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4:1 BUT NO TOY SYSTEM

Catriona Forcer talked to lighting designer Patrick Woodroffe
in his revolutionary quarter scale fully working stage set studio

For many years Patrick Woodroffe, lighting
designer to artistes such as Tina Tumer, The
Rolling Stones, Bryan Ferry and The Pet Shop
Boys, has dreamt of building a studio where
lighting rigs could be represented in a full
working scale model. The advantages to a
lighting designer would be great, particularly
the chance to acquaint onself thoroughly with
the rig before production rehearsals.
Woodroffes dream has finally been realised
with the opening of his 4:1 Scale Design
Studio in Battersea, London, The concept is
such an obvious one that | had to ask him
why no one has thought to do it before.

“There are lots of reasons,” replied Patrick.
“Its not a cheap exercise at all, although I'm
convinced that it is the way to go and I'm
also convinced of its worth. As a lighting
designer | realised there was a market as I'm
the persan at the end of the line who has to
do the programming. | think it really had to
be a lighting designer, or possibly a lighting
company, who would take the first step to set
up something like this. | dont think an entre-
preneur, even a music business one, would
have taken the gamble. | think lighting
companies are probably too busy being light-
ing companies, so it was very much geared
towards a lighting designer putting the idea
inte practice, I've played with the concept for
many years and over that time I've asked
people in the business what they thought
about it. They also believed it was a good
idea and offered help.

“The first thing that inspired me were the
Thomas Mini Par Cans. What held me back
was whether there was a way that everything
could be run light for light as a normal lighting
systemn. | went through periods of wondering
if we could run it as just banks of lights
running in eights just to bring them up to 240,
Then | realised that if you're going to do it, it
has to represent very accurately whats going
on. | talked to a company called Midnight
Design who do a lot of industrial shows,
exhibitions and small pop shows working a
lot with birdies and low voltage stuff, | went
to see them at their old offices in West Kens-
ington and they were incredibly positive

Mannequins dressed in the band’s clothes give a real impression of what will
work both technically and costume-wise.

under the Battersea arches

about it. They offered to do things like
convert dimmers to 24 volts as well as
converting the control side of the dimmers to
240. 1 got very excited and, as | was leaving,
they offered to show me around the
premises, In the bottorn of the warehouse
was this dreadful, old, dirty, damp basement
which they said | could have to experiment
in. It was a very generous offer and one
which, needless to say, | ook up.

‘A oweek later | was clearing it owt and
starting on the mission of trying to get all the
equipment | possibly could, The main part of
it was the lights and | immediately ordered
250 on six lamp bars from LSD who made
them up with miniature connectors and
everything. Brian Croft from Samuelsons lent
me two very old dimmers which we managed
to bash into shape and which we still use,
Meteorlites lent us a couple of transformers 1o
run under 24 wvolis. Alan Thompson of
Theatre Projects was very useful, | originally
asked him if he had some funky old 24 way
board | could use and | ended up with a 90
way Avolites board. Then the ball started roll-
ing, people heard about the project and lent
their equipment and experise,

“I feel it will be a success because of the
feedback | get from all the people in the
industry. All the people who lent us equip-
ment and supported us did so out of very
altruistic maotives, | think, rather than particu-
larly wanting to get a job from me or saying
thank you for work that we'd done in the
past. There were companies which I've never
done business with who lent equipment. Its a
combination of everyone being a schoolkid at
heart and liking models. Obviously a lot of
the equipment we had to buy or build
ourselves. A lot of the contral end was lent by
various companies,

“Having got this thing set up and in some
kind of order we did our first job with The Pet
Shop Boys, which | designed. Vari-Lite lent us
an Artisan control board because we were
planning to run the show through an Artisan
anyway. We programmed all the generic light-
ing — Par Cans, cyc lighting, projection stuff —
into the Artisan, The Vari®Lite stuff we did as

we normally do which is to represent them
with mini Profile lights and then just have the
Vari*Lite operator take notes. We tried out
gobos by hand., We went 1o Brixton Academy
for an 8am load-in for production rehearsals
and by midnight on that first night we ran the
show from top to bottom. That was very
exciting. | always told those | worked with
that the time when we could judge the
success of the exercise was not the first day
we saw it all set up in scale rehearsals
because, of course, that was going to be
impressive at some level; but we could really
judge its success when we first set up in real
life. If at that time we looked at the stage and
we were very at home with what we were
looking at, then | knew it was a success, If we
had looked at it and it had been different
then it would have been a nice gimmick but
not a totally practical exercise. It was exactly
as we had expected it. Obviously we did a lot
of programming and re-programming but we
very much had the basis of the show there,
We were very familiar with the music as we'd
run all the songs ten or 15 times before. It was
ane of the easiest jobs we'd ever done and
ane of the better shows I've done.”

Patrick Woodroffe then went on to design
for Spandau Ballet in the same manner and
he became more convinced that he was on
to a success. Then Midnight Design moved
premises and everything had to be packed
away, but very much with the intention of
starting up again as soon as time and money
allowed, He then became involved with The
Rolling Stones and Tina Turner for nine
manths. During that time he talked about his
ideas with some of the people on tour —
mainly Dave Hill who was running the
Vari*Lite board and Steve Molan the crew
chief. When The Stones arrived in London for
their first Wembley dates Woodroffe took out
a lease on the current Battersea site and
between shows, they created the studio,

In mid-5eptember 4:1 Studio had its first
clients — Toto — with a 250 lamp lighting
system, 24 Vari*Lites, 24 colour changers, on
stage follow spots, painted cyclorama, oyc
lights and follow spots.

Patrick Woodrofie pictured in his 4:1 studio.
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GOLDEN SCAN*

The high performance projector, producing
new exclusive effects and having

BUILT-IN EFFECTS

COLOURS

» Eighl standasd colours: yellow, red,
orange, green, blue, violet, pink, while.
e Seven dichecas fiters, selected for co-
Iour unitarmity.

wColour changer: with fed posions of
contiruous [7)

# Bicolour beams, by pasitioning the co-
lour wheels in intermediale positions [°)
o Colour change with or withaut lempe-
rary blackout (7).

wRainbow alfect, by continuous rotation
of the colour whesd ()

w'Wida range of rotalional speeds.

o if required, a fler may be inserled 1o
comvert the colour temperabune from
SE007% o 3300°K, (usetul for TV shudios)

an even smarter design.

GOBOS

» Two wheels with 4 Gobos ach. You
can project each pattem saparately or
in combination

whtotal of 16 diflerent pafierns are avai-
lable.

#Goboes change with of without bempo-
rary blackout (")

» An evocalve roling effec] is available
bry shifting of two Superimposied Gobos.
»Gobos are inbérchangeabile and sasy
Io replace

» A wide range of Gobos is avaiable on
requesl

IRIS

o Fully varisble beam saa

wiis spaed i lotally controliable by the
operalor,

STOPPER/STROBE

#High speed stapper o cul the beam far
as lang a5 raquired

wSarobe affect rate lully adjustabds from
110 7 fashes per second,

| POWER SUPPLY

. 220-240 Volta/'50 Hz or 60 Hz

MOTORS

# 7 high resolulion sleppers molors,
conbrofled by the inlernal microgroces-
EO0E.

OPFTICAL GROUP

» Made by exiruded and de - casl alu-
minism, with double condenser lens
and top efficiency parabolic mirrpe

OBJECTIVE LENS
» Inlerchangeable objective lens, with
three different possibilties.
— Silandard dotation
1:2.5/250 mm
= High definition trioptical comecied
objectives (railable as options)
1:3.5/200 mam
13150 mm

ADAPTOR
# Possible rotaticn of 3607 on projecior
by,

MIRROR
o Very high reflectivity

J)

CHANNELS

» & condrol channeds

e Channsls funciion:
channgd 1 = Irig

channed 2 = Calour Disk
channel 3 = Gobos

chanmel 4 = Stopper/Sinobe
channgl 5 = Pan

channel 6 = TiL

INPUT

# GOLDEM SCAN *2° can accepl gither
analogue or digilal condrol signals, rom
a coniroller or computer
~ analogue input

0-10 W
- diigial input:

RS 232423 - DMD! 512

SAFETY NORMS

» The equipment is manufactured ac-
cording the Latest salsty regulstiona.
wProtection degree: P 20

» Power supply cable in complance
with CEI 20422 Il nonme

DIMENSIONS

o HMI 575 WIGS

Version: mm, $30X30x1015
weight 32 Kg

« HMI 1200 WIGS

Version: mm. 430x230x1 140
weight 44.5 Kg

" Opton o be pre selacied directly by users.

CLAY PAKY 5. - Via G. Pascoli, 1 - 24066 PEDRENGO (Bergamo) ltaly - Telefono 035/663965 - Fax; 035/665976 - Telex 305242 CLAYPA
PULSAR pulsar light of Cambridge - Henley Road, Cambridge, CB1 3EA. - Tel, 0223/66798 - Telex 81697



Represented in one small room is a lighting system that has taken many years to develop.
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business and in terms of what can be done,
But if you take the thing to its obvious con-
clusion, everything that we use in real life will
be represented here to scale, from moving
lights which can be programmed to remaote
contrel colour changers rather than the hand
scrolling ones that were made for us by LSD, |
think we’ll find very soon that the industry will
constantly be demanding more of itself and
will want things to be more specific, as will
clients,

“If this takes off we will probably try and
combine two studios in one facility as it cuts
down the overheads. We've already had times
where two people have wanted the studio at
the same time. Real production rehearsals
have to be in a specific time slot, it has to
lead right into the first show, but with us this
isn't the case. With AC/DC we could have
daone this a week earlier or a week later, For
instance, we moved it forward a few days
because we had Sinead O'Connor in here. In
fact, we like to have a period of a week to
ten days between finishing here and real
production rehearsals to solve simple prob-
lems,

“With AC/DC we re-rigged two of the pods
at different angles and we realised that the
ring of Aircraft lights around the main grid
didnt focus when we had the pods in their
high position. It was a simple solution to pick
up the phone and say can you put all those
lights on two feet hangers. That sont of prob-
lem at rehearsals would have been magnified
to the extent that it would have become a
disaster, We could have fixed it, but it would
have meant flying in equipment from Califor-
nia and we would have lost a days rehearsal
as a result. We would probably have also had
to de-rig the lighting system because you can't
re-hang lighting bars 4011 in the air. We prob-
ably wouldn't have made the change until the
first show so we would have had ten days of
production rehearsals without the system we
should have been looking at. In this case
those two or three things were fixed simply by
a telephone call.

“One of the advantages of the stuclio is the
technical aspect. We bring the crew chiefs
down here and they work out things like their
cable runs, Its all stuff that in theory can be
done on paper but never is because its much
easier to visualise ideas.

“Theres also a more conceplual level
where you say first of all does a thing look
good? Is there enough frontline? Is there
enough backlinet All the questions yvou ask
yourself the very first day you see the rig up.
Then theres the main part of it which is
actually building a light show which is really
good fun. Any lighting designer will tell you
that in the right circumstances building a light
show is the part of it that everyone loves the
most. Its a very creative and intuitive process,
Theres also the idea that you can bring the
artiste here and his manager. All of AC/DC's
backline crew came here. Backline crews are
rotorious, whether its justified or not, for
concentrating very much on what their part of
the job is. Its an important role and one that
involves a limited amount of equipment
working periectly every night. 5o often those
guys lose the picture or at least never have an
opportunity to see what the big picture is. By
the time we had those guys down here, and
we'd run a couple of songs for them they
were really on our side. They understand
what it is we're trying to do. If we get to
rehearsals and we have some problems I'm
sure they'll be 100% more co-operative and
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interested in getting it right, because they've
seen what were trying to achieve. There’s also
a practical level as they can see where their
equipment went in relation to the stage set.
They told us a couple of things they wanted
changing and its all easy to do at this paint,

“An artiste will be able to spend time
seeing if he likes what you're presenting him
with. Bryan Ferry is coming down as we've
spent quite a lot of time in the past talking
about this concept. Hes probably going to
work next year so weTe going to show him
some ideas, paricularly some projection
work, When we come to programme his
show to scale then we'll bring him down here
and spend some time on it, as hes wvery
concemed about visuals. Production  Arts
from Mew York have given us some carousel
projectors which in terms of scale will be
about the same as their Pani 4Ks or Pani 6Ks.
We can work out all the projection stuff using
35mm slides before we go 1o the expense of
having big 8 x 8 format slides made up. We
can make the decision on which we want
three  days before production  rehearsals
because all the programming will have been
done,

“David Mallett is going to be shooting a
live video of AC/DC in Boston, USA, and he’s
coming down at some point to see exactly
what the song looks like, and what lighting
effects we're using. He'll be able to work out
where he wants his cameras and other equip-
ment well in advance. Costume people will
also find it useful, Allen Branton tald me that
once he did three weeks of production
rehearsals with Diana Ross and a third of that
time was taken up simply looking at the
costumes under different lighting. We have
these little mannequins which we dress in the
clothes of the band and wvou get a real
impression of what works technically and
what doesnt costume-wise, AC/DCS chore-
ographer said that he'd love to stage shows
here as you can move the models around so
easily, If you move three backing singers in
production rehearsals, woure talking about
re-focusing all the lighting on them, moving
the sound, and moving the monitars. All that
can be done ahead of time here.”

After AC/DC Patrick Woodroffe's 4:1 Studio
will accommaodate Sinead O'Connor followed
by Paul Wellers show currently being
designed by Shawn Richardson and then
Woodroffe is back in designing the massive

Pictured is Patrick Woodroffe (standing at the rear), and dlockwise Charlie Wilson (lighting director for

‘Rock in Rio’ concert, At this festival in Brazil,
there will be about 20 different lighting
designers with the various acts on the bill and
they will all have to use Patricks lighting
system. He is aiming to get as many of the
lighting designers as possible into his studio
beforehand to familiarise themselves with his
design. Roy Bennet will be in town soon with
INXS and he'll be spending a day at 4:1 as
they are one of the headlining acts in Rio.
When he arrives in Rio, he’ll probably only
have a couple of hours in the middle of the
night to organise a show which will be staged
in a 180,000 seater arena and broadcast live
around the world. Hopefully, Bennet will be
armed with his disc from the studio with a lot
on it, or, if not, at least he'll have seen the
lighting system and set and will be able to tell
Patrick of any changes he wants in advance,
Patrick is hoping to design a system that can
be altered throughout the course of the ten
day festival and he aims 1o work out ahead of
time the different permutations.

Commitments like ‘Rock in Rio" mean that
Woodroffe will not be touring with AC/DC,
“Charlie Wilson will be running the board
and Guy Forrester the Vari*Lites,” he
explained. “They've been working with me to
build this, along with Steve Molan who has
been responsible for a lot of the technical
side of putting AC/DC together. Hes liaised
with the set companies, the lighting
companies and the production people. | have
to be in Brazil for meetings during the first
three days of technical set up. In a normal
sitluation that would have concerned me
because | would have wanted to be there
from the beginning to see how it looked. But
| know how its going o look so any problems
that do come up | think will be much more
technical rather than conceptual, and they are
problems that can happily be dealt with by
Steve and the lighting company. | plan to be
with the show one week. | don't really think
there’s going to be a lot of reason to be there
longer because 60/70% of the work will be
done. My role during that week will be much
wider than specifically deciding whether it
should be red or blue on a certain tune
because we've done that collectively. It will
be a very good test of the studio to see if we
can put together this quite big, complicated
show in what is really a fairly short period of
time. If we can pull that off then | think that is
a hig indictment for the Studio.”

AC/DC) Steve Nolan, and Guy Forrester (Vari®Lite operator from AC/DC).



Midnight Design and
Midnight Sales L

Suppliers of lighting equipment
to 4:1 wish them every success
with their new studio facility

Midnight Sales Ltd, The Arches,
Grosvenor Terrace, London SE5 ONP
Telephone: 071-703 0011 (5 lines) Fax: 071-703 8123

FOURTO ONE:scaledesign

We would like to Abstract Lighting Chariie Boxhall
thank the following Acre Jean Fiona Bullock
companies and Avolites Production Compary Adam Burton
individuals for Brilkant Constructions Brian Condrey
their generosity Britannia Row Jezz Cradock
and support in Celco Mark England
the setting up of David Hersay Associates Steve Gomes
our new venture: Cyson Design Dava Hill
Edwin Shirey Staging David Huslin
4i Collaboration Benji LeFevra
James Thomas Engineering Eneas Mackintosh
Jands Steve Moles
Kimpton Walker Robin Murray
Light and Sound Design Danny Molan
Lighting Technology Mark Norton
LeMaitre Paul Otlett
Meteorlites Emily Papanick
Midinight Design Kaaith Payne
Optikinatics Tim Phillips
Production Arts Ernma \Van Sittart
Roscotalb Rupert Van Sittart
Samuelsons Concert Productions  ChrisWade-Evans
Sea Factor Charfia Wilson
Thealre Projects Lucy Woodroffe
The Spot Company
Unusual Rigging
Vaniite Europa
‘ } ‘ Varilite USA
‘ Zenavail
‘ ‘ Patrick Woodroffe & Steve Nolan
Four To One studio : 44 London Stone Business Estate, Broughton Street, London SW8 30R
Tel 071 498 7127 : Fax 071 223 0393




Still No 1

It's been some time now since the GE Pinspot
became the world's best selling disco lamp.
Since then sounds have come and gone.
Discos have appeared and vanished.

But the Pinspot is still on top.

Which brings about an interesting question.
In such a volatile world how can one lamp
reign supreme for so long?

The answer is surprisingly simple.

It's simply that no other disco lamp comes
close to matching its qualities. No other lamp
is as sturdy or as easy to handle or made to
the exceptionally tight tolerances that GE
demands. And being a sealed beam unit is
also a big advantage. Because it means that
dirt, dust or smoke don't stand a chance of
getting inside.

Finally, the Pinspot is an honest lamp (which 1s
more than you can say for some). It delivers
what it claims to deliver.

The GE Pinspot.
Even after all these years, it's still spot on.

The GE Pinspot, Still Spot-on.

We don't just sell lamps -
we sell expertise

GE Lamps United Kingdom & Eir

€

General Electric Technical Services Company Inc., Lamp Dept. 10 Prospect Way, Roval ODak Indusirial Estate,
Daveniry, Northamptonshire NN1T 5PL. Tel: Daventry (0327) 77663, Telex: 311684

(nod connected with the English company of a similar name)



Disco Lamp

The World’s No.1






