil alive axd didn't jump
or fall, he zan ref ec: on the -hings boys do, and croa Lp.

KICS, cen't <ry this at home.,

Chameleon expand into massive complex

The picture doesn't really show
the scale. The new Chameleon
Touring Systems facility in
Sydney's Erskinville is large. Very
large.

Azcording to Charreleon boss
Tony Davies, (pictured at right)
the firm had all its inventory
spread around the previous
prerises, under different roofs,
At presstime Chamelzon owned
950 moving lights 'of current
marufacture’, not counting
waggly mi-rors.

They recenty added 100 Vari-
Lite s, making VL a strong second
runner ageinst their fleet of Mac
500/600 and 2000 fixtures.

The new facility has a yard
which more than accomodates
the four or five pantech's they
owr, plus separate truck access
for smaller loads and driveway
hires. Not evident in the photo
are separate area's for ALE
(manufactare) and the moving
light hospital.




High End go it alone

support in the Australasian market.

So what does it mean?

CX understand that HES have recently returned to profitability, after
some very tense times. There has been considerable movement of staff
at the Austin, Texas HQ. HES has progressively lost market share in the
moving light business to Martin, the Danish firm. And the relationship
with Whole Hog deteriorated prior to the Hog 3 coming to market.

All'in all, HES has had a raft of problems, centred on cost of
manufacture and in some cases reliability of product.

Recently HES changed sales management, and put a guy into the
role who comes from the IT industry. It is rumoured that his strategy is
to go direct, in the manner of Dell, and sell product into each market.
The outcorre in doing this is to either reduce the price of the product,
due to eliminating the local distributor's margin, or to increase gross
profit per item sold, by maintaining the price of each item.

In any case, the lack of information about future arrangements can
only be waorrisome for HES customers.

(continued from previous page)

Wine not beer as well?

We like this idea! Away from the theatre and into the public domain,
Stage Technologies Ltd has provided wine waiters with the power
of flight. A new B.5 tonne glass wine tower, which holds over four
thousand bottles of wine, has been desicned and installed by Edwin
Shirley Staging for the Radisson SAS hotel at Stansted airport.

To order wine at this venue is to initiate a live aerial performance,
where 'wine angels' fly up the face of the 13-metre tall tower and
descend with your desired bottle. To achieve this Stage Technologies
have supplied four BigTow winches that are controlled by radio
linked operator pendants. These handheld, wireless pendants
enable the wine angels to control their own movements up and
down the tower. Their 2-point hip harnesses allow them to turn
upside-down and swing from side to side whilst performing
choreographed routines.

Wine Angel Lorraine Sadler is an experienced performer, having
worked on a flying trapeze and high speed flying at the Millennium
Dome. The wine tower differs from her p-evious experiences and
although the height is not a problem, the tight space makes it
harder to choreograph and manoeuvre, however over time they
have discovered many more imaginative ways of working.

‘A different experience, a different challenge!” comments
Lorraine, "We mostly control each other, as it is easier to perform
and great fun, the customers are really impressed, gobsmacked!
It's unique”

The main difference from theatre Performer flying systems is the
complexity of the control and operation. The wine tower needed
simple and easy control, up and down and stop when the button is
released, a huge contrast from the sophisticated software Stage
Technologies have developed for performances such as those at the
Millennium Dome and currently in use on Mary Poppins in the West
End and Cirque du Soleil productions in Las Vegas. The wine tower
needed to be operated by staff with no o- very little prior knowl-
edge or experience of automation technology.

A diagnostic display panel was supplied to aid with troubleshoot-
ing, enabling the system to be handed over to the hotel with
confidence that they could resolve any problems easily and safely.
Edwin Shirley's creative design, combined with Stage Technologies
experience in live performance, has produced a centrepiece that
has pushed the boundaries of interior design for bars and restau-
rants. But we at CX want this system for beer too.......

Warning: Fog Machine Meltdown

Last year wz alerted readers at our website as to a nasty
electrical issue with a certain product of hazy origins. Under legal
duress, we withdrew the warning, bloodied but unbowed. This
year we are horrified to illustrate what may happen when the
thermostat fails to switch off the heating element. Every fog
machine is capable of this kind of meltdown, but we suspect
machines that sell for $39 at Dick Smith may be slightly more
susceptible. The two risks associated with this are fire, where
nearby things catch alight, and electrical where there is no
residual current device (RCD). In both cases, death is a possibility.
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Australia Unites, and 3200 assist

' | her Network 7 decided to uritz t1e 7V
| {indust-y and the viewing naton for a
Sl Tsunami diszster banefi- co-cert, they
called 32 Huncred Lignting. Owner lzir Rzed
(pictured at rig1t) has aeen a TV ligh ng direztor, so
he understznds the sometimes confliczing needs
that arise when telev sing a stage show.

Wh le we heve cal ed the firm '3200 ir ou-
headline, they are ac-ually known as 32 Hundred
Lighting, the name derrives from the coleur
tempereture o- a tungsten halogan lamp. They are &
Sydney baszd firm who also have a cecent & udio
inventary.

lain Reec assumed the task of Ligating D recter
for the concert. He assemtled his own equipment,
and got some more from Chameleo-.

CX spoke to opera:or Richard Neviile.

‘We ectually got campletley free reign with the
lighting, and had a lo: of commerts on tha gobo
selection becaJse thay were pattarns that hzve
really 1ot beer seen zn TV a lot - 32C0 are one of
only a handful of comoaanies tha: both own Stage
Zooms and also refit their ertire moxing | ght
inventory with custom gobos based or each evert
to ensure that the best possible gotes arz available
for us=. Clint (Dulieu} and | make surz <hat we've
got thz sest effects for eacn show,"

“Obviously with th= gig startirg at 6.300m we
had a few Fou-s of daylight to compete witt, so the

first few ac:s (Killing Heidi and Noiseworks) were lit
very kr ghtly and straight down the barre! of the
cam=:rgs. As it got darker, | got a chance ta program
som2 more interesting and intricate stuff “or Alex
Lloyd and CGuy Sekastian.”

"lein (Reed) and Sraham Rowland (TV Cirector)
chose to have a blzck backdrop to start which was
then dropped to reveal a cyc as it got darkar, This
mean: that the black drop would hide the lighting and
camz e crew durir 3 the day and provide £ greater
contrest to the acts on stage. When we revealed thz
cyc fcr Killing Heic , it opened up the space and gave
me the chaice to alay with the cyc a bit more - ove-
the coLrse of the show the lighting changed from
simpl providing washing effects to mare detailed,
arty lccks.”

The show looked outstanding on TV, tha stage was
domireted with a giant phone number, made in the
Woar c Vision orange colour, which is a rea'ly deep
orangz bordering cn red.

The only lighting snag came at the end when onz
of the compares ['avid Koch decided that he'd stand
behind a truss ups-age OP, to do his lines and in th2
ten seconds that h= was there there wasn't much the
lightirc guys could do to get light in theral

The main feed - (stage) power was 30C amps per
leg, a1d power on the second feed (host stage, crowd
lightirc, FCH and BOH) was almost 100 emps per
leg. L chting crew almost 400 amps per leg total.




Australia
Unites

LIGHTING INVENTORY
18 Clay Pa e Zoom 1200
10 Martin Mac600
5 Studio Due Citycolor 2500w
104 ParB4 MFL
14 Par56

y Polaris

2 Dimmer Racks
1 HPE Dimmer R
5 Powerlock Di
7 12 way 10A Distro
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GrandMA Micro

A small but powerful
console for moving lights.
Julius Grafton reports:

ax Argent as invested in a new lighting console

—a Grand MA Micro. He brought it into the CX

test facility for a looksee. Max is a fully gualified
service technician, and he also owns Max Sound, which
consists of himself, and a 2 tonne truck full of ligrtirg and
sound. Max is a Sydney based fre=-range groduction
company.

The Micro is what the name imalies, a vary sczled
down Grand MA lighting console, with many of tre
features that have endeared power users to the Cerman
console. The Grand MA is at home driving very large
events and concerts. Micro is the latest spir off, it joins a
farily of Grand MA derivates — th2 Light, ard the
UltraLight are pitchec above the Micro.

It's worth stating for the record that your writer is not a
lighting operator, least not on anything modern. My
lighting career was based on the Strand SP 40 and the JL
36. Max is also not a lighting operator. My college was
about to run the first lighting console operation course
from the new training package a week or so after Max
came. Looking at the Grand MA Micro reinforced how
important training has become, because without t, you
will not make lights work using a modern memory
console.

In physical form the Micro is very pleasing. It has a
hardy German military feel, with a bright tcuch screen and
a bunch of solid feeling encoders, faders and buttans, The
ergonomics appear most excellent. It is small, but not to
the degree an operator feels silly sitting in front of it.

Tkere are two DMX outputs, so 1024 channels can be
driven straight away. You can drive more from the Ethernet
port, if you have Ethernet to DMX hardware. There is a
DMX input, which Max asserts allows the Micro to
interface with another console.

Max had the Micro for a fortnight when | saw it just
be‘ore New Year, and he had already done about a dozen
shows on it, We booted it uo, and timed 43 seconds until it
had oaded the default file — which was the previous show.
Witl a show loaded, you have already defined what is
conracted, where it is patched, and you've almost certainly
loaded a library of sequences for your moving lights and
dimrner actions.

43 seconds boot time is not good. A Jands Hog 1000
take= around 9 seconds. Naturally you will always run a
UFS so you are not caught out with a power failure - but if
you need to restart after a software snafu, you wait.

MA Lighting have made their Grand range popular by the
ease of PC interface. Max likes the ability to set up a show
at 1ome on his laptop, especially with the stage visualisa-

Please turn the page >
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tion feature. This lets you kind of see what your show wil
do, once you position ycur rig onto a stage plan. You can
add smoke and strobes, and then play th= sequences and
see what they are doing.

Without a show loaded, you need to szart at the
beginning and define some things. Max znd | figured you d
need some time, maybe an hour or more, depending on
what you are going to connect to the corsole. You choose
your fixtures from tte library onboard. Max had already
updated his library, nd software, to Vers on 5.4.2. You do
this either from your PC after you've downloaded from the
web, or on “loppy disks f you are remote from anything.

Then you go patch, if you select all your moving lignts
or a group cf moving lights, and then selzct a starting
channel, the Micro coes the counting for you. By way of
example, w2 put 2 Mac 250 (Mode 4 bui d) onto the paten,
starting at channel 30. Because these movers need 13
dmx channels, Micro dic the math. For tF e sake of the
demo, Max put a 12 channel dimmer on channel 1, and
Micro knew to allocate channels 1 to 12. I'm sure every
other memory console does this too.

We selected DM, stream 1A, corresponding with 'what
was plugged in at th= back. Then we loaced sequences
from the lib-ary, so that one sequence was to pan the
movers inwards, with orie inverted so they moved in from
each side of the stage. \We set up a bunen of similar
things.

To run the board, -herz are many ways to call up vcur
cue. There ere 10 Execu:or Faders {love that German style
folks.....) each with a buston and dual LED underneatt. You
can toggle tarough a set of sequences using the button,
then when vou fade up the fader, it dims up the movers
and executes the moverent. Likewise you could have a
bunch of dimmer commands on one Executor, each li<e a
whole scene. | think | cculd run a show cn the Micro if |
had someore to train me for a few hours beforehand.

Aside from the 10 Executor fader and button pairs,
there are another 20 Executor buttons, which could b2
programmed to activate sequences or just run a cue.
There are four rotary encoders which get used more in the
setup, to define your own sequences or refine stored
sequences. One encoder can operate pan, one can do tilt
and so on.
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First screen on bootud (top) gives you the option to
load a previous show.

Screen in middle: the initial setup screen.

Bottom: one of many views.



There is a master encoder at the right of the screen, one
of its functions is to scroll up and down thrcugh menus. Max
has invested $20 in a little PS2 keyboard which he uses to
punch names and descriptions into the console - long with
a conventional mouse. This saves poking at the toLch screen
with a styli pen. Of course you can still use the toLch screen
anytime as well.

Various views can be selected fcr the scraen, including
one with a big clock, and you can select a full stagz view if
you choose to use the inbuilt visualization feature,

Naturally almost all hardware features, faders, e coders
and buttons do many things, defined by software. 've just
detailed some functions and featurss here.

There are also some differences in what MA Lighting call
certain things, such that they have a thesaurus of meanings
that compare (Jands) HOG terms with MA Lighting terms.
An example: In Hog parlance, a 'Cue List' is a 'Sequence’ on
MA. | found the download at the Australian distrubtor site,
www.showtech.com.au

_'HaI:; kit " mace

SUMMING UP:
We like:
The feel

The look

The screen

The visualiser

The space invader game!

We don't like

The price {around 20 grand list
but less on the street)
Complexity at first glance

v dimmerchanmel

The bootup time (43 seconds)

Stage visualisation on screen (top).
Dimmer selection from Library (below)

CHAMELEON TOURING SYSTEMS

LIGHTING PRODUCTION & NIRE

LOUMINAIRES

CONTROL SYSTEMS

MOVING LIGHTS

SEARCHLIGHTS

POWER BDISTRIBUTION B CABLING
CHAIN MOTORS, TRUSSING & RIGGING
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Chameleon Sydney have moved premises

SYDNEY BFISBANE

Building 35A, 1A Coulson St 45 0'Cennell Terrace Bowen Hills QLD 4006

Erskineville NSW 243 “e; 07 3854 1511 Fax: 07 3854 1563

Production/Sales: 02 8596 7222 Email: br an@chameleon-touring com.au
www.chameleon-touring.com.au Rentals: 02 8596 7200 Fax: 02 3557 5445




High End Systems
DL2 'digital light'

Reviewed by Richard Cadena

“We pursue preservation. But the old order is doomed. We
value permanence. But permanence is the last refuge of
those with shriveled imaginations. We practice change.
But ‘change’ is not nearly enough.” - Tom Peters, from his
book “Re-Imagine!”

innovation isn't just a good idea, it's the law of survival.
Whether or not you innovate, you can bet your competition will.
So why not ot innovate yourself and be your own best competition?

I the hypercompetitive entertainment lighting industry, constant

High End Systems (www.highend.com) is proving to be their own
best competitor with the introduction of the DL2 digital light, even
though the folks at High End might argue that it is a different creature
than the DL1 and not really direct competition. Still, when companies
compete—even with themselves—the consumer wins. In this case, the
DL2 brings several innovations over its predecessor.

DL2 is the third generation digital light from High End (don’t let the
“2" throw you off}), the first being the Catalyst and a projector with an
orbital mirror head attached. The main difference between DL1 and DL2
is that the latter has an integrated digital media server built right into
the base of the moving yoke fixture. It looks and acts like a "conven-
tional” autorrated light instead of a decentralized command center. That
makes it far easier to travel, taking up less truck space, and to set up.
You don't have to run video cables between the FOH and the lighting
rig; it is contralled from a lighting console via DMX. In fact, if you trust
wireless DMX, then you don't even have to run DMX cable because it
has a built-in Wi-Fi connection. Nor do you need to make room in an
FOH rack for the media server. It's all right there onboard the fixture.
You can literally just hang the fixture, power it and go.

The onboard media server is Windows XP-based, a departure from
the Mac-based Catalyst digital media server, |t's also a departure in that
it is built around a 3D environment with the ability to import and
manipulate 3D objects. Not only can the object be moved in 3D space,
but so can the viewer's perspective also be moved.

There are two object layers and one mask layer. It comes with a
library of digizal art and it can store custom files that you can upload via
the wireless link using the wireless media content management
application (CMA). Some of the effects include color swapping, edge
blending, magnification of an image, scaling on the X-, Y-, and Z-axes,
color mixing and keystone correction. It can also tile images with each
image having its own point of view. The edge blending feature allows
several DL-2s to project a seamless image to create a large panorama
by way of a variable soft edge focus, Playback speed can be varied and
the input source can be switched from a lighting console. And if you like
the media server onboard the DL2, you can always buy it as a stand-
alone media server. High End is offering the media server portion of the
DL2 as the Axon v2.

The DL-2 ships standard with an integral remotely controlled EXview
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HAD™ CCD camera. The camera has £ zoor~ rangz of 18X wh ch
allows for a very long distance focus. With the help of tre onaoard
dimmable, remote controlled infrarad dicde a-ray f ited ir the Fousing,
the camera is capable of takirg pictures n total dar<ness. It's great for
special effects or allowing the ope ator to see what is haopening
onstage during dark scene changzss. The camera cirectly feecs into the
server to allow for the manipulatio of mages t1at can ~hen be
projected live or recorded to the hzrd drive for later playsack.

One effect in particular tha: drew a lot of attenticn at the skow was
the creation of interactive imzges using a viceo feedback. Whzn camera
images of the projection are fad beck inta tha servar thev can be
manipulated and create interestirg effects.

The media server capabilitizs ere rich n features but the bic question
on most people's mind is that of the br ghtness Thz DLZ hous2s a 4500
ANSI lumens projector. An ANS| umer is an average mzaasure of the
luminous flux as defined by the Americay National Szandards Institute.
The standard takes the average f ux ovar nine ejual areas of tre
projection in order to take into account the ron-un-orm ty of the
illuminated area. Interestingly. th2 new grojectcr ir the ZL2 has an
increased contrast ratio of 1100:” over the CL1, wrich Fas a contrast
ratio of 800:1. This fact should not Je overlooked. T1e contras: ratio
plays in important part in the serception of brightnzss as evidanced by
the projector shootout at InfoCornm 2004. At that trade show here
was a side-by-side comparison of eight cifferzn: vizeo projectzrs, each
with different ANSI lumen ratings. Surpr singly, the projeztor trat
appeared to be the brightest was not the onz with the highest ANSI
lumen rating but the one witk the Jreatest contras? ratio If thet's not
enough to convince you, ther consider tae cisplay at LDI. At the show,
the DL2 was projected along side >f the Stuzio Spot 57E and the DL1s
and DI-2s were often brighter wie projecting similar co ored images.

DMX control of the camere zoom, fcc s, erientetion, shutter speed
and white balance is providec and multiple D_2s czn be synch-onized to
move together and/or to play back content in synch. ~or “otal blackout
control, a mechanical iris is fitted in the housing. Tke yo<e is capable of
400 degrees of pan and 270 degre=s of ~ilt, and th= fixtu-e weighs 108
pounds.

Since being introduced last morth a: LDI, the DLZ has beazen every
other potential competitor to mark=t even before they Feve hada
chance to compete with the cecord genzraton dic tal lignt, the DL1. To
be sure, there just might be some comr petition n the wcrks. Robe
quietly previewed a digital lignt prototyps at the show, possibly
signaling their intention to enter the market. Marti- is easing into the
digital arena with the Maxedia ard it's only & matter >f time bafore
more digital lighting finds its ‘~ay into thz fie d. Until then, High End,
DL1 and DL2 are swimming in open water.



OFFICIAL:

P=rer Evans writes:

In 1939 | stared in “he lighting
dayartment a: GTVE Melbourne at the
terder age of 19. It was not long after
stert ng at GTV that | starced to do somz
rack lighting on the side. The need for &
compact desk with alenty of facilities for
-5 ~ype of work led to many discussions
=fler work with electronics wizard lan
Whitelaw wio also wo ked in GTV's

ght ng depa-tment. lan cffered to build
= desk to my requiremrents if | paid for
a2 parts anc development work. This
was agreec end, by 1371, the desk had
been built and was in ragular use at locel
venues unce - the banner of the "ESP
Ligh:zshow"

The des< picturzd at top) had a 322

threa-phasz nlet with ts own phase
mztaring aic breaker facilities. It had en

(contirued on next pagei

My life in

psychedalia

1973 there were two kinds of lighting.
. Stage Lighting in the Theatre (say it with a
I prim and proper English accent li:e this:
Thea-3-tRe) or psychedelic lighting. Neither camp
spoke with the other. The latter attracted me.

The first time | went to a venue and saw a band
t was at a place called The Arts Factory, run by
Johnny Allen. He went on tc run the Aquérius
Festival. The Arts Factory was a hippv gig. a
warehouse in Sydney's Gouburn street - 3 few
blocks up from Chaquers Nightclub.

Maost seminal bands from the era played at 'the
Factery' - Billy Thorpe and the Aztecs, Bazery,
Madcer Lake, Company Cain (get it?) Tully, Taman
Shud the 69'ers (reallv!), the La De Da's
Speczrum, SCRA, -arvest, the Battersea Heroes,
Captain Matchbox Whoopie Band, Chain .. the list
goes on.

Luzkv me, | ingratiazed myself with Eddie
VanDerMadden - the leader in the lighting
collective. Actually, Eddie wasn't the leacer by
name. No one was. Everything at the Arts Factory
was “ur on contemporary hippy grinciples. Things
were aitily debated with lot's of ‘maaan’, 'coal’,
and '<osmic’ punctuation. Fippies ware called
'heads' back then,

The whole alternative head nation worked on
the premise of lots of talk and nc real physical
action. The Arts Facto-y was real y the embodi-
men: o an alternative movemen: which was about
5 years behind San Francisco and London.

The lighting system at the Factory comprised 1
x Pa‘t 23 profile soot for the stage, 12 x 3' UV
tubes for the crowd, end a cyc with ots of
projectad things.

Projection was eve ything.

From a scaffold towser at the rear of the
warehouse, at least three and scmetimes five
overnead projectors were operated by serious
heads. Two Pyrex dishes were used, one slightly
larger than the otaer. Liquid dies, ore oi based,
one water based, were poured into the “irst dish,
filling it one third full.

The second dish was held in both hards and
lowered into the “irst. At the apgropriate depth, it
would squish the dies, and being different in
origin, they would no: combine. Moving the dish
procuced mesmerising swirling aatterns,
projacted onto the cyc.

After a while, the colours got dull or the
combinat on got boring, <o the liquid was thrown
into a bucket. Being a collective, no one was
empowered to empty them. Sometimes a whole
bucket load would be kicked over, and dribble
through t1e floor onto the stoned hippies
underneath.

Eddie wasn't terribly interested in the
overhead projectors. Other hippies would
operate these, fuslled by lengthy spliffs of
Acapulco Gold or best of all, Brown Acid. Maybe
both.

Eddie was an inventor His projections were
from 'De Machines' as hz zalled them, which he
made in his squa id roor's in a boarding house.
Some of Eddie's machinzs were very simple, He
removed the heat filter f'om a slide projector,
and let it slowly melt a hard coloured slide.

Another simple idea: Eddie made a disc out of
Polariod olastic. Then he put a static slide of
Polaroid nto the gate of ths slide projector. The
slide was covered in randcm bits of clear
standard sticky tape. Wren the Polaroid disk was
rotated tirough the gate, just in front of the
static slide, it made for tnis weird polarising
rainbow ued effect.

The machines got more complex, Eddie had 3
Prisms on a turnzable in front of some projec-
tors. They threw twistec, distorted images
through :he venue, Presumably the hippies and
heads, who were usuallv reclined on pillows on
old ratty Persian carpets, changed the dose of
whatever they were on o coincide with the
lightshow.

Hugh and Bani McSp=acdon had a similar
lightshow operation in Melbourne, atthe T. F.
Much More Ballroom. | 1ever did find out who or
what the T, F. was.

| guzss the most impressive thing about the
lightshow at the Factory was how the band were
just a part of the whole experience. Doug
Parkinscn or Billy Thorp= er anyone famous at
the time would just do *he gig, lit with the one
feeble saot, while the we rdness was projected
on the szreen and even a'l over the band.

Wher the Factory was closed, Eddie
wandered off ard wasn't seen again. If anyone
knows of him, please d-02 me a line.

- Julius Grafton
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board 12 x 2kW dimmers, 6 x 2ZkW
variable speed flashers, 6 x ZkW audio-
madulation channels (each with its own
input so you could mic up a musician's
amp and then light him with the output
of his individual instrument), 6 x 2kW
line switches (for items like projectors
that could not be dimmed), a dimmable
worklight, and inbuilt talkback.

Later on, a drive circuit was added for
the mother of all strobes (12 Xenon
tubes).

All the 240V patch sockets were on
the back of the console. Above each of
the twelve dimmer channel faders was a
set of paddle switches. These had three
positions - up was latching and on,
centre was off, and down was spring-
loaded and on. The switches were fairly
large and could be played like a piano
key. These, | believe, were the first
"flash-buttons” in Australian lighting.

Many years later, while working for
Lighting Corporation in Melbourne, | was
given the task of retrofitting a Strand
desk with flash buttons for "Men at
Work”, at which time the concept was
already ten years old!

This custom lighting desk was used at
Sunbury ‘72, ‘73 and '74.

| decided not to tender for '75 as | had
recently married and bought a house - a
good thing as, like everyone else, | would
not have been paid!

By now, | was working full-time in the
Audio Department at GTVS. (While
sweating away at “Festering Hall" in
Melbourne doing follow spot on "Blood
Sweat & Tears" some years before, the
combination of an amazing band and the
first Clair Brothers sound system to come
to Australia won me over to audio, in
which | have primarily worked ever
since).

Around 1976 the custom lighting desk
was sold through a colleague to a Church
somewhere in Kew - | wonder where it is
now!

I'm still working in the industry 35
years on - my hair might not be as long
and is a lot whiter than in those exciting
fledgling days of rock and roll lighting,
and | might wear suit mare often, but |
will never forget the early 70s and all the
changes they brought.

Sadly, lan Whitelaw, whose electronic
genius did much for my early lighting
career, died a few years ago.

* Are YOU in your anecdotage?
Better still, do YOU have pictures
from the hazy past? If so, please
email your pix and your words to

mail@juliusmedia.com
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ource 4 Revolution

Reviewed by Julius Grafton

his really is the moving light for theatre. ETC

have married the Source 4 - an intense and

compact profile spot - onto a platform which
provides remote DMX operation. Nothing too wild
so far. But the Revo also does everything virtually
silently. That's what the theatre dudes want.

Another thing that is very theatrical is the scroller.
If you want to change colour with a traditional
moving light, you blend glass. Revo goes back to the
colour gel, on a scroller with 20 frames.

Mike Griffith from ETC told me that some pastels
just don't render as well when done from glass. And
theatre lighting designers are obsessed about hues
and tints and EXACT renditions of colours.

Unlike most conventionally lamped devices, Revo
has a 77 volt QXL lamp. This enables ETC to offer
the same fixture in all global markets. It also ensures
that the fixture has exactly the same light output, on
any power grid, any where. ETC claim around 11,000
lumens from the Revo, more than you get out of a
Source 4. The lamp is rated at 750 watts, and is
good for 300 hours.

Our picture (below, right) shows the lamp going
in, it has a unique and clever housing which allows
the lamp to be changed without opening the unit.
The reflector is the same as the one used for the
Source 4 Junior, Essentially 95% of the light ends up
going out the lens, with the heat departing the rear
of the reflector.

CX understand that Ushio and Osram are playing

with a 1,500 hour life lamp, which would produce
reduced output.

Dimming is internal, so you use the Revo like any
other mover, and allocate a bunch of DMX channels
to control parameters.

When you buy a Revo, you get to choose options.
The fixture has two options slots in the optical chain.
Into these you may fit a gobo module, allowing 3
gobo's plus open white. There are two gobo
modules available, one for fixed gobo's, and one that
rotates and indexes. Indexing means you can rotate
the gobo, then stop it, and it will remember where it
stops.

There is an Iris module, and a Shutter module.
Obviously you can't fit a gobo module, plus an iris
module, plus a shutter module - but why would you?
The optional colour scroller fits on to the front of the
Revo.

Modules like these are great news for lighting
department heads everywhere, since you only need
to fit what you need to a given luminaire.

The other important spec is the beam spread,
with Revo you have a 15 to 35 degree zoom ability.

The fixture weighs ebout 33 kilograms betfore you
put modules in, and as much as 41kg fully optioned.

Revo wants a maximum of 31 dmx channels when
fully optioned with a colour changer.

In summary, it does plenty, but with a theatrical
feel. We like it!

Mike Griffith from ETC showing the neat
lamp assembly. No tools required!




25 Years (or more) of Automated Lighting

These might be your father's lights!

By Richard Cadena

ver the last few years, something vary unique has happened in

the entertainment lighting industry. For thz first time in history,

there is a reasonable poss bility that the a itomated lights being
operazed just might be older than the lightirg operator.

2005 is the 25th anniversary of the VL0, the prctotype that preceded
the VL1. The VLO, as it was later dubbed, was the light that launched a
thousand lights and an entire industry around ther. Oddly enough, it
was the creation of company that was mainlv known for concert sound
production and later bacame involved in lighting.

Showeco, a Dallas-based rental and production comrpany, was founded
in 1970 by Rusty Brutsche, Jack Calmes and Jack Maxson. As with
many industry companies, they began as a oand vvho found that their
PA system was in higher demand that their music so they started
renting it out. As they grew, the industry grew aro.nd them and they
went into the lighting business to meet the demand created in part by
the British invasion. Ir 1978 they had the idea to tuild a color changing
PAR can.

“We tried many different ideas, " says Brutsche “from a high speed
semaphore mechanism for moving gel frames, to a system of pnec-
matic powered cylinders to move the gel frames using compressed air,
to a liquid dye system using three colors of dyes i1 chambers that could
be varied in thickness to vary saturation and hence color change. Nane
of these ideas proved to be practical.”

Enter Jim Bornhorst, who, at tha time, was the head of the Showco
sound engineering group. Bornhorst examined the problem and, ta<ing
a page from John Tedesco and the Phoebus Ultra Arc follow spot, he
decided to try a new light source. Rather then to sta-t with a 1000-watt
PAR lamp, he used a GE Marc 350 metal halide arz lamp. The Marc 350
had an integral dichroic glass refleztor that acted as a cold mirror,
deflecting the visible light towards the front of the lamp and a great
deal of the infrared light, which contains mast of “he heat, through the
reflector and away from the lamp. Not only did th s lamp help manage
the heat in the optica path, but its elliptical reflec:or also created a focal
point for which to focus an image, something tha: a PAR with its
parabolic reflector cannot do.

But Bornhorst was more concerned, at the tim2, with color charge.
So he put some gel in the focal plane
only <o observe that it quickly burned
a hole right through it. But something
in his pool of knowledge would scon
lead 10 a solution that exists to this
day.

Bernhorst was something of a
photography hobbyis: and he was
familiar with the coated glass
reflectors used in film development
equipment. So he pulled out an
Edmund Scientific catalog and
ordered some dichroic filters to
experiment with. Along with Tom
Walsh and John Covington, they
found the filters could handle the
heat and did a wonderful job of
coloring the light.

The team soon developed two
ways of building an automated color
changer. One method was to
fabricate three color wheels and put
them in series with the optical path.
By using one or a combination of
filters they found that they had a

great rance of quick-changing color. This was tne color changing
mechanism that eventually found its way into the VL1, VL2 and the VL6.

The other method they discovered for changing colors was to align a
series of three dichroic filters in the optical path and tilt them to
gradually crossface the color. This was the design that was eventually
used in the VL3, VL4 and VLS.

Things were gcing well with the development of the color changing
fixturz when, one day, a group of Showco employees went to lunch at a
barbeque joint in Dallas called Salih's Barbeque.

“The group,” says Brutsche, “consisted of Jim Bornhorst, myself,
Tom Walsh, John Covington, Tom Littrell {from Showco lighting) and cne
of my partners, Jack Maxson. We were discussing the new color
changing light and out of the blue Maxson says, "You know, if we can
make it change color, we should also make it move.’ We all stopped
eating like that EF Hutton ad and said, 'Of course, what an obvious
thing to do.’

Twelve weeks ater, the VLO was born of “hand made parts and
n-odel airolane parts.” Tom Walsh and Brooks Taylor build a controller to
run the light. It cculd store 16 cues and operated on a digital serial link
usinc a microphoe cable.

Brutscne subsequently called Tony Smrith, the manager of the rock
and roll band Geresis, and told him about the prototype. He asked if he
could show it to Tony and the band, knowing that they were always on
the cutting edge f production. Smith agreed, and on December 15,
1380, Brutsche a=d Bornhorst flew to London and traveled to the
English countryside where the band was recording an album in
p-eparation for an upcoming world tour. Upon their arrival, Smith
suggested that they set up in an old barn nex: to the studio.

“The barn was nearly 300 years old. The ozk beams in the ceiling
were like steel and we had difficulty securing the prototype luminaire to
the beams. It was cold, about freezing, with rio heat in the barn. When
we first fired the unit up it was so cold none of the parts would move.
But as the bulb heated the unit up it started to work. We programmed
four cues, the beam shooting to each of the four walls in a different
color. We asked the band and Tony to come out and while everyone
stood there shivering we executed the four cues. Mike Rutherford




made the first comment; “By jove, | didn't know it was going to move!”

Having secured the go ahead from the band, they went back to
Dallas to begin building 55 units for the inaugural run.

Before they left that day, Brutsche and Smith were discussing the
details of the business end of the agreement they had just made.
Brutsche mentioned that they were trying to think of a name for the
new lighting system. Smith commented, “How about Vari-Lite?" Thus
was born the name that changed the industry.

The first show at a bullfighting ring in Barcelona in September, 1981
triggered a series of events like a chain reaction. Dan English, of
Morpheus Lights, tells about his first introduction to the technology.

"We were doing a Journey show in Seattle. It was J.R. (John
Richardson), his brother Bruce and myself on the lighting crew. We
were subbing in the lights because their lights were out with somebody
else. Ken Mednick, who was their lighting designer, was driving us over
to the show, and he said, 'l just heard about this show in Europe with
Vari-Lites!" He had all these ideas about prism lighting and we thought,
what the hell is this guy talking about? In the meantime, J.R. was
thinking, "Hmmm, | think | can do that.’ And by the time | got back from
the tour, Bruce already had a light moving around.”

The Richardson brothers had both attended engineering college at
Berkeley and they knew their way around electronics. So they took a
PAR can and built some mechanical arms that were driven by servo
motors. But one of John's most significant contributions, according to
English, was his idea for control.

“It's not that hard to have servo motors and mechanics to hook it up
to a spotlight to make it work. But it's all about the control system. And
this was '81. But John said, 'We can get one of those Kliegl Performers
and make one channel be each attribute; make one channel the shutter,
one channel the size...And that was it. Once that figured that out, then
they built their first lights.”

They proceeded to dissect and study the optics of several short
throw follow spots, eventually building their own luminaires that
“looked kind of like a shoe box" using sheet metal. The color change
was accomplished with solenoids tripping a boom with gel colors. The
lamp source was a Marc 350 and the power supply was in a separate
enclosure.

“The first time we used them was for Paul Anka in Las Vegas," says
English.

Soon afterwards, those first six lights were used on a Devo tour, the
first significant tour with PanaSpots, English says.

"That was pretty startling because people weren't used to seeing
these lights. The show was set up with a lot of symmetry, and, of
course, with Devo it was pretty dramatic. It was a great looking show.
{Lighting designer) Candace Brightman and | saw that show and that's
when she went, 'Oh yeah, I'll take those." "

By October 1982 they were already building the second generation of
the PanaSpot with a single gobo and seven colors. That December,
English was operating the lights on the Grateful Dead tour.

"It was rather difficult at first because, unlike Devo, the music was a
little more ethereal. We had a great time figuring out new and different
effects. But it was great because they really didn't care what we did. At
first we thought, ‘Maybe we shouldn’t move these things much.’ But of
course, that all changed.”

Since the PanaSpots were operated with a Kliegl Performer console,
they performed a little differently than Vari-Lites.

“They had these things on the Kliegl called the Gold Cue that would
load every playback window for you and start things running. So you
could run multiple loops. Whereas the PanaSpot wasn't as sophisticated
as the Vari-Lite stuff, the control, being a theatrical controller, gave it a
different level of sophistication. That turned people on in the television
market and that's why it started taking off there.”

About the same time, a regional sound and lighting company in
Springfield, Missouri was touring with bands like Huey Lewis, Pat
Benatar, Alabama, Talking Heads and Chicago. John Gott, the owner of
the Dyna-Might Sound and Lighting, saw something on his radar that
got his attention.

| saw some Vari-Lites at an early Genesis show," Gott said, "when
they were first starting to come onto the market in the early '80s. We
were getting excited about what we were doing with little portable
lighting systems and | said, ‘This is going to be the future of lighting.” So
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| started figuring out how to dump lots more big money down a black
hole. [laughs]”

At the time, Dyna-Might had about half a dozen employees and they
started building prototypes of moving lights, designing some of the
electronics in house and sub-contracting it out when they needed to.
The company added employees to keep up with the growth.

“We started off with a yoke, and | contracted a satellite dish
company to do some of the original engineering design. We used DC
serve motors with analog control. Then we built a controller that had
joysticks and memory positions that were analog sets — you'd set trim
pots to a position and you'd move the joystick and it would go to a
position and stop there. You had limit settings, basically, left and right,
up and down.”

Their first production run was a PAR 64-based moving yoke light
called a Moto-Yoke. They built and sold 500 units. Next came an
ellipsoidal-based unit, built around a Times Square 1000-watt ellipsoidal,
and eventually they built an arc source fixture called the Moto-Arc.

“Probably 70% of our product went out of the country. They went to
Europe and Asia — we had guys flying in here and wiring in hundreds of
thousands of dollars trying to get product. We were growing like crazy.
We had 35 people by '87 just cranking out product like crazy.”

But by the late 1980s, the automated lighting competition really
started heating up and by 1990 SLS decided to get out of the moving
light business. Today, they manufacture a line of audio products.

There were many more automated lighting manufacturers to come
and even a couple that came before the Vari-Lite. Just before the
Genesis demo, a company in France named Cameleon Lighting started
building a large moving mirror fixture called the Telescan. It had a
successful run for many years and could be found on several large
concert tours.

Even before that there was the Cyklops. Cyklops was a moving
mirror fixture that was the brainchild of LD Stefan Graf and electrician
Jim Fackert. In 1971, Graf grew tired of local follow spot operators who
could not operate a follow spot when he was touring with Grand Funk
Railroad. He confided his frustration with Fackert, who suggested that
they build an automated follow spot. Before long Graf had four modified
follow spots which were operated by joysticks from the wings of the
stage. The original four fixtures plus four more went on to serve in
Graf's production company for many years to come.

And if you want to go back even further you would find that George
lzenour built some automated lighting based on the Fresnel fixture
during the Korean War. Still, in an interview with Raymond Kent (A Spin
Around Moving Lights, ©2001, High End Systems), lzenour says, “The
idea is not original with me. It's been around a long time.”

Automated lighting as we know it —dozens of parameters, smaller,
lighter, brighter and relatively less expensive over the years—is the
culmination of years of development and competitive one-upmanship.
But the first Vari-Lites were probably the industry's single most
influential product development. Still, don't be surprised if you come
across some moving lights one day only to find that they once were
operated by your grandfather.




Production Services

66 Terminus St Liverpool NSW 2170
Ph 02 9602-6111 Fax 02 9602-2303

www_hoticeproductions.com.au
mail@hoticeproductions.com.au

Production Assistant now has
Portable Appliance Testing
at no extra cost, The best value rire
management software is

now even better.
100% Australian made.

Free, single user version
now available.
Take control of your business today!
Get it now from
www.productionassistant.com.au

MAJOR NEW Version

For A/V, Lighting & Audio
Equipment rental &
production, staging &
business theatre.

¢ Australia's No.1 - Save your valuable time,
look at the best software with local service first.

* Download a demo now! www.rentp.com
RentalPoint Software
(formerly HirePoint Software)

Contact: Stephen Collard, Ph 0500 895 896
Mob 0407 541 290

Email: info@rentalpoint.com.au
RentalPoint2000 Hire Software

Staging an Event?

Call Australia’s award winning provider of event products
and services — rental and tailer made solutions.

Rentai ard instalation of stages, camwzlks,
trapes, ngging, bars, dance foars, lscerns,
Imess and much more www.bssound.com.au

takes some beating

Protective Transit Cases
Tele: 07 3899 2971 Fax: 07 3899 0155
Formerly deSine Roadcases.

B.S.Sound PA Hire

3k PA with separate F/B, LX & crew. Driveway,

Vocal PA systems & LX, mics anc components

also available. Contact Mark Barry for free
quote (03) 9531-1403 or 041 999 3066 07 5 02 9318 2581

Gloves & Accessories for
the Entertainment Industry
Wwwiseiwear!

ree catalogue!

I
Now available from:

QLD: Paczfrc Enter rises NSW: Lock & Load

mark@bssound.com.au

an Set B Exhibitian Construetion and s H EUE N‘I’
Design, Frotuction & Project Masagement
Come and see why major corporate 2vent SER"‘ [:B
producers/managers nse us again b again —
Sydney Brisbane M

029519 6300 073854 0699 03 9681 8452

maik@stagingrentals.com.au ¢ www.stagingrentals.comaau

SENIOR TECHNICIAN - ENTERTAINMENT

CN Ligtting and Sound are 2 Sydney based suapler o enteriaivmert ecu pment and senvices fo the
fosaialts and entertainmen’ indusiry. More corpany information can be 0 nd at warw dmea.com

We requi & 3 Senir Technic an ic overse our Technical team. The chosen applicant wi responsible for e
ca 1o Gay running cfthe techy <zl aspects of our hire, production anc installafion business. You wil be
raqJired 0 manace a small nunbsr of rained feshicians and as suck this aosiion woud be idgal for someon
oding for a step imo staff meragement

The ctosen applicant shoul;
*Have 2 least §vears expeiz 03 in 8 igh volume hirelproduction department within an enferiainment
conpeny
" Bz campeentintfe opera o, repair and instelaion of Audio-visuz!, audio and slage fightng equipment
" Bz & qualfied efectiian or passess simular snall motor electricaltrace experience relevantto the positon.

{01l 22 equirad to liase wih clients 5o a prafessional approach 1 bus ness s desired along with good
wrier 1d oral communicaticr sl

ASWe a2 inthe enertainmertindustry hours o work are both flexblz ard varied. A remuneration package wi
3¢ neotated dependent on tr: épplicants exprience and qualficatons. DMC rewards it employees with
30ve award wages and corditons. A compan veicle or car alowance willbe provided after a short
uaing period. DMCis ar eeual opportunity emplojer.

Tc apply in the fistrstenee please send your applicatons anc resumes fo general@dmedi com or
fex 0 02 9310 2685 fo the attention of Mark Melnes.

Cable @ Connectors

Belden video, audio, multicore, snake, fibre,

coax. Neutrik, Kings, Link, Canare, Fischer

connectors, Paladin tools. Cut any length,
ship anywhere. Account or credit card.

Bayview Technologies Pty Ltd
Ph 03 9435 2222; Fax 03 9495 2299;
email: bayview@bayviewtech.com.au.

SERVICE TECHNICIANS: AUDIO VISUAL

Total Concept, Australia's leading Audio Visual Confracting company's is segking additonl
experienced Audic-Visual Service Technicians. This is a hands on posttion, working with some of
Rustralia' leading antertainment and major corporate clignts.

The successful applicants must have a good understanding of computer technology and ideally
should be experieced in the servicing of background music/professional audio, MATV, AMX and
Video Projector systems. Technical qualificafions il be well regarded

An excellent remuneration, company vehicle and caregr opportunies il be offered to th right
applicants. I the firstinstance please forward yo.r Resume to:

Bill Moffat

Client Services Department

Total Concept Projects (Aust.) Pty. Ltd.

P.0. Box 6405

SILVERWATER NSW 1811

email b.moffat@to‘alconceptprojects.com or fax 02 9648 5900

B3 o7




€ YAMAHA

New Rolel!

Commercial Audio Sales Manager (NSW)
Mix It With The Best!

Located in Sydney, and reporting to the Director- Pro Music, this newly
created position is responsible for both the achievement of Commercial
sound reinforcement, installed sound and post production industries.
Essential Requirements:

= Extensive experience in account management and selling preferably in a
commercial audio environment.

= Proven sales performer with experience in managing premium brands.
+ Knowledge of SR industry and system design.

* Proven sales management experience, and confidence in market
development.

= Proven capability with setting and meeting sales targets.

= Excellent presentation and demonstration skills.

* Waell developed skills in analysis and problem solving.

= Ability to work independently or as part of a team.

+ Proficient PC skills with working knowledge of Microsoft Office products.

If you are interested email your application to:
alexander_payne@gmx.yamaha.com

Applications close January 28% 2005

Audio Sales and providing support for related products in the film, TV, radio,

Do you want to move to sunny Queensland?
Position Vacant - Senior Audio Technician

Norwest Productions Pty Ltd require the services of a full-time senior audio technician for our
Queensland operations based in Fortitude Valley, Brisbane.

management and implementation of factory operations practices to be followed by other staff.

as a sound engineer or system technician, preferably with large-scale concert systems. A
working knowledge of modern concert speaker systems, measurement systems, and
associated digital technology is essential, as is computer literacy. The person must be a team
player, with the ability to motivate and instruct. A solid grasp on the physics of audio science
would be looked upon as favourable.

Morwest have a strong focus on customer service, therefore patience and tolerance are
essential qualities this person must possess. Bitter old roadies with bad attitudes need not

the corporate marketplace and it's peculiarities would be an advantage, as would an
understanding of broadcast audio.

apply including holiday leave and superannuation.

Please forward all applications including detailed relevant experience and references to:
The General Manager

Norwest Productions Pty Ltd

PO Box 2392

Fortitude Valley Business Centre

QLD 4006

Applications will close 16/02/05 with interviews happening by the end of February.

Duties of the successful applicant are to include the usual show set-ups and operation, system

Ideally this person will have a minimum of five years national or international touring experience

apply; experienced touring staff with positive attitudes are encouraged to. An understanding of

Remuneration will be negotiable but attractive. All the usual benefits of full-time employment will

SHOW TECHNICIANS &
PROJECT MANAGERS

Haycom Staging is Australia’s most
trusted events staging company with 30
years experience in the industry. We are
currently seeking experienced Project
Managers and Show Technicians to join
our Sydney team.

Applicants must be able to demonstrate a
high level of technical expertise in one or
more of the following disciplines; Video /
data projection systems, High end
corporate lighting (inc. moving lights),
Corporate Audio. Successful Project
Managers will have proven ability to build
and maintain effective client relationships,
as well as developing event plans and
overseeing project teams.

Strong technical knowledge combined
with your demonstrated skills of working
within a team, customer service
excellence and professional approach are
important ingredients to success.

A valid driver’s licence is mandatory.

Haycom Staging is an Equal Opportunity
Employer.

For further information or to submit your
application with CV and covering letter
please contact Pam White on
careers@haycomstaging.com.au
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by ULA Lighting
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