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Editors Desk

While While working on this publication for the various aspects of pro-audio, lighting and 
multi-media in the country, l came to realize that many are not abreast with what’s 
going on around them. This publication in particular is very dear to me, in the sense 
that: most of the articles that will be read I have written them myself and not only 
that, but l believe they are not and the attempt of addressing them is still beyond any-
one’s reach.
It’s well known that Zimbabwe’s best resource is the human resource. In as much as 
Zimbabwe is a third world country it proudly stands as our of the worlds most literate 
community. The lack of exposure, proper management and various aspects this keeps 
the growth of our industry very stunted.

Acoustics: 
This is an untapped maThis is an untapped market in the nation, and to my surprise many of the people in 
the industry know nothing about the facet of the industry. Currently, the local town 
council is trying to counter a serious issue of noise pollution but according to my re-
search they have very little knowledge of audio.

Live Sound.
Many venue facilities have hard surfaces etc. and this greatly affects how audio is per-
ceived, intelligibility is mostly affected. In order to counter some of these issues, 
modern day DSP and loudspeaker technologies have been adopted; focusing sound on 
where it needs to go is a valid approach yet there are limits to its effectiveness.

In a sonically hostile environment, using acoustic treatment to even somewhat miti-
gate sound reelection can improve the effectiveness of thoughtful loudspeaker system 
design, installation and signal processing.

Studio Sound
Technology is good it has turned a calculator from a huge machine to a small device 
that eits into a pocket. Same applies to how the recording industry has evolved, from 
equipment eilling a lot of rooms to just something being operated from a bedroom 
corner. This has brought more negativity than positive elements, especially with the 
quality of music being produced.

This is the 1st issue of 2019, This is the 1st issue of 2019, were Pro-Light-Audio-Visual will spotlight specieic issues 
that keep our industry stunted.
Future issues will look at streaming, buying gear, speaker brands etc

Mbaki Nleya
Editor.
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O N L I N E   M U S I C A L   T A L E N T   S H O W 

“W E   C R O S S E D   T H E   B O A R D E R S   &   M A D E   I T .”

“N O W   C R O S S   Y O U R S   A N D   M A K E   I T   W I T H   U S” 

N A T U R I N G   T A L E N T   T H R O U G H   S Y N E R G I E S

W A T C H   W H A T   W E   D O
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1. 6



1. 7



1. 8



1. 9

1950s and 60s

InIn the early 1950s, as the cities of Salisbury (now 
Harare) and Bulawayo became industrialised, an 
innlux of Zimbabweans came from the rural areas 
to look for jobs in these cities. Among these people 
was a new generation - the nirst Zimbabwean mu-
sicians to record their music. Since there were no 
established recording studios at the time, early re-
cordings were done by a mobile van from the Rho-
desian Broadcasting Corporation (RBC), which 
used a one-track tape recorder and a microphone. 
The recorded music was used mainly for the Afri-
can Service radio broadcasts in a bid to entertain 
the black majority. The RBC van went round the 
country to record talented musicians, who were 
paid one cent each time their song was played on 
r a d i o .

As there were no record pressing plants at the time 
in Zimbabwe (then known as Rhodesia), most 
people could only afford to either listen to the 
radio or buy records from South Africa or other 
countries to play on their gramophones. Around 
1956, the tide of South African records as well as 
records from Europe and the USA began to rise in 
ZimbaZimbabwe.  Zimbabwean musicians began to emu-
late the sounds from these records and were frus-
trated that they could not record their own music.

Before the 1960s, most of the music recorded in 
Zimbabwe was for archival purposes rather than 
commercial. In the late 1960s, several companies 
began to record commercial radio jingles, televi-
sion programme themes and pieces of popular 
music. A company called Commercial Radio and 
Television (CRT) saw the need to have recording 
equipmentequipment in the country and soon acquired the 
country’s nirst disc-cutting machine. This gave 
them the impetus to start recording local pop 
bands. Later, in the early 1970s, CRT folded and an-
other company, Music Recording Services (MRS) 
brought in the nirst 4-track studio, which recorded 
an all-white group called Holly Black (Zindi, 1995).

At the same time, contact was 
made with Brunswick Gramo-
phone House in South Africa, 
which had been set up by Eric 
Gallo to distribute records from 
the US-based Brunswick Records 
in South Africa. However, notic-
ing the lack of recording facilities 
in Zimbabwe, Gallo decided to 
extend his recording facility to 
Bulawayo - nirst by providing a 
cheap studio that would only 
record demo tapes, which would 
later be completed and mixed in 
SouthSouth Africa.  Around the same 
time, Teal Record Company, a 
subsidiary label of EMI Records, 
was also established in Salisbury.

The early recordings of these 
companies were not very suc-
cessful because the market was 
dominated by South African and 
Western records. Zimbabweans 
had been conditioned to like 
music coming from outside the 
countrcountry.  Bands that did record 
within the country, such as the 
King Messengers’ Quartet, re-
ceived a poor reception as the 
‘now-westernized’ Zimbabweans 
were not interested in buying 
t h e m .

1 9 7 0 s
In the late 1960s, Gallo decided to 
send West Nkosi, a leading South 
African producer, to record some 
Zimbabwean musicians. Success 
began to knock on Gallo’s Zimba-
bwe door.
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Soon another company, Adver-
tising Promotions Limited 
(APL), imported an 8-track re-
cording system, which was used 
extensively by Teal and Gallo, 
the two recording companies 
now established in the country, 
for their local recording artists. 
The cutting of lacquers still had 
to be done in South Africa until 
1975, when CRT sold its 
disc-cutting machine to Teal Re-
cords. In the same year, a further 
eight-track recording and 
mixing console was imported 
into the country. This was in-
stalled at Blackberry Studios, 
which concentrated mainly on 
radio programmes. This equip-
ment was later moved to Shed 
Studios, which started recording 
local musicians on behalf of Teal 
R e c o r d s .

By the late 1970s, hits from local 
musicians began to trickle in. 
Gallo scored its major success 
with a band that had been 
around for quite some time, The 
Green Arrows. The album Chipo 
Chiroorwa sold in large quanti-
ties.ties. Other groups such as The 
Great Sounds also sold large 
quantities with hits such as 
‘Anopenga Ane Waya’

Teal Record Company, Gallo’s 
rival, wanted the same commer-
cial success. They found it inevi-
table (against the then govern-
ment’s wishes) to put revolu-
tionary songs on record. They 
took a chance with the album 
“Hokoyo” by  Thomas Mapfumo 
in 1979. It paid off..

1980s and 90s
InIn 1980, Teal bought shares in Shed Studios and 
changed its name from Teal to Gramma Records. 
More equipment was bought and the studio 
became a 16-track facility. Two years later, it was 
transformed to a 24-track facility using two-inch 
tape spools for recording. The studio was later 
re-named Mosi-Oa-Tunya after some of the direc-
ttors, including Steve Roskilly, pulled out of 
Gramma Records. Roskilly kept the original name. 
When they became overwhelmed by musicians, 
the two companies headed by John Grant and 
Tony Rivett decided to merge. Thus Gallo became 
Zimbabwe Music Corporation and Teal became 
Gramma Records. Later, in the late 1990s, another 
plplayer, Metro Studios, entered the recording 
s c e n e .

As the industry became more organized, and with 
the merger of Gramma Records and Zimbabwe 
Music Corporation, studio engineers and produc-
ers became necessary.  These were recruited 
among musicians of the time.  Most of those who 
became producers started off as studio engineers. 
That was designed to give them ample time to 
stustudy and understand the recording equipment 
they were using. Engineers who eventually 
became producers included Henry Peters, Peter 
Muparutsa, David Scobie, Hilton Mambo, Brian 
Rusike and Alois Muyaruka. At Shed Studios the 
main producer was Steve Roskilly, while at 
Gramma Records  and Zimbabwe Music Corpora-
tion, Chrispen Matema, A.K. Mapfumo, Tymon 
Mabaleka and Bothwell Nyamhondera became the 
main producers. Metro Studios employed ex-Hara-
re Mambo bassist, Clancy Mbirimi, as its producer.

Current Challenges: With the arrival of compact 
discs (CDs) to replace vinyl records, this new tech-
nology brought with it many challenges for estab-
lished record companies. Internet ubiquity al-
lowed music fans to download and share music 
freely. This changed the game drastically.This real-
ity spawned a new danger as new players came 
onto the scene since it was now easy 

to set up a recording studio that 
could burn CDs. This led to the 
establishment of independent 
labels, which saw many musi-
cians deserting their record 
companies at the expiry of their 
contracts. The record compa-
nies saw this as an encroach-
ment by other industry players 
onto their turf. This situation 
was made worse by the econom-
ic meltdown in the country be-
tween 2004 and 2008. Anthony 
Hagelthorn, who had acted as 
managing director of the 
merged Zimbabwe Music Cor-
poration (ZMC) and Gramma 
Records, threw the towel in and 
left the industry altogether. Elias 
Musakwa, a musician-cum-busi-
nessman and politician, took 
over and merged the two com-
panies with his own Ngaavon-
gwe Records.
New players that came on the 
scene as a result of this new 
technological development in-
cluded Corner Studios, Diamond 
Studios, Gospel Train Studios, 
Monolio Studios, Mac Dee’s 
Studio and several others.Al-
though the technology had 
made it easier for musicians to 
become independent, there was 
another threat, brought about 
by piracy.  The pirates found it 
easier to reproduce and sell re-
corded music that did not 
belong to them. Musicians who 
were accustomed to receiving 
royalties for their recordings 
could notstomach the advent of 
music piracy that came with the  
digital revolution since this af-
fected their income. 

Gondo (2012) describes this phenomenon as fol-
lows: “The ubiquity of low priced pirated CDs and 
DVDs on the Zimbabwean streets is the new goril-
la that is eating the artist’s lunch.”  
As a response to these technological develop-
ments, in October 2011 the Zimbabwe Association 
of Recording Industries (ZARI) introduced a 
“budget CD and DVD” (Vhori, 2012). The music in-
dustry touts the product’s authenticity and high 
quality for the same price of the pirated products, 
which are of variable quality. When it comes to 
distribution, ZARI contends the budget CDs and 
DVDs will be available to all music retailers and 
market traders, as well as main Zimpost offices. 
However, Gondo (2012) argues that while these 
outlets certainly make sense, they are not suffi-
cient because the pervasiveness of pirated 
CD/DVD vendors on every pavement and intersec
tion surely is far more convenient for consumers. 
ZARI is essentially trying to replace the pirate. As 
great as this move to embrace digital is, it will not 
solve the revenue loss from CD/DVDs. Historically, 
the prices of original CDs have been much higher 
than the standard $1/unit pirate price.

The migration to a standard/fixed price model in 
the music business is not unique to Zimbabwe. It 
is also found in East Africa, the United Kingdom 
and the USA. Apple pioneered the model through 
its iTunes store. iTunes introduced a 99c/song 
price for any and every song in its store. Gondo 
(2012) contends that though this price was agreed 
toto by the music industry (basically the major US 
labels: Warner Music, Universal, Sony and EMI), it 
represented more of a ceasefire than a truce in the 
digital music wars.

Looking ahead, one can safely say that performing, 
touring, merchandising, sponsorship, royalties 
and other commercial tie-ins are the new reality 
in the music business. The heavy reliance on re-
corded music through CD sales is over.
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ZIMBABWE’S MULTI-MEDIA TRADE SHOW

VENUE :THEATRE IN THE PARK
DATES: 4 & 5 SEPTEMBER 2019

WATCH PRESS FOR DETAILS

SOUND   STAGE   LIGHTS   POWER   LED SCREENS  TRUSSING
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In this article I will just talk brieely about mi-
crophones and just two types. Since there will 
be other editions of this magazine, other types 
will be discussed then. 

In this particular edition I will only scratch the 
surface of 2 microphone types. 
The boundary microphone and the Lavaliere 
microphone, commonly known as the lapel. 

A microphone is an input transducer that con-
verts acoustic energy into electric energy. (A 
transducer is a device that converts one form 
of energy into another).
All Microphones have two basic components: 
The diaphragm, and the generating element. 
The diaphragm is a membrane that vibrates in 
accordance with the pressure variations of a 
sound. The generating element converts the 
diaphragm vibrations into electrical voltage. 
This generating element is one of three factors, 
whichwhich determine the type of microphone. The 
kinds of generating elements vary greatly in 
expense, eidelity, complexity, ruggedness, and 
l o n g e v i t y .

BOUNDARY MICROPHONES: A boundary mi-
crophone is a miniature electret condenser 
capsule that is mounted face down next to a 
sound reelecting plate. Due to this construction 
the microphone diaphragm receives both the 
direct and reelected sounds in phase at all fre-
quencies, no phase cancellation. Boundary mi
crophones can be taped to the underside of a 
piano lid, on a wall (for room ambience) or on 
any hard surface to make it directional. These 
microphones are excellent for stage eloor 
pickup of drama and musicals.

LAVALIER MICROPHONES: La-
valier microphones are very 
small, have electret diaphragms, 
and are designed to pin directly 
to clothing or hung on a lanyard 
around the neck. The advantage 
of a lavalier microphone is that 
itit is attached directly to the 
person, so the distance between 
source and microphone re-
mains constant and therefore 
the sound quality remains more 
consistent. These microphones 
are used in TV and stage pro
ductions and are often eitted 
with a radio transmitter. Care 
must be taken to avoid extrane-
ous noise from clothing.

Something to think about: 
Why is it that studio condenser 
microphones are common for 
vocal recording in studios but 
aren’t preferred in live record-
ing setups. Yet the quality of 
production ie on vocals to the 
lay man on the street is indistin-
guishable. Can’t a simple dy-
namic microphone perfom the 
same in studio? 

Written by: Mbaki Nley

K N O W    A    L I T T L E    A B O U  T 
M I C R O P H O N E S
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AMPLIFIED  PRODUCTION EXCELLENCE

E V E N T S

S E R V I C E S

R A E L Y N P R O D U C T I O N S

    Audio Visual Technical Consultancy

    Audio Visual Istallations

    Audio. Lighting. Stage. LED Walls. Video 
  Recording & broadcasting

    Events Production

    Events Management

    Events Concept & Design    Events Concept & Design
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Motivated by Innovation for production excellenccy

Kindly visit our Raelyn Productions website to find out 
more information about us & to stay updated on our 

latest events and so much more!

Also follow us on 
Instagram @ raelyn_production
Facebook @ Raelyn PFacebook @ Raelyn Productions

Some of the brands we deal with:
Shure. Allen & Heath. Soundcraft. Yamaha. JBL. RCF. 

HK AUDIO. DW Drums. Black Magic. 

+263771296333
+8615131190956
+263782725919

2741 C2741 Crowhill
Borrowdale 

Harare

raelynproductions@gmail.com
nyakondacarlton@yahoo.com
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RUNNING
 
A

RECORDING

STUDIO
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1. BE CONSINTANT: Turn out excellent 
work on a consistent basis
.
2. BUILD A GR2. BUILD A GREAT STAFF: Nothing 
beats a seasoned staff of pros with di-
verse experience, a great work ethic, 
and a commitment to their own engi-
neering  practice.

3. FOCUS ON SOUND: An acoustically 
correct facility that is  itted with 
well-maintained, professional record-
ing equipment is a major reason 
people will  choose to work in your 
studio.

4. HAVE CUSTOMER FOCUS:Listen to 
your customers’ feedback, meet their 
needs, and always be kind and profes-
sional. Repeat business and referrals 
will follow.

5. NAIL YOUR DEADLINES: Getting 
your clients’ work done on (or before) 
the agreed time frame is imperative – 
blowing peoples deadlines just 
doesn’t work.

6.6. BE A LEADER: Stay engaged in your 
industry and think about what’s 
around the corner. Clients expect you 
to help them adapt and do new things 
in the music business
.
7.7. BE RESPONSIVE: Respond to inqui-
ries and requests in a professional, 
knowledgeable, and timely manner.

8. HAVE A GOOD ATTITUDE: You and 
your staff must have positive, friendly, 
and helpful attitudes.

9. MEET YOUR CLIENT’S NEEDS: A re-
cording studio is a service business: 
it’s really all about what the client 
w a n t s .

10. DEVELOP RAPORT WITH YOUR 
CLIENTS. Give your clients a sense that 
you are in it together, that their con-
cerns are your concerns, and you will 
do everything in your power to make 
their project world class.

11. CARE ABOUT THE PEOPLE YOU 
ARE WORKING FOR: Genuinely caring 
about your clients and their projects is 
a huge part of building lasting relation-
s h i p s .

12. MANTAIN A CLEAN ENVIRON-
MENT: A professional environment 
that lends itself to the creative inspira-
tion of making music is part of what 
your clients are paying for
.
13. OPERATE LIKE A BUSINESS: You 
need a well-planned operating system 
for marketing, booking, daily adminis-
tration, and a view to the future

14. DON’T NICKEL AND DIME: Go the 
extra mile without charging for every 
1/5 mile like a taxicab. Sometimes that 
extra reprint or free use of stu-
dio-owned musical instruments will 
win you a client (and advertiser) for 
l i f e
.
15. KNOW THYSELF: Cultivate an abili-
ty to identify your own areas of excel-
lence and pursue clients and referral 
sources who know and appreciate 
those qualities. 
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African Contemporary & Afro Jazz Singer

Memory Chinamasa

CM
moments

African Contemporary & Afro Jazz Singer

Memory Chinamasa
African Contemporary & Afro Jazz Singer

CM
moments

African Contemporary & Afro Jazz Singer

Memory Chinamasa
African Contemporary & Afro Jazz Singer

Memory Chinamasa
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My Profile

From dancing in the Dangamvura Pry School’s traditional dance 
group back in the 90’s to collaborating with some of Zimbabwe’s 
well known musicians has been the life of upcoming Afro-pop 
diva Memory Chinamasa.

The pursuit of a musical career started in the year 2010, and ever 
since doors of opportunity opened a pathway to musical maturity 
and performance growth.

Music that has shaped MemorMusic that has shaped Memory’s career path includes 1. Maput-
senu prod: Mono Mukundu
2. Single-Chengetedza Hupenyu feat: Jah Prayzah
3. Single - Moto
4. Single- Ndakususwa prod: Oskid

 A carefully chosen and strategized path of mostly playing corpo-
rate events landed her a chance to share a stage with Oliver 
Mtukudzi at the Chimanimani arts festival in 2013.

Beauty has lots of brains though seldom; memory is a fully em-
ployed prisons officer and currently working on her honors 
degree with MSU in music. Having leant at Mutare Girls high, she 
holds a lot of certificates, some including one from the Institute of 
Personal management Zimbabwe. 
Memory is a proud mother of two daughters, though despite her 
humble beginnings she sets her gaze on the limelight of the local 
entertainment sector.

CM
moments
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Sound in Filmmaking: “Sound” 
refers to everything we hear in a 
movie — words, sound effects, and 
music. Sound is used in  lm to 
heighten a mood, provide us with 
information about the location of a 
scene, advance the plot, and tell us 
aboutabout the characters in the story.
There are two categories of sound 
in  lm: Diegetic and Non-Diegetic. 
Diegetic Sound refers to all those 
audio elements that come from 
sources inside the world we see on 
the screen, including dialogue, 
doors slamming, footsteps, etc. 
Non-DieNon-Diegetic Sound refers to all 
those audio elements that come 
from outside of the  ctional world 
we see on screen, including the mu-
sical score and sound effects like 
the screeches in the shower scene 
in Psycho.

How do Sound Effects help to 
Shape a Film?: Sound effects can 
be used to add mood or atmosphere 
to a  lm by creating a soundscape 
that accents or adds another layer 
of meaning to the images on the 
screen. Pitch, tempo, and volume 
mamay be altered to indicate how the  
lmmaker expects the audience to 
respond to a given noise. For in-
stance, high-pitched sounds, in-
cluding screams or squealing tires, 
help to create a sense of anxiety, 
while low-pitched sounds, including 
the sounds of waves or the swinging 
of a door, can be used to create a 
sense of calm or mystery.

Perhaps the most interesting use of 
sound in a movie is the very ab-
sence of it: silence. At key points in 
a  lm, directors may use silence in 
much the same way that they would 
use a freeze frame. Both tend to 
arrest the audience’s attention to 
highlighthighlight some action or change in 
story direction. Silence can be used 
to build up a scene’s intensity or to 
foreshadow impending doom.
In recent years, special sound ef-
fects have been added to movies in 
order to heighten the  lm experi-
ence. Many of these sound effects, 
including explosions, phaser blasts, 
wind, and animal sounds are drawn 
from computer sound effects librar
ies and are added to a  lm after the 
movie has been shot. Besides creat-
ing louder and more dramatic 
movies, these effects have tended to 
draw more attention to movie 
sound. With advancements in sur-
round sound, sound effects have de
veloped a more “directional” ele-
ment, appearing to come from a 
speci c place or direction. This di-
rectional quality of sound (along-
side elements such as echoes) en-
hances a three-dimensional sense 
of space in the movie.

AUDIO MAKES 70% OF THE FILM

THE END...
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WE ENROL

WE TRAIN

# P U S H I F A D E R

w w w . a u d i o a c a d e m y . c o . z w
i n f o @ a u d i o a c a d e m y . c o . z w 
f a c e b o o k : a u d i o a c a d e m y z w 
+ 2 6 3 7 7 8 8 7 8 8 2 6
+ 2 6 3 8 6 4 4 2 7 6 3 7 7

FULL TIME PROGRAMS
A U D I O   E N G I N E E R I N G
A U D I O   P O S T   P R O D U C T I O  N
S O U N D   F O R   F I  L M
M U S I C   P R O D U C T I O N

SHORT COURSES
S O U N D   F O R   C H U R C H E S S O U N D   F O R   C H U R C H E S 
M U S I C   B U S I N E S S 
M I X I N G   &   M A S T E R I N G

WE SEND
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WHY GDZ
Graphic Designers Zimbabwe (GDZ) is a hub for the graphic design com-
munity, promoting knowledge sharing, continuous learning, research, 
advocacy and mentorship. We work to establish professional standards, 
best practices and innovative thinking within our industry and beyond.

GDZ will fulfil its mandate at a local level, supporting members through 
organising projects and events to educate, inform and connect creatives 
from Zimbabwe.

MEMBERSHIP
GDZMembers enjoy a professional advantage. The Association provides 
members with the backing of a credible, legislated professional organi-
zation in the conduct of their business.

GDZ Membership communicates dedication and commitment to the 
profession. GDZ Members have access to a credible forum for profes-
sional dialogue and the exchange of information and ideas.

CERTIFICATION
The Registered Graphic Designers Zimbabwe (GDZ) certification denotes 
a quality signal to buyers of graphic design services, helping them distin-
guish between graphic designers and persons with little or no training 
who purport to offer graphic design services.

Through our large and active membership base, we are able to provide a 
unified and credible voice for graphic designers when lobbying busi-
ness, educational institutions and government with respect to issues af-
fecting graphic designers. We are also able to heighten awareness of the 
skills held by graphic design professionals and the value of design as a 
strategic business tool.
 
GDZ depends on strength in numbers to speak effectively on behalf of 
the profession. Lend your support by joining our ranks.
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The circuit topology of the Rupert Neve Designs 5088 Shelford Recording Console is unprecedented. With 
custom transformers coupling every single input and output (including the inserts), the sweet musical 
performance and bulletproof isolation expected from a Rupert Neve design are assured: there is not a 
single compromised signal path in the entire console. For signal ampliiication and control, all new, high 
voltage, discrete op-amp cards have been developed speciiically for the 5088 that eliminate crossover dis-
tortion while offering extended headroom, dynamic range, and frequency response.
Unrivaled Pedigree

Sound Without Compromise: To stay current in the recording business you must be able to continuously 
adapt your environment to the needs at hand. Because the 5088 is completely modular, channel strips and 
Portico processing modules like EQ, microphone pre-ampliiication and dynamics can be added or re-
moved to meet constantly changing demands and eliminate the massive redundancies of consoles from 
yesteryear. If you don’t need it, your console doesn’t need it either.

The Input Channel: Beyond its exceptional sound quality, the 5088 channel strip is designed to effectively 
handle multiple normalled sources, creating master, group and aux mixes with great efiiciency. With 8 
auxes, 8 “Groups”, “Solo”, “Mute”, “Send Follows Pan”, “Aux to Group”, a transformer coupled direct out and 
optional motorized fader automation on each channel, even the most complex mixes are within reach.

TheThe Stereo Input Channel: In lieu of mono input channels with selectable Line 1 / Line 2 Inputs, Stereo 
Input Channels can be iitted to increase the channel count without having to add an expansion chassis. 
The Stereo Module has all of the group sends, six auxes, stereo width control, and individual trims and 
pans for each channel.

TheThe Group Channel: With 4 pairs of FX returns and aux master controls, alongside high-quality 100mm 
faders, direct outs and transformer-coupled inserts for each of the 8 mix groups, the group master section 
provides the medium to control 4 stereo stem mixes while tying together an entire array of channel strips. 
If necessary, the insert returns and stereo FX returns can be used as an additional 16 inputs for summing.

TheThe Monitor Master: The monitor master section has 6 source selections, 3 transformer-coupled speaker 
outputs, talkback, oscillator controls, 2 VU meters, stereo inserts, stereo level and control room master 
level. As with the the channel and group modules, anodized aluminum knobs provide the solid feel and re-
sponse needed for precise adjustments.

Optional SwiftMix Automation: Built around state-of-the-art motorized faders and DAW control over eth-
ernet, SwiftMix™ combines the accuracy and convenience of digital automation with the unrivaled analog 
sound of the Rupert Neve Designs 5088 Console.

L E T ’ S   A S K   P E R CY
“NOISE POLLUTION IN OUR CITIES”
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L E T ’ S   A S K   P E R CY
“NOISE POLLUTION IN OUR CITIES”
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“NOISE POLLUTION REGULATIONS”
In recent years we have seen an increase in the number of 
churches and size of congregations which has forced 
churches to invest a lot more in multimedia equipment as 
compared to back in 90s. Back then a band would have a 
bigger sound system and churches would learn from the live 
music shows and international concerts. Now things have 
changed and a normal church service is now being handled 
lilike a full concert production with sophisticated lighting, 
videos, live recording, broadcasting equipment and pub-
lic-address systems. This has seen a shift of inspiration from 
the circular concert to church service setups with standards 
in churches being raised. Churches inspire each other to 
invest in advanced technical production equipment which in 
some cases resemble a rock concert.

In most instances these sound systems are operated by vol-
unteers not professional sound engineers. The question that 
is asked mostly among these voluntary sound system opera-
tors is, “how loud the level of the sound transmission is sup-
posed to be” and the answer which comes up is, “as loud as 
possible.” This is mainly caused by competition for clamor-
ous loudness among the sound system operators in an 
tempt to show off their equipment capacity or complying with 
the demands from their church leaders, praise and worship 
members or a member of the congregation. Other causes of 
loudness are the time frames which churches will be con-
ducting services. Some churches conduct their services at 
the same time frames whilst the buildings are in the same lo-
cation or close to each other e.g. school class rooms, multi
ple story buildings, etc. 

A fact which cannot be ignored is that these high-volume 
levels tend to cause harm to the people in the congregation 
who will be in attendance of these services. With time and 
without knowledge they may cause permanent hearing dam-
ages. This poses a health threat to the members of the con-
gregation and praise team members of which the church has 
a significant role to prevent these damages and is expected 
to exercise caution to these actions. The priority should be on 
balancing the sound system, the mix and having even sound 
coverage without pushing volume levels unnecessarily too 
h i g h .

Most of the people who are not in the church auditorium 
complain that the sound will be too loud which makes 
one wonder if it’s too loud for the person outside, what of 
the person inside the auditorium. Churches that conduct 
services in buildings without sound proof which are not 
designed to be a house of worship and open-air venues 
are most likely to get complaints of high volumes from 
neighbors unless thneighbors unless they reduce their volume levels. 

In short, there are sound levels that are just too high and 
that is a fact. In most countries exposure to high sound 
pressure levels will lead to civil and criminal legal mat-
ters. Noise pollution is an infringement of human rights 
and is harmful to the people working in environments 
with high sound pressure levels. 

For the church there are a lot of other ways they can 
achieve the desired loudness without causing harm to 
the congregation.
 • There is need for stage monitors for everyone on 
stage since they cannot hear from the Front Of House 
speakers
  • Have guitar combos for guitarist and monitors for 
keyboard players
 • Get adequate equipment for the intended applica-
tion
 • Take note of the speaker dispersion and point them 
at the intended audience
 • Line arrays have better wave guide so in other 
setups it will be advised to use them rather than point 
source. (NB: there are other setups where line arrays 
may not be the best to use also so it is important to get 
expert advice)

TOO MUCH SOUND
IS A HEALTH RISK

WHAT DOES A BROADCAST 

AND 

SOUND ENGINEERING TECHNICIAN DO?

SSSSSS:      ://///.S.SSSSS. .SSSS.SS./S.SSSS //SS./S.  -.-/- SS-/-S----SSS---- SS --S-.-/
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WHAT DOES A BROADCAST 

AND 

SOUND ENGINEERING TECHNICIAN DO?
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l am De-Lukes
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I am De Lukes.
An Afrocentric musician born and bred in the 

city of kings, Bulawayo, Zimbabwe. 
The identity of my genre is a fusion of mbira 
and modern proclivities backed up by a live 
band. I have had strong interest in the arts 

from a tender age it wasn't long before ifrom a tender age it wasn't long before i
settled on music as my favored art form.

Performance Highlights:
Hifa 2018 

Watana festival lsland of Mozambique 2018
Karibu Festival Bagamoyo Tanzania

Intwasa Festival koBulawayo
Ibumba festival Ibumba festival 

Jozi book fair South Africa
to mention a few.

Social media handles instagram @de_Lukes
Twitter @de Lukes

Facebook- De Lukes @DeLukesMusic
Youtube - De Lukes

For bookings email delukesbookings@gmail.comFor bookings email delukesbookings@gmail.com
Contact +263783497827
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Today’s world has become techno 
savvy amidst an upsurge is use of 
modern technology. Cerullo (2017) 
evolution of the music industry re-
veals that change needs some para-
digm shift as response to assuring 
continuity in existence of business 
and life. Audio,  lm and video in the 
multimedia sector have metamor-
phosed due to the dictates of digital 
technology revolution.  The develop-
ing nations particularly Zimbabwe 
have not been spared by the forces of 
change alluded to. Modern technolo
gy has birthed the use of digital audio, 
 lm, sound design and synthesis, and 
video productions. Meanwhile some 
practitioners in the multimedia sector 
may disagree or concur on whether 
there should be use digital or ana-
logue, the forces of change incessant
ly place high impetus on changing 
the industry in general.

There is all wisdom in complying with 
forces of change. Historically unwill-
ingness to change in some instances 
has led to inefficiency, extinction, ir-
relevance and sadly loss of revenue. 
The debate on dominance of ana-
logue or digital is a question of per
ceived ease of use and usefulness 
(Davis, 1989) the industry players will 
remain prone to the positive or nega-
tive effects thereof.  

Davis (1989) proffers the technology 
acceptance model (TAM) suggesting 
that people like to use devices if they 
 nd ease of use and usefulness in 
them. However, usefulness and ease 
of use can only be known after per-
sonal trial. In some places trial of 
suchsuch equipment is not readily avail-
able, hence one has to be pro-active.  
The reason why some people prefer 
current equipment in the multime-
dia industry is that they may not see 
ease of use hence afraid of new 
equipment. Technophobia is a
tributed to lack of con dence and 
lack of zeal to discover what the 
modern equipment offers. Experi-
ence in this sector reveals that digital 
technology enables user to insist of 
desired quality on captured 
sound/video using efficient tools to 
manipulate in creating the  nal 
product. The use of sound technolo-
gy and or video effects through 
plugins / pre-sets help to create illu-
sion of reality and continuity. 

Digital technology offers ample time 
and space to use preferred settings 
in compression, reverberation, 
equaliser (EQ) settings etc., these and 
many others can be retrieved for use 
when needed at the click of a mouse 
button on the display of the device. 

T E N   M I N U T E S 
W I T H   D r   M u r a n d a
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Analogue equipment tends to be la-
borious; as it has to be set manually 
hence the user has to start all over for 
new sessions. For some aspirants digi-
tal technology sparks technophobia 
due to reluctance to read user manu-
als of equipment before maiden use in 
the multimedia industry. 

Users can learn in reading manuals of 
new equipment and this is where 
some users fail and opt to use their old 
familiar equipment. Zimbabwe is a 
nation with high literacy rate 88% and 
yet some are lazy to read the opera-
tional instructions on their devices. 

This problem is evident in the both old 
and young generation. The govern-
ment should support this sector with 
tax exemptions on capital equipment 
imports. Myriad software packages are 
available for use in the multimedia 
sector however some of these are not 
useused. The music industry has become 
highly competitive and people in-
volved cannot afford to be reluctant 
(Cerullo, 2017). 

People should not shy away from 
using new equipment, seeking for 
help from knowledgeable persons 
who can assist in exploiting emerging 
technologies. Suppliers of equipment, 
institutions of higher learning and 
knowledgeable persons can be useful 
inin workshops. 

To stay aaoat adjustments to change 
will continue to be part life among 
industry players. The advent of Inter-
net has given rise to exchanging in-
formation and engaging in business 
via social media with musicians get-
ting personal relations with their 
fans (Aziz, 2017). Zimbabwean play-
ers should utilise these emerging 
technologies to the fullest or risk 
stagnancy. 
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“I gig with the drummer
& groove with the bass”
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CHOREOGRAPHY SPECIALISTS FOR 
WEDDINGS   MUSIC VIDEOS & 

PERFORMING ARTISTS,
SCHOOL CLASSES

     “C  H  O  R  E  O  W  O  R  K  S”
U L T I M A T E   D A N C E  C L A S S E S   F O R   L E S S ,   T R Y   U S

CONTACTS:

+263776423383
+263775699076

D A N C E
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1. 50 IT ALL STARTS AS AN IDEA

I  A M   A L B E R T   M A T H E M A 
F U T U R E   A R C H I T E C T
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Noticeable  Works: 
Broadcast Engineer for HBS, Brazil FIFA World-Cup 2014

SABC Audio Engineer, AV Producer,
Music Producer for 40 years & Music Arranger

SOUND & LIGHT WORKSHOP
“N O T I C E”

with

F O R   J U S T   O N E   D A Y   O N L Y

SEE PRESS FOR DETAILS AND UPDATES

VENUE:
RENEWAL FELLOWSHIP

 
DATES:

21ST MAY 2019

55 HARARE DRIVE, MALBOROUGH
(next to Puma Service Station)

R.S.V.P.:+263772307 378  +263 772367957

“ANDREW GREEFF”
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Bad Sound engineer Vs Good Sound engineer 

I often tell if someone is good in their trade by how they do the little things.
e.g. a good wife is seen by how they conduct themselves and respect in-laws or in basic 
communication etc...
FFor sound companies: before hiring an audio engineer, a few basic things are taken put to 
test. ese include folding a cable, running cables, how to carry speakers, packing gear 
etc.....
e reason why I am referring to the above so much, is because one attribute of good 
audio engineers is how they run their cables. Cables should be laid away from human 
traffic for obvious reasons...

Bad:
PUNCTPUNCTUALITY 
if you can’t keep time in professional circles, one can lose a client which could have been 
your gateway to your next SM 58.

HIDING OR IGNORING MISTAKES
is is a bad idea trust me, rather be bold enough and share it with someone else other-
wise the entire gig or event will be messed up and it will be your fault,,,,....you are as good 
as your last job...

CCONFIDENCE
Know what it is that you want to do and how to get it, if its a crispier mix know what fre-
quencies you need to know what range in the frequency spectrum you need to work on 
and how to adjust your Q (quality) appropriately.
you may add a few others on the comment box below and let me know what you think.

Good
e obvious is being the opposite of what is already described above, but, let me add just 
a few more.

Have a good & pleasing personality
Love to listen to music all types, when using headphones it should be in low volumes.
Work off feelings and emotions
Be open and ready to adapt to new technology, have internet wherever you go its impera-
tive
Have an open mind be a perpetual learner...
Share knowledge
Focus on a good mix, well balanced low mid and high frequencies and great at creating a 
good stereo  eld



1. 53



1. 54
CALL AMY: +8618027188071

A FEW NUMBERS TO NOTE

LIVE SOUND ENGINEERS

GIDEON KANTAZA (Byo)
Live Sound 
+263779683199

TAMIE BIMHA (Hre)
Live Sound
Multi Multi Tracking Rec
+263772210699

VUSA MOYO (Hre)
Live Sound 
Audio Post
+263772394908

TENDAI MADEWU (Hre)
Live SoundLive Sound
+263774528688

WISDOM GWALA (Byo)
AV Consultant
Live Sound
+263772214132

MBAKI NLEYA
Film ScoringFilm Scoring
Phsyco-Acoustics
+263778878826

SERVICE PROVIDERS

THE SHOWGROUP (Hre)
Sound & Lighting 
Acoustics
+263781690002

SOUND SOLUTION
Sound & StageSound & Stage
+263777076086

SOUND KALCHA (Byo)
Sound, Lighting Stage
+263772986153

BEAT SURGEONS
Music Recording
+263777693685+263777693685
+263712466261

HARDSOUND PRO
PA & Music Shop
+263772951105

TROPICAL MUSIC
Sound & Music Shop
+263772396020+263772396020

AUDIO ACADEMY
School of Multi-media
+263778878826
+2638644276377

EPIC SETS
LIGHTING & LED SCREENS
+263772911013+263772911013

DIVINE CONCERT SOUND
Sound, Lights, Stage, Power
+263772241860

SERVICE PROVIDERS

VALE KATAH (Hre)
Filming & Camera
+263774826236

PRINCE NLEYA  (Byo)
Sound, Stage, Lights 
+263782234816+263782234816

ERASTUS NLEYA (Byo)
Live Recording
Audio Post Production
+263774151767

JOE NJAGU
Film Director
+263772590449+263772590449

THEATRE IN THE PARK
Venue for Events 
+263772310339

AUDIO IMPERATIVES
Sound, LED Screens,
+263773687312

EVENTS EVOLUTIONEVENTS EVOLUTION
Sound, Lights, Power,
LED Screens
+263772527772



1. 55
CALL AMY: +8618027188071

A FEW NUMBERS TO NOTE

LIVE SOUND ENGINEERS

GIDEON KANTAZA (Byo)
Live Sound 
+263779683199

TAMIE BIMHA (Hre)
Live Sound
Multi Multi Tracking Rec
+263772210699

VUSA MOYO (Hre)
Live Sound 
Audio Post
+263772394908

TENDAI MADEWU (Hre)
Live SoundLive Sound
+263774528688

WISDOM GWALA (Byo)
AV Consultant
Live Sound
+263772214132

MBAKI NLEYA
Film ScoringFilm Scoring
Phsyco-Acoustics
+263778878826

SERVICE PROVIDERS

THE SHOWGROUP (Hre)
Sound & Lighting 
Acoustics
+263781690002

SOUND SOLUTION
Sound & StageSound & Stage
+263777076086

SOUND KALCHA (Byo)
Sound, Lighting Stage
+263772986153

BEAT SURGEONS
Music Recording
+263777693685+263777693685
+263712466261

HARDSOUND PRO
PA & Music Shop
+263772951105

TROPICAL MUSIC
Sound & Music Shop
+263772396020+263772396020

AUDIO ACADEMY
School of Multi-media
+263778878826
+2638644276377

EPIC SETS
LIGHTING & LED SCREENS
+263772911013+263772911013

DIVINE CONCERT SOUND
Sound, Lights, Stage, Power
+263772241860

SERVICE PROVIDERS

VALE KATAH (Hre)
Filming & Camera
+263774826236

PRINCE NLEYA  (Byo)
Sound, Stage, Lights 
+263782234816+263782234816

ERASTUS NLEYA (Byo)
Live Recording
Audio Post Production
+263774151767

JOE NJAGU
Film Director
+263772590449+263772590449

THEATRE IN THE PARK
Venue for Events 
+263772310339

AUDIO IMPERATIVES
Sound, LED Screens,
+263773687312

EVENTS EVOLUTIONEVENTS EVOLUTION
Sound, Lights, Power,
LED Screens
+263772527772

“tell a friend to tell a friend”


