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Folk Fest listeNs iN 
with seNNheiser

For a second year, Sennheiser collaborated with Paste Magazine to expand the audience of Paste’s 
intimate recording sessions at Newport Folk Festival by mixing the performances live into hundreds 
of wireless on-ear headphones.

In the past, Paste Magazine hosted these recording sessions inside the stone ruins of Fort Adams, 
but because of the small size of the area, audience members couldn’t hear anything. Using the 
popular ‘silent disco’ idea, where people congregate into clubs and are given headphones to choose 
his or her own music and interact with others without having to listen to the other person’s music 
selection, Sennheiser provided headphones for the audience so they could listen to the recording 
sessions.

“A few years ago, we noticed Paste was doing these multi track sessions and people were clambering 
to watch them,” said Tim Moore, U.S. artist relations for Sennheiser. “It came to mind that we could 
take the technology and bring in an engineer to mix the live recording sessions to the headphones and 
create a unique listening experience.”

Upon entering the Sennheiser Sound Lounge at the Paste Ruins, guests were given a set of 
headphones to listen in on the recording session. Artists used a collection of Sennheiser and 
Neumann microphones for the sessions as well, including the Neumann TLM 49, U87, KM 184, and 
the Sennheiser MK4 and e 906.

The headphones transmited over FM, allowing as many people to listen as possible, with artists 
coming and going throughout the day. Performances were announced through Paste and Sennheiser’s 
Twitter accounts, as well as written on a chalkboard. Performers for 2013 included Langhorne Slim & 
The Law, Amanda Palmer, and The Last Bison.

The same wireless headphone set up was offered at the festival’s more intimate Museum Stage, 
allowing more people to hear the performances inside without having to push into the crowded room.

SennheiSer  //  www.sennheiser.com

take 1, esa 
hold saFety 
semiNar

Take 1 Insurance and the Event 
Safety Alliance (ESA) have 
announced that they are teaming 
up to host a new Webinar that 
focuses on producing safer live 
events.

Geared towards the production 
of staging at live events, the new 
Webinar will provide participants 
with knowledge on how to make 
live events safer for everyone 

involved. The Webinar will take place on Wednesday, November 13, 
2013 at 2 p.m. EST and is open to anyone involved in the production 

and staging of live events.
“Due to a series of tragic accidents, life 

safety has become a major concern to many 
within the live event industry,” explained Jim 
Digby, founder of the Event Safety Alliance. 
“Whether you work directly on productions 
or provide support to them, everyone has 
a role to play in ensuring the well-being 
of our performers, workers, and audience 
members. In this webinar, leaders from ESA 
and Take 1 will detail the importance and 

responsibilities of event safety for those who promote, produce, and 
insure live events.”

“The time for discussion is over and the time to take action is at 
hand,” said Scott Carroll, executive vice president & program director 
of Take 1 Insurance. “For years, we have emphasized the need for live 
event producers to take the time to prepare for the unimaginable, and 
now, thanks to the leadership position taken by Jim Digby, and the 
Event Safety Alliance, the industry can utilize the ESA’s Event Safety 
Guide to prepare complete emergency action plans that include having 
the right insurance coverage in place.”

A week after the Event Safety webinar, the Event Safety Alliance 
will take its message of “be prepared” to LDI 2013 (November 22–24, 
2013 in Las Vegas, Nevada), where it will host a presentation entitled 
“The Event Safety Guide: The Future of Safe, Responsible Show 
Production” on November 23, 2013 from 11 a.m. to 12:30 p.m. at the Las 
Vegas Convention Center. At 3:30 p.m. the same day, the ESA will host 
a 90-minute roundtable discussion entitled “You Are The ESA” at the 
Las Vegas Convention Center.

Take 1 inSurance  // www.take1insurance.com
evenT SafeTy alliance  //  www.eventsafetyalliance.org
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Folk band Langhorne Slim and 
the Law perform at the Paste 

Ruins/ Sennheiser Sound 
Lounge at the Newport Folk 

Festival in July.

Scott Carroll, Senior VP & Program  
Director of Take1 Insurance

Jim Digby, President of ESA

KV2 Audio VHD stayed busy this summer, covering a number of festivals across Finland, 
including the Pori Jazz Festival, Siikainen Rock event, and Flow Festival.

Several rental companies in close cooperation with Noretron Communication (KV2 
distributor in Finland) covered all the events, using VHD systems or a combination of 
VHD, ES and EX speakers to cover all aspects of the shows.

“We have been working for more than 10 years with KV2 systems, from the smaller ES 
to the VHD, and it is unbelievable the sound quality, level and coverage we can achieve 

at these important events using only one or two VHD 2.0s on the main stages,” said 
Timo Kunnas, sales manager of Noretron Communication Oy. “The VHD is easy to use 
and set up, making our life really easy and giving us time to focus on providing superb 
sound quality instead of losing hours of time in set up and adjusting systems, as usually 
happens with line arrays.”

kv2 audio  //  www.kv2audio.com

kv2 audio takes oN FiNNish FestivalsFinlanD





killers oN the loose
Alt rock act The Killers spent the 
summer roaring through Europe 
on its world tour, playing a slew of 
high-profile festivals like T In The 
Park, Isle of Wight and others. For its  
non-festival arena shows, however, 
system engineer Philip Reynolds has 
been using a Focusrite RedNet 1 eight 
channel AD/DA and RedNet 4 eight-
channel Mic preamp along the way.

Philips said he made the decision 
to use RedNet in order to keep audio 

within the digital domain—A-D conversion takes place side-stage as soon as the mics plug into the 
stagebox—for as long as possible before conversion back to analog.

Reynolds’ key responsibility is to set up the tour’s sound system to perform as well as possible, and, 
because the venue changes on an almost daily basis, he uses audio analysis software coupled with a 
reference mic, to match the sound system response as closely as possible to the output of the front-of-
house desk. RedNet handles all his inputs and outputs to facilitate that process, routing audio to and 
from his test system, as well as to the FOH desk for house music playout and the drones that are used 
during the show’s encore. This material comes from a pair of Apple Mac Minis, one primary and one 
backup, which all connect to the RedNet network using the Dante Virtual Soundcard (DVS) driver. 
RedNet also handles the press and video feeds, as well as any venue needs, such as a hearing assist 
system for the hard of hearing.

For the tour, Philips provided his own equipment, including the RedNet products, instead of renting 
out gear for the show. “Because it (the RedNet system) is mine, I know it works and that I’m going to have 
it where I go. RedNet does everything I want it to do, and the expandability is endless with this setup.”

focuSriTe  //  focusrite.com

Belgian audio provider Face 
Audio was on-hand for this 
year’s Jazz Middleheim, held 
in Park den Brandt, August 
15-18. Founded in 1969, the 
long-running festival attracted 
top names this year, including 
Toots Thielsman, John Scofield, 
Anthony Braxton and more to 
play for the sizable crowd.  

Faced with presenting jazz under a reflective tent and around an 
unusually shaped open-air space, Face Audio covered the area using a 
Renkuz-Heinz IC Live digitally steerable loudspeakers. 

The company took a three-pronged approach to applying the 
system to the Festival, using a single IC Live speaker and one subwoofer 
to cover the left side of the audience. Meanwhile, making use of its 
adjustable speaker positioning, two IC Lives and one subwoofer were 
used on the right side, placed discretely right next to the event’s LED 
Screen. Finally, the eating and drinking area was covered by only one 
IC Live speaker, where, according to a company spokesperson, it was 
“reaching even the last chair of the last table, where you could listen to 
all the instruments as if you were at the front stage.”

renkuS-heinz  //  renkus-heinz.com 
face audio  //  face-be.eu

nEw york, nEw york antwErp, BElgiuM

reNkus-heiNZ gets
Festive iN Belgium

bRIEFS viSiT proSoundneTwork.com for The laTeST induSTry newS and informaTion.

Philip Reynolds, system 
engineer for The Killers, 
explaining his Focusrite 
RedNet touring set up. 

For the recent Movement Festival in Detroit, MI, LA-
based visual production company VJ Culture used a 
Roland V-1600HD multi-format video switcher to 
control the visuals on the main stage at the festival.

“The Roland V-1600HD is quickly becoming the 
default switcher for FOH at festivals,” says Grant Davis, 
owner of VJ Culture. “The independent output scaling 
is great because it allowed us to use two different 

resolutions for two different LED Walls at Movement 
Detroit. The LED’s stage right and left were much lower 
resolutions than the upstage LED wall.”

The Roland V-1600HD boasts 16 inputs and eight 
channels of mixing with independent scalers on the 
inputs and outputs allowing users to connect any video 
format HD/SD-SDI, DVI-D/HDMI, RGB, Component, 
S-video, and composite formats, as well as still images 

assignable via USB memory. The 14 mixing 
channels provide built-in scalers and frame 
syncs for mixing, regardless of the resolution or 
format.  The Roland V-1600HD also has a built-
in preview monitor with three modes, preview, 
program and aux for viewing video sources.

roland SySTemS  //
www.rolandsystemsgroup.com

DEtroit, Michigan

rolaNd powers 
movemeNt Fest 
video sCreeNs

LA-based VJ Culture brought a Roland 
V-1600HD to control the two LED walls 
at the Movement Festival in Detroit.

Renkus-Heinz IC Live digitally 
steerable loudspeakers covered the 
thousands in attendance at this year’s 
Jazz Middelheim Festival in Belgium.





In 1965, Bob Dylan famously took the stage at the 
Newport Folk Festival and played an amplified 
act with guitarist Mike Bloomfield and organist 
Al Kooper. Dylan’s choice to use an electric guitar 
at a traditional folk festival was met with mixed 

reactions, with many of the guests booing Dylan off the 
stage by the end of his set.

While mixed reviews cite the audience’s distaste for 
the electric guitar accompanying Dylan’s songs, or poor 
sound quality, as the reason for the booing, today this 
moment is labeled as a significant moment in American 
music history.

Since its founding in 1959, the Newport Folk Festival 
has witnessed the evolution of the Americana folk scene 

from the early performances by icon Pete Seeger, to 
Dylan’s legendary electric controversy, into the indie-
folk artists that are gracing the Top 40 playlists of today. 
This year’s Newport Folk Festival continued on the 
tradition of bringing folk music fans together for three 
days of guitars, banjos and local Rhode Island flair, all 
against the backdrop of Newport’s historic Fort Adams.

The 2013 Newport Folk Festival featured acts 
including Beck, The Allman Brothers, The Milk Carton 
Kids, Langhorne Slim and the Law, and The Lumineers 
to the festival’s four stages. New this year was the 
addition of a third day of performances to the schedule, 
with bands including Feist and Old Crow Medicine 
Show closing out the main stage.

Maryland Sound of Baltimore, MD, provided the gear 
for the Fort Stage (the main stage at the festival) this 
year, setting up 12 JBL VTX25s and VerTec C4888s for 
outfills. Inside the fort, Greenfield, MA-based Klondike 
Sound provided a L-Acoustics dV-Dosc line array system 
over dV subs, along with three L-Acoustics Arcs per side 
as outfills for the Quad Stage inside Fort Adams.

“Until three years ago, no music was played inside the 
fort,” explained Klondike Koehler, owner of Klondike 
Sound. “We had the main stage, of course, and the two 
stages outside the east gate. They had always wanted to 
add a stage in the fort, but couldn’t mostly for security 
and historic preservation reasons. There were worries 
about people wandering into these old buildings.”

But once the State Park secured the interior to 
prevent people from wandering into the fort’s ruins, 
they were able to provide the Folk Festival with the 
perfect location for a fourth stage, right in the center of 
the stone fortress.

“There’s no trouble with interference from the main 
stage,” said Koehler, pointing out that the fort’s stone 
walls are 20 feet thick and 20 feet tall, creating a virtually 
sound proof space for the stage. “That’s the wonder of 
the fort. We don’t even know when the main stage is up 
and running.”

However, thick stone walls also mean echoes, and 
Koehler said he carefully arranges the speakers to 
minimize that.

“We have ways to arrange the loudspeakers so the 
energy goes where the people are instead of going 
straight out,” he said.

At the Fort Stage, which is located outside of the fort 
at the end of the state park’s peninsula, the performers 
and the gear are at the mercy of the elements. On the 
Friday of the festival, strong winds and rain made it 
more difficult for the performers and the crew.

“It had been windy (on Friday),” explained Robert 
Jones, account manager at Maryland Sound and the crew 
chief for the Folk Festival. “We ended up having to set up 
the acts farther upstage so they weren’t standing in the 
rain. The other thing we ran into was that the scrims 
in front of the speakers would get filled with water and 
became less transparent. We had a lot of reflection come 
off the scrim.”

Luckily, the other two days of the festival had sunny 
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Virgina-based The Last 
Bison plays an energetic 

set on the Harbor Stage at 
the Newport Folk Festival.



skies and warm temperatures, allowing the tens of 
thousands of guests to fully enjoy the festival.

For both Maryland Sound as a first-time sound 
company working at the festival, and for Klondike 
Sound, a festival regular for the past 33 years, one of the 
biggest challenges of the festival was meeting the short 
set changes between each act.

“We have to make sure we meet our 25-minute set 
changes,” Jones said.

To help meet these short set change times, both Jones 
and Koehler said they set up the next act ahead of time.

“The closing act of the day usually loads in early in 
the morning, soundchecks, and then its equipment is 
placed on rolling risers. At the end of the day, we roll 
that forward and they can just plug and play,” explained 
Koehler.

Besides the soundcheck for the closing act each day, 
Koelher said he doesn’t have time to offer the other acts 
a soundcheck.

“You run out of time pretty quickly,” he said. “Really, 
it’s the first act of the day that sets the tone for a good 
strategy all day long.”

Ultimately, the main job of the sound crews was to 
make sure each artist had everything he or she needed, 
and was happy with the performances. At the Fort Stage, 

Jones said he didn’t have too many special requests from 
the artists, but provided eight channels of Sennheiser 
wireless mics, including XSW 52 Series headset mics, as 
well as “a huge slew of hardwired Sennheiser mics.” 

At FOH, each artists’ engineer mixed on an Avid 
Venue Profile and Yamaha DM2000 console, provided 
by Maryland Sound. Maryland Sound and Klondike 
Sound both provided engineers for their tents, however 
some artists brought along their own engineers to do 
the mixing during their sets.

“I’d say about half of the acts brought a monitor guy, 
and almost all of them brought FOH guys,” Jones said. 
“We have two desks at each end, one is the show desk 
and the other is a warm-up desk.”

As engineers came in, they could upload their Avid 

files to the warm-up desk and get everything ready for 
the next act, Jones explained. “Avid consoles are not 
all that rare,” he said, so most engineers were already 
familiar with the desk.

On Friday, Music Festival Business spoke to the up 
and coming chamber folk band, The Last Bison, who 
performed a set that afternoon on the Harbor Stage in 
front of a full crowd trying to pack under the tent while 
the rain poured outside. The band, made up of family 
members and friends, has been touring for two and a 
half years now, steadily growing its reputation in the 
folk scene. For lead singer Ben Hardesty, playing at the 
festival was an honor.

“We get a lot of audience that we wouldn’t get at a 
regular club,” Hardesty said “This festival draws such a 
large number of people that may not know your name, 
but will see you play. The exposure is just great.”

Pennsylvania-native Langhorne Slim, who with 
his band The Law, toured with The Lumineers this 
past year, said performing at the festival again was like 
seeing his family. “This particular festival has a lot of our 
friends that we don’t see that often,” he said. “It’s got a 
great energy and feels like family.”

And for Koehler, the community that the Newport 
Folk Festival builds is what brings him back each year.

“I think it has the most pleasant and professional 
crew in the business,” he said. “We provide an experience 
for the audience that’s unique, and that’s a factor of the 
location, the weather, diligent use of technology and, of 
course, the music.”  n
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“ This parTicular fesTival has a 
loT of our friends ThaT we don’T 
see ThaT ofTen. iT’s goT a greaT 
energy and feels like family.” 
— Langhorne SLim

Many concertgoers drove their 
boats up to the edge of Fort Adams 
State Park in Newport to catch the 
performances on the Fort Stage at 

the Newport Folk Festival.

Klondike Koehler of Klondike 
Sound Co. manned the FOH 
board for the Quad stage this 
year. He has provided sound 
services for the Newport Folk 
Festival for the past 33 years.

The Milk Carton Kids 
played a number of their 

hits on the Quad Stage on 
Friday, July 26, during the 

first day of the Newport 
Folk Festival.



The downtown area of Boston is one rich with 
history—with a mixture of buildings dating 
back to the Revolutionary War and the 
city’s more modern red brick government 
buildings, it makes the Massachusetts 

capital a wonder to explore. 
Situated in the center of Boston’s downtown is the City 

Hall Plaza, an open complex flanked by City Hall to the 
north; the popular shopping and dining complex, Faneuil 
Hall, to the east; and the Boston Common only a short 
walk to the south. The open plaza was the site for Boston’s 
first music festival, Boston Calling, a two-day gathering 
for the pop, rock and indie music fan.

2013 marked the inaugural year for Boston Calling, 
welcoming 19,500 people for two days during Memorial 
Day Weekend, and again in September for another 

two days.  The first festival welcomed 
headliner fun., which played a selection 
of hits off its second studio album, Some 
Nights, along with performances by 
The Shins, Of Monsters and Men, Matt 
& Kim, and a closing performance on 
Sunday by The National.

Despite the heavy rain and cold temperatures in May, 
the festival’s co-producer Brian Appel said overall, the 
event was a success.

“It was Memorial Day weekend in Boston and at the 
lowest point, it was 34 degrees and raining,” Appel said. 
He explained that during the festival, his main goals were 
to keep the city happy, making sure to keep the event 
running smoothly and without incident, as well as make 
the festival enjoyable for the audience, the bands, and 

the sponsors. “Feedback was great, despite the 
weather and the audience had a spectacular 
time,” he said.

Atkinson, NH-based Rainbow Production 
Services manned the two stages at Boston 
Calling, flying a Meyer Milo system.

“The main stage was on top of the plaza, 
while the B stage was the existing stage (the 
city) uses for summer shows,” said Scott 
Tkachuk, production manager at Rainbow 
Production Services. He explained that during 
the initial walk-through of the site, he noticed 
that the brick buildings surrounding the 
plaza could cause problems and had to create 
a specific set up with the PA system to avoid 
reflection.

“I can’t break physics, but we can certainly 
work on getting the PA focused and steered 
appropriately to cut down on those crazy 
reflections that could make the show really 
awkward,” Tkachuk said.

A Meyer system was also used for the 
smaller B Stage, and Avid Venue consoles were 
used to mix both stages, Tkachuk added.

When planning the May festival, Appel said 
the festival organizers also wanted to hold a 
second Boston Calling festival in September, 
giving the producers a chance to learn from the 
first festival and improve the set up.

“A lot of stuff we’re changing for the next 
show is behind the scenes,” Appel said. Since 
the B Stage was built into the plaza, it could 

only accommodate 6,000 people, whereas the main stage 
could hold the full 19,500 people, causing an issue for 
those in the audience that wanted to see a performance 
on the smaller stage.

“What we learned was that people wanted to see the 
second stage, but once that got crowded they couldn’t see 
or hear anything. We plan to change that stage set up for 
the second festival, so in September, both stages will be 
about the same size,” Appel said.

Safety was also a big concern for the producers during 
the May show.

“We were the first real big public event after the 
Boston Marathon Bombings, and everyone in the 
city was still on pins and needles about being out,” 
Appel said. “We brought in a private company, Marker 
Protective Services, to handle the security on site, and 
we had a good relationship with the Boston Police. We 
made sure everyone was wanded and patted down, and 
what we learned was that everyone in Boston was very 
understanding, even with the longer lines.”

The producers also sold less tickets than the city zoned 
for the event as a way to control crowds in the case of an 
emergency.

“Having never done a festival before, we thought it’d be 
better to scale down and err on the side of safety,” he said.

Setting up the stage was also an issue, since the crew 
had to battle strong winds the night before the show.

“We had wind concerns and hired extra production 
people to work through the night and build the scaffolding 
and set up. Due to some unsafe weather conditions, the 
stage building had to be more robust,” said Appel.

But even with the wind and rain, each artist was able to 
perform, and the second day greeted fans with dry, sunny 
weather. “From the audience’s point of view, the vibe was 
that they didn’t care about the bad weather. It was really 
kind of a right of passage,” Appel said.  n
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BoSTon calling  bostoncalling.com

rainBow producTion ServiceS  rps.us.com

moreonlineNate Ruess, lead singer of the 
indie pop band fun., belts out 
the lyrics to the band’s latest 

hits on the first night of the May 
Boston Calling show.

Rainbow Production Services provided the sound reinforcement 
for both stages at the first Boston Calling festival, held in the 

downtown area of Boston, MA this May and September.

Kim Schifino, one half of the 
indie pop duo Matt & Kim, 
rocks the drums during a 
performance on the main 
stage at Boston Calling.

Photos courtesy of Boston Calling





Manning the sound systems at 
Coachella, one of the largest music 
festivals held annually in the United 
States, is not just about making each 
performance sound great. With four 

tents, the main stage and outdoor theater, all with 
performances going on at the same time, engineers 
must figure out a way to deal with interference, as 
well as attract guests as they move from one tent to 
another.

“The whole site is flooded with different sounds,” 
said Dave Rat, owner of Camarillo, CA-based Rat 
Sound Systems, the sound company hired for 
Coachella. “Dealing with interference at Coachella 
has become its own known entity. We’ve been 
fighting it (interference) so much, but we realized that 
at Coachella, there’s a good chance of overlap, and it’s 
ok. It’s part of the experience.”

And acknowledging that completely avoiding 
interference between stages isn’t possible, Rat explained 
that they now use the clashing sounds from the tents to 
attract guests from one tent to another.

“As you walk out of one stage, you hear another 
pulling towards you. As you get closer (to a particular 
stage) and once you get into a central area, then the 
outside influence is gone,” Rat said.

For the 14th straight year, Rat Sound provided 
the sound services to help run the festival’s main 
performance areas. At Coachella, the company’s manned 
six stages: the Main Stage, the Outdoor Theater, and the 
Gobi, Mohave, Sahara and Yuma tents.

At Coachella’s Main Stage, where artists including the 
Yeah Yeah Yeahs, Passion Pit, Phoenix and the Lumineers 
performed, Rat Sound set up the stage ’s monitors with two-
dozen d&b audiotechnik M2 speakers, along with a JBL Eon 

10; two L-Acoustics SB18, 8 Arcs and a 112P; and a proprietary 
Rat Dual 18” subwoofer. The monitor mix position was 
centered around two Yamaha PM5D-RH consoles and a 
Soundcraft FX-8 mixer. Microphones on-hand ranged from 
the S’s (Shure, Sennheiser) to the A’s (AKG, Audix, Audio-
Technica) to the likes of Beyer, Telefunken and Neumann, 
not to mention nearly 40 Radial DIs.

Over at the Outdoor Theater, the FOH area hosted 
two Avid Venue Profile consoles, with rack gear 
including a US Audio Mix 5S, a Yamaha DME Matrix 
Mixer and both Sony and Tascam units for playback. For 
the stage monitor system, a combination of L-Acoustics 
HiQ and Arcs, along with proprietary Rat Trap Sidefill 
and Dual 18” subs, along with another JBL Eon were 
used. Providing mixes were a pair of Yamaha PM5D-RHs 
and a Soundcraft EPM8 mixer.

 For delays around the festival, Rat said it used 90 
L-Acoustics V-Dosc speakers, powered by 15 L-Acoustics 
LA-RAKs.

The Yuma Tent was the newest addition this year, 
Rat explained, and was set up as a dance hall for DJs to 
perform. 

“With the Yuma tent, it’s much more auto-pilot,” he 
said. “You plug into three inputs in the system. But there 
are still some challenges involved with that, as every DJ 
is different. Some come in with just a USB and plug it in, 
while some of them use turntables.”

In terms of the sound crew, Rat said he hires an “all 
star cast” each year to make sure things run as smooth 
as possible. 

“We hire the best people we can find,” Rat said. “We 
want everything to sound as good as possible, and it’s 
worth it to bring in the best and get as close to perfect as 
we can every year.”

To set up, the crew loads in everything the Monday 
or Tuesday before Coachella starts, and then spends 
the next few days holding soundchecks. After the first 
weekend of Coachella, the crew covers up the equipment 
and takes a few days off before coming back for the 
second weekend.

During the festival, Rat said he wears two hats. “As a 
sound vendor, my task is to go between stages and do my 
best to talk with the engineers and address issues that 
are coming up,” he said.

Rat also acts as a liaison for the area, addressing how 
the noise from the festival effects the environment and 
neighbors surrounding the festival grounds.

“We have to structure the systems to minimize noise 
migration,” he explained.

Because the crew is working long hours, sometimes 
conducting soundcheck at 4 a.m., Rat said working at 
Coachella can become tiring. Nonetheless, he said he 
enjoys working the festival each year because it gives 
him a chance to catch up with friends in the industry.

Even with the long hours, Rat said he looks forward to 
working at the festival each year, and enjoys working with 
Goldenvoice to help bring so many artists to California 
each year.

“For us, it’s really exciting to be involved with the 
festival,” Rat said. “Rat Sound started in 1979 doing little 
dance parties. One of the first promoters that hired us was 
Goldenvoice, and as they got bigger, so did we. (They hired 
us to help with the second Coachella) and we’ve been doing 
(the festival) ever since. There’s a real sense of camaraderie 
and it’s and honor and privilege to work with them.”  n
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The Local Natives perform at the 

Outdoor Theater during Coachella.

The Yeah Yeah 
Yeahs played 
a set on the 

Main Stage at 
Coachella this 

past year.
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New York City’s Electric Zoo celebrated its 
fifth anniversary this past year, adding 
a second main stage to the three-day 
event on Randall’s Island in New York 
City held over Labor Day weekend. 

While unfortunate circumstances caused a last minute 
decision to cancel the final day of the festival, the first 
two days lived up to the crowd’s expectations of a 
powerful electronic dance party, putting the festival’s 
sound system to the test.

Behind the scenes for the festival’s sound George 
Stavro of Sonic Lab Audio & Integral Sound, the audio 
designer for the Electric Zoo Festival. Since March, 
Stavro and his team were busy designing every audio 
system for the festival’s five stages.

“The sound system is primarily based around d&b 
audiotechnik J-Series. We use everything in the d&b range, 
from B2 subs, to J8s,” Stavro said. “From a design perspective, 
there’s a lot more low-frequency information in the music 
(EDM), so the projected sound needs to be more intelligible 
and abundant. Also, because of the duration of the shows, 
everything must be blended throughout the day. You need 
a smoothness (to the music).”

Eighth Day Sound provided the sound systems for 

the stages again this year, leaving Stavro with the task of 
creating an effective set up.

“We like to use d&b because it’s quite predictable. 
The product range has speaker products for ultra-low 
frequency production and the power efficiency is great 
as well,” Stavro said.

Via the d&b systems, the infantry of sound engineers 
delivered the sounds of some of the electronic music 
scene’s most popular acts to date, including Avicii, Benny 
Benassi, Tiesto, Bassnectar and David Guetta. 

“Sonic quality is obviously my first priority,” Stavro 
said when asked what his goals were in designing 
the systems. “Then it’s maintenance. When you have 
different artists playing different types of music—you 
might have one playing from a CD and one playing from 
MP3—you have to try to maintain some sonic quality.”

Unlike other festivals that stick to one genre—whether 
it be rock, pop, country, etc.— EDM brings a variety of 
music genres into one high-powered mix. Stavro said 
each song is very different, but because most of the songs 
don’t require instruments, his job is to make sure he can 
give the artists what they need in terms of sound.

“EDM is not as aggressive as a rock show,” Stavro said. 
“The DJs don’t bring any instruments or equipment per 

se. They pretty much rely on the domestically available 
equipment to play on. Since they are an electronic act, 
they will usually bring a computer and possibly their 
own audio interface.”

Load-in for the festival typically begins eight or nine 
days prior, and it takes the crews over a day to set up the 
main stage. One of the biggest challenges Stavro faces is 
interference between the stages, given the compact site. To 
help with this, he uses software to predict where the sound 
levels will start to drop off, and arranges the stage systems 
to minimize interference between each of the five stages.

“We pride ourselves in the fact that you can’t hear 
another stage from a different stage. We spend a lot of 
time going over that. We have a limited space (on the 
island), given the number of stages. The design is there 
so that there is minimal interference from the stages 
without compromising the audio,” Stavro said.

Interference beyond the festival and into neighboring 
areas is another concern for Stavro. Randall’s Island is 
located on the East River, squeezed between the Upper 
East Side of Manhattan and Queens. Given the proximity 
to these densely populated areas, it is critical for Stavro to 
minimize the projection of the sound beyond the island.

“We use a very directional PA. We design the 
directional flow to try and avoid going towards any 
residential areas. We also try and maintain the design 
that has the least environmental impact based on the 
limitations of the location,” he said. “As far as festivals 
go, no site is as restricted as this. In the past, we had 
four stages on a site no more than a quarter mile long 
by about 150 yards wide. It’s quite compact and the 
challenge is getting a performance out of the PA system. 
And we’re also trying to give people an experience with 
music as it would be in a club.”

Unfortunately, with the high energy of EDM festivals 
also comes the risk of concert-goers using illegal 
substances. At this year’s Electric Zoo, New York City’s 
Mayor’s office recommended the festival cancel the final 
day of the festival after two young audience members 
died from the use of the drug MDMA, also known as 
Ecstasy or molly. Electric Zoo festival organizers agreed, 
and ended the festival a day early, offering attendees 
refunds based on their ticket package (100 percent for 
one-day passes, 50 percent for two-day, 33 percent for 
three-day passes).

“The founders of Electric Zoo send our deepest 
condolences to the families of the two people who passed 
away this weekend. Because there is nothing more 
important to us than our patrons, we have decided in 
consultation with the New York City Parks Department 
that there will be no show today,” the festival organizers 
wrote on their Facebook page on Sunday, September 1, 
the final scheduled day for the festival.

Following the cancellation, festival has received 
mixed responses from disappointed fans. On September 
3rd, Mayor Michael Bloomberg defended festival 
organizers Mike Bindra and Laura De Palma for their 
decision to cancel the final day, saying the organization 
has been very cooperative during its five years of putting 
on the festival.  n
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The Main Stage at the Electric Zoo 
Festival was a spectacle of light 

and sound as artists including 
Tiesto, Bassnectar and David Guetta 

performed their electronic sets.
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Standing on the main stage at the Hangout 
Beach, Music and Arts Festival, you could 
easily toss a rock into the Gulf of Mexico. Part 
of the appeal of the annual music festival is in 
proximity to the ocean; situated right on the 

beach in Gulf Shores, AL, the location creates the perfect 
atmosphere for a beach and music lover.

While still fairly new to the music festival scene, the 
three-day Hangout Beach, Music and Arts Festival has 
booked some of the top names in the pop, rock, jamband, 
electronica and indie genres over its four years, notably 
bringing in Jack White, Red Hot Chili Peppers, Dave 
Matthews Band and The Roots to past festivals. This year, 
the festival hosted headliners Kings of Leon (Friday), Tom 
Petty & the Heartbreakers (Saturday) and Stevie Wonder 
(Sunday) during the event.

The festival has five stages total, with two main stages 
set up on opposite ends of the beach facing each other. 
Performances on each stage alternated, giving the crew a 
little extra time to set up for the next act.

“When one band finishes, the next band starts up at 
the other side of the beach,” explained Owen Orzack, 
Tour Services director for Eighth Day Sound and stage 
manager for the Hangout Stage.

Eighth Day Sound provided the sound reinforcement 
and gear for the Hangout Stage (one of the two main 
stages) as well as for the Boom Boom Tent, an enclosed 
dance area that featureed a variety of DJs and Hip Hop 
acts. For both the Hangout Stage and Boom Boom Tent, 
Eighth Day Sound provided an Avid Venue D-Show 
console for both stages, along with d&b audiotechnik 
J-Series speakers.

“(The Hangout Stage) was similar to what we’ve done 
before,” Orzack said. “We had 16 of the d&b J-Series per 
side for the main left and right PA, and we flew some 
subwoofers as well as stacked some. We also had 16 d&b 
Q1s (for delays) with two towers of eight on the beach.”

For the Boom Boom tent, Orzack said they supplied a 
lot of subwoofers to accommodate the music.

“That’s what they (the festival producers) were going 
for in that tent. They were looking for some low frequency 
physicality,” he said.

Because many of the bands were high profile, Orzack 
said most of the acts provided their own engineers, but 
Eighth Day Sound had a crew of technicians ready to mix 
monitors or FOH (or both) for the bands that did not 
bring their own engineers.

Also on hand for the whole festival was a team of experts 
from Professional Wireless Systems (PWS), which helped 
monitor the more than 600 frequencies used over the 

RF spectrum during the festival. PWS General Manager 
Jim Van Winkle led the crew each day to monitor the 
frequencies and prevent or fix any issues that came up.

“From an RF standpoint, one of the great things about 
this event is its location,” Van Winkle said. “Although 
there is a fair amount of DTV present, it is still a pretty 
clean area, with no other major RF congestion from 
outside sources.”

Orzack said because the main stages alternate 
performances, it helps prevent sound interference 
in between the stages. He also said the other tents 
occasionally bleed sound into other areas, but the festival 
set up has changed to help prevent this.

“They’ve gotten better at isolating things,” he explained. 
“In previous years, the tent stage sort of interfered with 
the second stage. But they’ve moved the second stage so 
it’s less of an issue than in past years. There’s definitely a 
limited amount of space, but the festival has done a good 
job to make sure everyone can enjoy it.”

Because the festival was on the beach, Orzack said 
the organizers were very conscious of the weather and 
safety. “I don’t recall any bad weather this year, but they 
(the festival organizers) are very conscious on the high 
wind weather issues (around Gulf Shores),” Orzack 
said. “We (Eighth Day Sound) set up an announcer mic 
in case we had to make any emergency announcements, 
and I know the staging company had wind monitors on 
the towers.”

Like many festival employees, Orzack said his favorite 
part is the ability to see old friends in the industry he 
normally doesn’t see throughout the year.

“I call it ‘Old Roadies Day,’” he said. “You get to see 
people you might have toured with years ago, or bands 
you once worked with. I like that part of the festival.”  n
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Fireworks were set off at the end of 
Stevie Wonder’s set on the final night 

of the Hangout Festival, closing out 
another successful year.

Stevie Wonder headlined 
the final day of the 

Hangout festival  
this year.
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W hile in college, Ken Hayes began 
collecting concert recordings of 
the Grateful Dead. The legendary 
band had always allowed fans to 
openly record its concerts, and that 

created a massive network of collectors like Hayes who 
traded cassettes of memorable shows. During the course 
of the 350 Dead shows that he attended, Hayes realized 
there were vast differences in prices for blank tapes, so he 
became a distributor for Maxell, TDK and Sony—and hit 
the road. “I went out on tour with the Dead and handed 
out flyers for low-priced blank tapes,” he recalls now. 
“Within two years, sales reached upward of $1.5 million! 
That was Terrapin Tapes, started on Grateful Dead tour 
spring 1991.”  

A businessman might say Hayes had spotted a 
great opportunity, while a music fan might say he was 
supporting a burgeoning community—and they’d both be 
right. It also wouldn’t be the last time he’d do that. After 
Grateful Dead founder Jerry Garcia died in 1995, Hayes put 
together a small concert with Moe., Strangefolk and other 
acts to celebrate the musician’s life: Deadhead Heaven—A 
Gathering of the Tribe. Held at SUNY Purchase college, 
just north of New York City, the gathering attracted more 
than 3,500 people. Things had come full circle: Hayes 
had once again spotted an opportunity and supported 
a community, and suddenly the guy who loved concerts 
was now running them.

Energized by the success, Hayes’ festival moved to 
Plattsburgh, NY, doubled in size and was rechristened 

Gathering of the Vibes. Today, 18 years later, GOTV takes 
over Seaside Park in Bridgeport, CT for three days every 
summer, attracting 75,000 people annually, with 15,000 
camping out the entire weekend. Sampling from many 
musical genres, the expansive festival has booked acts 
ranging from The Allman Brothers Band and Furthur to 
James Brown, George Clinton, The Black Crowes, Chuck 
Berry and Jane’s Addiction.

Much as the event has grown, so have its production 
needs. Chris Hubbard, festival production manager for 
the last eight years, starts working on the next GOTV as 
soon as the current one ends: “I have to start that early so 
I can really give the right amount of attention throughout 
the course of the year. It’s all in advancing every act on 
every stage; that way, there’s no confusion.”

Entertainment is held on the Main and Green Stages, 
both of which utilized Meyer Sound PAs. The Main Stage 
employed Leo-M line array loudspeakers, while the Green 
Stage used a system based around M’elodie arrays and 
700-HP subs. “It’s an exceptional system,” says Hubbard, 
while Hayes confirms, “Once you’ve heard a Meyer line 
array, it’s kind of the difference between traveling charter 
and coach.”

All audio for the 2013 edition was provided by Rainbow 
Production Services (Atkinson, NH), and overseen by 
Rainbow’s director of touring and production and GOTV 
audio crew chief Scott Tkachuk, whose team handled 
everything thrown at them. “We get the information that 
Chris is given from the road guys and it all changes when 
they get here!” he grinned.

The Main Stage FOH position was centered around 
a pair of Avid Venue D-Show desks and a DiGiCo SD11 
console, while the Green Stage had a DiGiCo SD9 system. 
Meanwhile, up at the stage were two Avid Venue Profile 
consoles handling mixes heard on a variety of monitors 
by Meyer Sound, d&b audiotechnik and EAW in addition 
to eight Sennheiser G3 IEM Systems. Tkachuk explains, 
“For ease of use and consistency for guest engineers, we 
get them on an Avid console, they load their files, we do a 
few patches and off they go.” 

Stage miking tended to be straightforward. “Shure is 
our go-to,” says Tkachuk. “I’d say 90 percent of the input 
lists that I see come across my desk are Shure. If you have 
your 58s, 57s, 52s, 91s, 98s and some KSM condensers, 
along with your Radial DI boxes and some AKG 414s, 
Neumann KM 184s and Sennheiser MD421s in the old 
workbox, you’re in good shape.”

The audio team is just part of the festival’s production 
staff of 116 people, each one of which is handpicked, 
according to Hubbard: “I’ve got crew chiefs for every 
department, so I can keep my focus on those guys, they 
keep their focus on their guys, and so on. I give my crew 
chiefs autonomy to pick who they want, because I want 
them to be comfortable with their crew.”

It’s been a long, strange trip for Hayes in the near-two 
decades since he founded Gathering of the Vibes. GOTV 
today may have come a long way from the ad hoc event 
thrown together by the guy from Terrapin Tapes, but it 
remains true to its roots—and true to the Grateful Dead’s 
ideal that got Hayes here in the first place: Every band 
that plays his festival is required to sign a waiver, ensuring 
that fans are allowed to tape the show.   n
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The Main Stage at the 
Gathering of the Vibes 

Festival in Bridgeport, CT.

Scott Tkachuk (right), crew 
chief for Rainbow Production 

Services, takes a break at the 
FOH for Gathering of the Vibes.
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The complexities of festival production are 
definitely not for the faint of heart. Arranging 
a massive outdoor party for several thousand 

sun-toasted fans, with entertainment by multiple artists 
on multiple stages, calls for nothing less than a tightly 
choreographed tango between dozens of different 
providers, each with its own areas of expertise and its 
own agenda.

For sound and production companies, festivals can 
be something of a mixed blessing. It’s a high-profile, big 
money gig that can be rife with endless minute details and 
potential landmines. And as most pro sound providers 
will tell you, it’s easily as much work as a multi-week tour, 
all jam-packed into a single-intensive weekend.

“Festivals are great, but they’re definitely a challenge,” 
observes Dave Rat, president of Camarillo, CA-based 
Rat Sound Systems (Coachella, Stagecoach, Warped 
Tour). “Unlike a tour, they take a tremendous amount 
of preparation and a tremendous amount of de-
preparation for a very short time.”

“You can’t be afraid of hard work, that’s for sure,” 
adds Paul Owen, vice president of Livonia, MI-based 
Thunder Audio (Lollapalooza, Bonnaroo, Orion, Detroit 
Electronic Music Festival). “You have to be aware going 
into it that festivals mean long hours and lots of work.”

you may ask yourselF, how did i get here?”
For many of the larger sound companies in the US, their 
associations with particular festivals have deep roots. 

“We’ve been working with Goldenvoice (Coachella 
promoters) since the early 1980s,” said Rat. “We started 
out doing small clubs together, and we kind of grew up 
together. Our first year at Coachella, we did one stage, 
and it’s grown from there. This year we did six stages.”

“We bring a lot of years of experience to the table, and 
our relationships with these promoters go back a long way,” 
Owen said. “We had been working with Lollapalooza’s 
organizers for quite a while and had done some earlier 
festivals with them which were very successful.”

“We’ve got a number of festivals and local events that 
we’ve been involved with for years,” says Gregg Brunclik, 
president and CEO of Milwaukee, WI-based Clearwing 
Productions (Summerfest, Rock the Green, Irish 
Fest, Harley-Davidson Anniversaries), “but generally 
speaking, we command most of the festival business 
around here because we’re a well-equipped shop with 
great people behind the gear. Equipment attributes are 
important, but service and mature, level-headed people 
is what keeps the customer coming back.”

Jack Boessneck, executive vice president at Highland 
Heights, OH-based Eighth Day Sound (Bonnaroo, 
Hangout Festival, Ultra Music Festival, Electronic Zoo), 
agrees. “Relationships and reputation get you in the door, 
but your performance keeps you there,” he said. “We sell 
confidence. The promoters know and trust that they’re 
hiring professionals.” 

Rat echoes the same sentiment. “First and foremost, it’s 
about the people. Good gear will get you the first jobs, but 

it’s the people who keep the jobs coming back. The most 
important thing I deliver in my business is confidence. 
When the band walks on stage and they see me in the 
room, they know that the sound is going to be as good as it 
can possibly be. They know we do what we say we’re going 
to do, and we do it to the very highest possible caliber.”

He adds, “Festivals are wonderful—and challenging—
because there are so many different dynamics and 
personalities that interplay and intertwine. You’ve got a 
lot of people in a relatively confined space, all exposed 
to the elements for a long period of time. Tempers can 
flare, and people can potentially get adversarial. You have 
to have people who are professional enough to cope with 
working long hours and still maintain a cool composure.” 

And that trust and professionalism is a two-way street, 
Rat said. “We put a lot of trust in the promoter too, just 
as they do in us. It’s easy for an inexperienced promoter 
to make one small error and not have a contingency plan 
for rain or some other issue, and the whole thing can  
turn into a disaster. It’s important to have confidence in 
the people you work with.”

it’s all aBout the gear...isN’t it?
The question often asked is whether festival promoters 
select a particular sound company based on specific 
equipment. While no company wants to be pigeonholed 
as being a slave to a particular brand, it is once again a 
question of trust, with most sound providers sticking to 
road-tested industry standards with established track 
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records. As Eighth Day Sound’s Boessneck puts it, “we 
try to offer familiar, user friendly gear that people are 
comfortable using.”

In mics and wireless systems, for example, the 
consensus is largely focused on Shure and Sennheiser for 
their tried and true product lines. “Wireless systems are 
almost always spec’d Shure UHF stuff,” says Clearwing’s 
Bryan Baumgardner. 

“We get requests for both Shure and Sennheiser,” 
Rat adds. “The Sennheiser 300 series is probably the 
most requested in-ear monitor system. People have a 
familiarity factor with it. We’re also seeing a growing 
demand for the Shure’s 1000 series, especially where 
you’ve got a lot of video screens and the resulting RF 
interference. Both are great units, and it’s really just a 
matter of different tools for different jobs.” 

For mixing consoles, the major, established brands also 
predominate. “We get a lot of call for the Avid Venue Profile, 
as well as the Yamaha PM5D and the Soundcraft Vi6 digital 
console,” says Thunder Audio’s Owen. For Baumgardner, 
“the Venue Profile is always on the rider.” 

“We don’t have a loyalty to any one particular brand, 
as much as we provide according to demand,” said 
Rat. “The Venue is kind of an industry standard and a 
workhorse; most of the higher-end tours tend toward 
the Midas Pro 9 or Pro 6.” And as Boessneck points out, 
“the headliners tend to bring in their own consoles.”

Clearly, at least in the world of festivals, the format 
war is over and digital won. “It’s always digital,” says 
Boessneck. “We don’t even bring analog.” With multiple 
acts and scene changes, and the ability for FOH 
engineers to carry their own particular setup on a USB 
stick, it makes perfect sense.

“Some of the old-school guys want analog, but it’s 
kind of a luxury for most acts. For the most part, it’s 
digital,” observes Rat, adding that cost has also become 
less of a factor. “At one time, there was a big difference 
in price, but the cost of digital rentals has come down as 
the cost of analog has risen. The need for outboard gear 
drives up the price of analog, and the reduced shipping 
cost lowers the price of digital. So eventually they’ve 
started to meet somewhere in the middle.”

PA systems tend to be more of a variable, with different 
companies committing to different manufacturers’ 
ecosystems. Eighth Day Sound sticks with d&b 
audiotechnik, while Thunder Audio mixes it up between 
Meyer Sound’s Milo, JBL’s VTX, and the RCF TT arrays. 
Clearwing’s Baumgardner points to “L-Acoustics on 

almost every rider I see, followed by VerTec.” 
“Some of our equipment is demand-based purchases—

consoles are usually based on demand, for example—and 
then there are predictive purchases,” Rat said. “With a 
large format array, if everybody’s asking for it and you 
don’t have it already, you’re behind the curve. When 
we bought our first V-Dosc system in 1996, there was 
virtually no demand for it yet. When the L-Acoustics 
K1 array came out, we bought the first full system and 
put it out at Coachella. Again, no one had heard it yet, 
and there was no demand for it. It takes almost a year 
for awareness to spread and demand to build. We just 
debuted the new EAW Anya rig at Coachella this year. 
Nobody knows they want it yet, but we are trusting in 
our professional experience.”

plaN ahead, keep a Cool head
As with most large and complex endeavors, the secret to 
success is planning. Not surprisingly, preparation for a major 
festival like Lollapalooza or Bonnaroo begins long before 
the trucks pull away from the sound company’s loading 
dock. “On average, we’ll begin our initial planning two to 
three months in advance for the larger major festivals,” said 
Owen. “Much depends on how quickly we can match the 
requested equipment with the promoter. Even then, you’re 
typically still working and reworking the lists even as late 
as a week or two before the show. Sometimes a band or an 
artist will request some last-minute changes and we’ll have 
to fine tune things accordingly.”

“We do a lot of advance planning,” he continues. 
“You’re inevitably going to be confronted with your 
share of last-minute surprises, and the more you can set 
up contingency plans and such, the better prepared you 
are to adjust and adapt to changes.”

Not surprisingly, smaller metropolitan festivals 
are considerably less time-intensive. “Most of our 
festivals are locally based here in Milwaukee,” says 
Baumgardner. “For a typical weekend festival, we’ll 
normally prep in our warehouse for two to three days, 
and then de-prep for a day.” 

oNe siZe does Not Fit all
Festivals come in all shapes and sizes, and what works 

for the multiple stages in the relatively remote desert 
spread of Coachella may not be as effective in the urban 
downtown confines of Chicago’s Lollapalooza Festival. 
Proximity to neighbors is always a consideration in more 
populated areas, typically calling for a smaller main PA 
with one or more delays. 

“Certainly, some festivals are better served using 
multiple delays—the requirements are going to be 
different if you’re in the middle of a city, or the middle of 
nowhere,” Boessneck said. “Particularly in a dense, urban 
downtown, it’s just as important to look at the area you 
don’t want to cover as it is to look at the area you do.”

“Local ordinances are always a consideration, and so 
is coverage,” agrees Owen. “Sometimes the promoter’s 
original placement has things firing into residential 
areas, for example; in that case, we do whatever we can 
to change that. Other times, location and logistics will 
impact the way we work more than the actual selection 
of equipment. We did a festival in downtown Detroit, 
and the restrictions there prevented us from doing a 
soundcheck in the afternoon because it would have 
disturbed the people working in the office buildings 
across the way. So we had to wait until after 4 p.m. on 
Friday to get started.” 

Planning out coverage patterns and array angles ahead 
of time is a well-used tactic. “We draw out the venue in 
(L-Acoustics) Soundvision to determine arrays to optimize 
coverage of the area,” says Baumgardner. “This also helps 
us to aim the PA away from buildings, and away from 
obstructions that might affect the sound.” As Baumgardner 
also observes, program material can play a role as well. 
“Once we have determined the size and configuration 
of the PA and how it will be deployed, we then take into 
account the type of music. For festivals that are heavy 

on electronic dance music, for example, we will typically 
increase the number of subwoofers to provide the extra 
low-frequency energy required for that kind of show.”

Many of today’s larger festivals have grown to the point 
where multiple stages running simultaneously is the norm. 
The most recent Coachella festival boasted six stages, and as 
Dave Rat points out, this creates issues beyond the obvious 
ones. “Sure, you have to do what you can to minimize the 
sound bleed from one stage to another, but you also have to 
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consider variations in coverage for each stage. The crowd 
will all come over to one stage for a certain act, and you 
have to make sure to cover the whole crowd, even though it 
has expanded threefold. And then that crowd will move to 
a different stage, and you’ll need to expand your coverage 
there and reduce it on the other stage. You have to have 
a certain dynamic control to achieve that, as well as great 
communication.”

Rat points to steerable arrays as offering some 
advantages. “The steerable technology allows you to 
direct and reconfigure multiple smaller sound sources, 
and to save and recall different scenes,” he explains. 
“But there are challenges with that technology as well, 
in terms of striking a balance between steerable and 
delay clusters, and getting everything to sync right for 
different locations in the audience. And environmental 
factors also have an impact—wind and humidity will be 
more of an issue with a single large sound source than 
with multiple smaller delay rigs, where you can localize 
your sound a lot easier. On the other hand, multiple 
systems call for thousands of feet of cable trenching, 
not to mention power, communication, and the added 
challenges of making sure everything sounds good 
from multiple sources.”

Be CareFul out there
In recent months, our industry has seen an increase 
in reports of stage and truss collapses, including a 
number of high-profile incidents resulting in injuries 
and even deaths. For most veteran sound providers, 
safety has long been de rigueur, but these types of 
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incidents drive home the importance of planning 
and preparation. As Thunder Audio’s Owen observes, 
cooperation and coordination between all the show’s 
different providers is key. 

“We get together with all the vendors in lighting, 
sound, video, staging, and so forth, and make sure 
everyone has a plan in place to cover a wide range of 
contingencies,” he says. “We get them to send us a 
drawing of the stage, and we’ll get with the lighting 
company, for example, and discuss where we would 
like to have the lights placed, and they’ll tell us whether 
it’s feasible and how much weight we can load where, 
and so forth.” 

Owen offers a case in point: “In the days leading up 
to one particular festival, we were anticipating three 
days of harsh weather,” he recounts. “Live Nation put a 
plan in place that categorized different courses of action 
depending on what the wind was doing, as protection 
for the structure, the equipment, and of course, the 
patrons. So for example, if the winds reached a certain 
speed we would lower the video walls. At a higher 
speed, we would lower the soft goods and PA system; 
higher than that and we would begin to evacuate the 
area. We always have a plan like that in place, and last 
year at Lollapalooza, when we had a really strong wind 
storm come through, they were able to evacuate the 
stage and site in record time, and no one got hurt.”

The same goes for Coachella, says Rat. “We try to 
be not just aware of safety issues, but proactive about 
it. If we are concerned about something we don’t 
just assume that someone else is taking care of it. 

Coachella is located in the San Gorgonio Pass, one 
of California’s natural wind tunnels, and wind is a 
big issue for us. We have very tight guidelines about 
the maximum wind speed before we will drop the 
PA, before we will pause the show, cancel the show, 
evacuate the area, and so forth.”

Rat offers an interesting perspective on the recent 
spate of stage collapses. “The trussing is used to 
support mainly PAR cans. Now it has to support these 
massive video screens on there as well. They weigh 
many tons more than they used to, and they are adding 
more stress to the roofs. It’s a factor that needs to be 
included in the planning, and provisions made for that 
extra weight.” 

the Future’s so Bright
Despite the fact that many well-known festivals have 
been running for years, the consensus among most of 
the major sound providers is that the festival industry 
in the United States is still in its relative infancy. “I 
think the market in the U.S. has really just started to 
take off,” said Owen. “In Europe, you’ve got a very 
short season, only about three to five months, and 
they’ve really figured out how to make the most of it, 
for the fans, the artists and the promoters. Here, we’ve 
got a much larger geographic area, and we’ve also got 
a climate advantage. The festival market can actually 
run all year here in the US. We’ve only just begun to tap 
into that potential.”

“It’s amazing how the festival industry in the US has 
grown,” says Rat. “When Coachella first started, large 

scale recurring festivals were pretty much non-existent 
in America. Europe has had them as a mainstay for 
decades. Numerous countries have at least one or 
more signature festivals. And there was always this 
perception that the European festival paradigm, the 
way people travelled and camped and got along, would 
not work in the US. And I think that’s been proven 
wrong. And now there are festivals everywhere, with 
new ones every year. The season is much longer and 
they will continue to expand. We haven’t even come 
close to critical mass yet. Festivals are growing and 
expanding and we’ve still got a ways to go.”

“I think festivals are still a growing market in the 
US,” agrees Clearwing’s Gregg Brunclik. “Festivals like 
Coachella, Bonnaroo, and the Electric Daisy Carnival 
all seem to be thriving. I see the trend continuing. 
Summerfest, Irishfest, and the Harley-Davidson 
festivals may not be as well known, but are some of the 
biggest in the nation, and we’re all eager to do more.”

“Festivals will continue to become a greater 
avenue for bands and acts to reach a larger fan base,” 
Boessneck said. “For the customer, festivals represent a 
tremendous bang for their buck. Buy a ticket for a two- 
or three-day festival and you can see a phenomenal 
line-up of performances. You’ll see up-and-coming 
artists, well-known artists, and a handful of artists who 
could draw that many people all on their own. And 
especially at many of the larger festivals, you can get 
to see a wide range of different genres all for the price 
of one ticket. For a music fan, that’s cool. Festivals are 
absolutely here to stay.”  n



The CMA Music Festival Fan Fair has been a 
country music staple since its inception in 1972. 
With each year’s show growing bigger than the 

one before, the 2013 Festival brought together more 
than 450 artists and celebrities, more than 200 hours 
of performances on 11 stages, and attracted more than 
80,000 fans to the four-day event in Nashville, TN.

While some of country music’s biggest stars performed 
at the festival, there was plenty of activity behind the 
scenes that live audiences and TV viewers at home were 
never privy to, as audio engineers and RF/frequency 
coordinators orchestrated the hundreds of wireless audio 
units required to pull off a festival of this magnitude.

According to Jason Glass, RF coordinator with Clean 
Wireless Audio, he managed more than 600 frequencies 
of wireless microphones, in-ear monitors, intercom 
systems, and TV ENG crew mics, plus hundreds of 
frequencies of two-way radio channels, resulting in clear 
audio at this year’s CMA Music Festival. Clean Wireless 
Audio, which provides radio frequency engineering 
services to prevent and solve problems associated with 
wireless audio equipment, was contracted by Sound 
Image, the main sound company for the gig, to supply a 
dedicated RF coordinator (Glass) to work alongside the 
crew. Without any coordination, all this gear, arriving 
on-location via sound engineers, performers, local TV 
crews, radio stations, documentary teams shooting 
the festival for upcoming films, etc., would be working 
simultaneously and vying for space within the same, 
limited wireless spectrum.

Already an enormous task to pull off, here’s where 
this chaotic situation gets even messier. The FCC, which 
licenses and allocates frequencies of the spectrum 
to television stations, radio stations, mobile device 
service providers, and others, continues to sell off 
chunks of the spectrum (which is generating billions 
of dollars of revenue for the government), each time 
reducing the amount of space that’s available to pro 
audio professionals. In fact, Auction 73 gained loads of 
unwanted attention in 2008 when the FCC began to 
sell off the rights to transmit in the desirable 700 MHz 
frequency band. Once the final transmissions in this 
range were broadcast in 2009, industry professionals 
were left with a significantly diminished spectrum.

When you’re dealing with enormous events such as 
multi-stage festivals with a host of bands and hundreds 
of pieces of wireless equipment, the signal of every piece 

of gear needs to be carefully coordinated so that no two 
units are attempting to operate on the same frequency 
at the same time. Should that happen, you’ll get none of 
the crisp audio results you’re looking for, but will instead 
end up with static. This could be disastrous if, say, Carrie 
Underwood is trying to perform “Before He Cheats” to 
40,000 fans and her mic suddenly drops out because 
another band, setting up on a side stage, turned on a 
different piece of wireless gear that’s competing with 
Underwood’s mic on the same frequency.

Sound companies responsible for such high-profile 
gigs as CMA Music Festival and others often dedicate 
a member of their crew or hire an outside “RF” or 
“Spectrum Coordinator” to go on-site ahead of time, 
locate what TV, radio, etc. signals are already transmitting 
on what frequencies and locate the available frequencies 
that can be used. This ensures interference-free audio 
performances for the live audience as well as viewers at 

home if the event is being recorded or broadcast live. 
“We’re bound by the FCC rules to operate within a 

certain area of the spectrum,” explains Glass. “We are 
secondary users of that spectrum to broadcast television. 
We’re trying to put on these large productions that have 
the same or even larger wireless requirements than we 
had in the past, and making it work, with much less 
spectrum to work with.” 

Glass said that in that same part of that small 
spectrum (the 500 MHz to 600 MHz range), there’s also 
public safety communications taking up the lower end 
in many major U.S. cities, so audio pros have to avoid 
that area of the spectrum as well. 

“The large festivals and events of this nature can get 
pretty tricky,” said James Stoffo, who originally founded 
and has since sold Professional Wireless Systems (PWS), 
which specializes in large event frequency coordination, 
on-site technical services and support and high-end 
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wireless equipment sales and rentals, and is now 
CTO and one of the main principals behind recently 
launched wireless gear manufacturer Radio Active 
Designs. “These types of events  do seem to be the most 
misunderstood when it comes to RF. Generally, you are 
dealing with multiple bands who all want to use their 
own gear—kind of like a large awards show—but the 
difference is, on awards shows, they’re a little more 
structured for television broadcast where everything 
has to be precisely down to the minute. With a festival, a 
band shows up with all of its own gear, and not just one 
band, but maybe 10 bands, and you’re sort of restricted 
with what you can make work, because only so much 
can fit into the spectrum.”

Often times, sound engineers and RF coordinators 
will time-share frequencies between different pieces 
of gear. In other words, when one band finishes up a 
performance, and turns off their lead vocalist’s mic, the 
sound crew can use that same area of the spectrum for 
the next band’s lead vocal mic.

According to Jim Van Winkle, general manager, PWS, 
this is exactly why companies such as PWS exist. “Most 
audio companies specialize in audio and have an audio 
background, whereas Professional Wireless Systems 
came in from the radio frequency side and has radio 
expertise. A wireless microphone, although an audio 
device, is still a radio. At this point, we’re pushing the 
limits of what the manufacturers expected when they 
designed these wireless systems.”

“The most important thing is to adequately plan and 
do advance work,” adds Glass. “Part of the preparation [is 
to check out] the FCC databases that are available to the 
public that are supposed to show what’s on the air that 
you can avoid, such as television stations, public safety 
transmitters, etc. However, it has no information about 
all the other unlicensed users out there. So, you also need 
to determine what your client needs and be on top of 
how many microphones will be used, how many in-ear 
monitors, what equipment from which manufacturers 
will be used, what are the model numbers, the frequencies 
they can operate on, etc. Once you determine that, then 
it’s very important to try and get an advance site survey 
where you actually go to the venue with a scanner or 
a spectrum analyzer that you can measure the radio 
frequency spectrum at that location. Then you use that 
information as a beginning platform for when you walk 
into the venue and you turn on your gear.”

Chris West, sound engineer for SE Systems says, “As 
sound engineers, you never want your artists [or the 
audience] to know that there’s any kind of problem. We 
want them to think that we can do this job because that’s 
what they hire us to do. So you definitely want to try to 
work all that out before the performer gets out there and 
before something happens, like their in-ears take a drop. 
That’s where the real concern is for me when artists are 
relying on their wireless frequency being clean and it gets 
stepped on and they’re not able to perform at their best.”

To add to these challenges, Van Winkle sees some 
additional problems on the horizon. “In 2014, we’ll 
see the introduction of portable and fixed white space 
devices,” he says. “The smart phones and white space 
portable devices will hit the market and they will all 
operate on the same radio spectrum as the majority of 
the wireless microphones and intercoms in the U.S., so 
our available spectrum will be reduced even further. It 
was reduced by 35 percent with the 700 MHz auction, 
and next year, it will be reduced even more. Yet, more 
and more equipment is expected to operate in less and 
less space, based on the demands of the shows.”

“It already started on some level,” adds Stoffo. 
“What’s going to happen is, for the first time in the 
history of radio, we’re going to have these consumer 
digital products transmitting in the same band as 
wireless microphones and intercoms. This is going to 
not only affect festivals, but also churches, television, 
film production, theater, sporting events, you name it.”

For now, a number of companies, such as Shure, 
Sennheiser, Kaltman and others, offer industry pros ways 
around the current spectrum congestion. 

“A music festival is a pretty good example of 
something that is already naturally a bit chaotic,” says 
Nick Wood, product marketing manager at Shure. “You 
have many bands, many stages and white space devices 
that could certainly contribute to that chaos.  I think 
the general answer for that challenge is that there’s not 
one silver-bullet solution. The best approach is to have 
a suite of tools that help you plan for events in advance 
and organize as much of that confusion ahead of time. 
Then, you need to keep in mind that there will always 
be surprises that will pop up. When there’s a show later 
that day, your time to make adjustments is very limited, 
so to have tools for planning before an event, and tools 
for identifying and responding to a problem as quickly 
as possible during the event, is really the best way to go.”

Wood points to a number of tools from Shure that 
allow industry pros to make changes “dynamically.” For 
instance, “our Axient Wireless Management Network 
detects interference and can actually switch frequencies 
during a show to avoid it.”

The Axient Spectrum Manager tool is designed to 
scan the UHF spectrum and coordinate compatible 
frequencies for any number of wireless channels, as 
well as continuously monitor, rank and deploy backup 
frequencies when needed. Additionally, the company’s 
Wireless Workbench 6 is event planning and control 
software that was developed concurrently with the 
Axient platform.

“The essence of Wireless Workbench is that it’s a 
comprehensive monitor and control interface, so it’ll 
give you one view, all together in one place, of all of 
your microphone and in-ear monitor channels on a 
network,” explains Wood. “Also, you can calculate 
frequencies for a number of different equipment types, 
including those of other manufacturers. Just from an 

efficiency standpoint, having that consolidated into 
one workspace is really great.”

Sennheiser, too, has its own solutions that address the 
wireless spectrum challenges. Its newest offering is the 
Digital 9000 System, a digital wireless system that can 
reportedly transmit completely uncompressed audio, 
artifact-free. The system includes the EM 9046 receiver, 
SKM 9000 handheld and SK 9000 body pack transmitters, 
and a suite of accessories.

“This is our first professional digital wireless system,” 
says David Missall, Sr. technical services engineer, 
Sennheiser Electronic Corporation. “It’s a complicated, 
full digital modulation scheme of uncompressed, 
digital audio at 24-bit, 96 kHz rate, with highly linear 
components and a Lithium ion rechargeable battery 
to power the transmitter. By doing that, by putting in 
components with high linearity, we have a system that 
does not create intermodulation.” 

Missall continues, “Intermodulation can happen 
when two or more transmitters come in close proximity 
to one another. The RF signal of one transmitter 
can overload the internal components of the other 
transmitter and create new frequencies. Usually that is 
a very difficult problem in any multichannel situation. 
Because we were able to put in more linear components 
that will not be overdriven by RF interference, we don’t 
have to worry about intermodulation.”

Several sound engineers and RF coordinators agree 
with Glass’ earlier assessment that a spectrum analyzer 
is another essential tool when working large-scale 
music festivals. 

There are certainly a variety of spectrum analyzers on 
the market today, which range in price and ability and 
also from hardware to all software options. Kaltman 
Creations, which offers portable RF and EMC spectrum 
analyzers and antennas, as well as RF shielding, was built 
by a core team with pro audio backgrounds. President 
Mark Kaltman says he started his company with a 
unique handheld, motorized cable coiler, but quickly 
identified that the FCC allocations were going to be a 
serious issue for the pro audio industry.

“That’s when I started looking around for affordable 
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spectrum analyzers that could be sold 
to the pro audio segment,” Kaltman 
said. “I partnered with a company called 
Aaronia AG of Germany, and we started 
selling Aaronia analyzers into the pro 
audio world. One thing led to another, 
and I saw no end to the problems 
related to wireless interference and 
frequency coordination for pro audio. 
The FCC continued to reallocate and 
sell off the spectrum, and the amount of 
spectrum that was available for pro audio 
professionals continued to shrink. At the 
same time, wireless use was, and still is, 
growing at an exponential rate.  And so, 
we offer true spectrum analyzers that 
specifically address the needs of the pro 
audio market.”

One of the company’s RF spectrum 
analyzers, the RF Command Center, 
sets-up, monitors and manages 
wireless microphones, in-ear monitors, 
intercoms, remote control systems, 
security, access control, etc. at live 
events. According to Kaltman, “we have 
something called a ‘UFO alert,’ which 
stands for ‘unidentified frequency object.’  
Essentially, it’s a rogue interference 
alert. So, as the audio tech or RF tech is 
doing a show or setting up equipment, if 
someone were to turn on a transmitter 
that the engineer wasn’t expecting, that 
he hadn’t accounted for, it will start 
flashing at him on the screen. So it 
warns you that somebody turned on a 
transmitter that’s not one of yours.” 

And while the RF Command is 
something you would set up at the monitor 

mix/front of house position, the company 
also offers a portable, tablet-based solution 
with its RF-Vue. It’s available in several 
versions, but the flagship model is the RF-
Vue T10, which is integrated into a 10-inch 
touch tablet with full Windows 8 operating 
system. The T10 covers the standard 
wireless microphone and IEM frequency 
range of 470 MHz to 700 MHz (additional 
models are available offering greater 
frequency ranges). “You can also use it 
with your own tablet,” adds Kaltman. “So, 
you can walk around the venue. It doesn’t 
have all the same features as the Command 
Center, but it allows you to visually see the 
RF spectrum.”

However, even with the many options 
currently available, Kaltman, as well as a 
number of other industry professionals, 
seem to share the same sentiment: “A lot 
of the wireless equipment manufacturers 
are struggling to find ways to squeeze 
more transmitters than ever into a 
decreasing spectrum,” he says. “I’m a 
little fearful that it might be a losing 
battle because the FCC seems to have 
little or no regard at all for what’s going 
on with wireless microphones. From a 
lobbying standpoint in Washington, we’re 
a very small entity and I’m afraid we have 
very little power as far as us having our 
voices heard, and trying to maintain the 
spectrum. Especially when you’re looking 
at such huge dollars when the FCC sells 
off spectrum. It’s hard to combat that. The 
wireless manufacturers are struggling to 
come up with new technology. From our 
standpoint, we believe a strong solution is 

to see what’s going on in the RF spectrum 
with an analyzer and identify where the 
problems are.”

“First off, the spectrum is going 
to continue to get eaten up badly,” 
agrees West. “These new devices that 
are coming around are going to drive 
the entertainment industry to make 
better products. They are going to force 
the manufacturers to come up with 
better ways to deal with this problem.  
Manufacturers are going to have to 
spend the money on R&D to create 
devices that will address this situation. 
When it comes down to it, we can’t have 
concerts, political events, corporate 
events, sporting events, where we have 
the main microphone going down.” 

“As manufacturers, we really do have 
to think outside the box in terms of 
design,” says Missall. “We can’t stick with 
the same old way; we have to continually 
look at new ways to innovate and new 
ways to do the same thing. In order to 
do that, we have to have information, 
maintain our customer visits, get 
feedback from them, do research, and 
invent new technologies ourselves and 
try and create a new path. And we always 
have to keep track of FCC regulations. 
Also, we’ve been talking about the UHF 
frequency range, which is very popular 
because of its great wave propagation 
and the perfect area for broadcasters and 
wireless gear to operate in. But, we have 
to look outside the UHF range and see if 
there’s anything viable in other frequency 
ranges. As long as we don’t lose quality 
and we can still do multiple channels, we 
have to look at all possibilities.”

According to Van Winkle, Radio Active 
Designs is one company that’s addressing 
the heart of the issue. “Everyone 
else continues to manufacture new 
equipment in the same UHF spectrum 
using the same wide band FM or digital 
technology, so it does not relieve any of 
the spectral congestion which is going 

to be the primary problem next year,” 
he says. “RAD has come out with some 
technology that relieves that spectral 
congestion in the UHF band to make 
more room for microphones by pulling 
all of the intercoms out of the UHF band 
and using a narrow band technology 
instead of FM or digital which is about 25 
times more spectrally efficient.”

“We started to introduce this 
concept of moving back to VHF, and 
I think you’re going to start to see the 
other manufacturers redesigning their 
products in VHF as well,” says Stoffo, 
who along with his three partners and 
industry veterans (Jamie Schnakensberg, 
Mark Gubser and Henry Cohen) 
introduced the brand-new company, 
as well as its first product the UV-1G 
Wireless Intercom System, at NAB 2013 
earlier this year. “We brought back this 
retro idea of VHF,” he says. “Every one 
of the manufacturers out there came by 
our booth during the show and were very 
interested to know that you can go back 
to VHF. It’s just that, somebody had to be 
the first one to do it.”

The UV-1G, which Stoffo expects to 
ship by end of this year or early 2014, 
is an Enhanced Narrow Band wireless 
intercom system that offers RF channels 
possessing an occupied bandwidth of 
25 kHz with the audio characteristics 
one would expect from a traditional 
FM system. The UV-1G also utilizes the 
relatively unused VHF range for all belt-
pack portable devices. This leaves more 
room for operation of other wireless 
devices, such as in-ear monitors and 
wireless microphones. 

“When I coordinate an event like 
NBA All-Stars, there might be 500 
wireless mics and intercoms on that 
court at one time, but less than 10 of 
them are VHF,” explains Stoffo. “In fact, 
I checked with the RF coordinators at 
the Superbowl and they said that out 
of all the thousands of wireless systems 
at the game, only about two percent of 
them are VHF. So, VHF is wide open 
down there. It’s like a clean slate.”

Stoffo continues that the reason why 
“we really came up with the company, 
not because we wanted to become 
manufacturers or change careers, but it 
was out of our own necessity and for our 
own livelihoods. If someone didn’t come in 
here and design something out of the UHF 
band, we’d all be out of work next year.”

With 2014 coming up quickly, and 
some of the white space devices already 
available, manufacturers are quickly 
going to need to address these issues.

“This period we’re in right now, this 
five-year period between say 2009/2010 
and 2014,” said Stoffo, “it represents 
greater changes to the wireless spectrum 
than any other five-year span in radio, on 
earth. And people are barely hanging on 
now. Once they start with all these white 
space devices, the RF coordination of 
large events will separate the men from 
the boys.”  n

“ The large fesTivals and evenTs of This naTure can geT preTTy 
Tricky. a band shows up wiTh all of iTs own gear, and noT 
jusT one band, buT maybe 10 bands, and you’re resTricTed 
wiTh whaT you can make work, because only so much can fiT 
inTo The specTrum.”  
— JameS Stoffo
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oncE conFinED to thE silEnt Discos oF 
FEstivalDoM, EDM is now Big BusinEss, with 
sEriously hugE FEstivals oF its vEry own
by  stEvE harvEy

rave Comes oF age



The Electric Daisy Carnival is now reportedly the largest EDM event in the world. 
In June, it attracted an audience of 345,000 to Las Vegas Speedway, while 330,000 
attended Miami’s Ultra Music Festival in March (although some argue those numbers 
are inflated as the official figures are based on combined daily attendance and many 
attended more than one day). The all-time largest EDM festival is reportedly Love 
Parade in Germany, first held in 1989, which reached its peak in 2010 with a crowd of 
400,000, according to police estimates. Unfortunately, 21 people died due to crowd 
control inadequacies that year and the organizer cancelled any further festivals. 

According to a report from the International Music Summit in Ibiza, Spain this 
year, electronic music is now worth an estimated $4.5 billion annually. Robert F.X. 
Sillerman, who founded SFX Entertainment in 2012 (having previously created 
the company that became Live Nation, which controls booking rights to over 
100 venues worldwide), has committed $1 billion to acquiring EDM venues and 
promoters globally, and is about to go public. Recently, rival company Live Nation 
Entertainment partnered with Insomniac Events, the promoter behind Electric 
Daisy and other events, in a deal believed to be worth at least $50 million.

Suffice it to say, EDM festivals are big business. Despite that, EDM artists—
typically, DJs—do not always receive the respect they deserve. 

“One of the big challenges for rock companies doing EDM, initially, was taking 
them seriously,” says Dave Levine, better known as Dave Rat, founder of Rat Sound 
Systems in Southern California. Rat Sound handles production for the annual 
Coachella Festival, which includes a tented stage, Sahara, dedicated to EDM and 
this year added a sixth venue, Yuma, replicating a dance club in a tent. As many as 
85,000 attend the three-day festival daily.

“DJs should not be underestimated,” Rat continues. “They are drawing as much, 
if not more, than a rock band. Just because there’s not a lot of inputs does not mean 
that it’s not crucial, and that any less attention should be paid. Everybody down the 
entire chain needs to understand that this isn’t ‘just a DJ,’ this is a performing artist 
who is equally as important as any rock band.”

“I think that DJs are the new rock stars, and I think that everyone in the production 
industry needs to treat them as such,” agrees Scott Ciungan, operations manager, 
Burst Sound & Lighting Systems, in Detroit, MI. Burst began during the rave scene 
about 12 years ago, he says, but has since expanded its inventory and is going after 
bigger markets. The company provided production for the Electric Forest festival in 
Michigan this year, which drew 40,000 attendees to the four-day, non-stop event.

“I’ve found that, not everybody, but a lot of these old rock and roll guys, look at 
these DJs as not a big deal. They are rock shows, and we need to treat them like that; I 
bring the same front of house gear to a rock show as I do to a DJ show,” says Ciungan.

The FOH gear may be the same, but there can be significant differences between 
a rock rig and an EDM system in the number of subwoofers. It’s not unusual for 
an EDM system to have a 1:1 or even 2:1 ratio of subs to mid/high boxes, in order 
to deliver the low frequencies generated by the artists and expected by the crowd.

“Obviously, for a rock show, you don’t need 46 subwoofers across the front of the 
stage; for a DJ show, you usually do,” says Ciungan, who adopted the one-to-one 
approach for Electric Forest. “Our strategy is, you can always turn it down. That 
being said, with DJs, I put the subs on an aux. With rock shows, I usually don’t do 
that because of today’s very finely tuned, full-range sound systems. We have high-
pass filters these days, and you tune the system to be very smooth and coherent. But 
with DJs, because the music is a lot more dynamic, and you don’t really know what 
they’re going to throw at you, I think it’s safe to have that on a separate fader.”

Never mind the ratio, granularity is also important, according to George Stavro 
of Sonic Lab Audio and Integral Sound. Stavro specializes in club sound systems 
worldwide, along with business partners Steve Dash and Mike Bindra, and is the audio 
system designer for Electric Zoo, a three-day, five-stage EDM festival held annually on 
Randall’s Island, located in the East River between Northern Manhattan and Queens.

prosoundnetwork.com october 2013 music Festival Business 33 

DescribeD variously as “the new rock anD roll,” 
“the rave wave” and “new rave,” EDM—electronic dance music—has 
become a major moneymaker in the United States in recent years. 
Having failed to ignite the U.S. public’s imagination previously in 
the 1990s when it arrived from Europe marketed as electronica, 
EDM has now gone well and truly mainstream, in the process 
spawning a year-round schedule of festivals that, in some instances, 
attract audience numbers rivaling the legendary rock gatherings of 
yore, such as Woodstock and England’s Isle of Wight.

rave Comes oF age

The Electric Daisy Carnival is currently 
the largest EDM event in the world, 

drawing in over 345,000 people to the 
Las Vegas Speedway in 2013.
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“The biggest thing I find lacking in most live PAs that 
reproduce club music is enough sub-low and enough mid-
sub, and a differentiation of the two,” says Stavro, whose 
production sound vendor for the festival is Eighth Day 
Sound. “I find a lot of the arena-sized PA systems have 
plenty of subs for information down at 28 to 60 cycles. 
The thing is 65, 70 cycles to about 120 — that percussive, 
tight, boom that gets really muddy when you try and mix 
the two when you ask one box to do it. We like to have a 
combination of horn-loaded subs to move air and a lot of 
front radiating subs for that fast, transient bass.”

But overall, says Stavro, “I don’t think the flatness of 
sound is that paramount. With a lot of electronic music, 
it’s more an experience we’re trying to create. I’ve come 
up through engineering and designing club systems for 
the past 25 years and that’s what you’re trying to create—a 
tactile, physical sensation, without being overwhelmingly 
loud and fatiguing to the ears.”

Ciungan also favors a more granular approach: “What 
I’ve been starting to implement is a five-way system. We 
have a three-way top and then we have a dual 18-inch sub, 
and then we have a 21-inch sub. The 18-inch sub covers 
that first octave, maybe 80 Hz down to 50 or 60, and the 
21 takes over at 50 to 20 Hz. We got Electric Forest down 
to 25 Hz, which was rather teeth-rattling.” Burst’s rig on 
the main stage included 24 Adamson E15 arrays with 24 
T21 dual-21-inch subs ground-stacked in front of the deck.

But according to Julio Valdez, system tech for 3G 
Productions, which has facilities in Las Vegas and Los 
Angeles, EDM shows are no more bass-heavy than other 
events these days. That said, 3G assembled one of the largest 
collections ever of d&b audiotechnik products, including 
J-Subs and Infra subs, for this year’s Electric Daisy Carnival.

“In earlier times, it was definitely more noticeable that 
you’d have to double-up on subs than the conventional 
stuff. But with all the different genres of music, with the 
developing tastes and styles over the past 10 years or so, 
I’m seeing lots of bass being put up for all kinds of genres 
nowadays. Hip-hop, obviously, is another bass-heavy genre, 
but I’ve done some alternative rock shows with almost the 
quantities of subs required at EDM types of shows.”

In addition to its d&b systems, says Valdez, “We’ve 
recently purchased a Martin [Audio] rig, which has the 
MLX sub. That’s a double-18-inch sub and it’s really, really 
impressive. It can handle all of that energy down in the 
bottom very efficiently.”

EDM festivals, like rock festivals, often feature multiple 
stages, demanding precise pattern control in order to 
minimize spillage between adjacent performance areas. 
Line arrays and their associated DSP boxes are very good 
at providing tight horizontal and vertical dispersion in the 
high and mid ranges, while cardioid sub configurations 

can control the lows. But an EDM rig needs to not only 
control the dispersion, but also provide even coverage of 
the low frequencies.

Attempting to replicate a dance club in an outdoor 
space is always going to be a challenge, not least because 
the stage where the artists and the main PA are located 
provide a focal point not typically found in clubs. As a 
result, production providers need to work a little harder 
to generate more even bass coverage, in particular, 
throughout the crowd.

“Cardioid sub arrays are a very big priority for me 
and, to go further, cardioid sub arc arrays are of very big 
importance to me,” says Valdez. “This music is highly 
focused on what’s happening in the bass frequencies, and 
I think that distributing that bass energy throughout the 
audience area requires sub arc configurations.”

A basic left/right system works fine for a lot of music, 
he continues, but for high-energy EDM, there can be 
as much cancellation as coupling with the subs. “All of 
those holes are a lot more noticeable when you have 
large, large systems running a lot of bass through them. I 
don’t, for obvious reasons, put cardioid sub stacks in delay 
positions—I don’t want any cancellation in the audience 
area. But I find that once the delay subs are time-aligned, 
they actually increase the bass behind them and couple 
well with the main stacks.”

He adds, “I align the [delay] tops to the main tops. I try 
to make it so the subs are not necessarily coupling with 
the tops, because that range is so variable, depending on 
where you’re standing. More importantly, I try to make it 
so the delay subs are coupling to the main subs and just 
try to find that happy medium. It’s not going to be perfect 
for everybody, but as close to perfect as possible.”

Rat has found delay issues to be somewhat more complex, 
at least in Coachella’s Sahara tent. “How do you sound 
reinforce a dance tent that has a primary focal point at one 
end, yet supplies subwoofer sound from all directions, and 
also deal with the timing issues? One concept is that you put 
the primary sound system over in the general vicinity of the 
performer—and then what do you do? 

“You’ve got multiple sets of delay clusters; for us, it’s at 
least four or six clusters throughout the tent, some flown, 
some stacked. Do we set it so that when you’re at the 
back of the tent, the sound comes off the mains and then 
everything’s delayed so that it’s harmonized and passes 
through the tent and blows from one end to the other? Or 
do we have everything happening simultaneously at zero 
time, focusing all the sound energy to the center?”

The Sahara tent is so long—150 feet-plus—that 
generating a central focus creates a nasty slap-back. But, 
he says, “If you have the sound all blowing from one end 
to the other you’ve lost your dance club feel.”

The answer for that particular venue is a combined 
setup, says Rat, “Where we have the primary sound 
source with the bulk of the subs where the performer 
is, that can work with either a DJ or a rock band. The 
sound radiates from there and travels up to the first set 
of delay clusters, which are time-delayed, and as the 
sound passes, those light up. The sound travels from 
there and the rear delay clusters are at the same time as 
the mid-delay clusters, so the whole second half of the 
tent is one big dance tent at zero time.”

“We’ve got a dance tent in the back, and the whole 
dance tent is on a delay from the front. If we have a band 
like Nine Inch Nails or Kraftwerk in there, we have a rock 
focus. We give the sound engineers the option: They can 
switch the setting to a primary delay with all the focus 
put to the front or, if it’s a DJ, they can run it in the 
configuration we have.”

In the new Yuma tent at Coachella, which more 
precisely replicated a dance club, Rat encountered another 
challenge. After his crew had set up the clusters around the 
dance floor by eye, avoiding any obstructions, it became 
apparent that the system was not performing optimally. 

“One of the unique factors is that the distance between 
all the clusters has to be precise,” he observes. “There was 
a big low-end hole right in front of the DJ. We hadn’t put a 
tape measure down, and those clusters were off by about a 
foot in each direction. Well, that cumulative issue means 
your perfect summation point is not in the center of the 
room. I reset the time delays to electronically compensate 
and set an equidistant point. Now that summation point 
was right where it needed to be; it was drawing people 
into the center of the room in front of the DJ, which hypes 
the DJ up,” says Rat.
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“ wiTh a loT of elecTronic music iT’s 
more an experience we’re Trying 
To creaTe. i’ve come up Through 
engineering and designing club 
sysTems for The pasT 25 years 
and ThaT’s whaT you’re Trying To 
creaTe—a TacTile, physical sensaTion, 
wiThouT being overwhelmingly loud 
and faTiguing To The ears.” 
—  george Stavro, Sonic Lab auDio  

anD integraL SounD

Detroit-based Burst Sound & Lighting provided the sound reinforcement 
for the Electric Forest Festival in Rothbury, MI. 

Scott Cuingan of Burst Sound & Lighting Systems explained that subwoofers are 
vital at EDM festivals to deliver the low frequencies the crowds expect to hear. 
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“It’s something that I was aware of 
from setting up clubs over the years, and 
I hadn’t communicated how important 
these minute things are to the people 
setting up the rig. So that was a good 
learning experience for us.”

EDM systems also diverge from rock 
‘n’ roll rigs where onstage monitoring 
is concerned. “About four or five years 
back, we started seeing line arrays being 
specified for monitoring, which we found 
absolutely ludicrous,” comments Stavro. 
“When you listen to a line array cabinet at 
two feet, you’re effectively listening to one 
box. If anything, you get more coupling 
on the low frequencies and the high 
frequencies will sound lacking to you, so 
you’ll try and accommodate that through 
the EQ on your channel and the whole PA 
will sound out of whack.”

Dutch DJ Tiësto was the first to demand 
L-Acoustic dV-Dosc foldback, recalls 
Stavro, and soon everyone was copying his 
tech rider. “I feel like they’ve jumped on the 
bandwagon. We provide it when it’s on a 
rider, but we’d rather use a direct radiating 
box, something like a [d&b] J-Sub and a C7 
top—that sounds good. Or a really large, 
powerful stage monitor like the [d&b] M2, 
which is a double-12 and horn; something 
with quite wide dispersion designed to be 
listened to in the near field.”

Part of the problem is that DJs are 
unfamiliar with communicating what 
they need to the production provider, 
according to Valdez, who typically supplies 
d&b arrays such as the Q1, V8 or V12 for DJ 
monitoring. The artists end up working 
against themselves, requesting loud 
monitoring to overcome the PA, putting 
in earplugs to protect them from the 
monitors, then asking for louder monitors. 

“The PA systems are so loud that getting 
the monitor system to penetrate through 
that requires tremendous amounts of 
SPL in their ears, right next to them. It 
becomes uncomfortable or hard to work 
with, so they put in earplugs to balance the 
loudness of the PA, and now the monitor 
rigs have to penetrate the earplugs!”

The situation may well be breeding a 
generation of deaf DJs, but high onstage 
SPLs do lead to better sound out front, 
Ciungan believes. “I’ve found that if you 
give the DJ a loud enough monitor system 
they will turn the DJ mixer down. If you 
don’t give them a loud enough monitor 
system and the monitor feed on their mixer 
is all the way up, the next place they go to 
for volume is the trims, or the channels on 
their DJ mixer and the faders—and that 
affects you up front. But they don’t really 
care, as long as they can hear.”

At Electric Forest, he says, “We put 
four Adamson SpekTrix—which is a 
small-format line array—boxes and four 
subs on either side of the DJ booth with 
really steep angles pointing up. That was 
really amazing.” The set-up was capable of 
generating 144 dB if the DJ chose to crank 
it up, he says: “Most chose not to! But if 
you give them that volume, they don’t 
push their DJ mixer as hard.”

The DJ mixer may in fact be the weakest 
link in the signal chain. “You’re relying 
on a $1,200, $1,500 pro-sumer product to 
drive a million-dollar PA,” notes Stavro. 
“Some of the Pioneer mixers, which are 
probably the most specified these days, are 
digital and have an algorithm in them that 
pretty much prevents clipping and digital 
distortion, but it adds to the signature 
and becomes quite band-limited. But you 
never rely on a DJ’s mixer to drive the PA; 
it’s always being sub-mixed or sub-routed 
some way or another.”

Ciungan agrees; he typically routes 

DJ mixers—indeed, anything from 
the stage—via a Midas XL48 preamp. 
“Everybody thinks, ‘it’s a DJ, it’s two 
channels, you turn it up, sit back and 
smoke pot at front of house for the rest 
of the show.’ That could not be more 
wrong! I find when doing DJ shows that 
I almost re-master every track they put 
through the system. You ride the graphic 
or your Lake Mesa EQs or your channel 
strips. You’re constantly making changes, 
because their music isn’t mastered well 
or they are poor-quality tracks, or some 
dynamic is weird with the music. It’s just 

so inconsistent from track to track.”
Ultimately, says Rat, EDM productions 

can be as diverse as any other music genre. 
“There is no definitive one way to do things. 
It’s no different than with a rock band: 
Determining whether you’re stepping on 
their artistic direction or fixing something 
that’s a flaw is definitely a judgment call. 
We make sure that we’re on a common 
goal with the artists, technicians and 
engineers. We try to the best of our ability 
to determine what they’re trying to seek, 
and utilize equipment, knowledge and 
resources to help them achieve that.”  n



Whether they are taking in a series of 
world-class concertos, raucous rap, metal 
performances or a three-day-long hip-hop 

dance party, people go to outdoor music festivals to kick 
back, relax and enjoy the party. Rarely do they expect 
tragedy as part of the set list. Sadly, however, this has 
been the case numerous times in recent years, with 
several people losing their lives—primarily due to faulty 
stage rigging procedures and materials—at outdoor 
music events in both North America and Europe.

In 2009, a strong windstorm caused the main 
stage at the Big Valley Jamboree country music 
festival near Camrose, Alberta, Canada, to collapse, 

killing one person and injuring dozens of others. In 
2011, violent winds caused a similar calamity at the 
Bluesfest in Ottawa, Ontario, Canada. While there 
were no fatalities at that event, a few weeks later, at 
the Indiana State Fair in Indianapolis, Indiana, the roof 
over the grandstand stage fell on the crowd waiting 
for a Sugarland performance, crushing seven people to 
death and injuring 58 others. Less than a week later, a 
fast-moving storm toppled a stage and damaged several 
others at the 2011 Pukkelpop Music Festival in Hasselt, 
Belgium, killing three people and injuring 71 more. 
In 2012, the stage for a Radiohead concert in Toronto 
crashed down before the show, killing the band’s drum 

technician and injuring three crew members. 
The cluster of deaths in the space of just four years 

pushed the issue of event safety to the forefront for the 
industry and its professionals. They knew that planning, 
calibrating and building support systems for stages at 
large outdoor music events must be undertaken with 
extreme care. While a festival attendee is enjoying the 
action on stage, his safety depends on complex, behind-
the-scenes machinations to ensure the cables, shackles 
and truss work propping up the stage are capable of 
supporting equipment many times their own weight. 

Helping ensure awareness and understanding 
of these and other production safety concerns, the 
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thE livE EntErtainMEnt inDustry takEs on saFEty to FinD a 
stanDarD For rigging, ElEctric systEMs anD MorE
by  sarah stanFiElD

CertiFyiNg the stage
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When setting up the staging and sound systems for 
mutli-day events, crews must keep safety as one of 
their biggest priorities. Organizations like the Event 

Safety Alliance, Take 1 Insurance and PLASA, are 
working to encourage staging companies to follow 
specific practices when setting up for live events.





Entertainment Technician Certification Program 
(ETCP) was created by the Entertainment Services and 
Technology Association (ESTA, now part of PLASA) 
and numerous trade organizations that sit on the ESTA 
Council. The ETCP Certification Program provides 
testing to certify professionals in rigging for arenas 
and rigging for theater, as well as for entertainment 
electricians. The examinations evaluate and validate 
the knowledge and skill base of the upper third of 
riggers and entertainment electricians working in the 
entertainment industry. As these positions typically 
involve the health and safety of technicians, performers 
and audiences, and require compliance with OSHA 
and other laws, those who earn certification can 

demonstrate to event providers that they are not only 
the cream of the crop in their professions, but also 
follow best-practice safety guidelines.

Due to conflict-of-interest issues, the ETCP 
certification program does not offer training itself, but 
does recommend good training programs for those 
interested. Once certified, maintianing certification 
requires ongoing training. Meredith Moseley-Bennett, 
ETCP Certification Manager, says the program is 
gaining wide acceptance in the industry: “Since the 
development of the program, we’ve seen increased 
interest in training, as people are starting to recognize 
that they need certification to remain competitive. We 
hope it will get to the point that eventually, everything 
will need the certification to remain competitive. It’s not 
foolproof, but right now, it’s the best way and employers 
are starting to ask for it. Some people are seeing 
insurance cuts because they are hiring ETCP-certified 
technicians.”

In the aftermath of the concert tragedies, the 

need for certification and continued training 
became frighteningly clear to many in the live 
entertainment industry. Starting with the 
Tour Link conference in January 2012, a group 
of professionals hailing from all corners of the 
industry—among them tour managers, event 
producers, engineers, riggers, equipment 
lessors, roadies and safety specialists—began 
discussing why these disasters happened in 
the first place, and what could be done to 
prevent them. 

What they found, according to Jim Digby, a 
30-plus-year veteran of the live entertainment 
industry, is that while there are safety 
standards, best practices and certification 
programs already in place for many aspects 
of live entertainment production, there are 
few motivating factors, be they legal, financial 
or regulatory, for abiding by proper safety 

procedures at live events. 
“Other than good, common sense, there are few 

incentives to follow safety best practices and codes, 
or even to hire certified riggers and electricians at this 
point,” says Digby. “If you want to go out and produce 
a show using the lowest bidder, and that vendor doesn’t 
follow any industry guidelines, that is your prerogative. 
Also, many event producers do want to do the right thing, 
but have no reference material to guide them.” 

This is what ultimately led Digby to found the Event 
Safety Alliance (ESA), a non-profit organization that 
has focused its efforts on creating a one-stop resource 
for all safety-related practices, standards, regulations 
and codes in the live entertainment industry, including 
those set forth by the American National Standards 
Institute (ANSI), International Code Council (ICC), 
NFPA, OSHA and PLASA’s Technical Standards 
Program (TSP).

At the core of the ESA’s mission is the Event Safety 
Guide, which compiles guidelines, standards, codes 
and best practices for safety that are related to all 
areas of live entertainment events. Safe installation 
and management of structures, barriers and electrical 
installations and lighting are addressed, along with 
planning and management, including preparation for 
potentially dangerous weather conditions, venue and 
site design, fire safety, emergency planning, crowd and 
transportation management, special effects, fireworks 
and pyrotechnics, and virtually all other aspects of 
live entertainment production. A “living document,” 
the guide is available for free on the ESA website, 
http://eventsafetyalliance.org. Still in draft form, it is 
currently open to review by industry professionals.

“The Event Safety Guide is not confined just to 
festivals,” notes Digby. “It’s really about providing 
industry professionals with a central resource for 
referencing safety guidelines and practices for live 
entertainment events of all types and sizes, from how 
a portable toilet should be placed on an event site to 
weather preparedness and rigging practice.” 

Nor is the guide meant to be a how-to for setting 
up safe staging and rigging at live events. It is intended 
to inform the reader of the right questions to ask 
and guide them to the correct resources already in 
existence to ensure the job is done correctly, Digby 
explained. That information is covered by PLASA, 
which, according to Lori Rubinstein, executive director 
of the trade organization’s North American branch, 
takes a two-pronged approach when it comes to 
implementing safe practices in the industry: “One, we 
provide the standards for people to follow, and two, 
encourage event producers to use qualified people to 
do the work.”

As for PLASA’s standards, the main ones related to 

live event safety are known as ANSI E1.2—the current 
version of which is for 2012, covering aluminum 
trusses, towers and related components—and ANSI 
E1.21, which the PLASA Technical Standards Program 
published in 2006, and is looking to finish a new 
version soon. It speaks to temporary ground-supported 
overhead structures used to cover stage areas and 
support equipment in the production of outdoor 
entertainment events.

According to Karl Ruling, the technical standards 
manager for PLASA’s Technical Standards Program, 
PLASA has been involved in writing standards for 19 
years, primarily on an ad-hoc basis. 

“There were standards written by other 
organizations, such as the National Fire Protection 
Association, but there were gaps, so ESTA, which 
merged with PLASA in 2011, began work to address 
them,” says Ruling. “We are trying to write things for 
which there are no standards, and which affect the 
business of our members, so that they can be profitable 
while also following safety procedures.”

As for certification, the PLASA Entertainment 
Technician Certification Program (ETCP) offers 
certification for those looking to become certified 
arena-rigging technicians, theater-rigging technicians 
and/or entertainment electricians. While there aren’t 
regulating mandates for industry professionals to be 
certified, by hiring a certified professional to work an 
event, event producers can be assured they are working 
with individuals who have proven knowledge of best 
practices.

At PLASA, Moseley-Bennett said she is already 
seeing signs that employers are starting to hire only 
those with the ETCP-recommended certifications. 

“We have definitely seen an increased interest in 
training from those preparing to take the exam, as it’s 
starting to catch on that certification makes you more 
attractive to event providers,” she said. “This increased 
focus on education and training is good for the industry 
at all levels.”

In this way, the industry is starting to self-regulate, 
without the intervention of the government—
regulation being seen by many as potentially harmful 
to the industry’s financial health. Legislative action by 
state governments, often drafted by people without 
much knowledge of the live event production process, 
can make it harder for events to be held.

“It’s evident that the industry was on the precipice 
of having the government step in on a much larger 
scale—clearly the right thing to do was to stand up and 
being policing from within,” Digby continued. “We (the 
entertainment industry) know better than most how to 
produce shows and do it safely.”

As it turns out, entertainment insurance underwriters 
are key to preventing governmental intervention. “From 

38 music Festival Business october 2013 prosoundnetwork.com 

“ since The developmenT of The 
program, we’ve seen increased 
inTeresT in Training, as people are 
sTarTing To recognize ThaT They need 
cerTificaTion To remain compeTiTive. 
we hope iT will geT To The poinT ThaT 
evenTually everyThing will need The 
cerTificaTion.”

— mereDith moSeLey-bennett,  
etcP certification managerPh
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The Entertainment Services and Technology Association (ETSA)  provides 
certificates like this one for riggers and electricians that complete their 

certification program.

Security is another factor festival producers must accommodate when 
planning a festival—seen here, a security team maintains the boundary 

between a stage and the audience.



the insurance perspective, we believe that 
our role and responsibility is to look for 
those customers who are following safe 
practice,” says Scott Carroll, executive 
vice president and program director for 
Take 1 Insurance, an insurance program 
underwriter specializing in live events. 
“We do that by asking the appropriate 
questions to get at the root of what a 
particular company does to ensure they 
are following stated guidelines and safety 
procedures.”

Take 1, which is closely aligned with 
the ESA in its efforts, asks insurers 
to fill out a supplemental application 
detailing their business operations and 
background. Among other questions, 
it asks whether the company is a 
member of PLASA and other industry 
certification organizations, whether 
there are ETCP-certified riggers on staff 
and if they are familiar with the Event 
Safety Guide. Once Take1 determines 
that an organization follows proper 
safety procedures and practices, can 
present a better argument to insurance 
carriers, which may include better terms 
and conditions that might otherwise be 
available if those safety practices were 
not followed. 

One of the determining factors Take1 
uses to make this recommendation is 
a company’s familiarity with the Event 
Safety Guide—a move that is, as Carroll 
puts it, “…a very specific and targeted 
strategy.” By working together on safety 
initiatives, he believes, the insurance 
industry and the ESA can offer the 
positive motivation needed to drive the 
cultural change and awareness in the 
live entertainment industry that will 
lead to greater event safety. 

Given the cost of producing a live 
music festival, it may be tempting for an 
event producer to go with the cheapest 
insurance. Cut-rate insurers, however, 
may only offer superficial and limited 
coverage, without regards to safety. 
Carroll says the focused underwriting 
approach will ultimately have the effect 
of strengthening the overall live event 
industry by weeding out those who 
don’t make safety a priority. 

“We do not represent the cheapest 
markets in the industry,” says Carroll. “If 
needed, we’ll send loss control or risk-
management representatives from the 
carriers to assess what’s going on at the 
festival, to suggest ways things can be 
improved from a safety perspective, and 
there is a cost associated with that that 
is borne ultimately with the premium.”

“This will come full circle as we 
put more and more into place,” he 
says. “The cheap providers that don’t 
adequately insist that their insured’s 
follow safety guidelines as deemed the 
norm in the industry will likely start to 
see worse underwriting results in the 
live event space, and ultimately wish to 
participate less.”

The combined efforts PLASA, Take 
1, the ESA and other organizations 

involved in creating a safer industry are 
having an impact on the future of the 
event industry. Digby said close to 3,000 
industry professionals have registered 
with the ESA and the organization is 
hopeful that the U.S. entertainment 
production industry will follow in the 
footsteps of its peers in the U.K., where 
the introduction of the HSE 195, more 
commonly known as the “Purple Guide” 
(published in 1993 and revised in 1999). 
Digby said this “Purple Guide was a 
major influence for the ESA to create 
the U.S. Event Safety Guide. 

Once version one of the Event Safety 
Guide is finalized, insurance carriers 
will have a better idea of the right kinds 
of questions to ask of event producers 
and providers to ensure safe practices 
are being followed, Digby said.

“With the motivation of the insurance 
companies wanting to see the job done 
right and knowing what to look for, the 
ESA believes that it can affect the kind 
of cultural change the industry needs to 
embrace preventing a further tragedy.”

“If we can get to the point where people 
say, ‘If I’m going to have a live event, I’m 

going to follow the Event Safety Guide,’ 
it will make a sea change in the industry. 
And this is ultimately what it’s about,” 
Digby said. “This culture of safety has 
taken over in the U.K., and that’s where 
we intend to push this mission in the U.S. 
We hope to unleash an inherent culture 
of safety.”

“If we can get to the point where people 
say, ‘If I’m going to have a live event, I’m 
going to follow the Event Safety Guide,’ 
it will make a sea change in the industry. 
And this is ultimately what it’s about,” 
Digby said.”   n



I first webcast a music festival in August 2005 
at the inaugural Lollapalooza Chicago,” says 
Hank Neuberger, Grammy-winning founder of 

Springboard Productions. “The promoter called and 
said, ‘We’re starting a festival in Chicago; we’re calling 
it Lollapalooza, and one of our sponsors, AT&T, would 
like to webcast it. Do you know how to do that?’ I took a 
deep breath and said, ‘sure.’”

It may have been a daunting challenge for Neuberger, 
but it was hardly a leap in the dark. A recording engineer 
and producer with decades of experience, he is currently 
executive vice president of Glenwood Place Studios 
in Burbank, CA and Chicago Recording Company. 
Neuberger has also been broadcast audio supervisor for 
the annual Grammy Awards telecast since 1987, sharing 
the production’s Emmy Award for Outstanding Sound 
Mixing the year it made the transition to 5.1 audio. In 
2003, he formed Third Wave Productions, producing 
downloadable music videos and concert footage for 
online exhibition, before taking that phone call in 2005.

This year, Springboard will hit its highest peak to 
date: “We did live webcasting from five of the most 

prominent, largest American festivals,” he reports. 
Beginning in March, Springboard handled audio 
and video webcasting for Coachella in the Southern 
California desert, Bonnaroo in Tennessee in June, 
Lollapalooza in Chicago in August and, one week later, 
Outside Lands in San Francisco, and in October will be 
at Austin City Limits in Texas.

 Although Springboard provided webcasting services 
for only the first weekend of Coachella, which is now a 
two-weekend festival, and will do the same for the ACL 
Music Festival, he reports, “We provide video services 
including support for the IMAG screens and recording 
for the other weekends.” There is only one camera crew, 
“so we are shooting all the bands for the promoter on the 
stages where they have IMAG screens, and that program 
goes up on the screens.”

He adds, “One of the really rewarding parts of 
working with the leading promoters is that they 
entrust my crew and me with the look and feel of their 
wonderful creations. Not just for the webcast audience, 
but also for the fans on the ground at these festivals 
who, today, with the size of some of these shows, are 
frequently experiencing this through the image on the 
screen as well as the audio off the stage.”

Each of the major U.S. festivals has its own unique 
culture, says Neuberger, and each of the promoters 
is also unique. Consequently, the resources that 
Springboard must assemble for each festival varies, 
based on the number of stages to be covered, the 
number of performances being webcast, how many 
IMAG screens are required and the operational hours 
of the event. “Some of the city festivals are done by 
10:00 at night,” he says. “Bonnaroo is 4 or 5 a.m.” On 
a show like Coachella, for example, “We have a crew 
that’s over 100 people—cameras, utilities, main truck 
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engineering and audio people.” 
On the video production side, he 

elaborates, “Cameras are at multiple 
stages, but we home-run those cameras 
back to a central video world location, 
where we typically have an A truck, an 
HD video truck. Our go-to vendor is 
NEP Trio, who has done virtually all of 
these festivals with us. We’ve developed 
this system together, relying on their 
great engineering.”

Indeed, NEP’s Trio Video not only 
provided engineering support at 
Coachella and the Stagecoach country 
music festival that follows a week 
later on the same site in Indio, CA, but 
also at Lollapalooza Chile in Santiago 
earlier in April. Trio Video provided 
technical support, design and equipment 
coordination to Springboard Productions 
and promoter C3 Presents for the two-
day, six-stage South American festival. 
Lollapalooza Chile featured headliners 
Pearl Jam, Queens of the Stone Age, The 
Black Keys and DeadMau5.

This year’s two-weekend Coachella 
Festival was Trio Video’s seventh year 
as the show’s mobile video production 
facilities and services provider. Two 
of the company’s production trucks, 
Rhythm and Blues, supported 18 cameras 
feeding the three simultaneous HD 
video channels. Those cameras also fed 
the large-format stage screens—supplied 
and operated by NEP Screenworks, Trio 
Video’s sister organization—as well as 
a stream to the VIP enclosure on the 
festival grounds.

Typically on a multi-stream festival, 
explains Neuberger, “We have a director 
per stage and we set up each director 
on a sub-switcher. Each director’s 
sub-switcher feeds our main video 
truck, where our webcast director is 
populating our multi-channel webcast 
with the live video from the stages, 
sometimes just slightly time-shifted, 
plus the interviews, bumpers and other 
interstitial content that we have to keep 
that stream full of contemporaneous 
content throughout the day.”

That extra material may be produced 
by Springboard or by the promoter. 
“Some promoters have their own ENG 
[electronic news gathering] crews 
collecting on-location interviews. At 
Coachella, we have great interview 
teams out doing on-location interviews 
with artists and fans, and we edit those 
on-site and get them into the webcast 
within hours.”

Audio for the streams may be 
produced using remote trucks—Chris 
Sheperd’s American Mobile Studio and 
Guy Charbonneau’s Le Mobile are two 
long-time Springboard partners—or 
flypack systems. Most importantly, notes 
Neuberger, “Ideally, we have multitrack 
audio at every stage. Not all artists will 
give us multitrack audio. Some artists 
prefer that we use their front of house 
audio, but I still believe that front of 
house audio is mixed in a different way 

than broadcast audio to make it most 
flattering to the artist, so we always hope 
the artists will let our mixers mix it.”

As he points out, “The needs of that 
window on a laptop, or a living room TV, 
are different from being 150 feet from the 
stage under an open sky. So I prefer to 
have our mixers do it, but we will always 
defer to an artist if they tell us they would 
prefer to have us use their front of house 
audio. There may be good reasons for 
that—they have elaborate effects, they 
have things that they feel that only they 
can deliver and they may have a great 

mix—and that’s fine. So it’s not always 
the case, but we have multitrack at as 
many stages as we can.”

Apart from offering Springboard’s 
engineer a better opportunity to produce 
a webcast-optimized stream, multitrack 
audio is also typically archived. As it 
turns out, that workflow proved very 
beneficial at a recent festival.

“We were at the recent Outside Lands 
Festival; Paul McCartney performed on 
the Friday night. His management said 
they would only allow us to play him in 
our webcast on Sunday night if they first 

approved of our audio remix. So, Friday 
night, when Paul finished, we remixed it, 
sent it to management, and they sent us 
back approval to webcast part of the set, 
which we did on Sunday.

“We were very pleased and flattered 
with that. For me and for my mixer, 
Chris Sheperd, to sit there at the console 
mixing Paul McCartney, singing songs 
we’ve all known for decades, that was a 
once-in-a-lifetime turn on!”

The number of simultaneous channels 
that will be webcast is another critical 
factor governing the resources that must 



be marshaled at any festival, of course. In 2010, Coachella 
partnered with Wrigley 5 Gum, which offered remote 
viewers a branded webcast that could be viewed via 
Facebook and Myspace. The channel line-up included 
Jay-Z, Them Crooked Vultures, LCD Soundsystem and 
The Dead Weather, among many others. Viewers could 
select from two live streams of music plus a third channel 
of artist interviews and sights and sounds from around 
the festival.

“That was the first year that we did a three-channel 
webcast,” says Neuberger. “And we’ve continued to do 
three simultaneous channels from Coachella since, 
which we think is really notable.” 

Indeed, the following year, Daniel Terdiman of cnet.
com was inspired to write—with a touch of hyperbole—
that the 2011 Coachella webcast through YouTube 
“changed the world.” “This was likely the most complex 
and sophisticated live concert stream ever and indeed, 
the 2011 Coachella Webcast may be the most visceral 
evidence yet that the democratization of music has 
arrived,” wrote Terdiman. 

The writer also quoted the reaction to the webcast by 
Rob Sheridan, creative director for Nine Inch Nails. “It 
felt so much more significant and cooler than anything 
like this that I’ve seen,” said Sheridan. They “really nailed 
it [and] I can see that this is where things are going.”

Available through the festival’s YouTube channel, the 
three-day, three-stream 2011 webcast attracted over four 
million channel views worldwide. Post-festival views were 
also impressive. Mumford & Sons clocked 134,000 views 
the week following the festival, and there were already 
14,000 views within hours of The National videos posting 
to the archive. “Generally, we like to have a VOD [video on 
demand] gallery after the fact,” says Neuberger. 

“Offering people multiple online channels has a 
number of benefits,” he continues. “First of all, we can 
showcase more artists. But it also gives the viewer a lot 
more to pick from, and it gives the sponsor increased 
average engagement times.”

During SXSW 2013, Springboard pushed the channel-
count even further, in a branding collaboration with 
Taco Bell and Twitter. Springboard produced a seven-
channel HD webcast of Passion Pit performing at 
the festival for “Feed the Beat,” Taco Bell’s campaign 
to connect fans and bands, designing and executing 
a solution for streaming six wireless “fan-cams” that 
were operated by selected bloggers and tastemakers in 

addition to Springboard’s six-camera professional team. 
In late August, Taco Bell released a documentary 

directed by Sam Jones of RSA Films that features 
performances by Passion Pit and up-and-comers Wildcat! 
Wildcat! that includes live footage and fan-made content 
from SXSW. In the lead up to the SXSW show on March 
11, Twitter users were encouraged to post tweets and 
images for potential inclusion in the documentary.

The 2011 Coachella webcast offered viewers 
worldwide access to more than 60 artists, including 
such major names as Kanye West, Arcade Fire, Duran 
Duran and the Strokes. The web interface also offered 
engagement via social media through connections with 
Twitter and Facebook, displaying a feed of comments on 
the current performances or, often as not, expectation of 
upcoming appearances. 

The same three-stage stream was also available on 
Facebook, although access was a little more convoluted 
(involving liking and sharing, among other steps). 

Wrigley also saw some benefit from its sponsorship, 
reportedly adding 100,000 fans to its Facebook page.

YouTube was not exactly at the forefront of the streaming 
live music revolution, which began to take off around 2008, 
but it has quickly caught up. Shows by U2 from the Rose 
Bowl in Pasadena, CA in 2009 and Arcade Fire from New 
York’s Madison Square Garden the following year, both via 
YouTube, certainly racked up plenty of views—10 million 
and 4.5 million live streams respectively. 

YouTube has become a significant partner for 
Springboard, according to Neuberger. “Whether it’s 
YouTube, Ustream or others, we have pioneered the 
delivery of these events to these platforms, where we’re 
no longer using satellite uplinks.”

Following the typical broadcast television paradigm, 
Neuberger certainly used uplinks to begin with, but their 
limitations became apparent. “Uplinks are susceptible 
to weather interruptions, and that burned us a number 
of times in 2012, so we were compelled to find a better 
way.” Anyone who attended or watched Lollapalooza 
Chicago 2012 will recall the delays caused by the severe 
thunderstorms. 

“We really have got an extremely high quality 
transmission unit that Springboard’s Tech Services 
division has put together to deliver high quality, 
multi-channel webcast data to the entry points of the 
platform’s CDN [content distribution network], both 
primary and backups, on multiple transmission paths,” 
he continues. “So we have instant failover should 
anything occur, whether it’s power failure or data path 
interruption. We have multiple levels of redundancy 
that we couldn’t afford when we were constrained by 
the satellite uplink standard.”

Not that Springboard distributes only to the web. 
The company has also produced broadcast specials 
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Springboard Productions produced 
live webcasting at Bonnaroo this 
past year, with a performance by 
Tom Petty & the Heartbreakers.

Hank Neuberger, 
Founder of Springboard 
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from various festivals for a number 
of promoters. Prior to getting into 
webcasting, says Neuberger, “I used to 
record shows at Bonnaroo—jamband 
shows that the festival would then 
offer for sale after the festival, back in 
2003, 2004.”

But with the proliferation of cable 
networks, and perhaps a resurgence 
of interest in music television in the 
wake of MTV’s abdication of that role, 
“there have been a number of specials 
about festivals, on HDNet or Fuse or 
Palladia, that we were involved in, that 
we delivered on behalf of festivals. And 
just this year, for the 2013 Stagecoach 
country music festival, we delivered live 
performances directly to AXS TV.”

Neuberger has worked closely with 
artists throughout his career, and that 
has allowed his company to offer clients 
another unique service. “One of the 
things that distinguishes Springboard 
from some other production companies 
is that we typically handle all the 
artist clearances. So we’re doing the 
outreach on behalf of the promoter to 
artist management, to encourage their 
participation in the webcast, to get it on 
paper, so that everybody’s clear on the 
participation.

“That’s something I’m personally 
involved with and, wherever appropriate, 
use my relationships from having been in 
the industry for a long, long time. We’ve 
built up some trust, where they know 
that the quality of what we do will be 
flattering to the artists.”

Trent Reznor of Nine Inch Nails is one 
such example. “Trent was going to perform 
at the Coachella Festival in April this year 
with his other band, How to Destroy 
Angels. They reached out to us through the 
festival to say they wanted to participate in 
the webcast. Trent wanted to talk to us; he 
had a very visual presentation built for this 
act, and he was very interested in showing 
it to us in advance and making sure he was 
able to give us some direction in how he 
wanted it shot.”

What was interesting, says Neuberger, 
was what prompted Reznor to reach 
out. “The reason he was so enthused 
about showcasing this band in the 
Coachella webcast is that he had really 
and specifically enjoyed being at home 
during Coachella 2012 and watching our 
webcast all weekend. He had ported it 
from his computer to the big screens in 
his house and thought it looked fantastic. 
He was so enthused that when he was 
performing at Coachella, he wanted to 
be part of the webcast, and knew that 
we could deliver what he had in his 
imagination.”

Hundreds of thousands of fans make 
the trek to the major U.S. festivals 
annually, to be sure, but that’s a drop 
in the bucket compared to the numbers 
who can view the webcast. That’s a win-
win for fans and bands; the former get to 
see performers that they otherwise might 
not see, and the artists can perform to an 

audience far larger than could even be 
contained by the festival grounds. 

“Talent buyers of these festivals are 
like the record labels of old,” observes 
Neuberger. “They go out and they find and 
showcase emerging talent before anyone.”

Everybody experiences these events 
differently, he says, “But it’s all about 
engagement. Clearly, the festivals, in 
general, are very popular. They are a 
value buy for the fans. The greatest 
ones, the ones that I had the privilege of 
working this year—Bonnaroo, Coachella, 
Lollapalooza, Outside Lands, Austin City 

Limits—are tremendous cultural jewels. 
These are special places, and the artists 
know it and feel it and enjoy it.”

Promoters, often in collaboration 
with brand partners, are just beginning 
to understand how they can engage 
music fans, it seems. The fact that social 
tools can be built into the experience 
certainly adds to fan engagement, but 
Twitter feeds and “liking” Facebook 
pages barely scratches the surface of the 
potential afforded through streaming 
music festivals online. 

One festival, at least, has tested on-

site audience participation. “At Bonnaroo 
this year they put Instagram photos from 
fans up between artists on the screens,” 
reports Neuberger, who also notes that 
the idea came from the promoter. “That 
signal path came right through our 
infrastructure—the Instagram computer 
with a custom application lived in our 
video truck.”

With the current state of the music 
business, he concludes, “I think that music 
does best online, for obvious reasons. 
That’s where the audience that most 
wants to find it can most easily find it.”  n



orioN musiC & more Festival

June 8 and 9, 2013
Belle Isle (Detroit, MI)

The five stages at the 2013 Orion Music & More Festival 
welcomed more than 30 rock bands and artists this year, 
including Metallica, Red Hot Chili Peppers, Rise Against, 
Deftones and the Dropkick Murphys. Other highlights 
included a car and motorcycle show, a discussion with the 
director of the upcoming film Metallica Through the Never, 
and a popular display of horror memorabilia including 
props, posters and life size monsters from many of the 
most memorable horror films to date.

Number of Stages: 5

Stage: Damage Inc. Stage
Sound Company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Account Manager); Greg Snyder 
(Senior Project Manger); Steve Stapleton (Project 
Manager); Matt Bitz (se); Ed Hatfield (me); Agababian (se)
System: HC: Avid SC48; MC: Avid SC48; HS: RCF 
TT55, TT36, TT052; MS: Nexo PS15, Nexo Eline, RCF 
TT36; HA: Motion Labs; MA: Crown

Stage: Frantic Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Account Manager); Greg Snyder 

(Senior Project Manager); Tom Heinicki (Project 
Manager); Toby Phillips (se); Tim Franquist (me); Mario 
Consiglio (tech)
System: HC: Soundcraft Vi6; MC: Soundcraft Si3; HS: 
Meyer Milo, 700-HP Subwoofers, UPJ Front Fill; MS: 
Nexo PS15, Meyer 700-HP, Meyer Mica, Shure PSM 900 
IEM, RCF TT36; HA: Motion Labs; MA: Crown

Stage: Fuel Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Account Manager); Greg Snyder 
(Senior Project Manager); Mike Charbonneau (se); 
Kevin McCarthy (tech); Paul Villarreal (tech)
System: HC: Yamaha PM5D-RH; MC: Yamaha PM5D-
RH; HS: Meyer Milo, 700-HP, RCF TT56, Meyer Milo 
120; MS: Nexo PS15, Meyer Mica, Shure PSM 900 IEM, 
Meyer LD-3, RCF TT36; HA: Motion Labs

Stage: Budweiser Orion Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Account Manager); Greg Snyder 
(Senior Project Manager); Nick Mourn (se); Raul 
Gonzalez (JBL Product Support Engineer); Ron Hurd 
(tech); Chris Costello (tech); Mike Charbonneau (tech); 
Paul Villarreal (tech)
System: HC: Avid Venue Profile; MC: Avid Venue 
Profile; HS: JBL VTX25, VTX S28, VTX G28, VT4888, 
RCF TT56; MS: Nexo PS15, Meyer 600-HP, Mica; HA: 
Crown IT 12000HD

Stage: Sanitarium Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Account Manager); Greg Snyder 

SoUND
REINFoRcEMENT

A bRIEF look 
into soME oF this yEar’s Music FEstivals anD 

thE sounD coMpaniEs BEhinD thE stagEs.

key for abbreviations: house engineer (he); monitor engineer (me); 
systems engineer (se); assistant engineer (ae); system tech (tech); 
hc: house console; mc: monitor console; hs: house speakers; ms: 
monitor speakers; ha: house amplifiers; ma: monitor amplifiers





(Senior Project Manager); Tom Heinicki (Project 
Manager); Peter Thompson (se); Chris Baker (me); 
Ethan Thompson (tech)
System: HC: Midas Pro6; MC: Avid Venue Profile; HS: 
Meyer Milo, RCF TT56, TT052-A; MS: Nexo PS15, Eline, 
RCF TT36; HA: Motion Labs; MA: Crown

ColomBiaN iNdepeNdeNCe musiC Festival

July 21, 2013
Sun Life Stadium (Miami, FL)

The Colombian Independence Music Festival 
welcomed 20,000 people, with a lineup of Latin 
musicians including Jorge Celedon, Grupo Niche, 
Fonesca, Silvestre Dangond, Zacarias Ferreira and Plan 
B performing on the festival’s single stage. The festival 
celebrated its 25th Anniversary this year at the Sun 
Life Stadium, and included a soccer match inside the 
stadium between Colombian Club team Millonarios 
Futbol Club and Club Deportivo Olimpia from 
Honduras.

Number of Stages: 1

Stage: Main Stage
Sound company: 4Sound (Doral, FL)
crew: Daniel Fernandez (he, se); Carlos Baron (me); 
Joaquin Gonzalez (se); Cergerl Martinez (ae); Jose 
Santos Uzcanga (ae); Jose Carlos Oro (ae)
System: HC: Yamaha PM5D-RH; MC: Yamaha PM5D-
RH, M7CL; HS: RCF TTL33-A, TT36-A, TTS28-A; MS: 
RCF TT25-SMA, TT45-SMA, Shure PSM 900, PSM 1000

eleCtriC Forest Festival

June 27 to 30, 2013
(Rothbury, MI)

The Electric Forest Music Festival offers festival-goers 
the excitement of electronic music performances 
combined with a variety of outdoor activities including 
art installations, glow-in-the-dark disc golf, swimming 
at the nearby lake and more. At the heart of the festival 
is Sherwood Forest, an art gallery and hangout spot 
by day and light display by night. Performances at the 
festival included Passion Pit, Empire of the Sun, Lotus, 
Pretty Lights and Dispatch.

Number of Stages: 6

Stage: Tripolee Stage

Sound company: Burst Sound & Lighting Systems 
(Detroit, MI)
crew: Al Macdonald (he); Jon Johnson (he); Steve 
Ryscko (me); Eric Brumm (me); Scott Ciungan (se); 
George Perone (se); Jesse Adamson (ae); James Oliver 
(ae); Doug Bryant (tech)
System: HC: Avid Venue Profile; MC: Avid Venue 
Profile; HS: Adamson E15, T21; MS: EAW SM200iH, 
KF850, SB1000, Adamson SpekTrix; HA: Lab.gruppen 
FP 7000, FP 10000Q; MA: Lab.gruppen PLM 10000Q

Stage: The Observatory Stage
Sound company: Burst Sound & Lighting Systems 
(Detroit, MI)
crew: Pat Fischer (he); Scott Ciungan (se); Jacob 
Delamter (tech)
System: HC: Midas Venice F 320; HS: Adamson 
SpekTrix; MS: EAW SM200iH; HA: Lab.gruppen PLM 
10000Q; MA: Crown MacroTechs

extreme thiNg 2013

March 30, 2013
Desert Breeze Park (Las Vegas, NV)

The Extreme Thing Festival merges the performances 
of rock groups and some of the industry’s up-and-
coming acts with the excitement of pro wrestling 
exhibits, a BMX Dirt Challenge and amateur skating 
and BMX competition for a day of extreme sports and 
music. This year’s event featured performances by New 
Found Glory, 3OH3, the Aquabats and Mindless Self 
Indulgence.

Number of Stages: 5

Stage: Main Stage
Sound company: H.A.S. Productions (Las Vegas, NV) 
crew: James Elizondo (he); Eric Hite (he, ae); Brad 
Bryan (me)
System: HC: Avid Venue Profile, Midas Pro2; MC: 
Avid Venue Profile; HS: RCF TT33, TT55, TT56; MS: 
Adamson M15, Sennheiser G3 IEM; MA: Crown

Stage: Vitamin Water Stage
Sound company: H.A.S. Productions (Las Vegas, NV) 
crew: Mike Frietag (he, se); Josh Pixoto (me); David 
Knighten (ae)
System: HC: Avid Venue Profile, Midas Pro2; MC: 
Yamaha PM5D-RH; HS: EAW KF740, SB2001; MS: Clair 
12AM, Sennheiser G3 IEM; HA: Powersoft K10, K20; 
MA: Clair, QSC
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Stage: IADT Stage
Sound company: H.A.S. Productions (Las Vegas, NV) 
Crew: Ken Rengering (he); Josh Brockal (ae)
System: HC: PreSonus; HS: EAW JFL213, Turbosound 
TSW-718; MS: D.A.S.; HA: Lab.gruppen PLM 20000

Faster horses musiC Festival

July 19-21, 2013
Michigan International Speedway (Brooklyn, MI)

The Faster Horses Music Festival is a three-day 
camping and country music event that provides 
festival-goers with performances by some of the best 
artists in country music, along with a range of activities 
from horseback riding and horse shows, to a 100-ft. 
tall vertigo swing, a giant inflatable waterslide and 
the popular foam party. This year’s event welcomed 
performances by Jason Aldean, Dierks Bentley, Luke 
Bryan and more on the festival’s three stages.

Number of Stages: 3

Stage: Main Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Senior Project Manager); Nick 
Mourn (se); Johnny Winkler (se); Chris Costello (me); 
Paul Villarreal (tech); Steven Sencey (tech)
System: HC: Avid Venue Profile, Soundcraft SI 
Compact Performer, Midas XL 44 Matrix Mixer; MC: 
Avid Venue Profile; HS: JBL VTX-25, VTX-S28, 4888, 
RCF TT56, Meyer UPJ; MS: Nexo PS15, Alpha EF, Alpha 
B118, RCF TT36; HA: Crown V-Rack 3500; MA: Crown

Stage: Second Stage
Sound company: Thunder Audio Inc. (Livonia, MI)
crew: Paul Owen (Senior Project Manager); Matt Biz 
(se); Tim Franquist (me)
System: HC: Yamaha PM5D; MC: Yamaha PM5D; HS: 
RCF TT55, TT36, TT052; MS: Nexo PS15, Alpha EF, 
Alpha B118 subs; MA: Crown

merleFest 2013

April 25 to 28, 2013
Wilkes Community College (Wilksboro, NC)

MerleFest is about three things: Music, Moments 
and Memories, and was created in memory of Eddy 
Merle Watson, the son of American music legend 
Doc Watson. It is one of the largest festivals in the 
country music scene, with 11 stages and more than 90 
performers scheduled for the four-day event. This year’s 
lineup included performances by The Avett Brothers, 
Nitty Gritty Dirt Band, Leon Russell, The Charlie 
Daniels Band and Gov’t Mule.

Number of Stages: 11

Stage: Watson Main Stage and Cabin Side Stage
Sound company: SE Systems (Greensboro, NC)
crew: Chris West (he), Thomas Dameron (he), Haley 
Miller (me), Jody Miller (me), Cliff Miller (Production 
Manager), Buck Parker (Production Supervisor), Robert 
Kirk (Recording Engineer), Tony Bova (tech), Tom Nicks 
(Video Engineer), Ryan Biggs (Video Tech), Donna 
Sandhoe (Video Tech), Donnie Syndor (Video Tech), 
Steve Heinz (Video Tech), Nehemiah Grubbs (Lighting 
Tech), Ed Welsh (Lighting Tech), Shawn Steede (Staging 
Tech, Backline), Greg Russell (Backline), Eddie Blue 
(Show Rigger)

System: HC: DiGiCo SD10, SD11; MC: DiGiCo SD10; 
HS: Nexo STM; MS: Nexo, Shure PSM 900; HA: Nexo 
NX; MA: Nexo NX

Stage: Hillside Stage
Sound company: SE Systems (Greensboro, NC)
crew: Bobin Petrovic (he), Ray Stanley (me), Dee 
Shankie (tech)
System: HC: Yamaha PM5D-RH; MC: Yamaha PM5D-
RH; HS: JBL VTX; MS: SE Systems 5515; HA: Crown 
I-Tech 3500HD, 12000HD; MA: QSC

Stage: Americana Stage
Sound company: SE Systems (Greensboro, NC)
crew: Josh Berneking (he), Jeff Neubauer (me),  
John Fix (tech)
System: HC: Yamaha CL5; MC: Yamaha CL5; HS: JBL 
VerTec VT-4888; MS: SE Systems 5515; HA: QSC PL 6.0; 
MA: QSC MX1500

Stage: Creekside Stage
Sound company: SE Systems (Greensboro, NC)
crew: Bernie Velutti (he), Amber “Stitch” Sink (me), 
Scott Haynes (tech)

System: HC: DiGiCo SD10; MC: DiGiCo SD10; HS: 
Nexo GEO D; HA: Nexo NX; MA: QSC PL-224, PL-236

Stage: Walker Center Stage
Sound Company: SE Systems (Greensboro, NC)
crew: Rich Weant (he); Dustin Robeson (me)
System: HC: Yamaha PM5D-RH; MC: Yamaha PM5D-
RH; HS: JBL 4894, 4892 Array Series; HA: QSC; QSC 
PL 224, PL 236

Stage: Dance Stage
Sound company: SE Systems (Greensboro, NC)
crew: John Adair (he); Todd Dupree (me); Tyler Blythe (tech)
System: HC: Yamaha CL5; MC: Yamaha CL5; HS: JBL 
VerTec VT4889; MS: SE Systems 5515; HA: QSC PL 6.0; 
MA: QSC PL 230, PL 4.0

Stage: Chris Austin Stage
Sound company: SE Systems (Greensboro, NC)
crew: Geoffery Baldwin (he); Ray Ferandez (me);  
Tyler Walters (tech);
System: HC: Yamaha M7CL; MC: Yamaha M7CL; HS: 
JBL VerTec VT4887, VT4881 subs; MS: JBL VRX915M; 

HA: QSC PL 6.0, PL 4.0, PL 236; MA: QSC PL 4.0

Stage: Traditional Stage
Sound company: SE Systems (Greensboro, NC)
crew: Frank Bilisoly (he); Missy Bilisoly (he);  
Todd Phillips (he)
System: HC: Soundcraft K1; HS: JBL VerTec VT4888; 
HA: QSC PL 4.0

Stage: Little Pickers Stage
Sound company: SE Systems (Greensboro, NC)
crew: Phil Holt (he); Barry Milholen (he)
System: HC: Midas Venice; HS: JBL VRX932LAP; MS: 
JBL; HA: SE proprietary solar powered amp racks 

Stage: Mayes Pit Stage
Sound company: SE Systems (Greensboro, NC)
crew: Greg Williams (he); Matt Williams (he)
System: HC: Yamaha LS9; HS: JBL VRX932LAP;  
MS: QSC K12
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key for abbreviations: house engineer (he); monitor engineer (me); 
systems engineer (se); assistant engineer (ae); system tech (tech); 
hc: house console; mc: monitor console; hs: house speakers; ms: 
monitor speakers; ha: house amplifiers; ma: monitor amplifiers
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souNdCraFt si expressioN
Available in three frame sizes, the Soundcraft Si Expression digital console offers 
the option of 16, 24 and 32 fader and mic inputs. All three versions, Si Expression 1, 
2, and 3, are capable of up to 66 inputs to mix by connecting any Soundcraft stage-
box including the two new Mini Stagebox 16 and 32 (16 x 8 and 32 x 16) models or 
by connecting additional inputs over MADI or AES/EBU. All external inputs are 
additional to the connections on the desk itself. The mixer is loaded with pro-
cessing from Harman siblings BSS, dbx, Lexicon and Studer and features a color 
touchscreen, iPad ViSi Remote control and Soundcraft FaderGlow, adopted from 
Soundcraft’s Vi Series large format consoles.

SoundcrafT  //  www.soundcraft.com
harman  //  www.harman.com

martiN audio mla miNi
Martin Audio’s MLA Mini is a lightweight, small-scale, portable system 
for installed and live sound applications. Its MSX mini-sub ‘power plant’ 
complements the main system and houses the amplification, network-
ing and DSP necessary to power and control itself and four MLA Mini 
enclosures. In its simplest configuration, four MLA Minis can be pole-
mounted above the MSX with adjustable tilt angle, and function as a 
plug-and-play system, with the user recalling onboard presets instead 
of using computer control. At the other end of the scale, up to 16 MLA 
Minis can be flown in an array and powered by four groundstacked 
MSXs. The MSX contains nine channels of Class D amplification to 
provide cellular drive while the onboard DSP interacts with proprietary 
DISPLAY2.1 intelligent software for array optimization. 

marTin audio  //  martinaudio.com

teleFuNkeN m82
Telefunken’s M82 dynamic cardioid microphone offers 
an alternative to the standard kick drum microphones, 
featuring a large 35mm diaphragm with “superb” low 
frequency capabilities. The M82 is an end-address micro-
phone, meaning that the top portion of the headgrille is 
pointed at the sound source, and features two separate 
EQ switches: ‘Kick EQ’ and ‘High Boost’.  These two 
switches function independently of each other, provid-
ing four settings, reportedly making the M82 equally 
suited for a multitude of sources such as vocals, percus-
sion, broadcast voice, guitar and bass amplifiers, organ, 
and brass instruments.

Telefunken  // www.t-funk.com

JoeCo  
BlaCkBox  
reCorder
Specifically designed for capturing live 
performances, the JoeCo BlackBox 
Recorder provides engineers with a 
computer-free solution for live multi-
channel audio capture. Available in both 
analogue and digital variants, the BBR1 
Blackbox recorder can record or replay 
up to 24 channels of 24 bit/ 96 kHz 
audio in broadcast WAV format, while 

the BBR64-MADI and BBR64-DANTE can record up to 64 channels. JoeCo recently added to the BlackBox fam-
ily, with the BlackBox BBR1MP Recorder, a 24-channel, 1U recorder housing 24 high-quality microphone preamps 
operating at up to 24 bit/ 96 kHz. The unit features a range of connection options including individually switch-
able mic/line inputs and balanced outputs, video sync, time code and word clock inputs and an optional Dante 
interface.

Joeco  //  www.joeco.uk.co
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liNe 6 relay v75-sC
Designed for use with the XD-V75 digital wireless system, the Line 6 Relay V75-SC 
14-channel digital wireless handheld microphone/transmitter with super-cardioid 
dynamic capsule was conceived to isolate vocals while rejecting stage noise. The 
V75-SC is the first Line 6 vocal wireless solution to be released in the Relay line. The 
XD-V75, XD-V55 and XD-V35 vocal wireless systems will also join G-series instrument 
wireless solutions as part of the Relay family. The V75-SC features 24-bit audio, 10 
Hz to 20 kHz frequency response and a dynamic range of up to 118 dB (A weighted). 
Relay V75-SC also offers four microphone models, including three based on popular 
super-cardioid live mics, allowing vocalists to choose a sound to match their voice, 
performance style and venue.

line 6  //  www.line6.com

applied eleCtroNiCs 
la12-25
Applied Electronics’ LA12-25 Line Array Tower is trans-
portable, with a modular design that offers fast as-
sembly when setting up a line array system. Made from 
6061-T6 aluminum construction, the LA12-25 has ad-
justable leveling pads, is tower hinged for loading, and 
works with most popular line array systems. It stands at 
25 feet when fully assembled.

applied elecTronicS  //  www.appliednn.com

rCF hdl 20-a liNe array
The RCF HDL 20-A active line array module 
was conceived for small-to-mid-sized venues 
that require solid bass reproduction, vocal clarity 
and high definition. Each HDL 20-A enclosure 
features state of the art RCF transducers—two 

10-inch woofers for bass reproduction and a large format 3-inch voice coil compression 
driver said to deliver accurate low end along with a transparent midrange and high fidel-
ity. The module is powered from a 1400 W Peak Power 2-way digital amplifier. Sound is 
processed from a powerful onboard DSP. The processing includes cluster and HF projec-
tion correction and special new presets for indoor and high curving situations.

rcf  //  www.rcf.it

CrowN vraCk 
4x3500hd
Crown Audio recently expanded its VRack amplifier man-
agement solution to incorporate room for three I-Tech 
4X3500HD DriveCore Series 4-channel power amplifiers. 
This single, road ready, plug-and-play rack is intended for 
touring, rental and installed sound applications. The VRack 
4X3500HD is designed to work with the JBL VTX and 
VerTec Series. All the components are housed in a wheeled 
rack with a captive suspension system that enables it to be 
flown in the same manner as a line array loudspeaker sys-
tem. Multiple VRacks can be linked together for integrated 
operation in larger systems, and the VRack 4X3500HD utilizes Harman’s HQnet System 
Architect 3.2 control functionality and Version 5 DSP preset support.

crown audio  //  www.crownaudio.com

kaltmaN CreatioNs rF-vue liNe
Kaltman Creation’s RF-Vue is a touch tablet-based RF analysis unit, offered in sev-
eral different versions. The handheld RF-Vue T10 is integrated into a 10-inch touch 
tablet with the full Windows 8 operating system and covers the standard wireless 
microphone and IEM frequency range of 470 MHz to 700 MHz. The analyzer uses 
finger navigation functions so the user can pinch, expand-zoom, and slide through 
the RF spectrum, as well as enter any frequency sweep range (within the range of 
the analyzer), and view the RF spectrum looking for open RF space for channel se-
lections, interference avoidance or interference troubleshooting, all in real-time.

kalTman creaTionS llc  //  www.kaltmancreationsllc.com

alleN & heath gld-112 mixer
Allen & Heath’s GLD-112 is comprised of eight control strips, increasing the chan-
nel count to 28 fader strips in four layers. It is intended for applications where visi-
bility of more channels in a single layer is required and also offers a dedicated shelf 
to hold an iPad running the free GLD remote app, which allows extended process-
ing and custom views. A fully-customizable drag ‘n drop layout allows assignment 
of inputs and mixes to fader strips. There are 28 fader strips in four layers, each 
with motorized fader, a channel LCD display which can be named and color-coded, 
plus a rotary control for direct access to gain, pan and aux/FX sends.

allen & heaTh  //  www.allen-heath.com



The Woodstock Festival, “three days of peace 
and music” that took place August 15-17, 
1969 on farmer Max Yasgur’s property 
outside of Bethel in upstate New York, 
made legends of some of the performing 

artists and even of the four partners that dreamed up 
and promoted the event (Michael Lang, Joel Rosenman, 
John Roberts and Artie Kornfeld). However, minus 
engineer Bill Hanley, who built and ran the festival’s 
custom sound system, Woodstock might not be so 
fondly remembered as a musical benchmark of its time. 
In many respects, he’s Woodstock’s unsung hero.

It was Hanley—“a crazy guy up in Boston,” as Lang 
referred to him (actually Hanley was born and based 
in Medford, MA)—to whom Lang turned for a custom 

sound system for an outdoor festival he estimated would 
draw between 100,000 and 150,000 fans. Outdoor music 
events were in Hanley’s wheelhouse: among others, he 
was engineering at the Newport Folk Festival when 
Dylan went electric, and he had engineered President 
Lyndon B. Johnson’s 1964 inauguration (and was arrested 
there too—another story).

As it happened, Hanley’s contribution to Woodstock 
went beyond his engineering assignment. Lang and his 
partners had found a location in Wallkill, NY, and were 
preparing it for the festival when some town leaders with 
clout nixed the idea, fearful of their quiet burg being 
besieged by hippies. Preferring a more bucolic setting 
anyway, Lang took Hanley along with him to inspect 
Max Yasgur’s farm in nearby Bethel. Hanley pointed out 

how a bowl-shaped field on the property was a perfect 
setting for the sound system he envisioned, a “V” design 
of stages and equipment that provided crowd control 
and easy backstage access and egress for the artists.

Back in Medford, Hanley went to work, as he details on 
his website, www.billhanley.org/projects/1969_08_15-
woodstock. “I built special speaker columns on the hills 
and had 16 loudspeaker arrays in a square platform going 
up to the hill on 70-foot towers. We set it up for 150,000 
to 200,000 people. Of course, 500,000 showed up.

“We built our Front of House mixing station on a 
platform about 75 feet from the stage so we could see 
the stage and hear the mix (through the stage-left lower 
speaker cluster.)

“On the stage, we used custom microphones I had 
built from Shure factory parts. They closely resembled 
what Shure Brothers would soon sell as the popular 
Shure SM58, the most noticeable difference being that 
mine had a brushed chrome finish, like the older Shure 
‘bird cage’ mics.

“Under the stage, we had our McIntosh amplifiers, 
both transistorized and tube models. Transistors were 
new and a bit risky, but we needed all the power we 
could get.

“In a nearby trailer, we had two eight-track Scully 
recorders catching the show. Those are the tapes 
everyone knows through the album and from the 
Woodstock movie, which was nominated for an Academy 
Award.”

Other gear included Altec-designed, six-foot-tall, 
4×15-inch marine ply cabinets weighing half a ton apiece. 
Each of these enclosures carried four 15-inch JBL D140 
loudspeakers. The tweeters were 4×2-Cell and 2×10-Cell 
Altec horns.

After the crowd swelled to half a million and the 
festival was declared a free event, it was said only two 
things worked as they should: the water supply and the 
Hanley sound system.

Still active today, Hanley is known as “the father 
of festival sound,” and his “Woodstock Bins” became 
the standard for future outdoor sound systems. The 
festival didn’t make him a household name, but Hanley’s 
innovations have allowed millions of music lovers to 
enjoy vivid concert sound unlike any that existed before 
his emergence in the rock ‘n’ roll world in that muddy 
bowl in Bethel, NY.  n
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