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[EXEREIT

AND A REELI

We're Westwood One Mobile Recording. On the recordings for broadcast that became live albums,
cutting edge of the remote recording art. And we rule  including hit releases by Tina Turner, Brian Adams,
The Heartbreakers and The Thompson
Our trucks are ready to roll. From LA, Cleveland Twins. Or history making coverage of major events
and Boston. Within 24 hrs. of everywhere. Equipped like the Annesty International wour, Farm Aid 1l and

the road. Tom Petty and

.

N’!

with the best in mobile technology and crewed by Radio USA for Africa.

those who helped develop it. All at competitive rates. We capture it live. The sound and spirit. When and

We've earned our reputation. Our work speaks for  where it happens.

itself. Like this year’s Grammy Certificate for Best "VII\
Audio in Long Form Music Video with Huey Lewis LA

and The News' “The Heart of Rock and Roll” And live "II‘\" WE STWUUD UN E

In Los Angeles. Contact: In Cleveland. Contact:
Richard Kimball, VP. Mobile Recording  Dale Peters
(213) 204-5000 (216) 289-1900
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In Boston. Contact:
Sam Kopper
(617) 335-2208

Photography: Todd Andrews



DREAM MACHINE.

If mastering or post prcduction is your business, our new
MTR-20 is your dream machine. It's the only new %" four-
channel with 14" reels, %o give you one hour recording at 15 ips.
It also comes in Y4 ” center-track time: code, % " two-channel,
and ¥2" two-channel versions. And, the MTR-20 features
Otari’s exclusive Auto-Alignment for fully automatic calibration
of record adjustments.

You can program the “20™ to fit your personal style, with over
400 different set-ups. These range from controlled wind speed
to a complete re-ordering of the transport control buttons—you
can even make it left-handed if you want! You see, there are so
many different applications for the MTR-20 that, rather than
lock you into just on¢ mode, we let vou configure the machine
to your specific needs.

Call your Otari dealer today, and wake up to the Dream
Machine tomorrow. From Otari: The Technology You Can
Trust, Otari Corporation, 2 Davis Dr., Belmont, CA 94002.
(415) 592-8311 Telex 9103764890.

OTARI,

ﬁ“ ﬁ\ _.A W ““ .
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FROM THE EDITOR

A few days ago, some-
thing happened that made me think about how far
we've come in the communications business. A writ-
er called and said he had an article he wanted to
send in to our sister publication, Electronic Musi-
cian. | was working at my computer when I took the
call, and since he had a modem at his end, I sug-
gested he send it to me then and there over the
phone line. He did, and just seconds later his article
was scrolling across my screen.

So far, so good. But I don't edit Electronic Musi-
cian; Craig Anderton does, from his high-tech cot-
tage in Northern California. So from this point, I
punched a few more keys to get into the electronic
mail computer network and bounced the article into
Craig's e-mail box. Later that day, Craig called the
article up on his screen and applied his editorial
handiwork.

What happens when Craig is finished editing? He
can send it back to my e-mail box where it can flow
through my computer directly into our typesetting
department, where our masterful team of typesetters
apply their magic touches to keep the words going
in the right direction. And then, voila! Typeset copy,
ready for pasteup.

When I worked in a studio some years back, we
used to joke about phoning in our parts. It's no
longer a joke. Digital signal transfer has opened
new doors for all of us, as illustrated by both Bruce
Nazarian and Phil Tripp in this issue. Bruce, in his
"In Sync” column, tells us about the variety of spe-
cial interest computer networks available to music
people, while Phil e-mailed a piece from Australia
taking a closer look at Esi, a network that has gained
considerable favor with both studios and touring
organizations.

If you'd like more on this area, catch the Septem-
ber issue of Electronic Musician, which devotes the
bulk of the issue to the topic of telecommunications.

Keep reading,

David M. Schwartz
Editor/Publisher

World Radio History



URRENT

Manufacturers Meet on DAT

Manufacturers from 14 companies
involved in home entertainment equip-
ment, blank tape and software recently
met in New York City to begin a dia-
log on the future of digital audio tape
recording (DAT) in the home entertain-
ment industry. The meeting, which
was called by Chris Byrne, vice pres-
ident of sales and marketing for Akai
America, Ltd, also included A&M
Records, Arista Records, Capitol Rec-
ards, Denon America, GRP Records,
Maxell, MCA Records, Onkyo US.A.
Corp., Polygram, Sanyo Consumer
Electronics, Sony Corp. of America,
Telarc Records and Technics.

The meeting’s main focus was to
open channels of communication be-
tween hardware and software manu-
facturers relative to the technology
that will scon allow consumers to make
CD quality sound recordings of up to
four hours on a cassette about two-
thirds the size of the common analog
cassette. The attendees agreed to con-
tinue the discussions in the future.

Studer/Philips
Agreement Signed

The joint venture agreement for re-
search and development of CD-related
professional studio systems (June,
“Current”) has been signed by Philips
and Studer, with each partner hold-
ing a 50 percent share in the new
Studer and Philips CD Systems AG,
headquartered in Regensdorf, Switzer-
land. Chairman of the board will be
Dr. Willi Studer, with Dr. Pieter Berk-
hout occupying the post of managing
director. Products and distribution for
the new company will draw on the
resources of both parent companies.

Sam Ash Hosts Women in Music

The Sam Ash Music Corp. is spon-
soring an all-day festival September
27 in New York City's Union Square
Park in recognition of the growing role
of women in music. The three-stage
festival is being presented by the Uni-
versal Jazz Coalition, Inc. which has

produced the New York Women'sJazz
Festival forthe past nine years. Organ-
izers are soliciting donations for the
event and can be reached at (718)
347-7757.

Gand Musictech ‘86
September 13 & 14

Gand Music & Sound will hold their
Musictech ‘86 at the Skokie, Illinois
Holiday Inn, September 13 and 14.
The session of seminars, demonstra-
tions and workshops will include over
40 exhibiting manufacturers and
many well known musicians and pro-
ducers discussing topics such as dig-
ital sampling, sound reinforcement
and the recording of film soundtracks.
Exhibitors will include Akai, E-mu
Systems, Fairlight, JBL, Lexicon, Otari
and Tascam. Call (312) 446-4263 for
further details.

SHAPE Moves CD Plant

SHAPE Optimedia, Inc., of Kenne-
bunk, Maine, is in the process of relo-
cating their Compact Disc production
operation to the former ComputerVi-
sion facility in the South Sanford In-
dustrial Park, in Sanford, Maine. The
four-year-old 100,000 square foot
space will allow SHAPE to achieve
production goals of 20 million discs
by the end of 1987 and 40 million per
year by 1988. The new facility will
also allow SHAPE to offer mastering
and packaging services.

Video Facility Study Released

A research study titled "The U.S.
Video Facility Industry: The Business
and Hardware and Tape Marketplace”
has been completed by Market Tech
Associates and released to charter
subscribers.

Among the findings from the 217
guestionnaires returned and the 409
phone interviews with video facilities
and services were that 1986 sales
volume in this industry would reach
$1.25 billion and that the average
spending per facility on equipment,
alone, will be $395,000 this year. The

250-page benchmark study is avail-
able in two parts: the statistical results
with analysis, and a Leadership Study
of the industry’s key executives. For
more information, contact Market Tech
Associates, 295 Madison Ave., Suite
3300, New York, NY 10017.

NAMM Draws 24,175

The Summer Expo for the National
Association of Music Merchants in
Chicago drew 24,175 attendees in-
cluding 11,732 buyers, 8,154 exhibi-
tors, 217 manufacturers’ reps, 708
non-exhibiting suppliers, 213 press,
2,308 exhibitors’ guests and 846 VIPS
and visitors. The buyer attendance
was up 28 percent from the 1985
Summer Expo in New Orleans. Total
exhibiting companies was 575, occu-
pying 283,615 square feet of dis-
play area.

SPARS Expands Test Program
The Society of Professional Audio
Recording Studios (SPARS) has an-
nounced that, beginning in December,
educational institutions and recording
studios will be allowed to administer
their National Studio Exam for record-
ing engineers, a program they created
last year in conjunction with the Edu-
cational Testing Service. SPARS will
be assisting the school or studio with
publicity, registration, materials, scor-
ing and other aspects of the proce-
dure. For more information, contact
the SPARS office at (818) 999-0566.

Nestor to Produce CD’s

Nestor International Corporation
plans to enter the CD production busi-
ness with support from General Elec-
tric “late in 1986 with initial annual
capacity expected at ten million
discs,” according to president Tom
Nestor. Nestor's 40,000 square foot
facility currently under construction
will house mastering, molding and re-
search equipment for CD’'s, CD-ROM
and CD-I products. For more informa-
tion, contact Nestor at 44-17 30th Ave,,
Long Island City, NY 11103.
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PR99 MKIl MASTERING PERFECTION

You rehearsed long hours. Spent more hours lay-

ing down tracks. And a few more adding over-
dubs. Now it's time to mix down to your stereo
master. This is no place for compromise. Insist on a
two-track recorder from Studer Revox, a company
dedicated to music mastering perfection.

Tour the premier recording studios of the
world — from Abbey Road in London fo
Power Station in New York to Lion Share
in Los Angeles — and you'll find they have
one thing in common: mastering re-
corders from Studer of Switzerland.

Granted, their Studer decks cost in the
neighborhood of $10,000. But, for about
one-fifth that amount, you can own a
two-track mastering recorder with the
same bloodlines — a machine which
draws on the same advanced audio
technology and the same world-re-
nowned expertise in precision manufac-
turing. The PRY9 MKII.

Like its “big brothers” in top studios, the
PR99 MKl is built for long-term perform-
ance. The transport chassis and head-
block are solid diecast aluminum, milled
and drilled with exacting precision. So
the parts fit together right. And stay to-
gether for a long time.

The PR99 MKIl is also loaded with profes-
sional features: Balanced and floating
+4 inputs and outputs. 102" reel capac-
ity. Tape dump. Self-sync. Input switching
for tape echo effects. Output mode
switching. Edit mode switch. And built-in

front panel vari-
speed. Options
include steel roll-
around console,
monitor panel, and
remote control.

The new microproces-
sor-controlled counter

locator saves time (and

cools tempers!) in tricky
mixes. Touch a bufton and

go to zero. Exactly to zero.
Touch another button and go

to alocate point, which can be
entered from the keyboard or “on
the fly” from the counter. Because
PRG? MKIl finds your cues, you can
concentrate on your mixing.

In overall sound quality, we believe
the PR99 MKIl once again steps out in
front of the competition. SO when you
finish mixing, you hear a playback which
captures all the excitement of your tracks.

But that's for your ears to decide. Contact
your Revox Professional Products Dealer and
arrange an audition. Why settle for less than
mastering perfection?

REVOX

Studer Revox America, Inc., 1425 Eim Hill Pike, Nashville, TN 37110/(615) 254-5651
Circle #002 on Reader Service Card
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NOTES

Korg USA has opened a 15,000 square foot
complex including offices, a sound room and
a warehouse to provide more services and
support for their west coastdealers. The facil-
ity is located at 7886 Deering Ave. Canoga
Park, CA 91304, (818) 888-2022...Valley
Audioopened an Atlanta branch office, head-
ed up by Ridge Nye, formerly of Interface
Audio. The new office can be contacted at
PO. Box 467278, Atlanta, GA 30346, (404)
252-7968. ..]J.W Davis & Co., commercial
sound manufacturer in Dallas, has named
Jack Tucker vice president of sales. .. ADA
Signal Processors, Inc. has appointed Bill
Houston as chiet engineer...Robert W
Sandell has been chosen as vice president
of marketing and sales at Kurzweil Music
Systems...Cubicomp Corporation has
expanded and relocated its headquarters to
21325 Cabot Blvd,, Hayward, CA 94545...
Design Direct Sound, Inc,, of Seattle, WA,
has entered into an agreement to market
mixing consoles manufactured by Walker
Audio Visual Engineering under the DDS
name...Simon Systems has moved to a
new facility at 707 Clear Haven Drive, Agoura
Hills, CA 91301, (818) 707-9980. . .One Pass,
the San Francisco-based teleproduction cen-
ter, has announced the completion of its
acquisition by the George Banta Company,
one of the nation’s largest graphic arts and
printing companies. . . Advanced Music Sys-
tems has relocated its facilities to a 28,000
square foot building at Billington Road, Burn-
ley, Lancashire, U.K. BB11 SES...Musica-
tion has opened a Music Technology Cen-
ter, at 1600 Broadway in New York City, fea-
turing a wide variety of services and resourc-
es for electronic musicians. They can be
reached at(718) 680-5500. . . Samson Prod-
ucts Corporation has expanded to larger
quarters, including a 6,000 square foot ware-
house, at 124 Fulton Ave., Hempstead, NY
11550. . .Robert A. Slutske has been named
senior product manager of video editing sys-
tems for the audio-video systems division of
Ampex Corporation. . .JamesD.Sullivan
has been promoted to director of DeltaLab,
the pro audio division of Analog & Digital
Systems. ..Audio Precision, Inc. has an-
nounced the appointment of Adolfo Rodri-
guez as marketing product manager for the
company's System One audio test equipment
...SPARS is making available cassette tapes
of their recent studio business conference on
the seminars "Obedience Training for Bank-
ers,” "Insurance Costs” and "Investment
Analysis and Cash Flow.” For more informa-

tion, write to the SPARS National Office, PO.
Box 11333 Beverly Hills, CA 90213...Su-
zanne Foster has been appointed market-
ing coordinator for Audio Kinetics Ltd. ..
Syn Aud Con will be holding an "Intelligi-
bility Workshop™ in Chicago, September 23
through 26, with Rollins Brook of BBN,
David Klepper of Klepper Marshall King,
and VMA Peutz of Peutz & Assoc. Call(714)
728-0245 for details. .. Mitsubishi’'s pro
audio group has announced the appoint-
ments of Allen Rumbaugh as their new re-
gional manager for the mid-America district,
Saul Walker as new manager for broadcast
marketing for the New York regional office,
Ralph Moss as eastern regional sales man-
ager and former SPARS president Jerry
Barnes as an “informal advisor” to the firm
...Anchor Audio has announced the pur-
chase of the ROH product line of intercom
systems, audio distribution networks and
audio line monitors. . . Panasonic Industrial
Company has named James Murray west-
ern regional sales manager, Chris Forman
marketing manager and Greg Braithwaite
central regional sales managerforits RAMSA
operations. . .Harold George, of Indiana
Electronics has been elected president of
the National Sound and Communications
Association...Aphex Systems Limited
has announced the appointments of Upstate
Marketing as representative for Upstate New
York, and Jack Nead & Assoc. as rep for
Kansas, Missouri, Nebraska and lowa. . .The
James Lloyd Group has formed as a nation-
al executive recruitment company specializ-
ing in entertainment industry technology, at
PO. Box 3, Ashland, Oregon 97520...ADM
Video Productions Inc. has opened a new
production facility at 40 Seaview Blvd., Port
Washington, NY 11050...Bill Rickard has
been appointed vice president for marketing
for Spectrum Magnetics, Inc....Sherwin
H. Becker, vice president of engineering at
Allied Film & Video, Detroit, M], has been
appointed manager of engineering for the
Society of Motion Picture and Television
Engineers...Capron Inc, of Needham,
MA, has acquired Timbre Audio, of George-
town, MA...Orion Research, of Cleveland,
OH, has appointed Tom Harmon to the posi-
tion of production manager. . .the audio sys-
tems division of Pierce-Phelps, Inc., Phila-
delphia, PA, has added Thomas Knauss,
sales engineer; James Ritz, senior audio en-
gineer; and Jerry Williamson, sales repre-
sentative.
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“It Outpe;fmms that - Dd a uilt n USA.
well-known console, R
for much less money.??

ompare features, specifications, sonic performance

and dynamic automation options, and you'll agree. Key
features: Fully parametric EQ on all 4 bands. Eight echo/
cue sends. Dual stereo mix buses. 60 segment LED
meters with spectrum analyzer. 24 track monitor, from 20
to 60 inputs. Field expandable frame. Three levels of
automation options.

Typical performance: Transformerless + 28 dB
outputs. EIN at —129 dB. Output noise at —86 dB. IM
distortion at 0.02% with VCAs. Crosstalk at —80 dB.
Wide band frequency response. Excellent RF immunity.

With prices starting at less than $50,000, it all adds
up to a professionat studio console system offering an
unequalled performance/price ratio. Call or write for our
comprehensive brochure.

Optional IDF Faders

A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMEN™ CORPORATION

Headgquarters: 225 Parkside Drive, San Femando, CA 91340 * Phone (818) 898 2341 ¢ Telex 311784

New York: Suite 1530, 555 W. 57th Street, New York, NY 10019 « Phone (212) 713-1600 ¢ Telex 703547
Nashville: Suite 306, 104 Eastpark Drive, Brentwood, TN 37027 ¢ Phone (615) 371 6602 « Telex 5106017477
Canada: 2602 Esplanade, Toronto. Ontario M5A 1)2 * Phone (416) 365 3363 * Telex 06219839

United Kingdom: | Fairwav Drive. Greenford, MIDDX UB6 8PW ¢ Phone (01) 5780957 + Telex 923003

Circle #003 on/ReuderService'Card



NORTH CENTRAL

Recording activity at Studio A, Dearborn
Heights, M, included TSR Jazz Records artist,
Dennis Coffey, digitally mixing his first jazz
album with Eric Morgeson at the console,
Bill Brooks and Eric "Lance” Livengood
assisting. . .Jazz pianist Dave Bloom was in
Chiago's Tone Zone Recording with bassist
Larry Grey and drummer Joel Spencer to
record a numberof tunes, including, “There’ll
Never Be Another You" and "Blue and Green.”
...At Comfort Sound in Toronto, The Ny-
lons taped three radio jingles for Levis, and
Jack De Keyzer finished work on his new
EP...At Solid Sound Inc.,, Ann Arbor, M|,
professor Michael Udow produced an al
bum forthe University of Michigan’s percus-
sion ensemble, with Rob Martens engineer
ing. ..Pete Special of Big Twist & the Mellow
Fellows was in at Paragon Recording (Chi-
cago, IL) laying tracks on two new cuts, titled
"Fat Back” and "Street Music.” The project
was produced by Gene Barge; Bob Kear-
ney engineered...Chicago Trax’s studio
activity included Darryl Thompson produc-
ing a three-song demo for Epic recording
artist, Smoke City, for their new album. Al
Ursini, Joe Tortorici and Bob Kearney en-
gineered the project...

SOUTHEAST

Country singer John Conlee worked on a
new album at Muscle Shoals Sound Stu-
dio with producer Bud Logan...At Bias
Recording in Springfield, VA, engineer Bill
McEiroy has been engineering a project by
Sweet Honey in the Rock’s Bernice John-
son Reagon which will be released on the
Flying Fish label entitled River of Life: Har-
mony I...At Cotton Row Recording in
Memphis, musician Jeff Hale, who's worked
on albums by Waylon Jennings, David Allen
Coe, and toured with Tanya Tucker and Marie
Osmond, produced four sides for new artist
Jamie Kyle. Nikos Lyras co-produced...
Recent projects at The Terminal Recording
Studios in Jackson, MS, included an album
collaboration by Tim Lee (Windbreakers) and
Matt Piucci (Rain Parade), and Karnival
Season completed their project for MCA
Records with Randy Everett and Tim Lee
producing. . .Recent projects at Morrisound
Recording’s brand new facility in Tampa,
FL, include Agent Steel’s latest album on
Combat Records and an album for the Bell
Shoals 130-voice choir. . . Randy Scruggs
completed production on Sawyer Brown’s
third LP for Capitol/Curb. Ron Reynolds
engineered the project at Scruggs Sound
Studio in Nashville. ..

10

-

Shown reh earsi;lg at Dallas’ Omega Audio for the HBO special Fats and

Friends, are left to right Paul Shaffer, music director of the David Letter-
man show, Ray Charles, The New Orleans Raylettes, and guitar great, Roy

Gaines.
SOUTHWEST

Independent record producer Gordon Perry
produced the latest release by Stevie Nicks
forthe upcoming motion picture soundtrack,
American Anthem at his own Goodnight
Dallas. Joining Perry and Nicks was guitarist
Michael Cambell of Tom Petty & The Heart-
breakers. . .Recording activity at L.A. W Re-
cording Studios in Las Vegasincluded MCA
artist Randy Hall, mixed digitally for his new
album; engineering was Reggie Dozier...
Producer Darrell Bledsoe was in at Riven-
dell Recorders in Pasadena, TX, workingon
more material for Silver Burdett, Co, with
Steve Dady engineering. . . Goodnight Dal-
las hosted For Reasons Unknown, MTV's
recent Basement Tapes champs, who cut
demos for their upcoming album on Epic
Records. Gordon Perry produced with engi-
neer Tom "Gordo” Gondolf...

NORTHWEST

Recentactivity from Alameda, CA, independ-
entlabel Jenpet Records included a remote
digital session with The Brassworks Band,
recorded live at Oakland's Mills College, with
J.J. Jenkins at the board in the truck and
George Petersen producing. . . Atthe Music
AnnexinMenloPark, CA, Roger Wiersema
recorded demos with Ronnie Montrose.
Wiersema also mixed the title track for the
Tri-Star Pictures release Creeps...At the
Banquet Sound Studios in Santa Rosa, CA,
Death Angel completed their premiere al-
bum produced by Death Angel and Davey
Vain, engineered by Warren Dennis and
Denis Hulett. . .At Prairie Sun Recording

in Cotati, CA, Mico Weaver (Prince & The
Revo.ution) workad on :-wo songs: 1 Get Hot,”
and "You're Just a Tease,” with Steve Fon-
tano at the board and Daniel Crozier pro-
gramming the E-mu Il and Mac. . . Dan Fo-
gelberg and Russ Kunkel were in at La-
haina Sound Recording Studio {M.aui, HI)
doing overcubs for Fogelberg's new album
Niko Bolas engineered with Steve Tose and
Dave Russell assisting. .. At Montage Re-
cording Studio in Newark, CA, recent ses-
sions includad an album by Sten Robley
with James McCallum producing and Jamie
Bridges engineering. And Randy Spend-
love was in producing his band La ‘Vant’s
latest _P...At Triad Studios in Redmacnd,
WA, Steve Miller mixed his new album for
Capital Records Rick Fisher engineered
with Mike Tortorello assisting. . .Producer
Andy Kulberg was in at Russian Hill Re-
cording in San Francisco working with sym-
phony violinist Daniel Kobialka on three
new LP releases engineared by Gary Clay-
ton...AtSpectrum Studios in Poriland, OR
antists Nu Shooz were in with praducer/
manaqer Rick Waritz cutting tracks ‘or their
recently released album Poolside, with Mike
Moore and Jim Rogers engineering...SF
rockers the Yanks worked con their third
album at Starlight Studio in Richinand, CA,
this time with produce- Norman Kerner. ..
Holly Kline was in at Steve Lawson Pro-
ductions in Seattle, WA, working o1 a six-
scng demo with soundengineer Bruce Cal-
der...At Bear Creek (Woodinvil.e, WA}
Lionel Richie and Eric Clapton recorded
tracks for their soon-0-be-released aloum. . .
At CD Studios in San Francisco, True West
complated its third LP titled Hand of Fzte. The
album was produced and engineered by
Gary Hobish with assistance from Trey
Sabatells. ..
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The SP2016 offers more creative choices. From the
start, it has provided many more different kinds of
effects than other high end units. Everything from Loop
Edit sampling to our incredibly versatile Multitap pro-
gram. Plus a wide variety of very different reverbs (not
just a few basic programs with lots of minor variations).
And the SP’'s lead over the competition keeps widening,
with new available programs such as Channel Vocoder
and Automatic Panner, and new enhancements such as
MID! implementation. Because the SP2016's basic
design is so powerful, we can continue to enhance it
almost infinitely.

Star quality means stellar audio performance, too.

And that's another big reason why so many studios,
engineers, producers and artists specify the Eventide
SP2016. Some digital effects units have one or two
"hot"sounds everybody likes, plusanumber of "not-so-hot”
programs nobody likes. But with the SP2016, you get great
performance onevery reverb and effect program. Our Stereo
Room and Hi Density Plate programs, for example, are

QUALITY.

Everybody wants it. The Eventide SP2016’s Got It.

Why is Eventide’s SP2016 Effects Processor/Reverb a
part of so many hit records? Because, when you're
going for a hit, you give it everything you've got. And
the SP2016 simply has more to give. That's star quality.

smoother and denser than anything the competition
offers. But when you need "nasty”, gritty reverb sounds,
the SP2016 has them too.

So the SP2016 is as suitable for the sound of Twisted
Sister as it is for the sound of Mr. Mister. For George
Duke and Mick Jagger. Arcadia, Hooters and Bronski
Beat. Linda Ronstadt. Cyndi Lauper. Whitney Houston
and Pat Benatar. B.B. King and Johnny Mathis. Ratt and
the Roches. For all the other “star quality” performances
and hit records 'we've been privileged to be part of.
And all the hitstto come

Including perhaps, your next session. For more infor-
mation, to request an SP2016 demo cassectte or to
set-up a "hands-on demo”, call Eventide toll-free at
(8OO 116-7878.

And anytime you want an “instant” demo of the SP2016’s
star quality, just reach over and turn on the radio.

Eventide
the next step
ONE ALSAN WAYe LITTLE FERRY, NJ 07643 USA ® (800) 446-7878
NJ and outside USA: (201) 641-1200

The trademarks and titles on the album covers used in this advertisement are’ the property of the various companies listed on each album cover
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At the Village Recorder in Los Angeles,
Thomas Dolby worked on the MCA sound-
track for Universal Pictures’ Howard the Duck,
and the Talking Heads worked on projects
inthe newly reopened Studio A. . . Survivor
was in One on One Recording in North
Hollywood tracking for their upcoming rec-
ord with Ron Nevison producing and engi-
neering. Toby Wright assisted the session. . .
Working at Lion Share in L.A. has been
Michael Omartian, producing several cuts
for Donna Summer’s album on Geffen Rec-
ords. Engineering the project is Terry Chris-
tian, with assistance by Laura Livingston.
Omartian is also producing his own album
for the Reunion/ A&M label, with Christian
engineeringthe dates. . . At Wildcat Studios
(Los Angeles), rockers Call of the Wild began
work on their first LP, with in-house engineer
Mark Coffin engineering and producing. . .
IRS artists The Three O’Clock worked on
their next LP, Ever After at Mad Hatter Stu-
dios in LA. Ian "Kingfish” Broudie pro-
duced (Echo & the Bunnymen and Wall of
Voodoo)and Ian Taylorengineered. . . Brian
Setzer and The Stray Cats were in Capitol
Recording Studios (Hollywood) recording
anew LP. The Stray Cats produced with Peter
Doell engineering and Sam Ramos assist-
ing...AtSoundcastle Studios’in L.A., Den-
nis Lambert produced and Jeremy Smith
engineered, tracked and mixed the new al-
bum by the Commodores with Paul Erick-
sen assisting. . .The Angels worked on their
LPatSound Image (N. Hollywood) with guest
artists Paul Butterfield, Jerry Peterson, and
Denny Seiwell adding the finishing touches,
withJohn Henning producing and engineer-
ing...Recent activity at Sound Affair Re-
cording in Santa Ana, CA, included Adam
Ant recording for EMI Records, with Ron
Leeper and Barry Keenan engineering. . .
At Producers 1 & 2inHollywood, Bob Ezrin
finished production on Berlin’s latest LP. ..
Bonnie Raitt did the final mixes on her new
album at The Complex in West L.A. George
Massenburg and Bill Payne produced the
album; Massenburg also engineered, and
Sharon Rice assisted. Linda Ronstadt and
The Nelson Riddle Orchestra were also in
putting the finishing touches on their latest
album...At Conway Recording Studio in
Hollywood, Johnny Mathis tracked his LP
with Henry Mancini, called Mathis & Man-
cini; Denny Diante produced. Daren Klein
and Mick Guzauski engineered with help
from Richard McKernan and Jesse Peck
...At Mama Jo’s, North Hollywood, Word
recording artist Carmen mixed his new LP
with producerJohn Andrew Schreinerand
Steven Bradley Ford at the controls. . . At
The Village Recorder (West L.A.), Austral-
ian band Mondo Rock was in mixing their
LP, engineered and produced by Bill Dresch-
er with Charlie Brocco assisting. . . At the
Yamaha Research & Development Studio
in Glendale, Bob Seger was in cutting tracks
with producer Victor Flores and engineer

12

Keith Cohen...

NORTHEAST

Bill Cosby’s new comedy LP was mixed at
Broccoli Rabe Entertainment Complex
(Fairtield, NI) by Brian Drago and Tom Zepp.
The album is entitled Those of You With or
Without Children, Youll Understand, and
was produced by Camille O. Cosby. . .In at
Rawiston Recording (NYC) were Kurtis
Blow & Kuwa Music with Fonda Ray, Bic
and Grand Master J and the Twin MC’s,
co-produced by Wayne Garfield with Tom-
my Weber and Frank Grant engineering,
and T Smalios and G. Mayers assisting.. ..
Tricky T's new album for Sleeping Bag Rec-
ords was completed at LN.S. Recording in
NYC. Sam Sever produced with Robert
Kasperengineering and Chep Nunez edit-
ing...AtSigma Sound Studios in Philadel-
phia Sheena Easton recorded five songs for
her new album. The sessions were produced
by Nick Martinelli, and engineered by Mi-
chael Tarsia, Gene Leone, and Scott Mac
Minn. . .Recentactivity at Manhattan’s Plat-
inum Island Studios included Noel Point-
er recording with writer/producer Richard
Eisenstein and engineerJerry Gottus. . .The
Tangerine Dream LP, Underwater Sunlight
and the Mahavishnu Orchestra’s Adventures
in Radio Land are two of the latest projects
that were mastered digitally at Trutone Rec-
ords in Haworth, NJ. They were mastered by
Carl Rowatti and Phil Austin respectively
... Activity at New York's MediaSound Stu-
diosincluded Narada Michael Walden pro-
ducing the George Benson tune “Shiver.”
Lincoln Clapp was at the controls with Vic-
tor Deyglio assisting...The PBS Station
WHYY called on Philadelphia’s Modern
Audio Productions to assist in the produc-
tion of their new pilot, Night Music. Jack Dyke,
technical engineer for MAP, coordinated the
entire television audio portion. ..Actress/
singer Lee Merideth was in at Reel Plati-
num Recording (Lodi, NJ) with producer
Jimmy “The Whiz"” Wisner putting finish-
ing touches on hersingle “Pick Me Up”.. .In
Woodbridge, CT, Sound Concepts Inc. was
hostto 100 Faces, a New Haven-based band
working on their debut EP; David Greaves
engineered and mixed the project. . . At Pow-
er Play Studios in LongIsland, Bruce Forest
was in doing various projects, one of which
was the re-mix of the Dhar Braxton record
Jump Back for Sleeping Bag Records. . . At
39th Street Musicin NYC, Ashford & Simp-
son completed mixing their upcoming al-
bum, with Mike Hutchinson engineering
and Tim Cox assisting. Also, Rick Derrin-
ger produced Norman Nardini for CBS
Records with Tom Edmunds engineering,
assisted by Barnaby Bristol. . . Startec Stu-
dios in Washington, D.C. completed a proj-
ect with some of D.C's best go-go bands.
Redd’s & the Boys, CI's Uptown Crew,
Ovation Band, Pep Boys, Little Benny &
the Masters and Petworth Band were all
involved, produced by Verdine White (Earth,

Wind & Fire)and Tom Tom 99 (Tom Washing-
ton). TheengineerwasJack Rouben, assisted
by Chris Murphy and Stuart Casson. . . At
Giant Sound (NYC), Peter, Paul & Mary
recorded their all-digital LP for Gold Castle
Records. It was engineered and produced
by John McClure, and mixed by Malcolm
Pollock. Jeff Cox assisted. . .

STUDIO NEWS

Marin Sound in San Ratfael, CA has up-
graded itsfacility with the addition of a Studer
A-80 24-track recorder. Also added were a
number of new eftects including a Sony PCM
digital mix processor. . . Crosstown Sound-
stage is the new name for Crosstown Re-
cording (Kalamazoo, M) now that operations
have been moved to Atlanta, GA. Mix-to-
picture capability and an 1800 sq. ft. plant
are part of the expansion plans for the new
facility. For information contact: Brandon
Wade, PO. Box 52054, Atlanta, GA 30355-
0054; (404) 237-5959. . .Howard Schwartz,
president of Howard Schwartz Recording,
has reopened Studio West, the seventh stu-
dio in the Howard Schwartz complex. It is
large enough to fit 25 musicians and set up
for commercial music recording, pre- and
post-scoring for film and video, and record
production work...Horodko Soundtrax/
TL A. Productions in San Francisco has
come online with satellite recording capabil-
ity. They are now linked with other recording
studios in major cities offering broadcast
quality recording via satellite. . . SoundStage
I Recording of Battle Creek, Ml has recently
added some new equipment fo its racks in-
cluding a Yamaha DX7, Ensoniq Mirage, Ya-
maha REV7, plus completed re-wiring of its
effects/console harness. . . Steve Bramberg
has exited his post as studio managerof Bears-
ville Studios near Woodstock, NY to pursue
the formation of a record production com-
pany...Live Oak Studios in Berkeley, CA,
has acquired the first and only Publison In-
fernal Machine 90 Stereo Audio Computer
in the San Francisco Bay area. This effects
processor has 42 seconds of 16-bit sampling
with option of up to five minutes. Music in-
dustry professionals recently enjoyed an ex-
clusive demonstration of this incredible ma-
chine atan Open House Demonstration given
by Live Oak and Sound Genesis with U.S.
Publison expert, Camille Rizko, demonstrat-
ing. Alsoon hand was Lee Pomerantz of Digi-
tal Creations Corp. demonstrating the Disk-
mix Automated Editing System. . . Appletree
Sound, of Dallas, is a new synthesizer studio
complex with the latest in computer-based
recording as well as conventional 24-track
tape technologies. The studios offer one of
the largest collections of synthesizers in the
Dallas area including Emulator Il and Mirage
samplers. . .Sunset Sound (Hollywood) took
delivery of three Studer A800 Mk III 24-
track tape machines. The initial placement is
for Studio 2 which recently underwent a cos-
metic change.
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Introducing a touch-sensitive system
'hat’s not out Of reClCho It has 64 RAM memories

You naven't gotten this far ir your
career by making compromises.
That’s the whole idea behind Casio's
new line of professional products—
uncompromising performance.

It's also why we created a whole
new division to help you get the
most out of it.

And there's a lot to get. Our
CZ-1($1,399) is a full-size, 61-key
synthesizer with programmable touch
sensitivity. Initial touch, or velocity,
can be programmed to control
pitch, timbre and volume; while after
touch can be adjusted to control
modulation depth and volume.

which are loaded at the factory with
a powerful assortment of PD
sounds, or can hold the same num-
ber of sounds of your own creation.
(You can still recall any of the factory
presets at the touch of a button—
even if you have written over them.)
Our optional RA-6 cartridge
($89.95) can immediately access
another 64 sounds, for a total of 192
sounds in all!

In addition, the CZ-1 has a
new Operation Memory, which holds
64 key-splits, tone mixes and other
combinations for instant recall in the
heat of performing. The key-splits

and tone mixes themselves now have
added features to give you more
flexibility, such as separate stereo
outputs, independent detuning and
octave shifts.

Of course the CZ-1's MIDI
is advanced to the max—an 8-note
polyphonic, multi-timbral system,
which allows you to assign the 8
voices in any combination over the
16 channels of MIDI for all your
sequencing needs.

And so you can easily keep
frack of all your sounds, the CZ-1 lets
you name them yourself and shows
you which ones you're using on its
bright, back-lit alpha-numeric display.

Strapping on our AZ-1($549)
41-key, full-size MIDI keyboard con-




troller is an easy way of adding mobil-
ity to your abilities. It's battery powered,
touch-sensitive and will support all
128 program changes, even over
two MIDI channels. The AZ-1 can ke
used to control any functior of any
MIDlinstrument on the market by the
use of ten controllers, five of which
are user-definable. This aflews you to
customize its performance to match
your set-up, no matter how your
gear changes.

Adding drums to your system
IS as easy as plugging in our RZ-1
($649) sampling drum machine. It
comes with 12 PCM presets, each
with its own line output and volume
slider, for ease of mixing.

When you want to add your
own sounds, you can record up to
four different samples at a 20 kHz
sampling rate, with a .8 sec total
sampling time. And to make your
search for just the right sample eas-
ier, it comes with an audio tape of
91 drum and percussion sounds.

The RZ-1 has a 100 pattern/
20 song memory and is one of the
cnly drum machines on the market
whose memory can accept dynam-
ics from a MIDI keyboard or drum
pad. Other features include real or
step-time recording, auto-correction
up to Yes of a beat, and tape or
MIDI storage of your pattern or
sample data.

Whatever system you're using,
our TB-1($89.95) MIDI switching
thru box, will keep it neatly wired with
two inputs and 8 switchable thru ports.

Even if price were no object,
our new professional line would be
atough act to improve on. Asiit
happens, thougkh, it's the first touch-
sensitive system that's not out of
reach.

If performing is your life, you
owe it to yourself and your audience
to check out our pertormance. It's
definitely noteworthy.

CASIO

Where miracles never cease

Casio, Inc Professional Musical Products Division: 15 Gardner Road, Fairfield, N.J. 07006 New Jersay (201) 882-1493, Los Angeles (213) 803-3411
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INSIDER:-AUDIO

by Ken Pohlmann

Is there life after digital? That is the
question being asked by analog-ori-
ented audio manufacturers. Take Dol-
by, for example. That empire is built
precisely on the shortcomings of ana-
log tape. With digital steadily encroach-

DOLBY SR

ing on all fronts—professional multi-
track and 2-track, and consumer cas-
sette—is that an enviable position to
be in? On the other hand, should we
expect the installed 90,000 tracks of
Dolby A-type to quietly disappear, to
become a footnote in history?

Enter Dolby Spectral Recording, or
Dolby SR, a new type of noise reduc-
tion system for analog tape recorders.
These single-channel plug-in modules
are designed to replace the Cat. 22
card in existing and new Dolby main-
frames; the new card, Cat. 280, plugs
into Model 360 and 361 frames, as
well as M-16, with the exception of
channels 2 and 10. Other SR modules
are under development, including the
Cat. 431 module for SP and XP Series
units. To identify a SR tape, and cali-
brate levels, bursts of pink noise are
generated. Ata costof $750 perchan-
nel, 24 or 32 tracks would amount to a
down-payment on a digital multi-track.
Is SR thus a viable, cost-effective alter-
native to digital recording? Or does it
merely join other noise reduction sys-
tems as another in a family of incom-
patible products, with their fingers in
acrumbling analog dike? The answer
must begin with an analysis of SR's
design. ..

Spectral Recording is a complimen-
tary, dynamic noise reduction system;
while other systems primarily use
analysis of level changes, SR, as its
name implies, uses analysis of chang-
es in signal spectrum as well. Specifi-

cally, instead of responding to varia-
tions in overall signal waveform, SR
reacts to changing amplitudes in dif-
ferent regions of the audio frequency
spectrum. During recording, it pro-
vides additional gain to spectral re-
gions containing low and medium
level signals. During playback, the
complimentary response is imposed.
To understand the task, let's consid-
er a simple example of how the tech-
nique oflevel-dependentgainincrease,
and complimentary decrease works.
Figure 1 shows an audio signal as a
function of instantaneous amplitude
versus time; in this case, a single fre-
quency shows a gradual attack, and
decay. Figure 2 shows the signal's
changing level, exemplified by its
envelope. Figure 3 introduces a noise
floor, contributed from analog tape or
other transmission channels; in prac-
tice, tape modulation noise and other
level-dependent nonlinearities would
be present. Figure 4 demonstrates the
trick of increased gain during low
level recording, and complimentary
reduction upon playback. The result
is lower noise during soft passages,
while the signal masks the noise dur-
ing high level passages. This tech-
nique is shared by Dolby A and SR.
However, considerations of the sig-
nal as a group of time-varying com-
ponents in the frequency domain leads
to the opportunity for further masking.
Signal processing can be carried out
in spectral regions not occupied by
the signal, and hence not subject to
masking. Figure 5 shows tape noise
and tape saturation in the frequency
domain. Tape noise is no longer a
simple scalar; its time-averaged level
varies with respect to frequency. Sim-
ilarly, tape saturation (a function of
equalization, tape characteristics, and
spectra of typical program) varies with
respect to frequency. Fortunately for
both cases, human hearing is most
sensitive in the middle range, where
performance is good. A noise reduc-

tion system could decrease recording
gain for high level signals at low and
high frequencies, and increase gain
during playback, and reversing the
process applied at lower levels to
achieve noise reduction. A key ele-
ment would be the sensing of spectral
regions not occupied by the audio
signal. Figure 6 shows the SR system’s
use of a "gain surface” to process a
200 Hz tone. The curve shows the
increased gain applied to a low-level
signal by SR processing in the pres-
ence of the higher-level tone. The in-
creased gain equals the noise reduc-
tion achieved by the system. Figure 7
shows a tone with frequency of 800
Hz; the SR circuit alters its spectral
characteristics as shown. In Figure 8
the tone’s frequency is 3,000 Hz; the
noise reductions significant improve-
ment shifts to a lower frequency.

Figure 9 shows the performance
improvement claimed by the SR sys-
tem. The figure is a plot of a recorder
at 15 ips, with and without SR; in the
central spectral region, dynamic range
exceeds 105 dB measured between
three percent distortion and the noise
in each third-octave band.

Of course, such results are achieved
at the expense of a considerable
amount of analog circuitry; and the
more tricks you play, the more extra
tricks you need to cover your tricks,
etc. In theory, SR utilizes the least pos-
sible processing to achieve its results.
Let's take a closer look. ..

Figure 10 shows a complete SR
block diagram. The main signal path
primarily handles high level signals;
the side chains are additively com-
bined with the main signal during en-
coding, and subtractively combined
during decoding.

The SR processor shows kinship to
C-Type NR; however it uses three
thresholds at-30dB, -48dB, and -62dB
below reference level (20dB below
SR peak signal level). Separate gain
control is introduced as the signal

Figure 1

Figure 2

Figure 3
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500 Jolden Reel Awards

Ampex,

g)(;l(l('ll‘

Reels

Awards

CEo) >

Koot & the Gang

AARIED ‘.','. EMERGENEY
" - aviint sy

Opportunities

Ampex proudly presents its 500th Golden
Reel Award to Kool and the Gang for their album
Emergency.

Thanks to their award-winning performance,
we had our 500th golden opportunity to help.

Through seven years and 500 Ampex
Golden Reel Awards, $500,000 in charitable
contributions have been used to combat disease,
support medical research, promote the arts, help
the elderly, preserve the environment, educate
the underprivileged and more.

The Ampex Golden Reel Award is a symbol of

outstanding achievement honoring many of the
world's top studio performers. An important part
of the award is a thousand-dollar donation to the
charity of the performers’ choice.

The award is presented to albums and singles
that have earned Gold Record status and are
totally recorded and mixed on Ampex professional
studio mastening tape.

We're pleased that 500 gold records and
albums have been recorded on Ampex mastering

tape. We look forward AM pEx

to 500 more.

Ampex Corporation, Magnetic Tape Diwision, 401 Broadway, Redwood City, CA B4063, 415/367-3809
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drops below each threshold. The high-
er two stages operate in separate high
and low-frequency sections, with cross-
over at 800 Hz, while the lower level
stage operates for high frequencies
only, with an 800 Hz high pass char-
acteristic. Overlap regions extend be-
tween the high and low frequency
stages; the high frequency region ex-
tends down to 200 Hz, and the low
frequency region extends up to 3 kHz.
Each stage has a low-level gain of
8dB, thus an additive total of 16dB is
obtained atlow frequencies, and 24dB
at high frequencies.

A spectral skewing circuit is pro-
vided; it serves to de-sensitize the sys-
tem to frequency response and level
anomalies in the tape and recorder.
At very low and very high frequen-
cies, less noise reduction is needed,
thus strong spectral skewing action
can be used. The high frequency net-
work is a low pass filter with an atten-
uation characteristic similar to that
of a 12 kHz two-pole Butterworth filter.
The low frequency network is a 40Hz
high pass filter also with a characteris-
tic similar to a two-pole Butterworth
filter. The spectral skewing circuits
reduce the effects of signal compo-
nents at the extreme ends of the audio
frequency band; for example, irrequ-
lar tape recorder frequency response
might contribute supersonic interfer-
ence. The skewing action is compen-
sated for in the decoder.

To minimize audibility of process-
ing, the encoder’s design goal called
for a predetermined, fixed gain for
sub-threshold signals. Gain would be
reduced only at large signal frequen-
cies, according to a predetermined
compression law. Thus the compres-
sor attempts to fully boost all low level
signals at all times, cutting back only
at high level frequencies. Because the
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high level signal masks its own gain
change, the audible effect of this type
of compression is that the signal ap-
pears dense and brighter, but without
dynamic compression effects. Accord-
ingly, this minimizes audibility of dy-
namic changes in the decoded sig-
nal, or errors in the event of gain or
frequency response error in the
recording.

Two methods are used to approach
the design goal: an action substitution
using fixed and sliding bands, and
modulation control. Each of the five
frequency bands incorporates a fixed
and sliding-band filter, which interact
to achieve an optimal configuration.
In any stage, a fixed band is used, and
a sliding band is substituted only when
it provides better performance. This
substitution is available on a continu-
ous and frequency by frequency basis;
for example, the output from a given
high frequency stage will typically be
from the fixed band for frequencies
up to the dominant signal, and from
the sliding band above that frequency.
Conversely, the output from the low
frequency stage will be from the fixed
band for frequencies down to a low
frequency dominant and from the slid-
ing band below that. This action best
utilizes the advantages of both the fixed
and sliding bands; the encoder more
closely approximates the goal of a fully
boosted condition.

Modulation control also helps min-
imize signal-related modulation effects.
In departure from A, B and C-Types,
with a low threshold, highly limited
side chain signal under high level con-
ditions, whenever the side chain sig-
nal departs from an in-phase condi-
tion with respect to the main signal
path, the threshold is raised. Also,
after limiting has occurred, it is unne-
cessary to continue limiting as the

signal level rises. Thus side chain
level stabilizes at a fraction of the
main path level.

In the fixed band circuits, this does
not affect the pass band (in-phase) fre-
guency region. However, in the stop
band region, the modulation control
causes the limiting threshold to rise,
and the degree of limiting to be re-
duced. Hence, large stop band sig-
nals do not cause modulation in the
pass band, or impair noise reduction.
In the sliding band circuits, as the
input level rises, and once an overall
gain of unity is obtained, further slid-
ing of the variable filter is unneces-
sary. The modulation control circuit
counteracts the variable filter; this too
prevents unnecessary modulation and
noise reduction impairment.

An overshoot suppression circuit
operates on the control signals for the
various stages. Overshoot suppression
thresholds are 10dB higher than the
steady state thresholds. Overshoot sup-
pression is phased in gradually as a
function of increasing impulse level,
minimizing modulation distortion. Un-
der relatively steady state signal con-
ditions, overshoot suppression is
phased out with increasing signal
conditions; likewise minimizing mod-
ulation distortion. The thresholds are
controlled by the same modulation
control circuits used to control the
steady state characteristics, thus there
is no tracking action between the tran-
sient and steady state behavior.

The dynamic action may be sum-
marized; first, for steady-state dominant
signals. With low frequencies, dynam-
ic action occursin the range -48dB to
-5dB relative to the reference level
Thereis noaction in the lower 35-40dB
of the total range, but there is linear
dynamic action in the top 25dB of the
total dynamic range, or for full boost-
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ECHO TIMES

In the last Echo Times you may have
seen discussed the applications that a
handful of early customers of AMS
AudioFile were putting their systems to
Comments from those owners and
subsequent users have helped in
defining new and additional features
which have now been incorporated on
the control surface of AudioFile. As
well as upgrading the control surface,
production software has now been
included in AudioFile which also
reflects over 12 months of input with a
view to making recording, editing and
playback of material in sync with tape
both easier and faster.

Since the benefits of using AudioFile in
music recording became obvious, efforts
were concentrated on the more
specialist application of AudioFile for
dubbing audio to video/track laying
audio to video.

Of all the people invited to examine the
production AudioFile — none were
disappointed. The following 5
companies saw an immediate
application and are a selection of
customers who have ordered AudioFile
systems for commissioning during

May 1986: -

MAGMASTERS

Magmasters has been in business for 5
years. Specialise in film and sound
tracks which are either on 35mm or
16mm film or videotape and supply
mixing facilities for those. Work can be
for commercials, feature films or
documentaries and television shows.
Specialising in large budget
commercials.

Having been aware of hard disk
recorders for past 12 months and
having considered Synclavier and
Fairlight. AudioFile seems to offer more
of an every day workhorse operation -
and of course seems to do that whilst
costing considerably less money. The
advantages of working with AudioFile
over a conventional tape is obviously
the ability to shift tracks around which
you can’t do easily on a 24 track
machine. AudioFile will make life

QUDIOFILE

laying sound effects to a video picture.
Size was also a very important
consideration and taking everything
into account, AudioFile looks like the
perfect device for our new studio which
is specifically for post-syncing both
sound effects and music to videotape@

Steve Cook,
Managing Director.

SILK SOUND
Silk Sound is in its 8th. year of
business and now has 4 studios, 2 of
which are 24 track, 2 audio transfer
rooms and a video transfer suite
equipped with a 1" C format machine
linked to the multitracks for video
layoffs and laybacks. The studios
specialise in commercials for television
and radio and also corporate and
broadcast programmes as well as audio
visual training shows.

sound difcady otrsseveral AMS
audio processors and is theretore aware
of the quality and reliability of AMS
products. Having taken the time to visit
AMS whilst considering AudioFile, we
were very impressed by the obvious
commitment of everyone involved.
Unlike many of AudioFile’s
competitors, it could be integrated into
a mixing console as a total substitute
for carts or CD effect players and even
a digital multitrack. Using it as a digital
multitrack locked to a tape transport
saves a considerable amount of time as
well as providing the ability for ‘tracks’
to be repositioned instantly.
Silk Sound sees AudioFile as an
important addition to our commercial
operation — not just a dream for the
future@

Robbie Weston,
Managing Director.




~ cost of SoundDroid was prohibitive and it
did seem that other systems that appeared
subsequently such as Synclavier were
musical instruments rather than dedicated
tools for recording, editing and sound
manipulation.

As far as Saunders and Gordon are
concerned, digital sound is definitely an
advantage but the biggest plus for
AudioFile is the ability to instantly recall
sound with the capacity for having sound
effects on-line. Whereas in the past film
dubbers have had the advantage of being
able to slip sprocket holes in film, we now
have that same possibility — in fact
AudioFile, being far more versatile, gives
far more flexibility. @

RUSHES

Rushes have been in business now for 9
years and in April announced expansion
plans to provide Europe with its first fully
integrated digital edit suite. To the already
existing Quantel Paint Box is a new
"Encore’ machine and the revolutionary
new Quantel graphics system "Harry’.
Audio from AudioFile represents the final
step in providing both digital vision and
sound. It is expected that as well as using
AudioFile with this graphics system,
AudioFile will also feature at the heart of
a digital sound facility proposed for
Rushes sometime in the near future.
Rushes were aware cf other hard disk
systems — some of which were just far
too expensive and some of which required
you to hire a piano player! AudioFile has
been the right decision for Rushes. @

Robin Saunders,
Director.

form of AudioFile that had not been
seen outside the AMS factory

previously

The modifications that had been made
to AudioFile meant the system would be
perfect for ECO Studio 3. AudioFile will
be used initially for revoicing French
language programmes into Welsh giving

ECO SOUND STUDIOS

Godfrey Pye,

(ST ECO specialises in audio post

production for film and video — mainly
in the broadcast field and undertaking
work with independent producers for
Channel 4, S4C, HTV and the BBC.

SAUNDERS AND GORDON

Saunders and Gordon have been in

business for just two years and specialise
in sound for video. The majority of their
work covers television commercials,

industrial films, promotional films as well

as pop promotional videos.

The company became aware of the
exciting possibilities of using hard disk
based audio systems a little over 12
months ago when Lucasfilm introduced
the SoundDroid. Although exciting, the

““Some recordings can be reiativeiy
simple. Alison Moyet’s voice was
simply recorded straight with a little
ghost behind it; AMS on quavers and
crotchets,

Vocal lines are improved generally with
a discreet repeat behind. [ usually use
AMS. [ think its the best because |
have never wanted to do anything that
it hasn’t been able to cope with. The
sampling is great and now you can use
it as an alternative to spinning in
choruses from tape because of the
increased sampling time."’

[t

"It’s also very difficult for guitarists to
play half a riff, wait, and then play the
other half of the riff, and get it to
sound monotonous in the best sense of
the word, as the drum tracks were all
sampled. The guitarist just played it
through and we selected the parts we
wanted and created a four part cycle
just dropping the bits in by triggering
them off an AMS.

We also did two further stages of work
on a shaker. We sampled the opening
beat of the shaker and put it into an
AMS and recorded it again on another
track to give a false dynamic. Then
Sade sung a shaker sound into an

John Cross and Ken Rock, both
directors of ECO, have spent time
considering digital sound recording
equipment and recently visited the NAB
exhibition in Dallas where they had
demonstrations of the currently available
systems. Following due consideration of
all the options, ECO accepted an offer
from AMS in late April to be given a
demonstration of the new and updated

AMS. We took that and triggered it off
in the same way, but on choruses only,
just increasing dynamics.”’

R-e/p: Do you use digital sampling to
capture elements and move them
around in the song?

Louil Silas: Oh, man,all the time! In
fact my nickname at one point was
Louil "’AMS’’ Silas! When I first came
here to Larrabee (Studios, Hollywood),
and Taavi showed me the things that
different pieces of outboard equipment
could do, | was amazed. I love the
AMS (DMX 15-80S digital
delay/sampler) and the (E-mu Systems)
Emulator.

Usually, I use sampling for vocal
phrases that [ may want in a different
part of the song. Or, for example, the
song we're working on tonight —
’Crush On You'’, by the Jets — has a
tom fill at the end that [ want to put in
the first verse. So, we’ll be using the
AMS to move it.

the advantages of digital sound, no loss
of quality due to regeneration and of
course the unquestionable advantage of
"fine sync’ on revoiced material.
AudioFile will allow more efficient use
of both studio and artistes - It shouid
soon pay for itself. @

John Cross,
Director.

Our philosophy is different to other
producers; we would rather have plain
decor and 7 AMS units. We have two
REV1s, three REV7s and 9 AMS’s. But
when we make a record every piece of
outboard gear is used and sometimes
even more is hired from our cwn hire
company.

There are no real instruments and even
when we do use a guitar we use it
through a Rockman with lots ot effects
into the desk. Any drummer will play
Simmons pads triggering real drum
sounds off an AMS. We don’t need a
studio because with this equipment we
can build the Aibert Hall.

We use the AMS for certain things and
I think you’ll find most studios use
them on the ambient setting because
it's th> best thing the AMS does. We
got to a situation where Andrew would
say ‘Lets sample the cymbal into the
AMS and just trigger it off?’




THIRD QUEEN'S AWARD ¢ b &b

On the 21st of April 1986 AMS was
pleased to be advised that for the third
consecutive year that the company had
been awarded the Queen’s Award for
Export Achievement. Pictured are

Mark Crabtree and Stuart Nevison
along with members of the workforce
in the production area of the new
factory.

Of particular note on this occasion is
that the local press received the
following statement from the Queen's
Award office - ‘’Exceptional to say the
least — we are aware of only one other
company winning the award three
years on the run’’. The other company
turned out to be Jaguar Cars.

The directors, members of staff and the
entire workforce would like to take this
opportunity of thanking each and every
one of the company’s foreign
distributors whose efforts have resulted
in this highly prestigious award being
bestowed, remarkably, for the third
successive time on A.M.S. ®

- e
Pictured above is the new 28,000 square
feet purpose-designed facility where all
AMS's research and development,
design and manufacturing have now
been relocated. The new building
provides additional space for all
departments as well as incorporating

PETER
GABRIEL
INTERVIEW

Peter Gabriel has been using AMS
audio processors for some considerable
time and his input, along with that of
others, has been responsible for
shaping products in the AMS range.
His dedication to sound quality and
sound experimentation has led to his
release of some of the most exciting
and stimulating albums of the 80s.
Indeed, Peter’s ‘‘Shock The Monkey'’
tour of North America resulted in more
calls for information on the live
applications of AMS products than that
generated by live performances of any
other artist.

As this Echo Times goes to press, Peter
Gabriel’s latest offering,

EADQUARTERS

much needed areas for technical and
sales seminars, demonstration rooms
and of course additional space for
expansion.

The building, on its own 7 acre site,
has been the result of collaboration
between senior management and a local

"‘Sledgehammer’; is moving up the
U.K. singles charts and his new album
is about to be released. AMS would
like to take this opportunity of thanking
Peter Gabriel for crediting them onithis,
and his previous album, and wish him
the success he deserves for what is a
first class piece of work

m i musical
ber e wow frrsi

Peter Gabriel: Talking history | must
admit I'm bad with dates but on both
sides of my family there were lots of
musical people. There was always a lot
of music at family gatherings. There
was even an opera singer on my
father’s side.

Sraitate towards

P.G.: As a teénager | grew to love pop
music, at'7 or 8 | remember Johny Kidd
and thie Pirates - Red River Rock |
think it was - the first thing | was ever
excited about. When [ was about 11 |

designer with a brief to provide “‘a
light, bright, airy atmosphere — an
environment that anyone would be
happy to work in’’. The result has been
beyond anyone’s expectations and with
its energy conserving reflective glass
and air conditioning, seems more than
adequately to have fulfilled the original
specification.

One sad note (which we are sure will
be understood by all those who have
visted us in our Worsthorne factories)
has been the move from the village
which was finally completed in May.
Our new buildings more than make up
for many of the shortcomings of the
Worsthorne facility, but we are still
very sorry to leave behind the many
friends we have made who have been
so kind and helpful to us over the past
8 years in the village. @

remember Love Me Do - there were
certain critical records where ] can
remember the exact place that | was
when 1 first heard that record. The
Beatles' “‘Love me da’’ did that to me,
the first time | heard [imi Hendrix did
that, It's a bit like everyone
remembering where they were when
Kennedy was shot. 1 must admit 1 am
still that way

AM.S.: D

miare than any

P.G.: As | got into my teens, black
music had the biggest impact on me.
Soul, Otis Reading was. my.spiritual
gadfather, Nina Simone who just
seemed to be able to get me to respond
to rhythm and emotion. 1 was still very
aware of beat groups and by the time
was 17 — psychadelic rock. I was really
enamoured with all the hippy stuff, I
used to escape from school and hang
around clubs befare catching the last
train home in an evening, For me it
gave me a glimpse of a world that
seemed much more exciting.

Peter Gatiriel intervicie continued over g«



A.M.S.: Do you feel the 60’s were a
critical penod for you?

P.G.: Yes they were. They were very
exciting as it was the first time that
music was opening up on a large scale.
Although Frank Sinatra or Bill Haley
had gone before, there really had been
no explosion of musical energy like
there was in the 60's. Maybe people
who were teenagers in the punk era
feel exactly the same about that period
and it may have been as critical for
them as the 60’s were for me.

A.M.S.: S0 when did you personally be,
writing and how did you manage to get
this issued on vinyl?

P.G.: My first attempt at writing v
one of the partnerships that becams
Genesis — it was very primitive a
literally produced by one finger at
time on a piano. | ended up being
turkey going round with cassettes !
we’d done and spending the g
looking at some A&R's secre
Success only came after be
introduced to someone

me the technique of fi

whoever y

\

start off wit fiot really a regilar
singer’s usi
voice as
AM
app:

coi
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¢ ADVANCED MUSIC SYSTEMSe

AMS Industries plc, AMS Industries Park,
Billington Road, Burnley, Lancs. BB11 5ES.
England.

Tel: (0282) 57011 Telex 63108 AMS-G

oW W@

Advanced Music Systems s a division of AMS Industries ple

they have to spend, half of it should be
t on sound processors. For me
strumients are impotent unless you
ight things to put them

decide how to spend your
itical as there are so
or me I’ve spent much
pe on my studio than
worked really
different
lipment when you
that is essential.
h about AMS is
rol perspective. |
sions to use the
than mix them in
e RMX 16 and the
al parts of my
aving been introduced
ked with them I can’t
ing them. A synthesiser
d to me without processing
Uis only pitch changing the
the DMX 15-80S slightly up
own on either channel.
make time to explore the setting
» of chains of various effects returns,
ontinually trying to find different
ayers of performance. There is an AMS
¢f — after having started with a bare
cbune that final layer adds the

things that | find very
g is to use the returns from
d the DMX during the
ere space wi
i

yoe that
ant effects units are

IS outboard units are as important
bn the road as is the studio and
nlthough racks of outboard are a bit
extra work and extra budget 1 believe
it's worth every penny@

EXCLUSIVE DISTRIBUTOR

HARRIS SOUND, INC.
(213) 469-3500

DMX 15-80S DIGITAL PITCH CHANGE & SAMPLER
RMX 16 DIGITAL REVERB
DMX 15T TIMEFLEX DIGITAL TIME COMPRESSOR

Sls DIGITAL SOUND EDITOR

(NOW AVAIL

'World Radio Histo

CALL FOR MORE INFORMATION

Designed and printed by Studio 74, Colne, Lancs.




Anything less than
~a Neve 1s
just a lot of...

Bells and whistles may be all you
need for New Year’s Eve...or a birthday
celebration. But is a desk full of bells and
whistles enough for the demanding art
and science of music and video produc-
tion? Today, you need more. You need the
Neve difference.

At Neve, the first name in audio mix-
ing control and distribution systems, we
offer you all the bells and whistles your
creativity demands plus the sonic quality
and reliability that sets Neve apart from
the rest.

What'’s more, Neve's “V” Series Con-
sole, plus the incomparable NECAM 96
computer-assisted moving fader automa-
tion system give you the important extra of
total command.. with virtually unlimited
flexibility and ease of operation. To en-
hance your creativity to a level you never
dreamed possible with:

m 48 groups m Intelligent solo facilities

m Split-or in-line operation

m Balanced mix buses

m Full channel dynamics

m Channel and rev status on all inputs

= Mix to analog; mix to digital; mix to
picture capabilities

Hear the Neve quality difference for
yourself. Find out firsthand how Neve
advanced engineering gives you “a touch
of the future”

Circle the bingo
card for a literature e 3
pack. Orcall (203) BNREE
744-6230 for a
demonstration of
Neve sound at your
location.

Nothing sounds as good as a Neve...
%ecause nothing else is.

7533 Sunset Bivd. @
Hollywood, California 90046
(213) 874-8124

Facsimile (213) 8741406

P.O. Box 4

Rupert Neve Incorporated
Berkshire Industrial Park
Bethel, Connecticut 06801
Telex 969638

Facsimile (203) 792-7863
(203) 744-6230

Neve Electronics Int’l Ltd. Telex 786569
Cambridge House, Melbourn, Royston (615) 385-2727
Hertfordshire SG8 6AU, England
ph (0763) 60776 fax (0763) 61886
telex 81381

Nashville, Tennessee 37204

N Neve

PY A Siemens Company
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ing. With high frequencies, dynamic
action occurs in the range -62dB to
-5dB. There is no action in the lower
20 to 25dB of the dynamic range, but
linear dynamic action in the top 25dB
or for full boosting. In the dynamic
action ranges the effects of the multi-
level stages form a compression ratio
of about 2:1.

Steady-state non-dominant signal
components are boosted or attenuated
over and above that of the dominant
signal towards the spectrum extremes
by sliding band actions. If there are
two dominant signals, a fixed band
compression or expansion effects the
non-dominant signal between the fre-
guencies of the dominant signal com-

design. Performance characteristics
for analog media are improved. The
choice of product name is particularly
improved. If Dolby had announced a
"D-Type” to replace A-Type, users
would probably have been skeptical,
or hostile. The intriguing name of
"Spectral Recording” implies a wholly
new form of recording, beyond both
analog and digital recording, instead
of an improvement on existing Dolby-
Types of NR. Which raises the ques-
tion of SR’s market impact. ..

In this author's opinion, SR will not
significantly affect digital's growth
curve. Rather, it will provide an agree-
able alternative for the many owners
of existing analog recorders who are

BBQ pits, says a rumor that one burst
into flames during a recent demo. My
advice: don't put the steaks on until
after the chips have burned to red-hot
embers, and of course, finish up with
marshmallows. Masters of the Uni-
verse Department: Rumors abound
that both JVC and Neumann will intro-
duce CD cutting lathes in the near
future. In light of the Philips strangle-
hold, something has to give. Self-
Serve Department: Pohlmann's se-
quelto The Principles of Digital Audio,
his Compact Disc Handbook, coming
soon to a galaxy near you. The Price
is Wrong Department: Have you
purchased parts for your MCI equip-
ment lately? Sony is steadily raising

High Level Stages Mid Level Stages Low Level Stage
Encoder Sliding Band Shding Band Shiding Band
Fixed Band Fixed Band fFixed 8and
HF HF HF
Shiding Band Shiding Band
Fixed Band Fixed Band
LF LF
A\ 4 A\ A 4 A
Signal LF & HF LF HF Encoded signal
input  e——p4 Spectral > + > Anti- 1 + Anti- 1 + 10 recorder
Skewing saturation saturation )
i Basic Block Diagram -
Dolby Spectral Recording
Encoder and Decoder
Decoder Low Level Stage Mid Level Stages High Leve! Stages
Sliding Band Shding Band Sliding Band
Coo0S00oa00 U b o OECEESCOnEE T oy
Fixed Band Fixed Band Fixed Band
HF HF HF
Sl-umg eanu Shding Band
<<<<< - | RN aRtng Sus
Fixed Band Fixed Band
LF LF
(-) g S I A R 8 () § ¢ ()
HE LF LF & HF Signal
+ »{ De-Ant- > + | De-Anu- > + »{ Spectial }———e Output
saturation saturation De-Skewing
586/6822
Figure 10

ponents. Boosting or attenuation is
maintained towards the spectrum ends;
this spectrally tracks the dominant
signal. The use of cascaded stages
helps provide a steep boosting or
attenuation away from the frequency
of the dominant signal; low frequen-
cies have two stages, high frequen-
cies have three stages. Overall, only
those components above the threshold
are subject to a reduction of boosting.

In summary, SR is clearly a product
in the Dolby tradition. Many of the
same techniques such as band split-
ting have been re-worked to further
extend their philosophy of masking
analog tape and channel noise. Spe-
cifically, SR shows kinship with C-Type
noise reduction in philosophy and

20

priced out of the digital market. Ironi-
cally, SR's biggest challenge will prob-
ably not come from digital recorders,
but from the prior success of analog
recorders using A-Type. Those owners
must evaluate SR (as well as Telcom,
etc.) and decide whether yet another
entirely new and incompatible (and
improved) standard is really some-
thing to be purchased. On the other
hand, professional digital equipment
isn't exactly a happy family of com-
patibility either. ..

Audio Rumor Central

Weenie Department: Not only are
digital recorders quiet, with unmeas-
urably small wow and flutter, but cer-
tain PCM multi-tracks make great

prices on vintage MCI parts. Check
this out: A 1N34 diode for $7.77? A
JH-110 dash pot for $65? A rubber
pinch roller for $125? A flutter filter
for $243.617? Do those prices sound a
little high to you? Well, they're a lot
higherthan they used to be. A glaring
example: a hi/lo EQ switch for the
JH-500 series was $45 last year, and
$197.50 this year. I can hardly wait for
next year.

Do you have information or rumors
for Audio RumorCentral? Each month's
hottest tip wins a Mix prize. Contact
Ken Pohlmann, University of Miami,
PO. Box 248165, Coral Gables, FL
33124, Telex 519308 or Mix at (415)
843-7901. Come on! Don't get mad
get even. Send it in!

MIX VOL. 10, NO. 9
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by John M. Woram

his month's special feature
is a Film Sound Update, and
next month's Mix is the
SMPTE Show special issue. ] can pass
on this information because as [ write
this, I'm staring at the Mix's 1986 Edi-
torial Schedule. It seems the editor
actually knows what's going to appear
in every issue, even if at least one
monthly columnist hasn't got a clue.
Actually, | have got a clue, because

that same editorsent along a little note
with the schedule, suggesting that this
column might touch on some of the
basics of film sourd, to tie into the
general theme of these issues.

Well what could be more basic than
the SMPTE (Society of Motion Picture
and Television Engineers) time code?
But firet, some. ..

Ancient History

Sorne pretty serious old-hme movies
are now relegated to the “quaint”
category, because :hey are conspic-
uously out-of-sync with modern tech-
nology. As for film sounq, even some

MIX VOL. 10, NO. 9



“TOMORROW'’S
STANDARD*”

*STAND-ARD (stan’derd), n. 1. Something established as
a rule or basis of comparison in measuring or judging
quality, value, capacity, extent, etc. 2. Something used by
general agreement as a type, model, or pattern.

Peavey's all new PVYM™ 38 and PVM™45,
"Tomorrow’s Standard.”’

|~
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PEAVEY ELECTRONICS CORP.
711 A Street / Meridian, MS 39301
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One Tape Sounds True.

Because capturing all the music is all that matters, we've created the world’s finest music
mastering tape. 3M 250 Recording Tape. Designed to deliver the greatest dynamic range and best
signal-to-noise ratio of any tape in the world. To give you the truest sound.

© 1986 3M Co.




TO THOSE WHO PUT
A RANGE OF MUSIC ON
A ROLL OF TAPE,
TAPE IS TRUE.

y

A

One Tape Stands True.

Helping you capture all the music...that's what we've been doing since we introduced
recording tape back in the 40's.

That's why we stand by you—with the largest support force in the field. ™

And we stand behind you—with some of the most advanced research in SCOtCh

the industry. All to keep our standing—as number one in the world of the pro. s el el e .
NUMBER ONE IN THE WORLD OF THE PRO




not-so-old movies are a little out-of-
sync; you can tell the hero is about to
speak, because his lips start moving.
Then after a moment or two (actually
just a fraction of a second, but it seems
like forever) his voice is heard.

It's distracting today because by
now we're long-accustomed to near
perfect agreement between what we
see and what we hear. Getting the
two sensations to compliment each
other is a two-part process involving
art and technology.

On the artistic side, some tech-
nigues are more obvious than others.
For example, a 747 flyby won't do
much to enhance the mood of a civil
war flick, even if the sound perfectly

matches the shadow of the plane as it
passes over Scarlett's face. To help
cope with such things, most dialog is
recorded under controlled studio con-
ditions, and combined with various
sound effects to create the desired
sound field.

Forearly editing sessions, when both
sound and picture were on sprock-
eted film, the sprockets themselves
could be used as a visual aid in synch-
ing two or more films, and more sophis-
ticated timing systems were not abso-
lutely essential. But if you've ever gone
looking for the sprockets on either
audio tape or video tape, you'll know
that something else is now required.

And that's where time code tech-

Our new software installed in your DR1 offers you the most extensive MIDI
implementation of any reverb made and includes Performance MIDI!

You now have real time control, in addition to full computer control, preset
dump and reload, and master/slave operations allowing you to link two DR1s
Other features standard in ART's new Version 1.2 software include a
Flanger/Chorus Room, a Preset Sequences feature and 10 additional new

Factory Presets

For those who demand performance, check out these specifications for our

DR1 with Performance MIDI

PRESETS 40 FACTORY. 100 USER PROGRAMMABLE!

D/A BANDWIDTH

16 BIT LINEAR - 14KHz RESPONSE!

UPDATEABLE  YES' AND, WE DELIVER. VERSION 1.2 NOW AVAILABLE!

REMOTE CONTROL _ YES! FULL CONTROL OF ALL REVERB AND PERFORMANCE MIC: FUNCTIONS!

MIDI. YES! THE MOST MIDI CONTROLLED REVERB AVAILABLE!

SPECIAL EFFECTS YES! UPDATEABLE AND EXPANDABLE!

DECAY TIME 01 TO 25 SECONDS AND DYNAMIC DECAY TIME CAPABILITIES!

PREDELAY:. 00 TO 200ms. IN 1.0ms INCREMENTS!

OTHER CONTROLS: HF DAMPING. POSITION AND DIFFUSION!

Simply, if you want the best sounding reverb with the fullest MIDI
implementation available including the best sounding PLATES, ROOMS AND
HALLS, contact us. We'll continue to impress you with unique products that

deliver superior performance!

Digital Reverberation Systems
Digital Delay Systems

R

a

® Full Line of Equalizers

® Pitch Transposer Packages
* Software Update Packages

Call or write today. lor more information!

Applied Research & Technology Inc.
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PRO-AUDIO NEVER
SOUNDED SO GOOD!

215 Tremont Street
Rochester, New York 14608
(716) 436-2720

Circle #010 on Reader Service Card

nology comes in. All those separate
effects originate at various places, and
even if the visual image is recorded
on sprocketed photographic film, the
audio sources are not. If you've ever
tried to make an A/B comparison be-
tween an audio tape and an LP record
by getting them to play in sync, you'll
appreciate the problem. Once you be-
come proficient atit, try the same thing
with a film (optical or video tape—
your choice), an assortment of sound
effects records, a dialog tape, a music
background tape, a stop watch and a
bottle of Excedrin. Good luck.

Fortunately, there's an easier way.
For purposes of illustration, let's con-
sider a simple project involving a
videotaped picture, with a complete
soundtrack recorded separately on
audio tape. Since this is a very basic
column, we'll assume that the audio
and video tapes would be in perfect
syng, if only we could get them to
instantly start at the same cue point.

There's nothing to it—almost. Just
record a coded signal onto a separate
track on both tapes. The code should
represent an ascending numeric scale
starting at zero and ending at what-
ever it takes to get through the entire
production. The same device that re-
cords the code should display a read-
out of the code as it is recorded, and
later on as the tape is played back.

On playing back the audio tape
later on, note that the gun shot is heard
when the code reader displays say,
900. When the video tape is played
back, it's seen that the gun shot
should be heard when the video tape
reader displays 893. Close, but not
close enough.

Fixing this mix is easy. Assuming
the two codes were in perfect agree-
ment, the video tape deck could be
designated as the master. With both
machines running, the two codes are
read and compared. Ifthey don'tagree,
the audio deck shuttles forward or
back until they do.

But in the case described above,
there's a discrepancy between the two
recordings. No problem: a seven-count
offset can be dialed into the system so
that 893 on the video deck lines up
with 900 on the audio deck. With the
right kind of software support, the
master machine can be started,
stopped, and shuttled back and forth,
with the slave machine accurately fol-
lowing along. In fact, several slave
machines can be locked to the same
master deck.

Of course, codes like 893 and 900
aren’t any more informative than the
typical revolution counter on an inex-
pensive tape recorder. A more useful
code would produce a readout in units
of time; say, hours, minutes and sec-
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The producer’s choice . . .

Maybe it 1s AMEK's reputation
for reliability. Or maybe it's the
ANGELA's wide variety of
frame configurations and the
ease of access to all of the
console’s controls. Or it could
be the fact that an ANGELA
gives you all of the features of
a computerized console with
out the excessive cost. The real
reason AMEK has supplied so
many ANGELAs to today's
leading producers 1S 1ts
outstanding sonic quality

A truly talented producer
realizes that the bells and
whistles on a console do not
make a hit. It 1s the sonic
quality, ease of operation and
the really usable features
which allow you to reach your
creative goals. All ANGELAs
feature dual signal paths
through each module, so with
Just a 28 input ANGELA, you
can have as many as 68 pos-
sible line inputs. ANGELAs are
avallable with up to 62 Inputs
with 48 track routing and full
metering!

ANGELA's versatility and

ergonomic layaut have also
made them very popular with
On-air broadcasters and post
production facities. The avail-
ability of stereo- mogules and
such standard features as the
stereo analog sub-groups with
three modes, in-place salo in
the monitor and charinel, and
mute grouping give the
ANGELA autornatior:-like
operation at no additoral cost
And, any ANGELA can be
readily automated, now or when
the need anses. with any of the
popular automation systems

Audiophile performarice AMEK
reliability and value, and con
figurations to fit any reqiire-
ment have made the AMEK
ANGELA the choice of the
producers with: the “golden
ears.” Drop us a line. or give
us acall ... we'll dop a few
names of satisied ANGELA
owners. It really 1s the
producer’'s chcice

Distributed by:

AMEK ANGELA
M42 OBJ 28/24

ﬂ\ FT”“ / ,7’
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AMEK CONSOLES INC., 10815 Burbank Bivd., North Holiywood, CA 91601  Tel 818-508-9788 Telex: 662526 AMEK USA
AMEK SYSTEMS AND CONTROLS LTD, Islington Mill, Jarmes St., Salford M3SHW UK Tel:061-834-6747 Telex: 66812/ AMEKG
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onds. Buteven that's not good enough
for most film work, where the smallest
edit interval is the frame.

The SMPTE time code provides a
readout that displays hours, minutes,
seconds and frames. The number of
frames per second varies somewhat,
according to the specific medium.
Thus we have:

Frames

per second Medium

24 Motion Picture film

25 EBU Standard
(European television)

2997 NTSC color

30 NTSC monochrome

EBU = European Broadcast-
ing Union

NTSC = National Television

Systems Committee

For the moment, let's keep things
simple and use the NTSC monochrome
standard to study the structure of the
code, which might be thought of as a
hybrid analog/digital signal. It starts
out as a 1,200 Hz square wave. Think
ofthisas 1,200 equally-spaced cycles
persecond, divided between the film's
30 frames per second. This gives us

40 cycles per frame, each of which
has a positive and a negative half
cycle. In other words, there are 80
transitions per frame, and we can think
of this as a stream of 80 "bit cells” per
frame. A big cell is just a bit (sorry!) of
jargon to describe an increment that
can be used to pass on some useful
information.

With no further action being taken,
each bit cell represents a binary zero.
But if a positive-to-negative (or vice
versa) transition takes place in the
middle of the bit cell, then that cell
represents a binary one. And if every
cell contains a transition, then we have
a 2,400 Hz square wave, which repre-
sents a continuous bit stream of bi-
nary ones.

Neither alternative is very informa-
tive. But with 80 cells, each capable of
representing either a zero or a one,
we have an 80-bit word associated
with each frame. That's 2 80 which,
according to my calculator, works out
to 1.2089258 multiplied by a one fol-
lowed by 24 zeroes. (Since this maga-
zine's typesetter doesn't own 24 zeroes,
you'll have to work this out for yourself.)

In any case, an 80-bit word can
store lots of information pertaining to
its corresponding frame. We can begin
by storing the frame number itself,
followed by the time at which that
frame was recorded. This could be

THE NEW ALTERNATIVE!

[ - [ .

L e

FOR A FREE DEMO TAPE
call
(212) 333-5766
or write

Manbhattan Production Music

PO. Box 1268

Radio City Station
New York, N.Y. 10101

* 24-track state-of-the-art digital and analogue recordings * direct-
metal masters ¢ audiophile virgin-vinyl pressings ¢ easy-to-edit cuts ®
high-energy and exciting themes ¢ accomplished, reknown
composers and arrangers ® reasonable needle-drop fees ¢ ask about
our low-cost annual blankets ¢ assorted 60s, 30s and 10s ¢ hundreds

MANHAT TAN
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the actual time of day, but more likely
it's the elapsed time since the start of
the reel.

Counting Frames

Continuing to keep things simple,
let's have a look at the six bit cells
which are used to store the frame
count. These are cells 0, 1, 2, 3 and 8,
9. Forthe moment, we'llignore cells 4
through 7. The first four frame-count
cells (0-3) represent the decimal val-
ues of 1, 2, 4, and 8 units. The last two
cells (8-9) represent 1 and 2 tens—
that is 10 and 20.

Some of these cells will contain a
transition, and some won't. Assuming
the even-numbered cells (0, 2 and 8)
each contain a transition, the ten-bit
stream looks like this: 1010xxxx10.
(xxxx represents the four bits that are
being ignored.) This translates to deci-
mal 1 + 4 + 10 = 15 and means that
this is frame 15. If all six of these bits
are 1, the framenumberis1 +2+4 +
8 + 10 + 20 = 45, which means it's
time to call the maintenance depart-
ment, since the frame count should
never be more than 29. (Frames are
numbered 9 to 29, not 1 to 30.)

Hours, Minutes, Seconds

In a similar manner, seven cells (16-
19 and 24-26) are used to tally the
seconds and seven others (32-35 and
40-42) do the same for the minutes. In
each case, the decimal values for these
bits are 1, 2, 4, and 8 units, followed
by 1, 2and 4 tens. This means the total
value could be as high as 95, but only
values from O to 59 are legal The
hour count is stored in six bits (48-51
and 56, 57). A seventh cell is not need-
ed, since the hour count only goes
from O to 23.

The chart seen in Figure 1 shows
how these bit cells look when the time
code represents 13 hours, 25 minutes,
44 seconds, 21 frames. Note that this
particular time increment is tallied as
3 + 10 hours, 5 + 25 minutes, 4 + 40
seconds and 1 + 20 frames.

Obviously, other combinations might
produce the same results—for exam-
ple,1+4+8hours,1+2+4+8+ 10
minutes, and so on. But to make sure
that only one unique combination is
used for each increment, the first four
bit cells in each set are only used to
represent values less than 10. There-
fore, a 10 is always represented by a
transition in the fifth bit cell and never
by transitions in the second and fourth
cells. Likewise, a 20 is always stored
as a transition in just the sixth cell, and
30is 10 + 20, not 2 + 8 + 20.

The Sync Word
Assume the time code has been
properly recorded and the tape is now
—CONTINUED ON PAGE 177
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WE'VE JUST GOT
MORE OF THEM THAN
ANYONE ELSE.

Audio Logic
incorporates more g
innovation and
flexibility into
signal processing equipment than any
other manufacturer.

Make no mistake. We'll never tack
on a bunch of unnecessary audio
gimmickry.

We design sophisticated technology
into each piece of pro audio equipment
that improves your sound because it
expands your capabilities.

Consider our MT-44 Quad Noise
Gate. We've put four independent
gates into a one-rack size. Not just
two. There’s a keying function in
each channel. And the MT-44 lets
you set the amount of gated signal

MT44 1<hannel Nosse Gate

attentuation from
s 0 t0100 dB, and
G release times from

a short 50 mulli-
seconds up to 4.7 seconds.

We've even included a logic output to
trigger other pieces of equipment, for
extra creative power.

Take a closer look at the MT-44. You'll
discover its versatility and production
power begin at the point where simple
noise gates leave off.

For more information, contact your
professional audio dealer or sound
contractor. Or, give us a jingle.

(801) 268-8400.
5639 So. Riley Lane .a I
Salt Lake City,Utah AUDIO LOGIC
84107

1986 DOD Electromes Corpora
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INSTALLING THE

BIG BOARD

by Greg Hanks

Welcome back to the world
of control room installation!
This is the second part of a
series devoted to the imple-
mentation of today’s technol-
ogy in the modern recording
studio. The number of inputs
necessary for many of today's
tasks has grown to proportions
unfathomable ten years ago.
Sixty-four inputs with three
groups of stereo main mix outs
in conjunction with 32 mixing
buses are currently in a num-
ber of studios. In order to cope
with the sea of faders, knobs

betail of Neve 51 Series

and sales rather than techni-
cal difficulty? I use the rule of
thumb that when you double
the equipment expense, you
square the number of problem
areas. Therefore, with this in
mind, we will attempt to antici-
pate and thwart Mr. Murphy
with some attention to under-
lying support system design.

When there is this much
money on the line, you want to
make sure that the job is done
properly, the first time. There-
fore, all of the system design
detail work outlined previously
on these pages should be
attended to.

and switches, automation has
intruded itself upon our sensibilities.
Eating up a couple of tracks on a
multi-track is anathema to the con-
cept of individual instrument control,
and besides, we have all of those
inputs that we can use. . . So, we add
a second multi-track, and possibly a
34-inch VTR for the video for the sin-
gle, give up the automation tracks,
and now acquire SMPTE-based auto-
mation. We are now in the world of the
“larger” console.

The installation and utilization of
the features made possible by this
type of console is what this article is
about. It must be stated that this is
not intended to be a compendium of
large console manufacturers and the
features of their consoles. By the time
this goes to press, it is possible that
some statements | have made will no
longer be accurate. Please under-
stand that this information is intended
to provide generic information, and
the mention of specific manufactur-
ers is done so as to illustrate the func-
tions and options discussed. If you are
in the process of designing, building
or selling a console that [ don't men-
tion, sorry about that!

One of the design criteria that set
the larger console aside from the rest
is the implementation and imbedded
nature of disk-based automation.
Neve was the first entry in the field of
disk-based automation in the early
"/0s with the popular Necam system.
Since that time, many manufacturers
have joined them in this hardware
and software philosophy. Disk-based
automation is a system whereby the

data storage medium is synchro-
nized to the master transport. This is
accomplished through the use of
SMPTE time code. The requirements
imposed by most synchronizers are
evident with some of these systems.
Some of the necessary control lines
include: transport function tallies,
true direction lines, fast wind tach
pulses, and the like.

The SSL and Calrec systems also
provide for audio control of the multi-
track(s). In these installations, the con-
trol wiring becomes much more ex-
tensive, and an interface must be de-
rived to go between the audio control
portions of the tape machine(s) and
the console. This usually assumes
the form of a cable, but depending
upon the machine, may be more
complex. As an example, the Otari
MTR-90 MKII requires some modifi-
cations to the audio remote in order
for the console to control the record
ready and sync switching. (Contact
either SSL, Otari, or New York Tech-
nical Support for details.) With this
arrangement, the console becomes
much more than the audio control
center, it assumes the position of
audio remote as well. Rather than go
into the specifics of machine control,
let's examine some of the physical
plant requirements that these sys-
tems present to the installer.

Everything becomes more critical
when the system size grows. Did you
ever notice that when you were 8-
track,” the machine rarely went out of
alignment, and the most pressing
problems were related to production

Power

A bigger board means more inputs,
and more inputs mean more power
consumption. When firing up a large
desk, the peak surge demands can
strain the electrical service. A set of
30 amp services is suggested, one for
the audio supplies, and one for the
computer. This figureis a general one
atbest, and the specific manufacturer
should of course be consulted regard-
ing the requirements of their particu-
lar product. One of the suppliers we
contacted requires a full 100 amps for
a 64 in x 64 out mixer. If the finances
are available, then a power condi-
tioner for the control room electrical
lines should be used. Some of the cur-
rent manulfacturers are requiring
conditioning for the automation sup-
plies as a condition of the warranty.

Most of the commonly available
surge suppressors and power line
filters work by forming a very high
“Q" 60 Hz filter on the output wind-
ing. This means that the source
shunt impedance of the power line is
very high at any frequency range
other than 60 Hz. Many pieces of
equipment rely on the low source
impedance of the power line as a
shunt element for RF rejection, at
least within the power supply. In sit-
uations that have a very high RF field,
or are plagued by EMI, the power
conditioning may introduce more
problems than they solve. This is not
a common occurrence, as the most
frequent source of pops, clicks, hum
and RF are the power line and not
radiation, but should nevertheless be
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The SSL Stereo Video System

The Practical Standard For MTS Production

the SL 6000 E Series makes
innovative stereo programming
practical on a daily basis.

Before and beyond the transmitter, Multichannel Television
Sound is an art. In the studio and post-production suite, the
creative use of stereo can do as much or more than lighting,
lensing, colour and video effects to give depth, impact and
immediacy to the television picture. It quite literally adds an

Only SSL has triple stereo mix
entirely new dimension to the viewing experience.

buses for stereo music, dialogue
and effects, plus rapid mix-minus
matrixing for Second Audio Pro-
gram creation. Only SSL provides
compressor/limiters, parametric
equalizers, expanders and noise
gates on every channel — plus
balance and image width controls
for all stereo sources. And only
SSL provides such time-saving operational features as patch-
free audio subgrouping and pushbutton signal processor
routing. For post-production efhciency, even the multitrack
electronics remotes are built right in. And that’s just the
standard equipment!

In stereo, television is a whole new
ball game — or newscast, or series,
or a§vert. or sitcom, or special.
Because stereo is both natural and
compelling, the programming
possibilities are as broad as the
imagination and skills of today's
sound designers. Technical limit-
ations and the constraints of time
are the only obstacles. And

that’s where SSL can help.

Our SL 6000 E Series Stereo Video
System handles complex MTS
prodiction with unrivalled ease and
efhciency. Designed to simultane-
ously speed and enhance all aspects
of television audio production,
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Options include Total Recall™ — an SSL exclusive, completely
independent of the audio path, which allows any operator to
recreate the most intricate console setups for any programme
with rapid accuracy, week after week. Programmable §ynamic
stereo equalisation and panning may also be added, along with

keptin mind in intense RF fields (such
as the 17th floor in a Manhattan o‘fice
building!)

Power conditioning presents a
complete set of considerations re-
garding the location of the device, as
determined by the noise (both acous-
tic and radiated EMI), hum fields and
heatthat it generates. Remember that
if the system is single phase, then any
noise currents on the neutral wil. not
be eliminated. Unless the neutral is
derived from the secondary of the
conditioner in a Delta configuration,
the neutral is not truly isolated. This
can present problems in terms ot the
cost and physical size of the power
conditioning device.

There is another aspect to electrical
power that we should address before
moving on, and that is the location of
the console in relation to the major
power feeds of the building. As the
number of inputs grow, the gain of all
the summing buses increases Most
consoles utilize the inverting input of
anop-ampina current summing topol-
ogy. Newer implementations of this
design are using differential summing
techniques. Either way, the traces that
are employed constitute a possible
hum pickup. If there are any magnetic
fields in the area of the bus, then the
lines of flux cutting across this line will
generate a current. When the gain of

32

this summing system is great, as it is
with 48 or more sources, then this
current can become substantial. This
mandates that the proposed location
be investigated for the possibility of a
power feed line living in a location
that could cause considerable grief
when trying to make the system meet
a low noise spec.

Air Conditioning

Whan the number of inputs in-
creases, so do the power require-
ments. Wait a second. [ just said that.
Well, the pointis the same, because as
the power requirements increase, so
do the refrigerating needs, because
all of -hat extra power is being dissi-
pated into the air as heat. Again, the
specifics must be requested from the
applicable manufacturer, but set aside
one to two tons of control room air
conditioning capability just to cope
with the console. As we know, heat is
the enemy of the semiconductor, and
most automation systems produce
lots of it. The power supplies and the
automation computer deserve their
own closed space outside of the con-
trol room. This is done to reduce noise
contrioution as well as to conserve
floor space, but it also provides the
added benetit of providing a smaller
space to air condition. So, when lay-
ing out the HVAC, install a drop into

the computer closet. Make sure that
there is sufficient baffling in the ple-
nums to isolate the noise generated
by the rack from the control room
environment.

Grounding

The discussion of grounding a
large recording system deserves far
more space than is available at this
time. (See the upcoming November
issue of Mix for an in-depth view of
this provocative field.) However, suf-
fice itto say thatitis a critical concern.
Some areas where faults creep in,
corrupting the system ground integ-
rity will be discussed. As mentioned
earlier, the automation system usu-
ally requires many different transport
communication lines for proper
operation. When integrating these
signals into the wiring scheme, take
special care that logic ground and
audio common are not joined. Serial
control signals sound awful! Most
manufacturers include an isolation
scheme in the design of their inter-
face systems, be it relays or opto-
isolators. Use them, and vigilantly
apply your particular screening
philosophy.

The "two mix" outputs are particu-
larly vulnerable to incorrect earthing.
Many times it has occurred that “the
incessant buzz that ruined that fine
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multi-repeatable Events Control, Automatic
Dialogue Replacement, and centralised
command of up to five synchronised audio
and video macEines. All of this is thoroughly
integrated with the SSL Studio Computer —
the world’s number one choice for mixing
automation.

Best of all, the SSL Stereo Video System is
not a hasty revamp of an old mono design. Nor is it an experi-
mental project in search of a guinea pig. It is a practical,
reliable international standard for advanced television audio
production — proven in well over half a million hours of
network and independent studio and mobile operation —

in Great Britain, Japan, Germany, Scandanavia, Australia,
Canada and all across the United States.

Take advantage of our experience. Call or write today for a
free 40 page colour brochure describing the operation and
applications of the SL 6000 E Series Stereo Video System.
llpyour station or facility is contemplating an upgrade to full

MTS production capabilities, we'll be happy to arrange a
complete demonstration. And be sure to ask about our
training programmes.

Solid State Logic

Begbroke, Oxford, England OX5 1RU « (08675) 4353
200 West 57th Street « New York, New York 10019 « (212) 315-1111
6255 Sunset Boulevard « Los Angeles. California 90028 « (213) 463-4444

mix" was caused by a cassette ma-
chine whose shield was carriad
through. The monitor rack deserves
close attention as well, in that many
systems are now sourcing all monitor
outputs in a single-ended manner.
There are no difficulties in this until
there are a number of power amplifi-
ers loaded into a rack, all of them
individuaily brought to system audio
common, and a few of them are single
ended, thus resulting in a ratherlarge
ground loop, resulting in hum in the
monitors!

Grounding of a large console inter-
face is an interesting subject that we
could pontificate on for hours, but as
we said, space and tme are lacking.

Multi-Track
Interconnections/(control)

There are currently two differert
philosophies in vogue concerning
multi-track interconnection. Both hold
merit and will be addressed.

One view holds that the console is
not a machine controller, :nat this
function should be handled by a
device dedicated to that purpose.
With a system designed with this pni-
losophy in mind, the only intercan-
nection necessary between the multi-
track machine and the automation
system is the cable carrying the time
code. The Harrison MX-10 series and
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the Quad Eigh* Superstar are two
examples of this type of design. The
GML (George Massenburg Labs)
embodiment of this design will func-
“on more properly when transport
‘unction tallies, true direction and
tape timer tach pulses accompany
said SMPTE code. This was done to
accommodate fast winding to a given
point in the tape, and hand position-
ing the tape to a SMPTE point for “fine
taning” the timing of a mute, level
change or other automation sup-
ported function. While Massenburg
Labs don't make a full console system
for commeraial sales, they do make a
vesy nilty disk-based, moving fader
automation system that is designed
for OEM ana retrofit purposes into
existing conscles. The concepts in-
volved and the parameters addressed
in this article are fully applicable to
this device. With all of the above men-
tioned designs, it is not necessary for
the automation system to control the
transport, as it ‘'s a slave to the incom-
ing code. Therefore, if a machine con-
troller is desired with any of the above
systems, or designs of this type, it
would be installed between the multi-
track and the console, and the con-
troller tallies would falk to the automa-
tion. Synchronization of other ma-
chines would be done as if the
automation system were not present.

Another view is that the console is
the heart of the recording process
and system, and is therefore the nerve
center of the studio. Holding with
this concept, the console provides
for both the receipt of information
from the master transport for feed-
back purposes, and the transmission
of commands that the master trans-
port is to follow. In this type of de-
sign, autolocator functions, remote
mode commands, master sync/repro
switching, record drop in/out and
parking functions are delegated to
the console automation. Interface
techniques used with these systems
are a bit more involved than the
aforementioned designs. An exam-
ple of some of this difficulty can be
brought to bear by just thinking about
how some of the different multi-track
machines bring out direction infor-
mation. Say the console wants tosee a
voltage potential between two con-
nections when the machine is going
forward, and the machine brings out
a logic "0.” Damn, you say? Well,
some machines bring out direction
information in the form of bi-phase
clock, and in either situation you have
to build the interface. It's not hard,
but you should plan for it.

Set Up Memory
Another type of automation system
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currently gaining popularity was first
introduced by SSL under the name
Total Recall. This system is not dy-
namic, in that it does not follow the
moves of a mixer in time. Rather, the
intent of the system is to take a "snap
shot” of all the switches and pots on
the console. The purpose is to facili
tate the exact re-setting of the controls
that affect a mix. The main implica-
tions of this system upon the console
installation are: the inclusion of an
RGB monitor (which should be posi-
tioned in the front wall of the control
room), and guestions regarding how
this system talks to the fader automa
tion system. Many other manufactur-
ers are following suit with set-up
memory of their own. Included in this

list are Trident (not officially released
yet), Amek (also not officially released
yet), Harrison's newly released MX-10,
SSL, and Calrec’s "assignable mixing
system.”

Latest Generation Automation
As of this writing, there is another
type of console appearing on the
horizon. What is happening in con
sole design philosophy is the emer-
gence of digital control of analog cir-
cuitry as the predominant guiding
force. The new Calrec and Amek
consoles embody this philosophy.
These systems make “set-up mem
ory” obsolete, in that instead of mere
ly remembering where a control was
positioned, they now reset the control

IT’S TIME THE WORLD
FOUND OUT ABOUT

His comment was

That gives me the edge.

THE 32 TRACK EDGE.

Recently one of our customers was considering a 24 track digital tape recorder
until he found out about the new OTARI MX-80 2" 32 track analog machine

“No matter what [do it’s still 24 tracks. But with the OTARI MX-80 and the
new DOLBY SR nowse reduction, [ ean compete with
digital for /s the cost and have an extra 8 tracks

Lake agrees, We are a full line authorized dealer
for OTARI and over 200 other product lines
We sell, service and support systems all over the world
For further information call us at 617-244-6881

LAKE

THE AUDIO COMPANY

§5 Chapel Street
Newton, MA 02160, U.S.A.
(617) 244-6881
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to its previous setting. Harrison em-
bodies as well in the MX-10 design.
The implications of this concept are
the removal of the audio analog
hardware from the console surface,
leaving only the human interface to
occupy the real estate of the console
work surface. This means that in the
near future, we may see the console
becoming a less imposing acoustic
impediment.

Real Time Events Control

Real time events control is best
described as a large number of form
"C"” contacts that can be opened and
closed by the console automation sys-
tem. These switches can be con-
trolled by SMPTE time code. Neve is
offering real time control as standard
fare with the Necam 96 package,
and SSL and Calrec provide it as an
option. Most synchronizer manufac-
turers have some form of option
package that enables the use of this
facility. When getting into the appli-
cation of real time control, the prag-
matic layout of the control wiring of
the room becomes very important. It's
really a pain to have to pull out and
re-wire the remote connector on your
2-track every time you wantto "fly in”
an effect at a given time code point. [t
is this cabling requirement that leads
us to assigning an area for all control
wiring to pass through. In this pro-
posed area, we also bring in the "real
time” contacts. If in this area, all con
trol cables are routed through some
form of “punch block” or terminal
strip, then it becomes an easy matter
to "patch” the real time control to the
desired device.

Multi-Machine Control

With any system that requires con-
siderable communication between
the controller and the machine, there
exists a time when you want to use a
different master transport. For this pur-
pose, a few manulacturers are offer-
ing Master Transport Selection as an
option to their systems. SSL offers this
as part of the Z8 rack; other offerings
are from synchronizer manufactur-
ers. Meant to alleviate the headaches
of swapping multi-pin connectors,
resetting gain/personality parame-
ters and moving cables at the syn
chronizer, these items make multi-
master facilities functionally possible.
This is anothert type of tool that should
be located within the “Control Line
Closet.”

Options
Now that you have taken noise and
heat into account, your computerand
power supplies are safely tucked
away behind the control room in a
—CONTINUED ON PAGE 205
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How to keep your

mixing board from
holding vou back.

Today’s technological revolution is a
battle fought on two fronts: quality and
cost. Recent advances in recording equip-
ment let you do more than you ever
could before — And for less money. But
what about your mixing console? Can it
keep pace with recent giant steps such as
the significant advances in the quality

mm of analog and digital recording
equipment? Without sacrificing
your budget?

If youre mixing on 2 RAMSA
WR-T800 series console, the
answer is yes. RAMSAs 8-buss
@l consoles are a smart choice for
8 or 16-track recording, They
offer the quality you need to
bring your recording chainup
to today's demanding specs.

RAMSAS T-Series
consoles save you
time, too. Each input chan-
nel simultaneously accepts
Mic, Line and Tape signals. A time-
saving feature, the Program Mix

Program
Mix Control

control and stereo Solo switches
let you choose the signal
source you want without re-
patching. So you get from
basic tracks to final mix in
record time,

Because with the RAMSA
T-Series, you get a mixing board
that does much more for less
without holding anything back.

-4 0
MIC LINE TRIM
-20 )

. .
-3 o
TAPE TRIM
PEAK

Pushbutton
Input
Selection

RAMSA WR-T820



HIGH-END

CONSOLES

A $200,000+ board
isn't for everyone, but
it's sure nice to go
first class...

by George Petersen

It's September, a time when auto-
mobile manufacturers anxiously un-
veil their latest models, all craftily de-
signed to capture the hearts and minds
of car buyers everywhere. As a child,
[ fondly remember looking through
the fall issues of car magazines—
checking out the Ferraris and Cor-
vettes, as well as the Jaguars and Rolls
Royces—and always wondered why
Dad always seemed to pick a Ford
station wagon.

The same thoughts could be applied
to mixing consoles: why would anyone
settle for an “ordinary” board, when
marvels such as SMPTE-driven, auto-
mated 64-input models are available?
Well, the answer is economics, pure
and simple. Purchasing such a board
puts one squarely in the $200,000+
range—they're certainly notforevery-
one, although these megaboards can
make life a lot simpler when dealing
with a complicated mixing session.

The following is a showcase of world-
class examples of the consolemaker's
art. If you're in the market (or just
"looking”) for a high-end console, hop
in as we cruise over to the dealerships
and kick a few tires.

Officially introduced at the 1986
AES Convention in Montreux, Swit-
zerland, and now beginning delivery
(with the first board going to London'’s
Strongroom Studio this month), the As-
signable Production Console APC1000
embodies Amek’s Large Architecture
Console (LAC)® philosophy, a new de-
sign approach offering a wide range
of control flexibility. Rather than being
locked into a fixed “in-line” or "split”
monitor design, the APC1000’s chan-
nels can be dedicated to serve what-
ever functions desired by the opera-
tor; further, a large number (up to 128)
of inputs can be accommodated.

Some of the APC1000's features in-
clude: a central keyboard control for
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assigning module functions (stored in
internal RAM), so various routing and
switching setups can be recalled eith-
er as snapshots or dynamic, real time
routing adjustments synchronized to
time code; a reductionin module width-

48 channels fit into a space of approx-
imately six feet, Audio Follows Video
(AFV) ports for the remote control of
levels and mutes from video peripher-
als; standard VCA faders that may be
interfaced with the Audio Kinetics
MasterMix computer; and eight mono
and four stereo output buses (option-
ally up to 64) from each input.

The Amek APC is priced from
$175,000 to about $450,000 depend-
ing on the desired configuration and
options. Optional add-ons range from
George Massenburg Labs moving
fader automation to dynamics control
modules and a recall system for mem-
orizing the settings of rotary controls.

—CONTINUED ON PAGE 38

Amek APC1000 console prototype

Calrec UA800O at Puk Studios, Denmark

MIX VOL. 10, NO. 9



= 1Tuly great amplifiers are mea-
2@ : sured by two standards. Sonic
quality and reliability. Our new
. RAMSA 9055, 9110 and 9220
power amplifiers achieve excel-
lence on both counts. And their superb,
well-balanced design, combined with
Matsushita’s manufacturing processes and
rigid quality control, gives us the confi-
dence to back them with a 5-year limited
warranty.” This RAMSA warranty and
UL listing assures you that we stand
behind the 9000 series with everything
weve got. And thats saying something.
We challenge you to compare these new
amps for yourself. But you better be pre-
pared to re-evaluate your standards
RAMSA




Harrison Series X

With the recent announcement that
Calrec has been acquired by Ad-
vanced Music Systems (AMS), we may
soon begin seeing the British-made
Calrec UA8000 Ultimate Alternative
consoles coming to studios on this side
of the Atlantic. (The first board deli-
vered went to ABBA's Polar Studio in
Stockholm.) The UAB8000s are avail-
able in either 64 or 48 channel ver-
sions, beginning at approximately
$200,000 (48 channel with automa-
tion) although shortloaded models can
also be ordered. The automation sys-
tem is VCA based, with an integral
MasterMix memory.

Some of the UAB000s other features
include: a complete dynamics section
(compression/limiting/expansion/gat-
ing) on each module; four-band para-
metric equalization; switchable PPM/
VU bar graph metering and a com-
prehensive internal routing architec-
ture allowing full side chain control of
equalization, dynamics and effects
sends. Each module has over 75 LEDs
(and two bar graph displays) which
indicates the status of signal routing

every step of the way, thus requiring
an auto-diagnostic "LED Test"” button,
which simultaneously lightsevery LED
on the console when pressed.

Harrison Systems made quite an
impactatlast year's AES Show in New
York with the introduction of the Ser-
ies X (ten), the first totally automated
audio console system. The board can
be reconfigured to any required sig-
nal flow architecture in less than one
video frame, and all levels, pans,
equalization, dynamics processing
and routing changes are dynamically
automated with subframe accuracy.
The automation system is referenced
to SMPTE time code in any standard
format—24, 25 and 30 frame—and
mix data can be stored on 20 meg-
abyte hard disk or 8-inch floppy disks.
All Series X signal processing para-
meters are digitally controlled analog
functions using DCAs (digitally con-
trolled attenuators) rather than voltage
controlled amplifiers, and Penny &
Giles motor driven moving faders are
standard equipment.

Each of the Series X modules con-
tains two complete, totally automated
signal paths, with two each of the fol-
lowing programmable controls: level,
program mute, program pans (one
stereo and one stereo/quad/left-cen-
ter-right-surround cinema), four-band
parametric EQ, high and low pass fil-
ters, compressors, gates, and assign-
ment sections; eight automated aux
sends are also provided on each
module.

Prices for the Series X consoles
range from $384,620 fora 32/32 mo-
del up to $639,780 for the 64 /64 mo-

Neve V Series at Minnesota Public Radio’s Studio M
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Quad Eight’s SuperStar console de-
buts at 1985 AES show.

del with 64 modules, although one
must keep in mind that each module
has two complete signal paths.

The Neve V ("vee”) Series is a 48
bus multi-tracking console available
in 36, 48 or 60 channel mainframe
sizes. Standard features include indi-
vidual channel dynamics (limiter/com-
pressor/gate) with external keying,
eight mono/four stereo aux sends for
more effects paths during mixdown,
and Neve four-band Format Spectrum
equalization. Also available are a
choice of metering options, an inde-
pendently assignable patching sec-
tion, facilities for in-line or separate
monitoring, and a structural design
enabling console breakdown for sim-
plified installation and relocation.

The Series V can be fitted with Nec-
am 96, an intuitive touch-sensitive,
moving fader automation systermn. Nec-
amn 96 offers free grouping, automated
and group muting, update-from-any
point capability, snapshot memories,
real time control and displays, 1/3
frame accuracy on events and mut-
ing, and a range of other features.

Shown for the first time at the 1985
AES Convention, the SuperStar con-
sole by Quad Eight (a division of the
Mitsubishi Pro-Audio Group) is a 72
input board designed specifically for
digital recording. SuperStar uses “"cen-
tral assignment” output routing switch-
ing: 64 output buses are assigned from
each input module by a central touch-
control plasma display with an up to
96x64 completely software-driven
switching matrix.

The SuperStar includes IDF intelli-
gent digital faders—microprocessor-
based 10-bit digital encoders supply-
ing 0.25 dB resolution with 119 dB of
dynamic range, and up to 256 IDFs
can run independently without the
need for external automation. Super-
Star's internal automation is the Com-
pumix IV SMPTE time code driven
dynamic systemn, which stores every
frame of information, allowing the per-
formance of editing functions on-line.
An 80 megabyte hard disk storage
system is standard; options include a
graphics display system.

—CONTINUED ON PAGE 40
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Introducing the Lexicon PCM 70,
our extraordinary new digital
effects processor with dynamic

MIDI. Designed, creatively Now, about dynamic MIDI.
speaking, to thrust you into the With this pioneering Lexicon
future. development, you can vary any

PCM 70 parameter through a There's more. The Lexicon
To begin with, the PCM 70 MIDI keyboard while you're PCM 70 digital effects processor
gives you access to the same actually playing. Just imagine is also a full-fledged digital
astonishing Lexicon digital being able to vary the wet-dry reverb, with a complete selection
effects used by the world’s mix, for example, through finger of Lexicon reverb programs. And
top artists and studios. With pressure on the keys. Or by your  the price? Shockingly reasonable.
complete, variable parameter choice of other controls, like the
contro}, and registers that let modulation wheel. Or even by
you create and store your own a computer.

programs.

NOMINATED FOR 1986 TEC AWARD

You'll want our detailed PCM 70 brochure. At your Lexicon dealer,
or contact us. Lexicon Inc., 60 Turner Street, Waltham, MA 02154,
USA. (617) 891-6790. Telex: 923468. Lexicon International,
P.O.Box 122, 8105 Regensdorf, Switzerland. Telex: 59222.

Come to the future.
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Solid State Logic SL 4060 E

While Solid State Logic's SL4000 E
Series Master Studio System and SL
6000 E Series Stereo Video System
consoles were introduced several
years ago, SSL has made continual
refinements to the systems to keep
them at the cutting edge. Both Series
are available in mainframe sizes rang-
ing from 24 to 64 channels, although
SSLrecently delivered an 80 channel
4000 Series board—made from stand-
ard components—to Royal Recorders
in Lake Geneva, Wisconsin. Prices vary
from under $100,000 to $400,000, de-
pending on configuration and options.

The SSL Studio Computer interfac-
es with all Solid State Logic consoles,
offering: tape location using EBU/
SMPTE time code, foot/frames ar key
words to specily cue and edit points;
complete session data storage and list
management with video displays and/
or hardcopy printout; and the dual

floppy disk-based system provides dy-
namic mixing automation of all chan-
nel and group faders and mutes, with
frame accurate mix editing and re-
vision.

Optional subsystems include Total
Recall™ (which stores the details of all
[/0O module settings on floppy disk
for later recall to a quarter of a dB
accuracy), the SSL Events Controller
(for up to 32 multi-repeatable contact
closures—with individual pre-rollmem-
ory—for external device/even: con-
trol), the SSL Real Time System (allow-
ing complex sequences of preset fad-
ers and mutes to be executed in real
time from a single set of controls), the
SSL Integral Synchror.izer and Mas-
ter Transport Selector (a five-machine
synchronizer that combines with the
console computer, automatically cal-
culating offsets and letting any ‘rans-
port—audio, video, or film—to be des-

Trident Di-An Console
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ignated as the master), and a fully pro-
grammable, 3-band stereo parametric
equalization package.

SSL has just announced a number
of improvements for their Total Recall
computer, including more detailed
control graphics and memory exten-
sion that now incorporates control
group assignments. The most dramatic
aspect of SSL's Advanced Total Recall
is a new feature called AutoScan, al-
lowing the computer to automatically
detect channels and controls which
differ from their previously stored con-
figuration, and Selective AutoScan
lets the user define selected functions
only for the scan, such as routing, dy-
namics, equalization or sends. The To-
tal Recall Copy feature has also been
updated to assist users working with
setups that originated on larger con-
soles than they are being played back
on. These developments are field-re-
trofittable to all SSL E Series consoles.

Unveiled at the Association of Pro-
fessional Recording Studios Show this
June in England, Trident's Di-An con-
sole represents a major step forward
for the company. While the board is
basically a digitally-controlled analog
console (hence the name "Di-An"), it
is "digital-ready,” anticipating that its
analog audio cards could be replaced
with all-digital electronics at some fu-
ture date, if desired.

The Di-An console does not contain
any input or output "modules” in the
accepted sense, but instead allows the
user to access any number of central
control panels via anilluminated “ac-
cess’ button above each fader. These
access buttons, along with mute, AFL,
PFL, stereo solo and channel status
LEDs, are the only controls duplicated
for every input. Signal processing is
manipulated via centralized control
panels, offering equalization, aux sends,
routing, panning, phase reverse, dy-
namics (one gate/limiter per channel
is optional), and so on—all assignable
to each input. A four-character alpha-
numeric display enables the memori-
zation or load-from-disk for informa-
tion pertaining to that input.

Apart from the fader automation,
the console provides static memory of
alllevels, routing, EQ, aux sends, pan-
ning, mutes and solos, with all soft-
ware held in RAM,, so floppy disks are
only used for retrieval and storage of
console settings. Since the static mem-
ory system is linked to SMPTE time
code, console settings can be changed
every frame, with sub-frame accuracy.

Options for the Di-An include the
aforementioned dynamics controls, as
well as internal tape synchronizing
and additional software for providing
track sheet information and the like,

to be displayed on an external monitor.
[ ]
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Between a shadow and a whisper

That's where you'll find the ultimate in trans-
portcontrol. The Shadow I ™ with its powerful
microprocessor is capable of synchronizing
virtually any audio, video or film transport
on the market.

Softouch™ represents a technological
breakthrough in audio editing. Sixteen
Softkeys™ permit repetitive or intricate pre
and post production editing routines at the

quiet touch of a single key. These units are
affordably priced for today's professional.

The Shadow Il and Softouch combined
make a powerful editing system increasing
productivity and enhancing user flexibility.
Both units carry a 3 year warranty.

For more details contact Cipher Digital
today. Call (800) 331-9066.

PO BOX 170/FREDERICK, MD 21701
(301) 695-0200 TELEX 272065
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David Byrne s True Stories

he processes used to produce

records and movie sound

have developed independent-

ly over the years, each with

its own set of solutions to unique prob-

lems. Only in the past few years have

the two disciplines begun to borrow

ideas from each other—and now, at

San Francisco's Russian Hill Record-

ing, multi-track techniques are being

applied to film soundtrack work on a
major scale.

The post-production techniques de-

veloped by sound designer Leslie

RUSSIAN
HILL
RECORDING

by David Gans

Schatz for True Stories (written and
directed by—and starring—David
Byrne of Talking Heads) are a mar-
riage of methods allowing musician
Byrne to work in the style that's famil-
iar to him and to use music nearly
wall-to-wall throughout the film, often
integrating it with ambient sounds—
and, in places, to use sound effects
as music.

"Tusually hold onto my wallet when
somebody says something’s ‘new’ be-
cause that generally means it's going
to cost some money,” quips Schatz.
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if you can

A good monitor mix lets each member of
the band hear exactly what he or she needs to
hear. And that can be critical in helping any band
play its best.

It’s with this in mind that Yamaha designed
the new MC monitor mixing consoles, the 16-
channel MC1608M and the 24-channel
MC2408M.

Both offer eight independent monitor mixes
via eight outputs. And two auxiliary sends
which can be used to patch in signal processors
or tape recorders, as well as provide two addi-
tional mixes.

Each channel has a phase reverse switch,
20 dB pad, gain control, peak LED, three-band
equalization with sweepable mid-frequency,
two auxiliary send controls, eight rotary level
controls, channel on/off switch, and channel
cue switch.

The Input Channel Cue Priority System
makes the monitor mix engineer’s job a little
easier. By pressing the cue switch on one or
more input channels or auxiliary inputs, the
master outputs being monitored are muted.
So he can monitor only the selected input sig-
nal through headphones or speakers.

The MASTER section cue function permits
the engineer to monitor an individual per-
former’s monitor mix through his own head-
phones or near-field speakers without affecting

ﬂ n
yone else It
t hear yourselt™?

-\ -

-\ e\ e

sten

the overall monitor mix.

The MCM consoles’ communication facili-
ties include talkback assign switches, XLR
talkback mic input, and COMM IN jack and level
control. So the monitor mix engineer can com-
municate with the house mix engineer as well
as with the individual performers.

All primary inputs and outputs are electron-
ically balanced with XLR connectors. And there
are insert patch points on all input channels as
well as the master outputs.

Yet with all this flexibility and these fea-
tures, both the MCM consoles are lightweight
and compact. And at $2,895* for the MC1608M
and $3,995* for the MC2408M, surprisingly
affordable.

So now that you've heard us, it’s time to
go to your Yamaha Professional Audio dealer
to check out an MCM mixing console. And
hear yourself.

For a complete brochure, write: Yamaha
International Corporation, Professional Audio
Division, P.O. Box 6600, Buena Park, CA
90622. In Canada, Yamaha Canada Music Ltd.,
135 Milner Ave., Scarborough, Ont. M1S 3R1.

*U.S.A suggested retail price. Prices will vary in Canada

€ YAMAHA
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"No single aspect of this i1s new, but |
believe that the process itselt is new”

For True Stories, says Schatz, “we
approached the making of the sound
track like the making of a record. We
added each new track to the monitor
mix, so we could hear the sound ef
fects, the ambience tracks and the dia
logue coming together as we worked.

This way, the entire process remains
maximally interactive aliost up to the
final inixdown —rmeaning that the dia
logue, sound effects and music are
much less likely to collide when they're
brought together. It's a far cry trom
the “old-fashioned” way of creating
movie sound, which involves many
specialized people working in many
different places, recording on sprock
eted magnetic filin with up to six tracks
of sound each.

The moviola, the inachine on which
both picture and sound have tradition
ally been edited, “is basically a sewing
machine that can run film,” Schatz
explains. "lt's on that level of technol
ogy, of the industrial revolution.”

“You can work with as many tracks
as you like,” explains Byrne, "because
you can run as many machines as
you like. If you need to you can have
50 tracks, which in the past put tilin
mixing ahead of scund mixing.”

"With a moviola," adds Schatz, "I
know [ can get a track perfectly in
sync. With the Q Lock [the device used
to synchronize various machines by
means of SMFTE time code), you have
the same capabilities-you canchange
the sync by cnanging the offset—but
somehow it's mentally more ditficult,
You constantly heve to be on guard
for the tendency to let things shde.

“It'sfunny, because the Q Lock gees
through all these changes to lock two
machines together, reading hme code
and deciphenng offsets and all that,
and two miles froim here people are
doing the same thing by sliding a brass
fitting onto a hexagonal shaft so one
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Leshe Schatz working at Russian
Hill on “True Stories.” (Pop Staples
appears on the monitor.

mcter will drive another shatt It s the
mast basic thing yeu could possibly do.

What ' saying s, you can't delve
into the new just becauseit's new Ycou
have 10 have son:e selectivity. ‘Wnat
Jgoes on the screen and conres out the
speakers 1s still the boss. You're sull
trying to entertain people, and that s it

The potential power of hlm sound s
just beginning to be realized, accord
ing to Schatz. "The visual lexicon of
hlir has been developed to a really
gredal extens It's :n s fitth or sixth
generation In less than o century
we ve gone from the invenhon o the
closeup and the mvenuon ol editii.g,
pertod- -to now, where on television
it's not unccimmon to see wisions 1n
tine that take place in editing, juinp
g from one thing to another so guick
ly, that an audience 20 years ayo
probebly wceuldn't have understood

The alphabet of sound 1s very cle
mentary at this point,” he continues,
‘but u new languaye 1s being devel
oped. Musique concrete, sound mon
tage generally, sounds tha! depart
from slavishly following the image 1in
one way oranother 1sthedirectonl
belizve and hope sound will evolve in
filin. It's gradual, and it requires 1e
educating the audience each tizne y bu
develup a new tecnnmgue.”

Enter David Byrne, habitue of the
leadir.y edgz. It's not surprsing to
learn that Schatz is a big fan of My Life
1n the Bush of Ghosts, ar. expernnent
1 sound textures recorded by Byrue
and Brian Eno several years beiore
digital sampling became gencrally
available. "The fusion of music ard
sound in thai albund has been an
spirationto me,” says Schatz. "lTalways
play it on my cassette mechine wnen
['in on the job."

FILM=SOUND ’86

“That record would really appeal to
a sound designer,” Byrne notes. "That
kind of record is very close to what he
does.” The two men found their ideas
and aims sufficiently compatible to
proceed with an experimental sound
design scheme, and Schatz knew Rus-
sian Hill was the place to do it.

Because of the kind of outboard
equipment available and the way of
monitoring and mixing,” says Byrne,

'l thought it would be more appropri-
ate to do everything on 24-track—or
two 24 tracks coinbined to one.”

One major tradedtf in this method
was that the tilm had to arrive at Rus-
sian Hill in its final, edited form before
the dialogue was transferred to 2-inch
tape and the multi-track recording
process began. "The disadvantage is
that once everything’s on 24-track
tape, you can't shitt anything relative
to the other sounds,” Byrne explains.
“Everythingis pretty much locked into
position. When all the stuft is on sepa-
rate, sprocketed magnetic film—say
the dialog’'s in one group and the
music is in another—if a piece of dia-
logue seemed a split second off, you
could shitt it over. On 24-track tape,
you have to make all those decisions
ahead of time.”

‘It runs counter to all the accepted
techniques ot filmmaking,” notes Rus-
sian Hill co-owner and chief engineer
Jack Leahy, who mixed the music for
True Stories. "It has aiways been the
hlmimaker's prerogative to make chang-
es in the picture no matter what's going
on, no matter how close you are to
completion; sound is considered kind
of a poor relation by most people who
macxe films. They're thinking story and
unaye, and sound is scmewhere down
the hist.”

David Byrne found out about the
traditional Hollywood way of doing
sound while he was working on Stop
Making Sense, the 1984 film of Talk-
:ng Heads' 1982 concert tour directed
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by Jonathan Demme. "We did the
sound mix on a conventional dubbing
stage,” he explains. "You have 15 union
guys hanging around smoking cigars
—a dialogue guy, an effects mixer, a
music mixer, and so on, each sitting at
a different section of this mixing board
that's twice as long as any board in
a recording studio. The thing is a
mile long.

"When they had to do what they
were hired to do, they were generally
pretty good at it,” Byrne continues.
"It's just that they all had specialized
jobs. For instance, if you needed an
effect—the sound of a car, or some-
thing like that—there was one guy,
who only did that stuff.”

Atone pointin the final assembly of
the Stop Making Sense soundtrack,
Byrne recalls, a missing guitar note
had to be replaced. "I said, ‘Oh, I can
fix that—I'll bring my quitar in and
plug it into the board.’

"They said, 'No, you can't do that.
Recording is done in a separate place
down the hall, and you have to book it
a couple of days in advance.’ It was
really difficult to do something sim-
ple. . .thetechnology was kind of out-
dated.

"I liked the movie mix of Stop Mak-
ing Sense, but it was a real painin the
ass working with people who weren't
used to thinking in recording studio

terms. I thought that all seemed kind
of silly. It seems nice to have one per-
son who can understand and coordi-
nate all the different elements and to
have one place where it could all be
done, and Russian Hill happened to
be the only place that offered all that.”

Producer Karen Murphy (This Is
Spinal Tap) brought sound designer
Schatz into the picture. Schatz, who
has worked in film sound since 1971,
moved to the San Francisco Bay Area
in 1978 to work on Apocalypse Now
as dialogue supervisor for director
Francis Coppola and sound designer
Walter Murch. "Things seemed really
good up here, so I stayed. After that ]
worked as sound editoron The Empire
Strikes Back and The Dragonslayer
and as a supervising sound editor on
One from the Heart and The Black
Stallion Returns, and dialogue super-
visor on Rumble Fish."

Nearly 80 percent of the dialogue
in Apocalypse Now was rerecorded
in the studio, and Schatz found him-
self virtually in the role of director.
Coppola "generally doesn't like to be
around for those sessions, because
they're really tedious. However, there
are a lot of things that can go wrong,
sol waslucky to have him put his trust
in me. Basically, | was in charge of
directing those actors, getting their
performances in the studio. In the bat-

tle scenes,” he recalls, "Robert Duvall
was talking at maximum volume. It
was hard to get that in the studio. Peo-
ple don’t want to yell too loud, and you
can’t make the sound in their head-
phones very loud or itll leak into the
microphone. You just have to keep
pushing and pushing, over and over
again.”

After working on Dune and Once
Upon a Time in Americq Schatz served
as sound designer on Mishima, which
was mixed at Lucasfilm, north of San
Francisco. Then he worked on The
Journey of Natty Gann at the Disney
Studios in Los Angeles. "That was real-
ly interesting, because I was trying to
utilize some of the techniques thatI'm
utilizing now, but in a stricter, Holly-
wood kind of context. We had todo a
lot of sneaking around in the interest
of quality,” he laughs, “"because the
situation down there is really tight. I
don't know whose rules I was break-
ing—if anybody’s—but I didn’t want
to stay around and find out.”

The post-production methods used
on True Stories “are going to kind of
radicalize the labor situation,” says
Schatz. "There's no longer a distinc-
tion among musician, mixer and edi-
tor. What we're doing here is replac-
ing the functions of all three, and I
don’t know how the unions are going
to deal with that.

DESIGNED FOR
PROFESSIONAL USE IN
THE STUDIO, ON TOUR,

OR SETTING UP

SOUND SYSTEMS.
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Russian Hill Recording co-owner
and chiefengineer Jack Leahy and
sound designer Leslie Schatz at
Russian Hill.

"It's an important question, because
we're in San Francisco working in sort
of an ivory tower. We work on very
few films every year, and generally
they're all really choice films with post-
production budgets larger than what
people getin Los Angeles. And [ think
the view of what happens here can
tend to be distorted in—I hesitate to
say the 'rea/’ film industry—where
people are more concerned about
schedules and budgets than they are
up here. The guys up here have the
luxury of spending more time on their
films.”

Traditional film techniques are labor-
intensive. "This is all speculation on
my part, but [ gather that because the
studios had to turn a certain amount
of product every week, they had to
have a large labor force engaged all
the time. Now they're turning out less
product and they don't really need
the large labor force, but their methods
are still designed to utilize a lot
of people.”

The way True Stories was done is
more equipment-intensive. "On a nor-
mal film job there may be 14, 15 peo-
ple,” says Schatz. "On this job, there's
me, the film assistant, the engineer
and the second engineer.

"I don't really want to be in the posi-
tion of putting people out of work, and
I don't know that it necessarily will,
but [ do feel that there is gong to have
to be an evolution from the labor-in-
tensive technigues to the techniques
that utilize the new hardware and the
new systems.”

Still, Schatz believes, "You can't re-
invent a whole new technique from
thin air. The successful steps forward
are going to be some kind of synthesis
of what happened in the past—and
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that's what we're doing here. We're
taking film technigues from the past,
digital techniques from—the future,
or whatever—and recording studio
techniques from what is currently
happening.”

Schatz's studio set-up centers on an
Emulator 1l digital sampler and a Ya-
maha DX7 which, he says, " don’'tuse
for musical purposes at all. I'm not a
musician. I've created sound effects
on the DX7 that are in a key and a
pitch and a rhythm, associated with
musical things that are happening in
the film. With the DX7 and the Emula-
tor, once you get a basic sound you
can transpose it and have it in tune,
play it in harmonies if you want, you
can play it rhythmically.

“I believe thatthe DX7 and the Emu-
lator are the most powerful tools for
creating soundtrack in film. A lot of
the old ways of doing things are going
to fall by the wayside.”

“Leslie understands that a lot of the
sound effects and things can be treated
almostlike music,” says Byrne. "There's
a lot of music in the film, and even
when there isn't music, sometimes the
sound effects are treated musically.
Sampling sounds on an Emulator
makes it easier to think of them as
music even though it's a footstep or
something.”

The most important lesson Schatz
haslearned along the way, he says, is
that "no matter how artful you get
with sound effects, you have to re-
member that the dialogue is the boss. I
people can't understand the dialogue
in the film, the rest of it might as well
be thrown away.

“I'm sure you've had the experience
of going to a movie and, when you
don'thear what's going on, you turn to
somebody and say, 'What did they
say?” And from that momenton, you're
out of the movie.”

Film music generally arrives at the
final mix on four tracks: left, right, cen-
ter, and surround. "lf youdon'tlike the
combination of the instruments, too
bad,” says Schatz. "Or if you have a
way of making the music sound bet-
ter—by featuring one of the instru-
ments, say—you're out of luck.”

Applying recording studio tech-
niques to film work isn't a simple mat-
ter, however. "lt's a whole different
style of mixing,” says Schatz. "When
you do a mixdown for a record, you're
setting basic parameters that gener-
ally don’t change. You may be mov-
ing some faders in and out and mut-
ing things, but it's nowhere near the
kind of radical convolutions of level
changes and panning that you get in
film sound.

"Music is fairly continuous, and if
your tracks are recorded properly
you're not making huge swings in
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level, whereas in film, from one scene
to the next you have to move a fader
from zero to full on, with subtle shad-
ings in between. So there is a big
difference.

“Also, 24 tracks is not enough to do
a film job. We had to be very disci-
plined in the way we organized the
tracks and the levels that we laid
things down at, because we were tak-
ing maybe a hundred tracks’ worth of
stuff and condensing them to 24 tracks
by successive passes, bouncing things
and submixing. There are a lot of com-
plexities in a film job that aren't in a
record job. It's no wonder nobody's
really tried this before.

“There has to be a reason to do it.
First of all, David wanted to approach
it from a musical point of view, and
second, | believe that's what this film
really needed.”

"Often, the music ] get is deficient,”
says Schatz, “so | have to do things to
itthat aren't elegant such as apply lots
of equalization, and generally in a
brutal way.”

A case in point: "There's a scene in
the film where a woman is narrating a
fashion show,” Leahy explains. "She
breaks into a song, and the song takes
over the sound. There's a funky little
band, and then all of a sudden this
'30s orchestra stuff comes out of no-
where and she floats out into the ozone.

“So you have this girl talking, which
is dialogue. Then she's singing, which
is music. Those are different depart-
ments [in Hollywood], and it's usually
not until you get on the stage that a
mixer is going to realize that he's got
this dialogue track that sounds com-
pletely different from the vocal track
that was cut in a recording studio,
even though it's the same person.”

Because Leahy was mixing the mu-
sic at the same time and in the same
building where Schatz was working
on the dialogue, "we had a lot of op-
tions,” says Leahy. "We brought the
actress for an ADR [automated dia-
logue replacement] session. | flew the
first 16 bars of the song onto the ADR
reel so Leslie could match the dia-
logue to it.”

There are hundreds of similar situa-
tions in every movie soundtrack. Any
time either mixer wanted to see what
the other had going in a particular
segment, all he had to do was step
across the hall and ask for it. "I'd fin-
ish the cue | was on, slave up another
machine, and fly this stuff over with
the right SMPTE numbers on it. He'd
put it up on his machine, transfer it to
his work reel, and he'd have music.”

Leahy hastens to point out that Rus-
sian Hill is by no means a state-of-the-
art audio recording facility: “We don't
have 70 tracks of fabulous automa-

—CONTINUED ON PAGE 125, BYRNE

MIX VOL. 10, NO. 9




1003 reasons the

'BASF Chrome Loop Master
1S the best bin tape you can buy

S N

Horse sense.
From now on, using a
ferric tape for high
speed duplicating is
going to be like entering any old
horse in the Kentucky Derby. It will
get you around all right, but you’ll
always be riding with a handicap. The
fact is, ferric masters are designed
for recording at 30 or 15 ips, not the
3% ips required for efficient high-
speed duplication. BASF Chrome
Loop Master 920 is the only master-
ing tape developed specifically for
high-speed duplication. Which is one
very good reason to use it.

The ultimate repeater.

To begin with, the BASF Chrome
Loop Master gives you at least 1000
more passes than a ferric tape.
Although the total number of passes
depends on your bin, you can expect
up to 50% more running time, for the
lowest cost per pass of all bin tapes.

J

© 1906 BASF Corporabon Information Systems, Bediord, MA
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More running time means less down-
time for reloading—and fewer mas-
ters. All of which adds up to 1002

' Drop your iron.
So remember, no matter how much
| effort and talent you put into your

very good reasons to buy it. | work, you’re only going to sound as
| good as the tape you use. Don’t short
change yourself with ferric. Reach for

The last reason is audio quality—cost | a bullet. Reach for BASF Chrome.

efficiency wouldn’t mean much with- | And ride with the best.
36hrs. Number of Passes Dynamic Range

| P : 12.5kHz

' Chrome on the range.

3000

1000 2000

A bin that runs 2000 passes on a 600-ft. ferric master at
240 ips can run as many as 3000 passes on BASF Chrome
Loop Master 920—that’s 8 hours and 20 minutes more
running time per master.

| out it. And this is where BASF really

| excels. Even before you've started
your first pass, Chrome Loop Master
is better—with better high-frequency

’ output and lower noise —for excep-

| tionally wide dynamic range. And
because of chrome’s immunity to
magnetorestrictive forces, that qual-
ity stays, pass after pass, long
after contact pressures have

| begun to erase high frequen-

cies on an ordinary ferric mas-

ter. BASF Chrome Loop

Master starts with better

high-end response —and

keeps it much longer.

Ferric Master 7% ips
B BASF Chrome Loop Master 3% ips

Ferric Master 3% ips

BASF Chrome Cassette Tape (120 us)
The dynamic range of a master tape must exceed that
of the cassette stock to avoid compromising the cassette
copy. At 3% ips recording speed, Chrome Loop Master
920 has more dynamic range than a BASF chrome cas-
sette tape, but a ferric master has less.

Chrome to chrome.
What it all adds up to is
the perfect complement.

| Chrome Loop Master, with
its greater high-frequency head-
room, is the perfect match for BASF
chrome cassette tape. Chrome-to-
chrome duplication. High-fidelity,
high-speed duplication—that’s just
plain unbeatable.

For additional information call:
1-800-225-4350 (East and South) or
1-800-225-3326 (Midwest or West).

©) BASF
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USER GUIDE

TWO SAMPLING MEMORIES

Two independent 20 kHz sampling meniories
Number and length of samples at will
MIDI interface
MIDI key sample select ot samples mode
MIDI chromatic stack mode
Loop
Sound triggering
Editing
Backwards mode
Prch rano control
Evolving vibrato
Speed-control independent of pitch-ratio, which gives the time
compression/expansion mode
Polyphony up to 8 notes with 4 machines
Storage of samples on external hard disk
Memory capacity at 20 kHz frequency response
Standard 2:5.2 sec
Option | 2,209 sec
Option 2 2x87.6 sec

PUBLISON

AND, OF COURSE,

Dela

fcho with digital feedback

Selection of the language of the Guide-Operator

400 non volatile memaries to save user’s Programs

New functions are coming regularly and the updating of existing
machines 1s easy.

INFERNAL MACHINE

B CHANNEL DISPLAY

MEMORY IN MEMORY OUT  MEMORY SELECT

TWO PITCH-CHANGERS

From -2 to +1 octaves

With £ difierent deplitched algorithms
With MIDI intertac e

With evolving vibrato

With automatic arpeggio

With acided delay sottling

TWO STEREO REVERBERATIONS

ENTIREIY INDEPENDENT

You have two steren everberations with independent settings on two
separate channels

\With 52 preset programs

\WVith editing mode

With parametric made

Size adjustable between 1 m* and 1,000,000 m?

Decay time trom (1) sec to 200 sec

Predelay from 1 10 999 ms

Reverheration attenuation trom 0to 99 dB

Bass coefticient from 0.25 to 4.00

3 primmary retlectiors separately adjustable from 1 to 999 ms and
tfrom 0to 99 dB

Pre-reflections diftsion network

400 memary steps to save user's programs
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THE INFERNAL SMPTE IS COMING

COMPUTER
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SMPTE PITCH TRACKING

With the SMPTE pitch-tracking you can automatically compensate the pitch
changes of vari-speed tape machine

SMPTE SYNCHRONIZATION

The Machine can store up to 1000 time code steps to which you can atfect any
functien of the machine with any parameter. The Machine will automatically be
controlled by the received time code

SMPTE GENERATOR

The Machine can generate a SMPTE time code by which it can synchronize other
units or other Machines. The Machine can also be internally auto-sequenced.

REMOTE CONTROL
THE INFFRNAI MACHINE remote control has all the display and control functions
of the Machine

In addition a digital potentiometer gives a fast and easy settling of the parameters,
and the A & B key gives simultaneous control of both channels

HARD DISK INTERFACE

With optional hard disk you can save up to 3 minutes of digital sound

LI 7 PR A P | B w7 b b w
==

L1 T 72 "R VA TR VA LI KAt VI | I T MO 1.3
-— e
INPUT B QUIPUIY BB

PUBLISON IM90 REMOTE CONTROL

B CHANNEL DISPLAY MEMORY 8

Hollywood, CA 90028
(213) 460-6355

PUBLISON AMERICA, INC.

6464 Sunset Boulevard, Suite 980

TELEX: 3717528 UB PAI
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by Peter Bergren

The Star Wars trilogy, the Indiana
Jones films, Brazil and other highly
visual films have set new standards
forimages. But listening to such films,
it's obvious that sound effects stand-
ards have risen to meet advances in
visual technology. Audiences expect

-alien creatures to speak a credible
language, and that explosions will
shake the walls of the theater. Even
more mundane films, centered in real-
ity rather than fancy, must pay heed
to the aural details of that reality, and
effects are often designed by people
like Frank Serafine or Ben Burtt, rather
than simply being pulled from a li-
brary. These trends have made effects
post-production, always a time-consum-
ing and complex art, all the more
demanding.

In last month's article, I discussed
the pros and cons of using mag film
versus SMPTE methods for effects post,
comparing these approaches to new
methods that utilize computer storage,
access, and synchronization of sound
elements. That article featured an in-
terview with Dr. Andy Moorer, lead
sound designer of The Droid Work's
SoundDroid™ system, an extremely
flexible computer-based audio post-
production tool, which eliminates
much of the tedious hand work in-
volved in preparing effects. In this is-
sue, I'll deal with using New England
Digital's Synclavier system, and Fair-
light Instrument's Fairlight IIl synthe-
sizer for effects post-production. This
is a role not commonly associated with
these instruments, but it's something
they're eminently suitable for, as you
will see. However, allow me to review
traditional working methods, to give
the new technologies a context.

Both mag film and SMPTE-locked
tape approaches lend themselves to
effects work, yet both have correspond-
ing disadvantages. Effects recorded
on magnetic film can be synchronized
on "dummies”’—sprocket drive trans-
ports that can be separately resynched
to picture or other soundtracks. This
discreetness of sound elements allows
sound changes to accommodate the
inevitable changes in picture edits,
and the large number of reproducers
available on many re-recording stages
permit very complex premixes of ef-
fects elements. But this flexibility
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comes with a price—the facilities are
very expensive, and the labor required
to produce numerous rolls of sound
requires a lot of time be spent by some
very expensive people. So to circum-
vent these problems, som.e producers
use SMPTE time code synchronization
of tape transports. This method allows
a degree of automation in the place-
ment of effects, and the number of
personnel (and cost of facilities) is re-
duced. But the number of sound
sources available to mix in realtime is
limited, unless individual effects are
re-recorded on a multi-track recorder.
Andbeing on one piece of tape, "sync
slipping” one sound against others or
the picture becomes cumbersome.
Both mag film and SMPTE-locked
tape require a great deal of winding
and rewinding of film or tape stock,
when auditioning, synchronizing, or
mixing effects. There are also a lot of
manual operations: splicing, chang-
ing reels, finding cue points. It's all
very frustrating at times, and these
distractions can rob one of the focus
needed to fit together the effects
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Rick Carson, president of Glen Glenn and Jim Wolvington (left to right).

“puzzle.” A technology that would aid
ratherthan hinder this process woula
be very welcome, and as we found
last month, is available. One of its key
features is disk-based storage tech-
nology, which allows almost instan-
taneous access to material, and simul-
taneous playback of several sources,
including time slipping of individual
elements.

The Synclavier, and the Fairlight II]
(as well as some other systems emerg-
ing on the market) offer such features,
among others. These systems are es-
sentially computers, tailored to the de-
mands of audio post-production and
music synthesis. Audio is stored in
digital form on a disk and/or RAM,
and access is controlled by a keyboard
or by trigger commands from a "multi-
track” sequencer. This allows effects
samples to be played from the key-
board, against picture just as if musi-
cal voices were being played. Orthey
can betriggered by a sequencer track,
which could correspond to SMPTE
code addresses. Both the Synclavier
and Fairlight Il are multi-voice sys-
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industrial shows year ‘round, all over the country.

We’ve come to rely on Meyer Sound technology—
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other speakers. And, believe me, we’ve tried them all!”’
Mark Johnson, Coordinator

Opryland Talent Agencys™
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tems, allowing multiple channels of
effects to be montaged in real time,
and both allow time slipping of separ-
ate effects elements. And since they
are synthesizers, effects can be manip-
ulated or resynthesized. In fact, anera
is beginning where the traditional
boundaries between what is an “ef-

"In Back to the
Future, there was
a lot of Synclavier
used for sound
design—Ilike the
car taking off—
where there's no
real sound base.”

fect,” and whatis "music’”’ are becom-
ing blurred. The possibilities are wide
open.

The Synclavier

Steve Zaretsky, New England Digi-
tal's West Coast sales manager, ar-
ranged a Synclavier demonstration
for me recently. The instrument’s main
controls were several banks of lighted
push buttons, a digital readout win-
dow, and a single knob, all arrayed
above a keyboard. Most of what Zaret-
sky showed me was controlled through
these means, or through an alphanu-
meric CRT terminal near the keyboard.
The machine was also equipped with
otheroptions, including a SMPTE code
interface, a Sample to Disk™ facility
(allowing polyphonic sampling of au-
dio recorded on a Winchester hard
disk drive), and a prototype four-chan-
nel hard disk digital recorder capable
of extended recording times in con-
junction with the Memory Recorder.
The latter is a 32-track sequencer,
which records timings and control pa-
rameters that can then be played back,
repeating what was heard during
recording.

Using these systems, Zaretsky was
able to perform both simple and com-
plex production operations while con-
structing various effects sequences.
These operations were performed with
great speed and flexibility, and with-
out once touching a piece of tape or
mag film. He was able to slip sync,
make razor fine edits, shift pitch and
tempo, rapidly audition effects from
his library, and mix effect components
in stereo. The work was fun and crea-
tive, not tedious. And the utility of the
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Synclavierin fostering efficient exper-
imentation was obvious. This is possi-
ble because the system is based
around a data management approach,
teamed with controls that align closely
with a musician’s or producer’s way
of thinking.

Before Zaretsky’s demonstration, I
interviewed him about the Synclavier
in general, and its utility in sound ef-
fects production.

Mix: What does the Synclavier do?
SZ: The Synclavier is a digital music
ordigital audio system that will gener-
ate any sound that exists. It will store it
in a digital medium, allow the sound
to be manipulated and altered, and
then take that sound and via the key-
board record that sound in a multi-
track format with total storage and re-
call of all parameters that you have
assigned to that sound. This Memory
Recorder is a true multi-track type of
format utilizing a digital, disk-based
storage system.

Mix: Is the Memory Recorder actually
recording the sound waveform, or its
control parameters?

SZ: It's recording the control parame-
ters, but not recording the waveforms.

Mix: If one were to record a sound
effect—a gunshot for example—then
what would happen on playback?
Would the Memory Recorder access
that portion of the Winchester or RAM
storing the sound and “ire” it accord-
ing to a time code reference, or ac-
cording to when an expression device
was played?

SZ: That's right. If a parameter change
was recorded with the sound, let's say
you've put a chorus effect on the gun-
shot, that chorus setting would be
recalled.

Mix: Does this capability apply to pans
and loops as well?

SZ: Yes. The Synclavier has a panning
function that has access to 24 differ-
ent parameters for panning. There's
also keyboard control of panning, so
that alternate keys can be touched
and the sound will originate from the
opposite speaker. And certain param-
eters can be added after the fact, just
like automated mixing. We can write
that information, such as volume or
panning, over the original information,
and the next time we load that se-
guence in, that information will be
there.

Mix: Are people using the Synclavier
for sound effects that are almost "musi-
cal” elements?

SZ: We are definitely seeing more of
that. The advent of polyphonic sam-
pling has opened up a lot of new terri-
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tory for use of the instrument. We re-
leased polyphonic sampling in the
spring of ‘85, so to some degree some
of the new applications are just start-
ing to blossom. We also now have the
SMPTE interface that came out at the
same time. So we're seeing a lot more
utilization of that.

Certainly the Synclavier has been
capable of creating very unusual
sounds, and you could even call them
sound effects within a musical context,
where through our resynthesis pro-
gram voices could be manipulated to
become very unusual sound effects;
any sound can be resynthesized. The
sound could be a symphony orchestra,
a door slam, a car screech, an acous-
tic guitar, or a voice. It has a tremen-
dous amount of definition and manip-
ulation, which is what allows the user
to chisel away and contour the sound
to really fit what they're looking for.
And the SMPTE option—the ability to
play to picture improvisationally,
where you're literally just watching
the picture and have the ability to play
to the picture, and then have the option
of being able to go back in time and
move the sounds that were played—
allows you a total freedom in scoring
either music or sound effects. We have
a screen that's called the “recorder
display” that shows you each indivi-
dual note or sound effect thatis played.
There's a little asterisk that moves
along as each noteis played, and that
event is displayed in beats, seconds,
or time code. So in trying to “hit’ a
given effect in a picture, say some-
thing very typical like a door slam, all
you have to do is locate that SMPTE
number on the picture, and type in
that time code on the screen, and then
the event is locked to the picture.

Mix: Who in LA. is now using the
Synclavier primarily as a sound effects
device?

SZ: 1 know in L.A. Glen Glenn Sound
has a Synclavier and they're using it
as a sound effects device. Motown Re-
cording/Hitsville haveone, and they're
starting to use it for sound effects. And
then we have a lot of other owners
who are using it with commercials,
where the sound effects are being in-
corporated into the musical content.
Also, a lot of "sound design” is being
done. In Back to the Future, there was
a lot of Synclavier used for sound de-
sign of sound effects that are breaking
new territory, like the car taking off
where there's no real sound base.

Mix: Are we talking about a machine
that can digitally store dialog and mu-
sic, as well as effects?

SZ: Yes we are. When you think about
320 seconds of RAM memory, you're
talking about five minutes, 20 seconds
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of sample memory. And we have in
this office right now a multi-track disk
recording system that is a prototype of
our new function for the Synclavier—
the ability to record directly to hard
disk, in real time, a live digital record-
ing that can be used in conjunction
with the Memory Recorder. The Live-
to-Disk function allows you to record
directly to the hard disk and play those
sounds back in sync with the Memory
Recorder so that you don't have to
trigger sounds from the keyboard and
you are not limited to the RAM mem-
ory of the system for the duration of a
sound. In the prototype, we've got
aboutfive minutes per track, with four
tracks right now. But when the system
comes up for sale in June of ‘86, we
will ultimately be up to 16 tracks, and
accommodate up to 20 minutes of re-
cording per track. The direction of the
Synclavier, as our ads state, is a tape-
less recording studio. And we see a
time in the very near future where
there will be an entire film done on
the Synclavier: dialog, effects, and
music.

Denny Jaeger

I'm particularly intrigued by the
possibility of breaking the boundaries
between sound effects and musical
elements. To explore this further, [ in-
terviewed Denny Jaeger, a noted com-

PERFORMER
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. Great Sound Made Easy

$149...

Suggested retail price
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¢ DBX TECHNOLOGY

poser of both commercials and film
scores, who helped the original Syn-
clavier library of sounds. [ found him
in his home in the Piedmont area of
Qakland, California, surrounded by
sawdust and carpenters, overseeing
construction of what promises to be
the most comprehensive digital syn-
thesis studioin the world (at least fora
while).

Mix: What's the chief focus of your
work?

DI: One thing I do in my music is
what I call "musical sound effects.”
They're sound effects, but almost part
of the score. It's like you've got a car
blowing up, and then there's an aura
around that explosion that's another
sound. It's not really a musical score,
it's not a melody, and it's not a pure
sound effect; it's a musical sound ef-
fect. | think if somebody is approach-
ing film with the idea that there's a car
smashing over here, and the musical
score over there, that's 1950s film
scoring. With musical sound effects,
something happens, like an explosion,
BOOMMM!, and you hear this low
rumble, and as the rumble of the ex-
plosion disappears there's a note there,
and in between that note and the rum-
ble is some sort of musical sound ef-
fect, that took the rumble and ex-
panded it into the note. Then maybe

the note becomes a low drone, and
you begin to hear the oboe come in
real light, and a little harp pluck, and
you're into your score.

Mix: Can you give me another
example?
DJ: I just finished some of the new Dr.
Pepper TV spots. They were like little
feature films. They had these weird
footsteps. (The footsteps formed the
click track for the music.) And | went
in and | lifted these footsteps off and |
looped them at a very precise moment
that gave me a meter, like 7/4 or6/9,
something very bizarre. ] was always
manipulating sound effects on this
spot. There were very few sound ef-
fects in the end result that weren't ei-
ther processed by me or became part
of my music track. Even voices be-
came processed and became things
that would go with the music. And in
that way you can build such neat
tracks.

I did a commercial for Levis where
a pile drive was the click track, the
rhythm of the spot. You hear this "KA A-
COOMMMBB!" "K AA-COOMMBB!’
So you take this sound effect and you
remove the first hit, and then you've
gotjust the second one, "COOMMBB!"
which is just simple editing. So you've
got this pile driver and instead of going
“"COOMMBB!" on the Synclavier you
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don't have to do a hard edit, you can
assign a ramp speed, so it goes “oooo-
MMMBB!" Now you can go in with
just one command, "REV,” and the
envelope of that pile driver's reversed;
it's backwards, but it's still the same
pile driver, and you've got the back-
wards pile driver for the second hit,
and the forwards pile driver for the
first hit.

Or I'll give you another example
from The Hunger. At the end of The
Hunger, Catherine Deneuve falls
down about a thousand stories! It was
the world's longest fall down a stair-
well. She lands, and the spell is broken,
and she’s been alive for about three
thousand years, and she starts to die.
They wanted her scream to deteriorate,
as she was deteriorating into dust, and
then she literally just blew away and
wasn'tthere anymore. Well, [ took one
scream from Catherine, a live scream,
and processed it through the comput-
er by doing some filtering, some phase
shifts, and by varying the sample rate
to make itlower and lower. Andthen ]
modulated the pitch bend, so when
her head was flailing back and forth
at all kinds of different speeds, I would
just hit a key on the keyboard and
turn this knob, and lower the speed of
this thing and filter it appropriately.
And I turned one scream to the point
where there was nothing but breath:
"HHHAAHHHHHHhhhhhh!" Then
you got closer and closer to her and
she was decaying away, and finally
just became dust. Now that kind of
technology has never existed before.
That would have taken hours and
hours of re-recording, maybe 15 to 20
generations of sound, to try and create
something like that. Whereas all | had
to do was just make up a program,
and keep modifying it using my ears,
always working in real time against
picture. That's what the Synclavier's
been giving me for years.

The Fairlight 11l

The Synclavier's major competitor
is the Fairlight I1], from Fairlight Instru-
ments in Australia. The recommended
configuration consists of a CPU with
16 voices, eight megabytes of RAM
(expandable to 14 Mb), a MIDl/SMPTE
interface, a 114 Mb formatted hard
disk, and one floppy disk drive. Stand-
ard control interfaces include SCSI
(small computer serial interface), an
alphanumeric CRT terminal, a touch-
sensitive graphics tablet, a MIDI mu-
sic keyboard, and an extensive soft-
ware package for music synthesis and
sound manipulation. The latter in-
cludes composition and sound sequenc-
ing programs (Page Rand CAPPS). A
package including these features costs
roughly $60,000, which is less than
either a comparable Synclavier pack-
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age, or the SoundDroid station.

I was able to arrange a demonstra-
tion of the Fairlight Ill and an interview
with Dan Desouza, product specialist
at Fairlight's L.A. office. As with Steve
Zaretsky, my first question was, “What
does the Fairlight III do?”

DD: The basic system is a 16-bit, 16-

"The Fairlight's
editing capacity
is full function.
You could merge
and mix sounds
into others
so that a car
screech becomes
a waterfall.”

voice digital sampling machine. In es-
sence, what it can do is sample real
sounds to allow you to play them on
the keyboard. You can sequence those
sounds using various compositional
languages on the machine, and you
can take those sounds and reprocess
them, resynthesize them and change
the harmonic structure. It's intended
to be a state-of-the-art production fa-
cility for sound, and whether it's con-
figured to work in the musical realm
or in the post-production realm is up
to the user. It's got full-blown software
architecture support, with numerous
programs so that the user can custom-
tailor functions.

Mix: If | wanted to create a typical
effects sequence—say a car chase—
how would you do that, and which
features of the Fairlight would prove
useful in sweetening such a sequence?
DD: The first thing to do would be to
sample the sounds into the machine.
Once in it, | can view the waveform
and make any changes [ need to. If
there are any funny noises, transient
clicks, those can be edited by just bring-
ing up on the screen that portion of
the waveform [ need to work with. The
sounds themselves are in RAM mem-
ory or on hard disk, and in terms of
RAM memory, you've got an enor-
mous amount—up.to 14 Mb—of user
available RAM, so you could have a
couple of minutes of sound totally
available for manipulation.

Mix: How is this manipulation accom-
plished?

DD: You bring in a voice, which con-
stitutes one sound or instrument. But
that voice can consist of up to 128
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“subvoices,” or elements beneath that.
Soif you're using the keyboard to have
all the sound effects for a particular
scene—of a car starting and driving
away for example—you could have
all the elements of the car—the foot-
steps to the car, the key in the ignition,
and so forth—all laid out on the key-
board and marked on the screen if
you wanted them.

Dan then went into detail about the

80-"track” sequencer, available via
the Fairlight's compositional software.
As with the Synclavier, sounds are
triggered via recorded timing and con-
trol parameters, which access memory
locations. And SMPTE time code can
be used as the time base for the trigger
points.
DD: When doing an effects sequence,
if you had SMPTE lock running at the
same time you could record a Foley
artist's work to picture, and then edit
the placement in the sequence
memory.

Mix: You'd have to start with separate
events and then put them up on the
sequencer tracks?

DD: You'd have them recorded in
memory and up on the keyboard, and
then a particular pad or key is a partic-
ular sound effect. Then you'd watch
the picture, and at the right time,
BOOM! you'd hit it!

Mix: Do you have the option to slip
any effects you wanted to in time?
DD: Yes, you could move it back and
forth.

Mix: So the operation of the 80-track
sequencer is a matter of it triggering
particular sound samples at particular
pointsin time, againsta SMPTE code?
DD: Yes, it's a very efficient use of
memory, because it's not that often
that you're going to need virtual mem-
ory. After all, why do you have multi-
ple tapes when doing sound effects?
You take the composife elements, and
put them together. And that's exactly
what the Fairlight is; it's that multiple
tape rack. Each of those sequencer
tracks is a little tape loop or sample of
sound that you have total, complete
flexibility of where to place in time.
And you have something you don't
have with a tape system in that you
can modify those sounds as they exist
in the memory of the machine.

Mix: You can loop with the Fairlight?
DD: Oh yes. The editing capacity is
full function. You could merge and
mix sounds into others so that a car
screech becomes a waterfall. You can
have sounds played backwards. You
could combine sounds so that the at-
tack of a baseball bat becomes a chim-
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panzee screech. You could do this sim-
ply with commands: “Look at the wave-
form, make a marker, this is where |
want the sound to end, this is where |
want the sound to begin, crossfade all
those sounds.” Or you could make a
crossfade within a loop to make a con-
tinuous environmental sound.

Mix: When would be the appropriate
point to commit the output of the ma-
chine to reel-to-reel tape?

DD: Atthe point where you're satisfied
with effects against picture you could
then literally fly the Fairlight into the
medium that the picture is on. I don't
see any reason to have another gener-
ation if you have a lock with SMPTE.
In terms of the “tapeless recording
approach,” there are emerging on the
market a number of hard disk-based
digital recorders that are similar to the
multi-track recorder Synclavier is re-
leasing on the market. AMS is coming
out with a 4-track machine, Compu-
sonics has a modular add-on system.
They all can be used in conjunction
with the Fairlight very easily.

Mix: Do you contemplate using CD
disc for storage?

DD: It's very much in the forefront, a
read/write CD.

Mix: And the potential information
density of that technology—

DD: [s staggering. When Iread of the
speculative specifications of some-
thing like that, I can see it's going to
be absolutely numbing.

Mix: That would then make all of your
technology take a leap forward, as far
as it becoming a tapeless recording
system.

DD: That's what you need because
right now it's pretty absurd. If you do
some serious Winchester recording,
you've got to have a stack of equip-
ment.

Mix: Disk information density seems
toimpose serious limits. A tape record-
er can record for a long time, after all.
DD: Yes. At this point, until the tech-
nology is ready, people have done
quite well with Mitsubishi's and 24-
track DASH recorders. I think we can
"suffer along” with those recorders a
little longer.

Mix: Butin the area of post-production
sound—

DD: The requirements are different.
And that's where the Fairlight fills the
void very nicely, between presentand
future recording technologies.

Jim Wolvington

I arranged a final interview with Jim
Wolvington who's a sound editor at
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Glen Glenn Sound in Hollywood. He
uses a Synclavier daily sweetening
television and film projects, and I
spoke with him in a room filled with
his impressive array of post-produc-
tion gear. This included a Sony 3324
for digital multi-tracking against pic-
ture, Sony 3%4-inch VCRs, a video mon-
itor, a BTX Softouch™ synchronizer,
cart players, and of course, the Syn-
clavier. It's equipped with a SMPTE
interface, separate outputs to the 3324,
and a hard disk polyphonic sampling
option. What most impressed me about

"Since the hardware
architecture of the
SoundDroid, Syn-
clavier, and Fairlight
IIl are extensively
developed, further
advances in soft-
ware can be easily
accommodated.”

this setup (and the way Wolvington
uses it) is that the Synclavier seems to
maximize the effectiveness of other
parts of the system. For example, loops
are derived from tape cartridges,
which saves Wolvington's four Mega-
bytes of RAM space to use for spot
eftects. The Synclavier delivers these
from keyboard commands or the se-
quencer, much like a tremendously
flexible tape cart rack. The 3324
serves mainly to compile completed
sequences, with each sample dele-
gated to an appropriate track. And
while SMPTE code serves as the entire
room'’s time base, the Synclavier ap-
pears to consider it a natural ally; it
seems to speak the same language,
and had no problem relating samples
to code addresses.

The facility is fast, efficient, and
lends itself to experimentation. Wolv-
ington played a sequence in progress
and the video monitor lit up with the
image of a South American explorer
paddling down a small, turgid jungle
river. Wolvington had sweetened all
900 feet of paddle strokes in the se-
quence, adding three sounds each
time the paddle would dip into the
river—a splash when it struck the
water, a "SLLUURSHH"" as it was
pulled through, and another splash
and drip when it exited; some 600
separate effects in all. Doing this via
traditional techniques would mean
separately transterring, editing, and
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synching at least three reels, one for
each effect element, and then labor-
jiously premixing the result; days of
work. But with the Synclavier, Wolv-
ington simply assigned each element
to a key or keys, and played them
against picture with SMPTE code ad-
dresses automatically assigned to the
Memory Recorder’s program for play-
back. And each element was output-
ted separately to the digital multi-track
for later mixing. Since Wolvington's
machine is polyphonic, he can play
more than one key at a time to double
a particular element, with dynamic
emphasis controlled by the Syncla-
vier's touch sensitive keyboard. All in
all, a very musical approach.

The Future

The beauty of the systems I've re-
viewed is that they are computers—
computers configured for audio pro-
duction. Sound is therefore data, and
can thus be managed like any kind of
data. And a good computer program
excels at facilitating data storage, re-
trieval, and manipulation. Since the
hardware architecture of the Sound-
Droid, Synclavier, and Fairlight III is
extensively developed, further ad-
vances in software can be fairly easily
accommodated, and this is something
designers of all three systems are heav-
ily involved in. In fact, the software-
driven nature of this kind of technol-
ogy lends itself to further advances in
efficiency and creative advantage. At
present, however, there is one “fly in
the ointment”’—the cost of really dense
storage media.

At present, it's very expensive to
store large quantities of sound on disk
drives and in RAM. All three systems
discussed require additional drives
and RAM cards to extend storage ca-
pacity to times that rival tape or mag
film. But each of the three systems
have made great strides in solving
this problem, each in a different way.
The SoundDroid uses a “station” ap-
proach, with each Droid sharing mem-
ory space with other stations, which
are assigned memory according to
the needs of the task they're asked to
perform. New England Digital has de-
veloped a Live-to-Disk option, which
offers substantial recording time for
making live, digital recordings of con-
tinuous performances, and in a multi-
track format. And Fairlight will be of-
fering interface of their technology
with commercially-available disk re-
corders. But what would cause a real
explosion in the tapeless systems field
is the development of a cheap, practi-
cal read/write CD, in conjunction with
even denser RAM storage. When this
happens (and it may be soon) we're
sure to see entirely new possibilities
open to us. ]
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by George Petersen

Ithappens every day, in production
facilities everywhere. You've just fin-
ished mixing your: (pick one) a) radio
ad jingle, b) promotional videoclip, or
c)multimedia presentation, and at the
last minute, you discover that the client
absolutely hates anything with a sax
solo in it, which naturally happened
to be the instrument you selected for
the main theme. Luckily, you've got
an entire TWO HOURS () before the
client and agency people arrive. It's
times like this that having a produc-
tion music library really comes
in handy.

Fortunately, the above scenario is
an extreme case that seldom happens,
but it illustrates the point that music
libraries are useful tools that have a lot
to offer the creative producer, espe-
cially in terms of saving time and
money. And the quality of music avail-
able today is excellent, both from a
technical and aesthetic standpoint—
a far cry from the cliched "stock” mu-
sic so common a decade ago. An
enormous diversity of styles, ranging
from historical to avant-garde elec-
tronic, can be provided from any of
the dozens of libraries serving the
industry today.

Basically, music libraries fall into
two groups: those operating on a “"buy-
out” basis, and those offering music
usage on a per-use, or unlimited use
"blanket” licensing arrangement. A
buyout allows the unlimited use of
music or effects for a one-time charge.
Licensing contracts and rates can take
many forms, including: "needle drop,”
a partial or entire music selection used
in a single segment of a production
(therefore if the same theme was used
in two different parts of a film, then two
needle drop charges would occur; a
"per-production” rate allows the un-
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limited use of a particular library or
selection in a single production for a
set fee, which depends on the audi-
ence market size/type, the medium
used for distribution, and the total
length of the project; a "themerate” is
used when a particular theme will be
used in several projects, especially in
jingles, ads and radio spots; and an
"annual blanket” offers unlimited li-
brary use for a yearly payment.

Anotherfactorto consider when se-
lecting a musiclibrary is the available
release formats of the music itself. Most
libraries are available on record al-
bums and/ortapes, although a grow-
ing number of companies are turning
to the Compact Disc medium. CDs
provide easier access to tracks, great-
er durability, and superior sound re-
production to the analog media, al-
though due to the current backlog at
CD pressing plants, the availability of
software will be rather limited for the
foreseeable future.

Like production music, sound effects
libraries have likewise greatly im-
proved over the past ten years, and a
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large selection of choices are possi-
ble, not only in price (from under $100
to thousands of dollars) but also in
release formats—LP, tape or CD. Sound
effects collections are usually sold
under a buyout arrangement, where
the user gets usage rights into per-
petuity—with the exception of resell-
ing or repackaging the sounds for
sale as sound effects sets.

One overlooked use of sound effects
is as a resource for sampled sounds to
be used in a sampling keyboard or
drum machine. A growling lion would
make for a great kick drum, with an
anvil snare, hissing snake cymbals,
and thundering tom-toms; or how
aboutloading some jackhammers into
your Mirage or Emulator II? The pos-
sibilities are endless, and the costs can
be quite low when compared to the
total price for a sampling system.

The following is a survey of a few of
the production music/ effects libraries
available today. Since subjective eval-
uation of the quality of the music of-
fered becomes a difficult matter—after
all, no one knows your own needs
better than you—all of the companies
will provide demos of their wares upon
request, so you can judge for youself.
The firms are listed alphabetically, and
their addresses are listed at the end of
this report.

The current offerings in the AirCraft
Music Library (of Boston and New
York City) consist of 21 albums rang-
ing from classical to contemporary,
with full and alternate mixes as well
as 30/60 second edited versions of
most cuts. New LP releases are requ-
larly sent to licensees, who subscribe
on either an annual ($1,500) or quar-
terly basis. Tape dubs of releases are
also available for an additional fee. All
AirCraft music is recorded and mixed
at the company's in-house facilities
using either Neve or SSL consoles,
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and all records in the library are mas-
tered via Direct Metal Mastering at
Europadisk in New York, and pressed
on Europadisk’s "Audiophile” grade
Teldec vinyl.

Designed specifically for the needs
of radio spot producers, the New Pro-
duction Library from Airforce Broad-
cast Services of Toronto offers a 20
disk collection with 300 30/ 60 second
spot cuts and 60 random length pro-
duction tracks. Usage costs for a three-
year lease (with monthly LP updates)
are based on station Arbitron ratings
and are offered on a market-exclusive
basis. Library cuts are cross referenced
in a catalog listing various retail and
promotional applications.

American Image Productions of
Nashville has been producing librar-
ies for 14 years, and their most current
releases are Airwaves, Tech Effects,
and Champion. Airwaves is a music
production library thatis available on
a 36-month lease, market-exclusive
arrangement. Tech Effects is a collec-
tion of synthesizer sounds and effects,
offered non-exclusively for a $500
buyout. Champion is designed for
A/V, corporate and broadcast use,
with longer music cuts; it can be had
on either a needle-drop or annual
blanket license agreement.

Associated Production Music of
New York City is the exclusive U.S./

American Image’s Tech Effects

Canada representative for the KPM,
Bruton, Conroy, Themes Int], and Shep-
herd's Bush music libraries (all pro-
duced in England) with a combined
total of over 800 albums in all. The
KPM and Bruton libraries are guite
large, 350 albums and 275 albums
respectively, and cover a plethora of
musical styles, including historical,
electronic, classical, ethnic, rock, jazz,
jingles, soloinstruments, dramatic and
documentary suites, and much more.
The record albums are priced at $10
each and usage rights range from a
$50 non-broadcast needle drop to

annual or per-production blanket
rates. KPM has just released "Trade-
winds,” their first all-digitally recorded
production music Compact Disc of re-
laxed pastoral themes, priced at $20,
plus usage rights.

Offering 50 albums with over 3,000
sounds, the BBC Sound Effects Li-
brary is a most comprehensive re-
source, providing everything from
aardvarks and airplanes to zebras and
Zulu drums. The library includes a
120 page index/guidebook, and in
addition to the aforementioned tradi-
tional sounds, a wealth of less com-
mon cuts are offered, such as "Don-
key Kong Game,” “English 1928 and
New York Trolley Cars,” and of course
Dr. Who's "Tardis Take Off and Land-
ing.” The BBC Sound Effects Library
costs $349 on a buyout basis and is
distributed by Films for the Humani-
ties (Princeton, NJ) and is also availa-
ble through the Mix Bookshelf service
(see page 175).

Written expressly for the needs of
radio production, Brown Bag Pro-
ductions of Englewood, CO, have re-
leased their third music/ effects library
series. Entitled "Escape,,” the new vol-
ume is slightly more adult-oriented
than its two predecessors, "Starfire”
and "Rock Trax.” The latter contains
271 cuts for creating logos, station IDs,
client beds, and sound effects, includ-

Music Library

Call Us For A Demo.
(800) 343-2514
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The Highest Quality Mastering and Pressing. . .
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Sound Ideas’ sound effects library is available on Compact Disc.

ing holiday material. "Starfire” features
over 300 cuts—stings, contest ele-
ments, sound images/effects, and 30
beds for 30/60 second spots. All are
available on a two to five year market-
exclusive lease, and come on either
7.5 or 15 ips Ampex 456 tape.

The CBS Sound Library from CBS
Special Products, New York City, goes
somewhat beyond the usual approach
to sound effects libraries, by also offer-
ing sounds recorded during actual
historical events. Street riots, a moon-
shot launch, and avalanches are all
included in the 16-record first volume,
with a total of 407 cuts—over eight
hours of sound. Volume Il is a ten-disk
set with another six hours from the
CBS sound archives: geographical lo-
cations, vehicles, and everything from
applause to water buffalo. The albums
are pressed at the CBS plant in Terre
Haute, IN, and costs (buyout) are $175
for Volume 1, $110 for Volume II, or
$260 for both volumes. A complete,
cross-referenced index is included.

Dallas-based Century 21 Program-
ming offers the Compact Disc Produc-
tion Library®, a 15-disc set of produc-
tion music on CD. The library contains
1,485 tracks, including 900 commer-
cial-length instrumentals (with both
30 and 60 second versions), 325 ran-
dom length accents or themes, and
260 stereo sound effects. A Technics
SL-PJ91 CD player, featuring a ten-key
track selector, is furnished with the
music package and Century 21 plans
to send new CD releases to subscrib-
ers every four months. The library can
be purchased outright for $3,750 and
amonthly lease plan is also available.

Comprehensive Video Supply, of
Northvale, NJ, distributes two music
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libraries and several sound effects
collections, all offered on a buyout
basis. Music Library 8A has 150 selec-
tions—contemporary, jazz, classical,
electronic, IDs/logos—on eight LPs
for $450. Library 8B complements the
latter, offering additional useful themes
forthe same price. Three sound effects
libraries are available: a 30-disk set
with over 1,000 effects for $411; a 15-
disk set for $206; and a basic, seven-
disk set for $95.

The De Wolfe Music Library of
New York City has released the first
12 discs in their CD production music
library, and another six CDs are now
being manufactured and should be
available by press time. Each set of six
discs includes both contempcrary and
orchestral themes, as well as commer-
cial-length cuts. The sets are priced at
$109 for six CDs, not including usage
rights which can be arranged on a
per use/needledrop or on an annual
basis, personally tailored to the user's
market and needs. De Wolfe also sells
a 24 LP sound effects library, priced
at $399 (buyout) for the set, or $20 per
album.

Firstcom, a division of Jim Long
Companies, Inc, of Dallas, markets
the Digital Production Library, a 15-
CD set with 1,032 tracks recorded
exclusively for the Compact Disc me-
dium. Besides a wide variety of pro-
duction music themes, numerous inci-
dental cuts are included, ranging from
atympani roil to minute-length selec-
tions. The library is available for a
$3,000 licensing fee, including all
materials and first year usage rights.
Costs for radio and TV broadcasters
vary depending on market size.

Southern California-based compa-
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ny L.A. Air Force is probably the
only production music firm to include
some admittedly "bad” themes in their
library. Their "Cheap Radio Thrills"—
a five-LP set of radio-oriented effects,
audience reactions, commercial beds,
promo/ contest sounds, and produc-
tion music—also contains tracks by
“members of Tijuana’s worst pit bands,”
botching their way through "Happy
Birthday,” "The Lone Ranger” and
"Old MacDonald,” among other stand-
ards. The setis buyout priced at $149.
L.A. AirForce also offers “Laser Trax,”
a four-LP set of commercial music (177
cuts) for $99; and the "Hollywood Pro-
duction Library,” an 11-LP set of com-
mercial and production music for
$189 buyout.

The Made-to-Order Music Library,
of Los Angeles, has recorded 12 al-
bums of various music cues, ranging
from news and sports themes, to dra-
matic music, rock and techno-pop.
Versions vary from five second tags to
two minute tracks, with a selection of
30/60 second commercials included.
The library is available through an-
nual license, buyout, needle drop or
ID theme arrangements, depending
on client needs.

Although Manhattan Production
Music is under two years old, they
have attracted a wide assortment of
discriminating users, among them
NFL Films, IBM, AT&T, and Major
League Baseball. MPM is a ten-record,
137 cut library released on Direct
Metal Mastering albums, with adiver-
sity of sounds: one LP, entitled Power
and Glory, featuring fanfares and sym-
phonic overtures, was digitally record-
ed at Abbey Road Studios in London.
Three additional releases are currently
in production, two of which contain
all 30/60 second cuts. MPM is avail-
able for an annual license of $650,
and needle drop usage can also be
arranged.

Fresh Music is a three-album set
of production music from the Music
Masters Library of St. Louis, MO, with
49 new, all-different medium, slow,
and fast tempo cuts, including one
side of 59 and 29 second pieces. Fresh
Music is sold on a one-time, buyout
charge of $500.

Network Production Music, Inc.,
of San Diego, has a 50-volume set of
music available on 7.5/15 ips tapes
or on WhisperDisc® vinyl records. A
variety of moods and themes are pre-
sented, and each cut has long as well
as 29/59 second versions. Many
themes also come with a rhythm sec-
tion mix for simple editing into the
long version, or for overdubbing solo
instruments for a custom music sound.
The library includes a reference cata-
log/index with additional space for
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user notes. The releases are priced at
$12 for LPs, with 2-track tapes slightly
higher; usage rights vary from a $50
needle drop for a one-minute piece to
a $2,800 annual license, and several
other plans (single theme, longer pro-
duction rates, etc.) are offered.

The Network Sound Effects Libra-
ry is a comprehensive collection of
3,000 effects, pressed on 87 Whisper-
Disc® albums. A 482-page index,
supplied with the set, includes 12,000
cross-referenced entries for quickly
finding the right effect. The library is
priced at $850, on a buyout basis.

Omnimusic, of Port Washington,
NY, has 43 releases in their music
library, available on LPs or tapes. Just
out is a Compact Disc version of the

SIX ADVANTAGES
OF A STUDIO CONDENSER
WITHOUT A SOUND

OFITSOWN

1 The MC 740 Studio Condenser is
ideal for critical analog and digital
recording situations because it is vir-
tually inaudible — no self-noise, col-
oration or sonic footprint of any kind.

2 All five of the MC 740's pickup
patterns have equally uniform and
identically transparent frequency
response curves — a unique achieve-
ment for a large diaphragm condenser
design.

3 Like our ribbon mics, the MC 740
eliminates the icy, strident quality
typical of condensers to reproduce
voices and instruments with unchar-
acteristic warmth and intimacy.

4 Unlike other condensers, the MC
740 is free of exaggerated sibilance,
graininess or distortion.

ACCURACY IN AUDIO

library with six CDs (145 cuts) rang-
ing from tully orchestrated and clas-
sical pieces for industrials and sports
to electronic high-tech rock. The six
CD set is $75, LPs are $9/each, and
tapes are $14 or $20 (7.5 or 15 ips);
usage rights can be had on a needle
drop or unlimited use annual blanket
license, as well as a per-production
basis.

The Soper Sound Music Library
is the largest buyout library in the in-
dustry, with over 30 albums arranged
in 11 series sets ranging from one to
five LPs in each. Most of the offerings
from this Palo Alto, California-based
firm are production music releases,
but specialty disks, such as timed
music commercial spot beds, stingers

5 The MC 740 is exceptionally sen-
sitive, yet also withstands extreme
SPLs (up to 144 dB with the 10 dB
attenuator in circuit).

6 Typifying Beyer's world-renowned
accuracy, the MC 740 reveals the sub-
tle differences between instruments
and ambient environments.

If the advantages implicit in the
unconventional design of the MC 740
are important to you, arrange for a
hands-on audition of this remarkable
instrument by contacting your Beyer
dealer or writing us direct at:

Beyer Dynamic Inc.

5-05 Burns Avenue
Hicksuille, NY 11801

beyerdynamic))))
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and bridges, and a two-LP set of sci-fi
sound effects are also available. Pric-
esrange from $95 to $325 per series,
buyout, although a unique needle drop
fee applied towards buyout purchase
plan is also offered. Tapes can be
ordered for an additional fee, and two
music library data base indices are
available.

Sound Ideas, of Toronto offers a
complete library containing over 3,000
stereo sound effects on Compact Disc
or 7.5/15 ips tapes. The CD version
has 28 discs, priced at $1,250 (buy-
out), including a 224 page catalog/
index. The 125-volume tape sets are
priced at $1,500 (7.5 ips) or $2,000
(15 ips). The Sound Ideas sound effects
library was recently nominated for a
Mix TEC (Technical Excellence & Cre-
ativity) award in the area of Film and
Broadcast Sound Technology by the
readers of Mix magazine.

Synthonic Sound, the Atlanta-
based production music firm, have
announced the release of their new
Folio Series, a collection of the best
material from their contemporary mu-
sic library. Folios one and two are
presently available with additional re-
leases quarterly. Each folio contains
ten cuts, and is licensed on a one-
time buyout rate of $199.

Representing over 50,000 selections
from numerous libraries, TRF Music
of New York City has been a leading
source of television, radio and film
music forover S0 years. The most well-
known TRF libraries include Bosworth,
Chappell, Demeter, Folkways, Mont-
parnasse (MP 2000), Music Scene and
TRF Alpha. The Folkways catalog is
noted for its excellent collection of
ethnic, seasonal, and traditional cuts.
The TRF Alpha, Music Scene, Bosworth
and Chappell libraries feature contem-
porary music for AV and television
production. The MP 2000 offers eth-
nic, period, children’s and electronic
music. The Chappell library has re-
cently expanded its symphonic offer-
ings and has two new series—Chap
and Chap AV—with industrial, period,
electronic and jingle albums. TRF mu-
sic is available on tape or LP, with
albums priced at $9 each (special
prices are available on complete li-
braries—for example, the 41 disk
Demeter library is $150), and usage
rights can be had on a per use or
blanket license arrangement.

Also distributed by TRF is the Folk-
ways sound effects library, available
on a buyout basis of $12.50 per LP, or
the entire 50 album catalog for $500.

Valentino, Inc., of New York City,
is the only company currently offer-
ing both production music and sound
eftects libraries on the Compact Disc
format. Their LP/tape offerings are

—CONTINUED ON PAGE 209
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KLIPSCH HIP-2 FICTURED ABOVE

Packs A Punch, Packs In Your Trunk,
The New KLIPSCH HIP-2

Throw away your book on
loudspeaker logic. No longer does big
sound require a big speaker. Not since
the KLIPSCH HIP-2.

Here is an extremely rugged,
high output speaker system that de-
livers 100 dB one watt one meter
sensitivity and a phenomenal 122 dB
total output at 150 watts.

Here is an extremely rugged,
zasy-to-carry speaker system that
drops neatly into your trunk or back
seat and positions quickly on stage.

These qualities make the HIP-2
an excellent choice for the real world
of the performing musician — the
hurry-up, move-it-in, move-it-out,

one-night-stands in small to medium

sized clubs and halls.
The HIP-2 is horn loaded in

the tweeter and midrange sections for
sparkling clarity, low distortion, and
wide dynamic range. The woofer is a
12”7 (30.5 cm) direct radiator mounted
to a 77 ounce (2.2 kg) magnet,
operating in a vented cabinet for
tight, clean bass.

The input panel is fused for
maximum driver protection. The cab-
inet is coated with black textured
lacquer, trimmed on all corners for
improved durability and appearance,
and comes with a recessed handle for
ease of carrying.

All in all, a very well-conceived

speaker system that sounds very good.
To hear the new KLIPSCH HIP-2 for
yourself, visit your nearest KLIPSCH
Professional

Products dealer.

Look in the

Yellow DPages

or call toll free

1-800-223-3527.

The new
KripscH HIP-2.
A little over two
cubic feet in size.
122 dB maximum
output. 65 H: -
20 kH: + 4dB.

Ykhipsch

A LEGEND IN SOUND*
P.O. BOX 688 ¢ HOPE, ARKANSAS USA 71801
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What is most
impressive is not
the amount of
equipment, but
the continuing
ambition to grow,
design new
equipment and
set industry
standards.

64

by Robyn Flans

The fact that Burbank Studios is the
largest facility of its kind in the world
is quite impressive. Post-production
sound consists of five high-speed film
dubbing rooms with state-of-the-art
equipment, including 35mm Dolby
Stereo capability as well as multi-track
recorders. Two scoring stages can
record 6-track, 32-track digital, 24-
track analog or all simultaneously.
There are two ADR/Foley stages, 11
magnetic transfer rooms (that handle
reformatting to, or from 6-track to sin-
gle track, 16mm mag, half-inch, Y-
inch or cassette), and two optical trans-
fer suites. In addition to 22 screening
rooms, 200 editing rooms and some
240 Moviolas, post-production sound
is supported by its own machine shop
as well as its own maintenance facility.

What is most impressive, however,
is not so much the amount of equip-
ment, but the continuing ambition to
grow, design new equipment and set
industry standards. Tom McCormack,
head of post-production sound, cred-
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its Burbank Studios president Gary
Paster and vice president Ron Stein
for the necessary support it takes
to do so.

"We still have to explain what we do
with the money, what we need it for
and justify why we're doing it,” Mc-
Cormack laughs, "but they have been
very supportive of what we're doing.”

When McCormack started with War-
ner Bros. in their maintenance depart-
ment in 1966, they “"had equipment
older than I am,” he says. As WB be-
came TBS in 1972, changes began to
take place. Dubbing room 5 was built
in 1972 and is the perfect example of
TBS' growth. It has an 18-foot ceiling,
from the back of the console to the
screen is approximately 65 feet, and
the width of the stage is 50 feet. The
Quad-Eight console, which is 24 feet
long with 108 inputs, is unique in that
there are three sections—dialog, mu-
sic and effects—each section acting
as an independent console.

"The overall console can then look
at a fourth recorder which will be con-
sidered the master, or it can be used
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for sound effects. Any one of the mix-
ers can punch in and out of each oth-
er's recorders so they're not locked in
to just that one recorder. We can switch
from one end of the console to the
other, meaning if 'm dialog and han-
dling too many tracks, and the effects
guy doesn’t have too many, I can
switch the entire information over to
that section via VCA and he can pick
itup. Along with that switching, we've
also added capabilities on buses 7
and 8, since there are eight mixing
buses. Anything going down allows
them flexibility. There are 54 equal-
ized inputs on the console and the
additional inputs are in the form of
miniature consoles. They are 6-track
mixing units, two in each section,
which means they can feed the tracks
into each one of those six channels,
they can setlevels and then set a mas-
ter overall.”

One of their recent innovations con-
cerns working with director John Bad-
ham on Short Circuit in dubbing
roomn 5.

"We started out doing digital in 1973
and used the Soundstream System at
that time. We went on further to use
the 3M digital machines with which
we did The Black Hole for Disney and
various other shows. Approximately
in 1978, we got involved with Mitsu-
bishi with regards to the 32-track.
Primarily all of our scoring at this point
is recorded digitally. Two years ago,
we did a show called American Flyer
for John Badham. John had booked
dubbing 5 and we ran out of time to
finish it in there because the next cus-
tomer was booked. We were confront-
ed with moving it to another stage but
we had a tremendous amount of pre-
dubs and wondered how we were
going to put all these pre-dubs into a
room with 27 sprockets. We talked
aboutit and said, 'Why don't we trans-
fer to digital multi-track?’ So we set
that up and to our astonishment, and
also John Badham's, when we took
the 35mm and transferred it over to
digital, it took on a new characteristic.
The quality and overall sound was
different and it was cleaner.

"Some time passed, and John came
back to dub Short Circuit here. He
said, 'Now Tom, we want to go digital,’
soall of a sudden we were thrown into
the digital era in dubbing. We had
attempted it several times before, Body
Double being one of them, and that
was when we embarked on building
the interface to lock this machine up
to the console, to fool the console into
thinking it was still looking at the
35mm machine, yetletting the mixers
have the flexibility of not worrying
about what key is what and which
machine am | on. They went along
like they were doing a 35mm job,
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except it was multi-track. We did all
the pre-dubs, John was astonished at
the quality that came back, and we
proceeded to the dubbingijob. Allof a
sudden we had a digital machine and
everything was supposed to be quiet,
but we had a lot of pops. A pop on the
digital is like somebody setting off a
firecracker.

"We found a way to erase the pops,
but at the same time, we needed to
clearitup. Let's say this happened on
a Monday. By Wednesday morning
we had built an interface to correct
that difficulty. Basically what was hap-
pening was the 35mm equipment was
controlling the whole situation and
when you would push stop on the
35mm equipment, itinstigated a slow-
ing of the machinery coming downin
speed to stop mode. As we punched
that button to say stop, the digital 32-
track was responding to that stop mo-
tion control. As it was sloping down, it
was having problems with the sloping
and we were getting errors that creat-
ed pops. We needed to tell the multi-
track that when we punched stop on
the 35mm machine, it didn't really
mean stop until it got down to stop. So
we built a delay into it and, lo and
behold, when we punched stop, it
didn't say stop to the multi-track ma-
chine. Ittold it to keep going, the other
came down in speed and away went
the pops.”

For Miami Vice, TBS took the first
step in stereo television, again com-
ing up with a new piece of time and
money saving equipment.

"When Miaomi Vice came along,
there was no setformat, so it was, ‘How
should we record this? What should a
master be? Should it be a 2-track, left
and right, which doesn't lend you too
much flexibility?' In conjunction with
Universal, we came up with the idea
of dubbing iton 6-track, dialog on one
and two, music on three and four,
effects on five and six. We would go
ahead and dub to the 6-track, laying it
down in that format, monitoring it
while making it in a 2-track format,
meaning we would listen toone, three
and five on the left, and two, four and
six on the right. Normally at other
facilities, they would manufacture the
6-track, then create a 2-track from that
and would have to spend additional
time in the dubbing room. We built a
piece of equipment to go in that trans-
fer department which will allow us to
put up a 6-track, punch all six tracks
into a little black box we built that
punches out a 2-track already bal-
anced and everything else, saving
them a lot of money in the dubbing
room. We can make the 2-track for
them, a 3-track mono or a composite
mono, all from the 6-track, but all in

—CONTINUED ON PAGE 205
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STUDIO INSTRUMENT RENTALS
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The sound
of the future
is here today.
Omnimusic
on compact
disc.

OMNIMUSIC

PRODUCTION MUSIC LIBRARY

52 MAIN STREET
PORT WASHINGTON. NY 11050

CALL TOLL FREE:

1-800-828-OMNI
516-883-0121(N.Y.S.)

See us at NAB Booth 2775
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You may have never heard of Mi-
chael Eoddicker. But unless you've
peen stranded on some exotic desert
1island far :he past few years, it is al-
most inevitable that you have heard
his sounds. He has contributed to proj-
ects as diverse as Michael Jackson's
ubiquitous Thriller album, his score
torthe Imax/Omnimax classic Magic
Egq, Barbra Streisand’s Broadway Al-
bum, the mini-series Space, the sound-
track to Karate Kid II, as well as innum-
erable radio and television commer-
cials and jingles. To putit simply, Bed-
dicker is a "hired gun”—a “hit man”
in the most commercial sense of the
word. One of a new breed of studio
cat—a sensitive synthesist and pro-
grammer whose seamless sounds can
make or break a pop record, sound-
track or commercial.

More recently, Michael has been
lockad i.p in studios all over Los An-
geles with the likes of the other Mi-
chael ("the gloved one”), Lionel Richie,
and Chicago (witn David Foster once
again at the helm). We interviewed
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HIRED
GUN

Michael at his recently purchased
Sherman Oaks home, which will also
house his planned recording studio.
Amidst the sandblaster’s dust (he was
renovating and had not yet moved
in atthe time we spoke), we were able
to discuss his latest projects.

Mix: How did you climb to the top of
the heap of studio synthesists?

Boddicker: Well, there are a lot of
people that specialize in studio syn-
thesisthatcomein and blow itout. It's
not a matter of just performing it once
and being a show off. I like to sit and
listen and make sure that my parts
will endure. It's like the way Lionel
Richie writes his songs. He makes sure
that they will endure through a thou-
sand listenings. I like to make sure my

FILM-SOUND ’86

parts are constructed in that fashion.

Mix: Your soundtrack to the Magic Egg
is certainly indicative of that philosophy
Boddicker: Thank you.I'm very hap-
py with that. I had done a lot of differ-
ent kinds of composing. I like to diver-
sify like that. If | had to just do record
dates or film dates, or TV dates that
would be boring. I can't wait to do
another project like that where I can
just take a month solid and just work
onitseven days a week. Maybe when
I get my studio built back here I can
do something like that again.

Mix: What kinds of jingles have you
done?

Boddicker: [ work on jingles for a lot
of different people. I've done national
car spots like Chevrolet and Honda,
consumer items like Clorox and I've
written for Honda and Mattel. It's fun
and I really like the 30 second medi-
um, where you have to compress a
symphony into 30 seconds.

Mix: What is your approach to scor-
ing films?
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Boddicker: Panic. Just, panic. They
give me the project, | agree to do it
and then it strikes me—I've agreed to
do the project and [ just start. [ try to
approach it not so much as a synthe-
sist, but I try to hear it in my head.
When ['m doing it myself, all | general-
ly have to do is draw out the timings
and come up with all the main transi-
tion points and then [ know what hap-
pens in between. [ usually don't have
to write all the notes out, and some-
times [ like it better when [ don't.

That is particularly true with syn-
thesizer sounds, unless you're dealing
with stock colors, which I try to stay
away from; then you don't know if the
part is going to work and you have to
be flexible. If I had every single note
written out, then | would be more re-
luctant to change it. But if I'm able to
improvise as | go, then | can make it fit
better. Like in the most orchestrated
section of the Magic Egg where you
pass through the rings of Saturn was
almost totally improvised, and even
the fact that the time changed from
3/41t04/4 inthe middle was a reflec-
tion of what [ felt at the time when |
looked at the picture.

Mix: What film scores have you
worked on lately?

Boddicker: [ have just finished a
whole bunch of projects. I've done a
couple of things with Bill Conti—Ka-
rate Kid II and New Year’s Eve. On
The Karate Kid there was an interest-
ing use of electronics and acoustic
instruments. [ sampled some pan pipes
up on the Emulator which Judd Miller
played with the breath control, and it
sounded beautiful. Then there was a
Synclavier player, four synthesizer
players and an 85-piece orchestra.
The director on that film was really
picky, so we were glad to see him
walk away smiling. Bill just did a ter-
rific job.

[ also did a few films for Maurice
Jarre including the Fnemy Mind film
which has been out for awhile. Mau-
rice is incredibly knowledgeable about
electronics, but one of the best things
he does is turn the music over to the
musicians. He writes the notes and
pays attention, but he chooses the mu-
sicians and he trust them. Maurice is
not like other guys who say: "I don't
know what [ need here.” He just says:
"Getme what [ need here” and doesn't
encumber you with a lot of direction. |
love working with Maurice.

When he did Witness, a lotof people
thought it was his son [Jean-Michel
Jarre], but it wasn't. It was lan Under-
wood, myself and about three or four
other guys[with synthesizers]. A lot of
it was also Humberto Gatica. That's
one thing about working with Hum-
berto—you get your best sound up
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and he'll take it about 40 percent far-
ther with his effects. He has incredible
taste and he also has that honesty fac-
tor. A lot of guys can be cajoled into
accepting the sound, but Humberto is
constantly saying: "No. We can do bet-
ter.” I love that; there is nothing I like
better than working hard to make it
sound phenomenal.

[ also had the joy of working with
James Horneron several projects. One
was called Lazaro. He had a[Yamaha]
KX88 and he had lan Underwood and
[ get the sounds up and he'd watch
the screen and improvise the whole
thing. Now we're working together on
Captain Eo, which is being produced

“I like to sit and
listen and make
sure that my parts
will endure. It’s like
the way Lionel
Richie writes his
songs—he makes
sure that they will
endure through a
thousand
listenings.”

by George Lucas for Disney and it
stars Michael Jackson. Michael does
afew songs, James did the score and |
played on it with lan and James along
with the orchestra. It's a 3-D film for
which I'm also superimposing sound
effects for visual effects. It's a challenge
to make it work and not getin the way
of James and to please Michael.

Mix: What are you planning for your
studio?

Boddicker: The studio that will be
transplanted is the studio [ have now.
It's a 24-track studio with a 28-input
board with plenty of outboard gear
like Roland SRV2000s, Yamaha SPX
90s, a Yamaha REV7, a Lexicon PCM-
70, a Quantec modified by Steve Mar-
shall and lots of DDLs like Prime Time,
Effectrons, and three Roland SDE-
3000s. Then there are tape echoes,
phasers, pitch doublers and one of
the best echo plates ['ve ever heard.
In my new studio, I'm also going to set
up a kind of a permanent “rogue’s
gallery” of old classic synthesizers like
Prophets, Minimoogs and PPGs that [
can have available anytime.
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Mix: What does your current synth
setup consist of?

Boddicker: My regular setup on a
date is two Yamaha DX7s, with eight-
bank mods with a Apple Macintosh to
catalog the libraries, a Roland Jupiter
6 with eight-memories, and Jupiter 8.
[ also use my Korg DW-8000 and EX-
8000 all the time. They're all over the
new Lionel Richie album and I think
they are probably the cleanest studio
synths | have. Then [ have a Roland
Super JX, two modified Emulator s,
an Oberheim Matrix 12, a PPG with
Waveterm, a Sequential Prophet VS
and a Korg DVP-1 voice processor.
Finally, | boughta bunch of Hill mixers
which ['ve modified to run everything
through.

Mix: Have you been using any se-
guencers lately or are you still anti-se-
quencers?

Boddicker: No, on The Magic Egg |
completely changed my mind about
sequencers. | really learned how to
use the MSQ and came up with a
bunch of techniques so that it didn't
sound quite as sterile to me, and I'm
no longer afraid of losing my tech-
nique because | try to practice the
piano every day. ['ve also been using
the Linn 9000 a lot lately for record
dates that I've been arranging and
playing on. I've also been using the
Macintosh with Mark of the Unicorn
performer software, and [ love it.

Mix: Do yousstill have your apprehen-
sion about MIDI and the notorious
MIDI delays?

Boddicker: Yeah, [ do. It still bugs me
to have to sit down and figure out
delay settings to compensate. Now, |
will use multiple MIDI channels on
film dates where punch isn't that im-
portant. On record dates, [ still build
up sound on 24-track using a lot of
synthesizers sol don't generally have
the need to use more than MIDI chan-
nel one. Who knows? I'm changing
all the time. But if there is any way |
can just use channel one, I'll do it. It
seems to pay off. Things seem to be
tight and crisp.

Mix: How do you manage to combine
such disparate elements as a sample
of Janis Siegel's [of Manhattan Trans-
fer] voice with Marcato strings with
the sound of a guitar going through a
Hot Tubes amp in your scoring such
as in The Magic Egg?

Boddicker: It's not a matter of Janis
Siegel or a guitar. It's a matter of decid-
ing what makes a track not have the
oomph it needs and feeling that a fuzz
guitar down at the bottom would give
it credibility. It's like Quincy Jones
once told me—if it doesn't feel right in
your gut, it's not right.
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is substantially unchanged since the
so-called "Golden Age” of the ‘40s,
when prolific composers like Victor
Young, Miklos Rozsa, Bernard Her-
mann and Dimitri Tiomkin were hit-
ting their stride. Of course, every dec-
ade has also seen the influence of the
popular music of the day on film music,
too, whether it was big bands or jazz
orromantic pop. Frequently, pop songs
that appeared in films became nation-
al bestsellers in the '40s and early
'50s, but those were eras geared to
the sale of individual 78s, not albums,
so orchestral film music received scant
exposure off the screen. Not surpris-
ingly, it was song-oriented films—spe-
cifically screen versions of Broadway
shows—that netted the largest sales
for soundtracks, and that phenomenon
didn't really hit until the mid- to late-
'50s with Carousel Oklahoma, Gigi
and The King & I. The occasional sym-
phonic score struck the public’s fancy,
too: Around the World in 80 Days, Ben
Hur, Exodus and Lawrence of Arabia,
to name just a few.

Though countless films featuring
rock and roll bands in them were made
during the late 'SOs and early '60s
(sort of the logical extension of the
"Broadway Melody” series of the ' 30s)
the widespread usage of rock and roll
songs as soundtrack music (without
the artists actually appearing in the
film) didn't occur until the late ‘60s,
when hip young filmmakers decided
that rock was more relevant to the
ideas they were dealing with than a
traditional orchestral score. Easy Rider
was one of the first so-called “youth”
films to successfully exploit a diverse
rock soundtrack—the songs were inte-
grated beautifully and the resulting
soundtrack LP was an artistic (and then
commercial) triumph as well.

The smell of money in Hollywoed
has been aptly compared to the smell
of blood to a shark, so it is no surprise
that the success of Easy Rider (and
The Graduate, which used Simon &
Garfunkel songs) opened the flood-
gates for rock songs to be used as
important soundtrack music. The two
American Grafitti films expertly util-
ized tunes from the late 'S0s and '60s,
spurring catalog sales for a number of
artists who hadn't exactly been hot
stuff in the early '70s. But all hell broke
loose in 1977 when Saturday Night
Fever—autilizing tracks by the Bee
Gees and a slew of R&B artists—be-
came the most successtul soundtrack
album in history. So that means that it
may or may not be John Travolta’s
fault that it's virtually impossible to go
to a movie now without being pum-
meled by a succession of throbbing
rock and R&B songs—now rendered
in deafening Dolby stereo more often
than not, thank you.
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The new part of the equation is tel-
evision. Rock videos have been a boon
to both record companies and film
studios because of the rise of videos of
songs from movies. Nine times out of
ten, of course, the songs that appear
in films—sometimes justin small snatch-
es thatare barely audible to the movie
audience—have no particular connec-
tion to what is happening in the film.
Yet because the song is in the film, a
video is made artfully intercutting
scenes of the band or singer with high-
lights from the movie. What this
amounts to is a three-plus minute com-
mercial for both the movie and the
song. The fact that the videos are com-
pletely incomprehensible, even if
you've seen the movie, doesn’t seem
to bother anyone—certainly not the
business types who have shrewdly
learned that since constant radio air-
play gets teenagers to buy records,
then constant videoplay might entice
them into seeing the movies in which
the songs appear. And that means
money for everyone.

This has created an interesting cli-
mate in the record business. Labels
correctly now see film as a primary
outlet for breaking new artists, extend-
ing the life of already released albums,
and even for giving exposure to artists
between albums and tours. Rare in-
deed is the filmmaker who really has
specific ideas about which rock songs
he/she wants for a soundtrack. The
key is to just get something that fits
and which might have some hit poten-
tial with one or more demographic
groups. And so there are song plug-
gers at record labels who keep tabs
on film projects and suggest bands or
singers on their label, hoping to land
on a hot soundtrack. Of course a hit
film is nevera guarantee, so whatlooks
like a possible smash album can die
an ignominious death if the film stiffs.
Likewise, sometimes songs in only mod-
erately popular films can propel their
soundtracks to levels the film never
attains. Case in point—Streets of Fire,
Walter Hill's muddled, over-dramatic
paen to teen hormones was basically
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a flop but generated a couple of hits
from its soundtrack. Since the movie
was all flash, it gave great video, so to
speak, so Streets of Fire songs were all
over MTV and othervideo outlets. Luck-
ily, some of the songs were also good
enough to stand up without visuals.

The money and exposure involved
in placing a song on a soundtrack
can be substantial. Fees for song usage
in major motion pictures range from
about $3,000 up to more than $200,000
(before royalties), depending on the
act and how prominently a song is
used. Not that acts always know how
their songs will be employed in a film.

“Unfortunately we don't always get
advance information on how oursongs
are going to be used,” says Mark Levi-
ton, a vice-president for Warners Spe-
cial Products, who handle (among other
things) the licensing of tunes by artists
on the WEA family of labels (includ-
ing Warner Bros,, Elektra, Atlantic, etc.).
"On the soundtrack for Pretty in Pink,
for example, we had a lot of tracks
cleared at different prices. It turns out
the most expensive track is barely au-
dible in the film, and the cheapest is
very prominent. ‘Cherish’ [the old As-
sociation hit]is used very significantly,
butIdidn't know it at the time we were
negotiating.”

Generally, directors edit film to the
kind of music they want to eventually
use—which is fine except when they
have fantasies about using music that
is either unobtainable or unaffordable.
"Sometimes they know they can't get
the music they want,” Leviton says,
“so they'll cut the film to one kind of
music and then go for music with a
similar feeling in the end. But some of
the problems come from directors in-
sisting that they have a certain piece
of music. The producers OK it and
end up having to spend a lot of money
for it, and then that sets a precedent
for other higher deals when the word
gets around.

"At one time,” he continues, "Bea-
tles songs were the most expensive—
they were really almost prohibitive,
but that's been eclipsed now. When
The World According to Garp came
out, it used "When I'm 64" under the
title credits and that was the most ex-
pensive use of a tune up to that point,
but that's been tripled by now.”

And that explains in part why you
don't hear Bruce Springsteen songs
in every movie. The licensing would
be astronomical, even for a track or
two. But most films use enough tunes
to fill up an album (and sometimes
considerably more), plus they commis-
sion a regular composer to write more
traditional film music. It's that person
who gets the big "Music By..." credit
in the beginning of the film, even while
you're hearing a tune by Mick Jagger
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(in the case of Ruthless People) or
Talking Heads (whose "Once in a Life-
time" is the splendid accompaniment
for the opening of Down & Qut in
Beverly Hills). This says something
about the power of legitimate film
composers—that they still get top bill-
ing even when their music is some-
times reduced to being "filler” between
rock tracks—but it probably says more
about the power of unions in Holly-
wood. And many composers are also
smart enough to negotiate their way
onto soundtrack albums regardless of
how many pop songs appear in the
film. As a record buyer, sitting through
the bombastic music labeled "Chase
Scene” at home (effective as it might
be in the film) is the price you pay for
hearing the pop songs you actually
bought the record for.

Coordinating a film's soundtrack is
a complicated task, to say the least,
because sooften these days itinvolves
finding appropriate already existing
songs, new tunes that have hit poten-
tial, and standard “"movie music.”
Look at Ruthless People, for example,
which was a big enough deal at CBS
Records that label boss Walter Yetni-
koff himself is said to have been quite
involved with the soundtrack LP. It
features a dynamite new song by Mick
Jagger which even bears the title of
the movie—as opposed to a movie

like Top Gun, which doesn't have a
title track per se, and therefore doesn't
have the added bonus of pounding
people with the title of the movie when
they simply hear the song on radio. It
has a new hit by CBS stalwart Billy
Joel (which was a huge smash). It con-
tains "Stand On It,” an obscure recent
Bruce Springsteen B-side that's never
been on an album before. And it has
"Foxy Lady,” the Hendrix classic, in a
prominent scene. So that's something
old, something new, something bor-
rowed. ..and a hit soundtrack is the
result.

And more often than not, something
motley, too. When soundtracks are as-
sembled from so many different sourc-
es, sound consistency is always a
problem. Ten songs by different bands
recorded by different producers in dif-
ferent studios and sometimes even dif-
ferent decades often leads to a record
that sounds as disorienting as a late-
night TV hits package. Butevery once
in a while you get a soundtrack like
the one for the Gregory Hines/Billy
Crystal film Running Scared. There,
writer/producer Rod Temperton was
able to write most of the songs (and
the incidental music as well) and bring
in different acts to perform it, so the
MCA soundtrack album boasts songs
by top names like Michael McDonald
(the hit "Sweet Freedom”), Patti LaBelle,

Klymaxx, Ready forthe World and New
Edition, but sounds amazingly consis-
tent. It works as a record.

Record labels frequently wield con-
siderable power in assembling sound-
tracks (since filmmakers can't be ex-
pected to have their pulse on what's
happenin’ in music), and often they
take advantage of that power by load-
ing up soundtracks with cuts by their
own up-and-coming artists. For in-
stance, checking a stack of recent
soundtracks put out by MCA, one sees
the same names cropping up again
and again: Nik Kershaw, Kim Wilde,
Hubert Kah. Hubert Kah? Who or what
is that? Well, that's the point, because
if one of the soundtracks he's on be-
comes a big hit, he could go from a
nobody to a big name overnight. As it
was, the two films in question, Secret
Admirer and Once Bitten, were box
office duds, but Kim Wilde managed
to get on Running Scared, so a lot of
people who hadn't heard or her, and
who probably ignored her own album,
will hear her on the soundtrack. Hope-
fully that will then whet their appetite
for more Kim Wilde music.

Filmmakers also sometimes rely on
the expertise of the labels to pick older
material where it's required, too. "I
basically got to pick the records for
The Falcon & the Snowman,” com-
ments Mark Leviton. "They told me,
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'Look, it takes place in 1974, so what
should we use? So we dug up ‘Mid-
night at the Oasis,’ by Maria Muldaur,
'Pick Up the Pieces’ by the Average
White Band and a couple of Doobie
Brothers tracks. 'You're So Vain' by
Carly Simon is prominent in a party
scene, as it probably would have been
in 1974.”

Leviton says that because there are
so many filmmakers now who grew
up listening to music in the late '60s
and early "70s, more and more movies
are licensing tunes from artists of that
era. "They want to get the music that
was important to them,” Leviton says,
"so we handle a lot of Aretha Franklin,
Rascals, Wilson Pickett—things that
people have good associations with

from their youth. ‘For What It's Worth’
by Buffalo Springfield is popular, too.
It conjures up a lot of memories about
political things.”

Placing a vintage song in a film is
money in the bank for Steve Stills or
Aretha or Rascals leader Felix Cava-
liere, but there are some artists who
are nervous about having their older
material in movies because they are
intentin keeping their careers focused
on the present and they don't want to
live off past glories. And other con-
temporary artists worry about other
things—like what kind of film their
music is going to be used in, how it is
going to be used, whether it will com-
pete with theirown albums, and things
of that nature.

FAY {

'
" |

|

I

-|STUDIOS.

{x

S

\

Y.

IDIRECTIONS)
IFOR A HIT|

I» TAKE THE 5 SOUTH TO|
|ALAMEDAD OR THE 101 EAST|
-|TO BUENA VISTA»OR GO
|OVER BARHAM, CIRCLE
BURBANK STUDIOS AND NBC|.
AND YOU GET ENCORE|

.
U DESERVE IT WHEN YOU'RE GOOD /

‘4,

4

I /A LA

721 5. Glenwood Pi. Burbagfk. GA 91506 USA Phone (818) 842-8300 Telex: 697-2449 ENCO UW

Circle #039 on Reader Service Card

72

FILM-SOUND ’'86

"l have an artist whose son died
under certain circumstances and he
doesn't want his music in films with a
lot of violence,” says Leviton. "Reuben
Blades is very concerned about the
stereotyping of Latinos in films, and
before he'll authorize anything he
wants to see the script to see how
Latinos are being portrayed. Peter
Gabriel is also down on gratuitous
violence and wants to know what's
goingin a film before he lets his music
be in it.

"Someone like Phil Collins has dif-
ferent concerns,” he continues. "Peo-
ple who have had a lot of success with
songs in films don't like to have too
much of their music in different films
because they want to pick prestigious
films to have. Sothey might say, ‘Well,
I like the script but I don't think it's
going to be a big film," so they'll save
the song for something else.”

In the case of a Phil Collins-calibre
performer, a hit off a soundtrack is
often a warm-up for an album to come
(where the really big bucks are made
by the artist’s label), but increasingly,
soundtracks are used as sort of a test-
ing ground by labels, to see if they
can break a single by an act without
having to promote a whole album, or
simply to keep a band’s name in front
of the public eye. An act that isn't
turning out albums regularly can
crank out a song for a soundtrack ev-
ery few months and look like it's busy.
Then, the band can use the tracks
from filmstofill outits albums, and the
record company has already made
some money off those tracks.

This is good news for recording stu-
dios. Iflabels aren't springing for mega-
buck recording budgets like they once
did, they are more willing than ever to
drop a few thousand bucks to let an
act cut something for a film. There is
more soundtrack work being done by
more studios than any time in the past,
and unless the negotiators start to price
themselves out of it by asking exorbi-
tant fees, that is likely to continue. A
trend that is not in the studios’ favor is
the increasing number of soundtracks
being made in home studios with a
wall of synthesizers and samplers. But
that's another story.

In the final analysis, despite the ad-
vances in sound technology, the tre-
mendous sums of money involved in
soundtrack budgets and the styles of
music being employed by producers
and directors, the function of movie
music is essentially the same as it was
when your grandma and grandpa sat
in the local bijou listening to the hot-
test organist in town accompany those
amazing flickering images up on the
screen. Music adds to the visuals and
moves you in some way. All the restis
just dollars and cents. n
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3rd Generation G16.8.2 Mixer

Tek Trak, of Voluntown, CT, is now distributing 3rd Gen-
eration, the British made line of professional audio gear.
The first product introduced to the U.S. market is the G
16.8.2 multi-track recording mixer. This 16x8x2 console
features 16 balanced inputs with insert send and return,
4-band EQ, 3 aux sends, mute and solo switches, phase
reverse switching, and 100mm faders throughout. The
grouping/master sections include 8 input/output groups
with 2 aux sends and 2-band EQ, solo, and fader reverse;
-10 and +4 dB ouptuts; slate; oscillator and talkback con-
trols; individual group and master VU meters. The G 16.8.2
is priced at $3,815.
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Rickenbacker Power Amps

Newly availab’e and now in stock are the Model RA300
and RA600 rack-mount power amplifiers from Ricken-
backer Internat:onal Corp., of Santa Ana, CA. Sporting the
new RIClogo, these amps represent cooperation between
Rickenbacker and one of Japan's most prestigious elec-
tronics companies, the first in a new range of professional
sound reinforcement equipment.

Both modeis feature shielded toroidal transformer, a
super rigid chassis design, cversize 5-way binding posts,
and genuine XLR inputs/outputs. The Model RA300 deliv-
ers 150 watts per channel while the RA600 packs over
300 watts/ch in'o 4 ohms. Bridge mode delivers more
than 300 and 600 watts respectively into 8 chms, with
THD less than .05% at full rated power. The RA300 lists for
$899 while the RA600 sells for $1249.

Circle #041 on Reader Service Card

74

TAC Scorpion Expander Unit

Amek Consoles Inc., of North Hollywood, CA has un-
veiled a 26 input extender unit that can be factory fitted to
any long frame or short frame TAC Scorpion console. A
normal 24-16 Scorpion is now capable of up to 50 mic-line
inputs, a 16-8-2 up to 42 mic-line inputs or a 32-8-2 up to
58 total mic-line inputs. The extender unit may be fitted in
a separate chassis for custom positioning in the field or
bolted together with the existing mainframe. The 26 input
extender is available at a retail price of $9,400. A factory
modification to the existing mainframe is required at a cost
of $500. Other new options available on the Scorpion
include VU meters for the stereo bus and 8 auxilliary
sends instead of the standard 4.
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Publison IM90 Remote Control

Publison America of Hollywood, CA has announced
the availability of a full function remote control for the
Infernal Machine 90 software driven multi-effects proces-
sor. Besides giving fingertip control to all parameters, the
remote unitalso includes a large rotational knob for greater
speed when editing or adjusting effects, as well as an
"A&B" key for changing parameters simultaneously on
both channels.
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Meyer 500 Series

The 500 Series loudspeaker system from Meyer Sound,
Berkeley, CA consists of a matched pair of full-frequency
500 series loudspeakers in combination with the 500
stereo integrated amplitier. The loudspeakers utilize a 15-
inch low frequency driver in conjunction with a high-
frequency driver mounted on a modified radial horn. The
integrated amplifier consists of a professional-quality 600
watt/channel amplifer, control electronics, and sophisti-
cated driver-protection circuitry, all located within a single
19-inch wide rack-mountable package that is only 5%-
inches high.

In addition to driving the 500 Series speakers, the 500
amplifier is capable of powering a complementary pair of
501 subwoofers for an overall increase in the system's
frequency range and power handling capability. The am-
plifier accepts balanced or unbalanced inputs and inter-
faces easily with either pro or semi-pro systems. Rear
panel variable high and low frequency controls are pro-
vided to accurately tailor the response of the system to
various room conditions.
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Pearl TL-4
Stereo Mic

Karlberg Enterprises, of
Rockford IL, is now importing
the Swedish AB Pearl TL-4 mi-
crophone to the U.S. market.
The TL-4 is a high quality,
phantom-powered dual cardi-
oid 180° stereo mic which can
be adapted for a variety of ap-
plications, such as omnidirec-
tional or bidirectional mono,
or used in a M-S stereo ar-
rangement. The microphone
comes with a 5-pin XLR out-
put connector, and two cables
are available—one terminates
with a XLR-M 5-pin, while the
other provides two standard
3-pin XLR-M connectors. An
optional accessory box (PDV-
B) provides an interconnect
for an external 48 Voltsource,
along with external control of |
microphone patterns, and a
choice of balanced XLR or un-
balanced phono outputs. The
Pearl TL-4 is priced at $795,
less cable.
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Kurzweil 150 MIDI Expander

The 150, from Kurzweil Music Systems of Waltham, MA,
is a rack-mounted expander for use with any MIDI key-
board or control device. Retailing for $2,995, the new
instrument is a multi-timbral sound source equipped with
22 instrument voices, ranging form acoustic and electric
pianos to guitar, bass, synthesizer, and mallet sounds.
Sixty preset programs allow access to a variety of sound
options that can be recalled at the touch of a button. The
150's instrument voicings are stored on internal ROM
chips, and space is provided for 5 extra ROMs for future
expansion.

In addition, the unit permits musicians to create their
own programs for storage in the 150's battery-backed,
non-volatile memory. For example, the keyboard can be
splitinto 2 or 3 regions, each of which can be individually
tuned, transposed and balanced. Further, the overtones of
each sound can be varied via Kurzweil's "timbre shift”
option. Other available effects include programmable cho-
rusing, vibrato control and an 8-band graphic equalizer.
Circle #046 on Reader Service Card
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Audio Spectrum Microphones

The Music People, Inc.,, of West Harttord, CT, have an-
nounced the exclusive distribution of the Audio Spectrum
microphone line. The AS-350L ($140 list) is a low imped-
ance vocal mic with wide 50-18k Hz frequency response
and presence peak for extra clarity. Other low impedance
dynamic mics in the line are the AS-345L ($129.95), de-
signed for high SPL instrument applications, and the AS-
246L ($89.95), tailored for both vocal applications and
most instrumentat situations.

The Audio Spectrum Line also includes several con-
denser microphones—the top-of-the-line, full frequency
response AS-354L at $169.95, and the AS-335L ($110)
with the response and heavy contruction needed for life
on the road.
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Audioscope Model 3211

The Audioscope Mode! 3211 Multichannel Audio Level
Display from Apogee Electronics of Santa Monica, CA,
provides accurate monitoring of up to 32 channels simul-
taneously on a separate RGB color monitor. Columns,
graticules and secondary graticule colors may be pro-
grammed internally to suit individual requirements. Meter
characteristics are switchable VU or PPM. If using the
meter with a multi-track machine, a color square may be
displayed atthe top of each column to indicate the record
mode of that channel, and switching may be effected
automatically.
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“4B-PR0O”

POWER AMPLIFIER

by Piers Brew

Professional equipment has tradi-
tionally been separated from audio-
phile equipment by the different needs
ofits users. Pro gear has to be durable,
easy to maintain, and able to operate
under a wide range of conditions, with
the versatility to meet the require-
ments of various applications. These
conditions can be met, but often at the
cost of accuracy and quality of repro-
duction. Audiophile equipment does
not have to operate under such ad-
verse conditions and does not need to
be as rugged. As a result, audiophile
equipment can be designed and built
for optimum sound reproduction.

Recently, companies have pro-
duced equipment that combines the
durability of the professional world
with the sound quality of the audio-
phile world. This is the goal that Bry-
ston set for itself in the design of its
"Pro-Series” amplifiers.

The Bryston 4B PRO, the profession-
al version of their acclaimed 4B, occu-
pies three rack spaces and weighs 50
lbs (its dimensions are 19- x 5.25- x
13.5-inches). On the front panel is a
power switch with dual color LED
power/clipping indicators for each
channel. The indicators glow green to
indicate "power on” and red to indi-
cate clipping. Also on the front panel
are volume trims for each channel; a
flat head screwdriver is needed to ad-

76

just these.

Rear panel connectors include lock-
ing Y4-inch input jacks (with balanced
XLRs as an option), and gold plated
posts for the speaker outputs. Bridging
is accomplished easily with a switch
that is located on the back. In the
bridged mode, the input is taken
through the left side, and the output is
provided through the two binding
posts for the + output of each channel.
Also provided is a ground lifting switch
for separating the signal ground from
the chassis ground.

One immediate advantage the 4B
has over most amplifiers of its size and
power rating is its lack of cooling fans,
thus eliminating operating noise, a use-
ful feature for control room applica-
tions, yet fairly rare among profession-
al units. Cooling is accomplished by
9600cm? of heat sinking. Itis designed
to run warm at idle, but this does not
cause any problems with its perform-
ance. The amplifier provides ample
power to be used in PA applications
and can drive a load of any phase
angle at 4 ohms or higher while still
maintaining quality specifications.

Each channel is fully independent
and separated from the other channel
all the way back to the line cord—
there is a separate power supply for
each channel. This provides excellent
channel separation between the left
and right channels.

The power output is guaranteed to
be atleast 250 watts into 8 ohms (400

watts into 4 ohms), and 800 watts in
bridged mode into a minimum load of
8 ohms. The 4B-PRO is capable of
delivering up to 48 amperes instan-
taneous peak output current. This rat-
ing indicates the high current han-
dling ability of the output transistors,
but does not represent the amplifier's
poweroutput capabilities. This amount
of current can only be delivered to a
1 ohm load.

As mentioned earlier, all Bryston
amplifiers are designed to be very dur-
able, while still maintaining audiophile
specs. This is accomplished by provid-
ing extremely high safety margins for
all components. Typical margins are
about 250 percent, which increases
the life expectancy ten to 20 fold. On
top of this, each amplifier is run
through a burn-in test to uncover any
defective components. The burn-in
(torture) procedure involves running
the amplifier at full volume with a high
frequency square wave which is ap-
plied for three hours and turned off for
one hour every four hours for a total of
100 hours with the output connected
to a capacitive load.

Bryston recommends that under
normal conditions the amplifier should
be left on continuously. This should
not be any problem because the am-
plifier'sidle current draw is equivalent
to that of a 100 watt light bulb. This is
also a good idea because of the size of
the power supplies—if the power
switch is on when the amplifier is be-
ing plugged in it may cause damage
to the plug and the outlet.

The manual states that most speak-
ers can handle the normal undistorted
outputof the amplifiers, but once clip-
ping occurs, damage may be sustained
by the high frequency drivers. This is
due to the generation of harmonics
caused by clipping. In normal opera-
tion, the clipping indicators can be
allowed to switch on occasionally
without causing damage to correctly
rated speakers. Woofers may be dam-
aged because the amplifier can repro-
duce low frequency transients at high
levels. Bryston recommends that fuses
be used to protect the speakers, and
offers gold plated speaker connectors
as an option.

When the amplifierfirst arrived, we
hooked it up as the alternate monitor
amplifier in our control room, here at
the University of Miami's multi-track
recording studio. This allowed us to
try it out with a range of different
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speakers, and the first opportunity to
use it was during a tracking session
that evening. The instrumentation of
the tune was drum machine, guitar,
bass doubled by synthesizer, several
background synthesizer tracks, and
lead guitar. The Bryston provided
plenty of outputlevel for the musicians
in the control room to monitor while
playing, and was able to reproduce
the drum tracks very accurately, and
with surprisingly low distortion for such
high level reproduction.

The 4B-PRO has some more, less
obvious, advantages over other ampli-
fiers. Its protection circuitry doesn't
kick in with any minor transient blem-
ish that gets into the signal, and the
nature of the protection circuitry is
such that it will not fully disable the
amplifier in order to protect itself. In
the basic studio environment, we
could not provide any signal that
would distress the Bryston. It handled
high level percussive sounds, high
level low frequency sounds (bass "pop-
ping”), high frequency high level sig-
nals (lead guitar "harmonics”), and at
the same time reproduced the most
subtle synthesizer voices without the
slightest hint of distortion, even into 2
ohm monitors.

The next test application was in a
PA system for a rock ensemble per-
formance. We used the 4B-PRO as the
main speaker amplifier. The Bryston
was operated very near clipping
through the whole concert, only being
allowed to rest during the small breaks
between tunes, and often being
pushed overthe point where the clip-
ping lights would come on. Every time
the drummer hit his very loud "China”
cymbal, the amplifier's clipping lights
would go from green to red but no
disagreeable increase in distortion oc-
curred. The dual color LED power/
clipping lights were very responsive,
and easier to see than indicators that
only switch on when clipping occurs.
Since the lights are always on, it is
very noticeable when they change

The amplifier got quite warm after it
had been on for a while, but once it
reached its operating temperature, it
did not get any hotter. At first we were
concerned about it running so warm,
but we realized that its performance
was not being affected, and it was nice
not having fans switching on and off
to cause any distraction from the work
at hand.

Finally, we used the Bryston with a
pair of electrostatic loudspeakers, and
a Compact Disc sound source. The
capacitive, frequency dependentload
was no problem for the 4B-PRO to
handle. No audible coloration was
added by the amplifier, and, even at
higher levels, there was no problem
with it handling the varied phase an-
gles of the load. It did not run nearly
as warm as it had done in the other
applications.

Every Bryston amplifier is tested be-
fore being shipped. Anindividual spe-
cifications sheet, showing the results
of these tests is provided along with
the amplifier. The basic ratings that all
4B-PRO amplifiers must meet are
listed in Table I. The specifications of
the amplifier that we reviewed were
confirmed on ourtest equipment, and
are listed in Table II.

The operating instructions provided
with the amplifier are somewhat lim-
ited in scope. No schematics are pro-
vided, and the four page manual in-
cludes the operating instructions for
the company'’s full line of amplifiers,
nevertheless the instructions provided
are more than adequate for the pur-
chaser to understand fully how to use
the amplifier.

Considering how well the amplifier
endured such a wide variety of appli-
cations, while still producing a clear
undistorted signal, the Bryston 4B-
PRO met the manufacturer's goals
with regard to durability, sound integ-
rity and accuracy. Together with the
reasonable price of $1500 for such a
powerful, high quality amplifier, 1
would strongly recommend the 4B-

colors to indicate clipping. PRO to any professional user. |
TABLE | TABLE Il

Factory specifications Confirmed specitications of the
POWER: amplifier we tested

250 watts/channel into 8 ohms.

400 watts/channel into 4 ohms.

800 watts bridged into 8 ohms.

NOISE:

100 dB below full output.

DISTORTION:

I< 0.01% from 20 to 20kHz at 200 watts
M.

< 0.01 from 10 milliwatts to 200 watts

SLEW RATE:

> 60v/microsecond.

POWER:

277 watts/channel into 8 ochms.
NOISE:

104 dB below full output L-channel;
103 dB below full output R-channel
Distortion: L-channel R-channel

20Hz 0.0035% 0.0027%
200Hz 0.0036% 0.0026%
2,000Hz 0.0031% 0.0027%
20,000Hz  0.0067% 0.0062%
IM. 0.0017%  0.0013%
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by Eddie Miller

It seems that every decade or so
the audio industry comes up with a
special sound processing device or
recording technique that everyone's
just got to use. In the 'S0s, it was the
reverb unit. What would the '60s have
been without wah wah pedals? The
"70s gave way to the rise (and fall) of
quadrophonic recording and sound
systems. Now in the '80s, the new
technology is digital recording, and
out of this has sprung a plethora of
digital sampling devices. With the aid
of these machines, any sound you
can imagine (or sample, anyway) is
at your fingertips to use as music, or
sound effects.

The latest of these units to hit the
market is the MDB Window Recorder
made in Switzerland by Giant Elec-
tronics, Ltd, and distributed in the
United States by Europa Technology,
Inc. Giant Electronics boasts that their
Window Recorder is currently “"the
highest quality sampling digital re-
cording unit on the market’ with
"Compact Disc quality.” Let's investi-
gate...

Basically, the Window Recorder
is a digital sampling unit that can
be triggered to playback and trans-
pose what has been sampled via
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either a front panel control, or an
external signal. The unit samples at a
rate of 44.1 kHz using a 16-bit linear
PCM system to digitize the audio
signal. Twelve seconds of full band-
width sampling can be stored and
retrieved.

Located on the left end of the front
panel (one rack unitin size) is the XLR
input jack. The input level is selecta-
ble between mic orlinelevel and can
further be adjusted by using the input
level control knob and LED meter. A
green LED above this knob indicates
whether the input level amplitude is
sufficient to trigger the record func-
tion, if selected.

Totheright of the input knob are the
record and overdub select buttons.
Next are the forward and reverse play
buttons, followed by a trigger or hold
two-position switch that will select
single play or looping ‘of the sample.
The middle-right section of the front
panel holds the visual "“window dis-
play” of the unit. This display incor-
porates 32 “winking and blinking”
LEDs that form a visual display of
memory space.

On the right-hand side of the front
panel is the tuning knob and a red
LED that lights up when this control is
in use. A two-position switch below
this determines whether the sample
will be played back at the initial
sampling rate, or if the sample will

be transposed via the tuning knob.
The reset button, which will reset the
window length to its initial 12 second
position, is the last item on the right
side of the front panel.

The back panel holds the on/off
switch, protection fuse, heat sink, fan,
computer bus, XLR audio trigger input,
MIDI input, two Ya-inch gate inputs,
two lYa-inch trigger outputs, Y%-inch
1V/octave CV input, and the XLR au-
dio output plug.

Sampling an audio signal is a sim-
ple task: set the mic/line input switch
to the approgriate position, adjust the
input level control knob for the de-
sired level, then hit the record button.
The manual recommends use of line
level audio sources for optimal quali-
ty. Unfortunately, the manual doesn't
note that pin three of the XLR input
and ouput connections is hot. After |
figured that out, I was home free.

The tuning knob does not affect the
recording as the sampling rate is not
user-selectable. Overdubbing on top
of a recorded sample is accomplished
by depressing the overdub and record
buttons. This can be done an infinite
number of times, however the overdub
function cannot be made to loop.
When the power is turned off, the sam-
ple is lost.

After a sample is recorded in mem-
ory, it can be played forward or back-
wards by triggering the playback di-
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INSTITUTE OF AUDIO RESEARCH
Because your future depends on it...

Get started in an exciting audio career. in just 9 months you'll have the skill and
confidence to succeed in this rapidly expanding industry.

With a faculty of 20 internationally renowned, working engineers, headed by the nation’s leading expert in tech-
nical training, Philip Stein, and the Immediate Past President of the Audio Engineering Society, Albert B. Grundy,
you'll acquire state-of-the-art skills from the best and the brightest in the business.

Get Ready...

You'll learn recording, mixing, overdubbing, microphone selection and placement,
post-production editing, circuit construction, studio maintenance, special effects and much more. Engineer a
professional recording project in the INSTITUTE’s hot new room featuring a 24-track, automated console and
wide range of the latest outboard gear.

You'll be placed in a professional studio internship and you'll benefit from the INSTITUTE' lifetime placement
network that helps you with everything from that first job on up.

Get Set...

High School graduates (or GED) can start any of four times a year — Summer, Fall,
Winter, Spring. Or consider the special 2-Summer Program designed for college students. By the time you have
your Degree you can also have your INSTITUTE Diploma and entree into the exciting worlds of music recording,
broadcast, audio for film and video, concert and theater sound and much, much more.

GO!

Call today (or return the Gall... (212) 777-8550
coupon below) to arrange a personal appointment.
Find out if you have what it takes to make it in the
fast-paced recording industry.

The INSTITUTE OF AUDIO RESEARCH is
licensed by the New York State Department
of Education, approved for Veterans

Training, and accredited by the
Accrediting Commission of

- the National Association
\ of Trade and Technical
Schools. Financial Aid

for Those Who Qualify.

YES, please send me more information.
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SONEX sweeps carpet
costs less money,
Kkills more noise.:

You might think that because SONEX is
aprofessional acoustic foam, specifically
designed to control sound, it would
costmore than carpet. Logical butwrong.

At just $18/yard, SONEX is one-third
the cost of good quality carpeting. Yet
v % g e it's twice as deadly to

noise. And even if
¥ you order special

A SONEX in low quan-
tities, it’s still only
half the cost of carpet.
So you can't lose. It's
less expensive, yet
more effective. Call

or write for the SONEX brochure, , ~ | |

complete with acoustic charts and .

allthe face, AlphaAudia
2049 West Broad Street

SONEX is manufactured by llbruck and distributed exclusively ~ FIen™O"f, Hrmied 2828008 ivdly oo 3052

© the pro sound industry by Alpha Audio Acoustic Products for the Audio Industry

()

MasterZorg

101 Landing Road * Landing, NJ 07850 * 201/398-7426 * Telex: 325-449
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THE VERY HEART OF YOUR
TAPE MACHINE

Can you trust it to just anyone?

ARERER LN

MAGNETIC SCIENCES
The audio magnetic professionais with the track record to prove it.
Complete lab facilities ® Over 20-years of in-depth experience

Specializing In restoring worn, unserviceable magnetic heads
for a fraction of the replacement cost.
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rection manually on the front panel,
orby externally triggering the machine
by way of a mic or line level trigger
pulse. Rapid triggering of forward and
backwards playback creates a “scratch-
ing" effect that rivals the abilities of
even the world's greatest hip-hop DJs.
When the hold switch on the front
panel is kicked-in, the sample will in-
finitely loop in the specified direction.
Upon playback, two output trigger sig-
nals are generated by the Window
Recorder. The first is the “start out”
trigger signal which occurs upon initi-
ation of playback, and the second is
the “"end out” trigger signal which oc-
curs upon completion of playback.
These signals could be used to trigger
an external source such as a drum
machine or keyboard.

According to the manual, the play-
back frequency is variable by +1 oc-
tave, but I found it to be variable by
almost 3 octaves. Another surprise I
found is that the input to the machine
always appears at the output, even
when a sample in the machine is
played back. The only way around
this problem is to disconnect the input
plug, or make sure that an audjo sig-
nal is not entering the input of the
machine.

The MIDI out signal from another
instrument or sequencer can be used
to trigger and transpose a sample in
the Window Recorder. Looping of the
sample will not occur when the Win-
dow Recorder is triggered via MIDL
Playback direction of the sample
upon triggering is selected by press-
ing either the forward or reverse play-
back button. [ found itdifficulttotry to
match the sample pitch from the Win-
dow Recorder with the pitch of the
controlling synthesizer. In attempting
this, the tuning knob on the Window
Recorder was very limited in range
(Y2 step instead of the previous 3
octaves) and it was necessary to tune
my keyboard to the sampling unit. Be-
cause of this, the unit is most function-
al when it is controlled by a MIDI
source.

One of the most useful features of
this unit is the ability to edit the sam-
ple once it's in memory. The compo-
nents used for this are the window
display, the left and right window
selectors, the two play buttons, and
the reset button. Editing may be done
visually by monitoring the 32 LED
window, or visually and aurally by
monitoring both the window and the
vari-speed cueing system. The left
and right window selections are
depicted as brackets ([, ]), so the idea
is to put the desired piece of the sam-
ple in those brackets.

To enter the “window select” (edit)
mode, either of the two window select
buttons can be pressed. The play but
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tons are used to cue up the sample to
the editing points. Six different cueing
speeds (forward or backwards) can
be obtained by pressing six times on
one of the two play buttons. I found
that the tuning knob was handy for
use in fine tuning any one of the six
cueing speeds. Upon reaching the
desired edit point, one of the window
select buttons should be pressed.
Pressing the window selector labeled
“[" will mark the edit point as the
beginning of the sample; pressing the
window selectorlabeled "]” will mark
the edit point as end of the sample.
The reset button will reset the left and
right window selectors to their full 12-
second position while keeping the full
12-second sample in memory. Ergo-
nomically, it is located dangerously
close to the tuning knob.

[ have found that a smaller than full
length window can be set up before
or even while a sample is in memory,
and only that section of memory will
be used when the record button is
pressed. Having established this, it
would have been an efficient design
idea to have allowed the user to store
any number of variable length sam-
ples (not to exceed total memory
space) in any number of registers for
easy recall.

Upon testing the unit, [ found its
frequency response to be 20-20,000
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A one-of-a-kind word for a one-of-a-kind problem

solver.

The Orban 672A (Mono)/ 674A (Stereo) Graphic
Parametric Equalizer combines a full electronic
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DO wreaen sausLEEn  MODE. GTAA

The Orban ‘“Paracrossalizer.”

The 672A/674A is at home in the studio as well.
It's a single cost-effective package of sheer EQ
power that can solve virtually any frequency-
contouring problem in recording, music synthesis,

Hz, +1.25 dB. Over a wide range of
listening conditions, I confirmed that
the Window Recorderaccurately sam-
pled and reproduced any given audio
signal that was input to the machine.

MDB Window Recorder
Manufacturer
Specifications

Manufacturer: Giant Elec-
tronics, Lid., Switzerland
Sampling resolution: 16 bit
Sampling rate: 44.1 kHz
Dynamic range: 98 dB
Bandwidth: 20-20k Hz

(£ 1dB)

Pitch change: + 1 octave
Trigger accuracy:

22 microseconds

Sample time: 3, 6, or 12
seconds, depending on
model.

U.S. Distributor: Europa
Technology, Venice, CA

For the future, Giant Electronics
plans to use the MDB Window Record-
er as the central unit in a component
system designed for sampling, digital-
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ly storing, and polyphonic playback
of audio information. Plans are in the
making for an external disk drive that
would be used for storing samples on
disk. Also in development is software
for interfacing the Window Recorder
with the IBM PC or Apple Macintosh
computers. By interfacing the unit with
a computer, storage, on-screen edit-
ing, display, and digital mixing would
be possible.

Once the sample is stored as digital
information, it could be loaded into a
separate unit to be played back. Al-
though this unit is also not yet availa-
ble, an engineer could have a separ-
ate playback unit for each different
sample to be played back in real time.
With all these components, it could
add up to be quite an elaborate system!

For applications requiring several
seconds of quality sampling, the MDB
Window Recorder is an easy to oper-
ate, high fidelity sampling machine.
The model I tested, with 12 seconds of
sampling time, lists for $4,995 and
carries a six-month warranty from Eu-
ropa Technology, Inc. This unit is also
available with either three seconds of
sampling time ($3,495), or six seconds
of sampling time ($3,995).

For more information, contact Eu-
ropa Technology, Inc. at 1638 West
Washington Boulevard, Venice, Cali-
fornia 90291, (213) 392-4985. |

broadcast production. . .you name it.

_ Contact your local dealer today for more informa-
tion on the “paracrossalizer’—Orban’s unique curve-
bender for corrective and creative EQ.

crossover (high- and low-pass filters with 12 dB/
octave slopes) with 8 bands of fully parametric EQ
and easy-to-use, graphic-type controls. In many rein-
forcement systems, the 672A/674A is all you need: it
replaces a separate crossover and old-fashioned
third octave EQ with a system that has better phase
and time-response characteristics. It not only
measures better on today’s sophisticated acoustic
instrumentation, but—most importantly—it sounds
better too!

Orban Associates Inc.
O LV QN 545 Bryant St, San Francisco, CA 94107
(415) 957-1067  Telex: 17-1480
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In this lunching we will sample a
Japanese/American buffet aboard a
bullet train speeding East and West.
We'll chat with Minoru Asai, a musical
liaison working in both Tokyo and Los
Angeles. We'll meet Kioshi Shikita,
producer of avant-garde audio visual
bonanzas, and his latest extrava-
gonzo, the band Cioccolata. Our
guests will include Mark Mothers-
baugh of Devo, who has released solo
musical ventures under Shikita's TRA
music/graphics banner, and also
Hajime Tachibana, known internation-
ally as a founder of The Plastics, one of
the few Japanese bands to make a
scene in both Europe and America.
And we'll also chew the fat with that
studio virtuoso Jeff Baxter, former gui-
tarist for Steely Dan and The Doobie
Brothers, and currently a techno/mu-
sical consultant for the Akai and Ro-
land corporations.

Japanisa land of startling contrasts:
bullet trains and ancient temples; su-
shi and Big Macs; peaceful natural
wonders and ant farm cities. Japan
has half the population of America on
an island the size of California, and
only 20 percent of the land is inhab-
ited. The Japanese people live with a
multi-layered code of honor and inter-
personal expectations. They have cre-
ated a crowded society that operates
as smoothly and predictably as a
guartz timepiece. The streets are clean,
the cars are clean, the people are clean.
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Haji;ne Tachibana (left) Mark Mothersbaugh of Devo (right).

Jeff Baxter, studio virtuoso, techno/musical consultant, and former lead
guitar with The Doobie Brothers and Steely Dan.

PHOTO: MR. BONZAI
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Behind Every Synclavie

Protile: Murray Allen

Accomplished musician, composer, engineer and businessman, Murray Allen owns one of the
largest audio facilities in the world. Universal Recording offers every service in the field of audio
from 24-track recording studios, film mixing theaters. and video sweetening rooms to remote sound
crews and even a cassette duplication factory. Murray knows that every piece of equipment he
purchases must not only provide the highest sound quality and operational flexibility available, but
also be able to prove itself financially with a solid returmn on investment. He comments on Universal’s
recent completion of a dedicated Synclavier studio

“We at Universal feel a studio cannot honestly call itself world-class nor can it claim to be
state-of-the-art if it does not own and utilize a hard disk-based digital audio
manipulation system. Now having said that, we have researched every such
system on the market and some on the drawing board and have found only
one system sophisticated encugh, fast enough, with the kind of sheer computer
power we need to serve our clients. That system is the Synclavier.”

M




Profile: Nile Rodgers

Arranger, songwriter and guitarist Nile Rodgers is one of the most sought-after producers in the
music industry taday. In demand by such top artists as David Bowie, Madonna, Duran Duran.
Sheena Easton, [eff Beck, Diana Ross and Mick Jagger, his influence is redefining the sound of
the 80's. Part of that sound is utilizing only the finest technology available to give him the speed
of operation, reliability, fidelity and creative control that are the Nile Rodgers trademark. He
remarks on why his Synclavier is at the heart of this production technique.

“‘As a producer, the Synclavier is a must for me in the studio. It isn't just a piece of equipment |
sometimes use. It's mandatory; just as important as the speakers, micro-
phones and console. And since the Synclavier is the most advanced system
in the world, it gives me a creative edge that lets me concentrate on the

artistic side of making records.”
[J
Wit Badgers—

Nepw England Digital White River Jct . Ve . 8027295-5800 NY: 217/977-4510 LA: 213/65] 4016
Authorized D —A 404/351-5955 Dallas: 214/387-158 Nashville: 615/327-1343 London: 202-4366 Tokyo: 341-4660 Toronto: 116/868-0528
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In Japan, there is an all pervasive
awareness of others, and a mutual re-
spect stemming from natural survival.

After a long term fascination with
abstract Japan, | first encountered its
reality in 1977. ] was managing a stu-
dio in California where a Japanese
album was recorded, with a number
of American session players called in
to create a cross-cultural blend. For
nearly a decade, | have sampled the
food, dabbled in the language, and
studied Kurosawa films. Last year, |
married Keiko Kasai, an artist who
carves granite and emigrated to
America for its artistic freedom. | am
a diligent student, but it could take
a lifetime to understand Japan—may-
be more.

I just returned from my first trip to
Japan, where I met my new family for
the first time. After our reception
party, Keiko's aunts sang folk songs
a capella and performed traditional
dramatic dances. Song and dance
are a part of daily life, and it is not
uncommon to see a group of busi-
nessmen breaking into a spirited
number after a hard day’s work and
a few cups of sake. But there are
modern trends developing simulta-
neously. Pop music is heavily laced
with Western styles, and the charts
are bulging with American and
European superstars. Additionally,
there are fringe movements, incor-
porating wild concepts of music, art,
video. To explain the Japanese music
scene would be at least as laborious
as explaining the full story of music
in America today. I would like to in-
troduce you to a few people who
operate in both worlds. Keiko will
help in translating the more delicate
concepts.

Minoru Asai is the managing direc-
tor of COM International, a trans-
Pacific company that assists Japanese
and American artists. This fall, Mr.
Asai will bring Chikuzan Takahashi
for his first concert tour of America.
Chikuzan is 77 years old, blind, and
a master of the shamisen, a three-
stringed, banjo-like instrument. Over
steaming platters of yakitori at a
bustling Tokyo eatery, Mr. Asai sug-
gested that foreigners venture be-
yond the city limits and investigate
the very different daily life in the small
towns and villages.

"Tokyo is not a typical example of
the Japanese lifestyle,” he told me.
During the trip, I found this to be true,
yet even in the ancient capital of
Nara, [ saw Rambo posters in the shop
windows. Japan is plugged into the
world. As I thought of Mix readers, |
asked Asai-san if it would be easy for
American musicians to play in Japan
and tour the many cities. His opinion
was that it would be easier for a clas-
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sical musician to find work out of the
major centers. "For a modern musi-
cian who is not famous, it would
maybe be difficult in the smaller cit-
ies,” he suggested politely.

In the hip Roppongi district of
Tokyo, Keiko and | visited the offices
of Kioshi Shikita. Mark Mothersbaugh,
who has released his solo Musik for
Insomniacs in Japan through the TRA
cassette/magazine (that's ART spelled
backwards), provided the introduc-
tions. Mr. Shikita, surrounded by com-
puters and various pieces of audio/
video gadgetry, is bucking the pop
scene in Japan. He has chosen to de-
velop alternate styles, releasing limited
editions of music on cassettes in bold,
unconventional packages. His latest
project is the group Cioccolata, with
equal emphasis on video and music.

The video | watched was a curious
combo of surreal Dali-esque images
in a Wizard of Oz setting. The lovely
Cano Caoli sings operatically in Eng-
lish, Italian and Japanese amidst
synth-pop backdrops and computer-
ized bleeps and bloops. There is no
focus on traditional Japanese values,
yet Mr. Shikita admits, "You can smell
something Japanese.” When I asked
about her musical influences, Caoli
explained that she appreciated re-
naissance music, opera, and enjoyed
natural sounds, like the wind or
breaking glass. You won't find Cioc-
colata on the charts in Japan, but they
have a devoted cult following and
their records and videos are easily
available.

On our return to Los Angeles, |
realized | had just begun to under-
stand the mysteries of Japan. To flesh
out the story, I contacted Jeff Baxter, a
musician who has achieved great
success in both America and Japan.
He invited us to his home/studio and
we delved deeper.

Bonzai: When did you first visit
Japan?

Baxter: In 1975, when I was touring
with The Doobie Brothers. I was a
complete barbarian—Idid everything
wrong, drank too much, and wore my
bedroom kimono in the bar. [ was a
wild man, but luckily, I learn pretty
quick and realized that was not the
way to act. About the same time, I had
been introduced to the Roland guitar
synthesizer and was very impressed,
although I knew it would take a few
years to come to fruition. | have acted
as a consultant to the company, mak-
ing yearly trips to assist in research
and development. I've also visited as
amusician regularly—when [ was with
Billy & the Beaters we took a second
prize at the Tokyo Music Festival. |
continue visiting as a producer and
have also been working with Akai in

developing sound and recording gear.

Bonzai: Is Japan a land of oppor-
tunity?

Baxter: Thisis a personal view. . . Be-
cause of the way Japan was structured
socio-economically after WWII, there
was an inherent tension in the society.
As long as the economy could grow,
there was room for personal advance-
ment. But now they are faced with the
same problems we have: rising labor
costs and competition from other
countries, like Korea. This means few-
er corporate jobs, and with a big
younger generation there are fewer
opportunities and the competition gets
fiercer. There is a generation now that
can't be promised as much of a better
life—the American dream thatbecame
the Japanese dream. What do you do
with all these kids? When you put an
insurmountable barrier in front of a
young person, you get rock and roll.
What's developing now is an under-
current, a subclass of people who are
disgruntled and unfulfilled and look-
ing for ways to express it. Rock and
roll must come from the gut, and the
Japanese are beginning to use it to
reflect their own society.

Bonzai: Let's touch on your personal
career—is the quitar still your main
form of expression?
Baxter: If your main instrument is the
one where you have the widest vocab-
ulary, then sure, it's the guitar for me.
But when you sit down with a com-
puter and a sequencer and a bank of
synthesizers and samplers, it's hard to
say what instrument you're playing.
started out studying piano as a kid,
and learned harmony, theory, coun-
terpoint. This has been invaluable in
my use of the guitar synthesizer. When
you study guitar, you study technique,
and quite often a guitar player will be
unprepared for the synthesizer. You
have to have the head space of the
instrument you're trying to interpret. I
you want to sound like a Hammond
organ, your intervals have to be key-
board intervals. But what instrument
are you playing? You're playing quitar
and you're interpreting the organ.
Take it a step futher. You're sitting at
a bank of computers and you want to
put together a basic track of drums,
bass, and piano. You load in your
notes, put them where you want them
to be, and play it back through the
piano module, the electronic drums
and the sampled bass. Then what
instrument are you playing? My best
technical ability is on the guitar, but
when [ sit down with a sophisticated
music computer, it's hard to say what
instrument I'm playing.

Bonzai: And you've grown up with
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The COMPUTER AIDED

7] ROUTING

Vs (Y SYSTEM

with 32 banks of internal mem-

ory, gives instant recall of 16 track

bus assignment and muting infor-

mation (24 input channels and 16

i monitor/input channels) through the
onboard microprocessor.

Comprehensive monitoring and

talkback systems keep you in command.

A separate cue .system, in additior: to the 6

auxiliary Mix buses, allows simplified con-

trol of musicians headphone mixes. Improved

electronic and mechanical construction offer

new levels of performance over previous

desigrs.

Allen & Heath Brenell (USA) Ltd.
Five Connair Road
Orange, Ct. 06477 / (203)795-3594
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Mixing ART With SCIENCE
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In addition, with optional Computer
Interface/Sequencers, the CMC-24 may
be controlled by an external source such as
Keyboard, Drum Computer or Tape Track.
Anyway enough talk, we believe the Excite-
ment is in the Driving. . .We know you're
ready!

For Moare detailed information on how the
new CMC Series can bring your Mixing Capabil-
ities into the Computer Age,-contact your local au-
thorized AHB dealer today.

“!Includes: MPS Power Supply.
Prices & Specifications sabject to change without notice.

Allen & Heath Brenell Ltd.
69 Ship Street, Brighton, BN1 1AE England
Telephone: (0273) 24928/ Telex 878235
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Eastern Acoustic Works’
KF-550 Cabinet:

A Cost-Effective, Modular Loudspeaker System

Severa] major tours
on the road in 1986
will make use of
speaker comple-
ments that contains,
in part pre-pack-
aged systems that
have been sub-
contracted from
regional sound
companies.

92

by Mike Stande

Today more than ever, users of pro
sound loudspeaker systeins are search-
ing for the “ideal system’: quality
sound, portability, status and cost are
all important considerations, and an
increasing number of manufacturers
now offer pre-packaged loudspeaker
systems for touring and ir:stallation use.
fach system epproachss a design
problem in a different way: how to
best package a full-bandwidth, high-
level sound system that can tour easily,
and is part of a modular array when
combined in multiple nuinbers.

One manufacturer charges over
$4,000 for each box. Other firins have
products that cost half as much, and
some of them scund like it A growing
number of touring companies and
sound system rental houses are still
searching for the “best” speaker sys
temn. Within the past few years, many
such firms have begun to take a closer
look at horn-loaded loudspeaker sys
tems, which can offer greater acous
tical output for a lower investment in
loudspeakers and amplifiers. Eastern
Acoustic Works'" KF-550 “one-box”
full range horn-loaded systemn is be
coming increasingly popular for a va
riety of applicaticns.

KF-550 Design Parameters
The EAW Forsythe Series KF-550is
a high definition, three-way sound re

Speeda Sound’s EAW KF-550 sys-
tem (24 box) set up at California
State University, Fresno.

inforcement loudspeaker system. De
signed by EAW's head of engineering,
Kenton Forsythe, the KF-550is intend
ed for use as a modular building block
in today’s large touring sound systems.

The three horns integral to the KF-
550 conform precisely to the original
mathematical models developed by
Forsythe through the use of a proprie-
tary, polyurethane foam, reinforced
hardwood construction technique. The
nearly exact actualization of theoreti.
caldesign concepts results in a speak-
er systemn that is said to have excep-
tionally smooth air-loaded impedance
characteristics forsmoother frequency
response. In other words, wooden
horns that are correctly built couple
the loudspeakers to the air in a very
efficient manner.

Each KF-550 contains two 15-inch
loudspeakers in a folded-horn cavity,
asingle 12-inch speakerin a mid bass
horn with an integral displacement
plug, and a 2-inch exit compression
driver mated with a Constant Horizon
tal Coverage horn. RCFLABL15/554
and RCF LAB L12/P11W loudspeak
ers are suggested for use by Eastern
Acoustic Works. EAW custom-tailors
the KF-550s for use with several dif-
ferent transducers upon customer
request.

The KF-550 enclosure weighs ap-
proximately 325 pounds including the
compression driver. Six heavy-duty
recessed handles, optional casters and
a flying strip enabling eight different
hanging angles are available.

As the list of KF-550 users grows,
the boxes are becoming a common
sighton concert stagesin the U.S. and
abroad. One of the first large systems
was assembled in 1984, when Killer
Audio of Florida fielded a 48-cabinet
system. Spectra Lighting & Sound of
Orlando, Gainey Sound of Birming-
ham, Alabama, Scorpio Sound in
Massachusetts, Uni-Stage of Buffalo,
New York, Audiofon of Kingston, Ja.
maica, and Unicus of Japan were all
early supporters of the new “one-box”
system.

Recently, Speeda Sound of Fresno,
CA and Roadwork Productions of
Nashville, TN have fielded new KF
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A British company dedicated Lo Lthe
design and manufacture of one of the
broadest ranges of mixing consoles
in the World. We offer ten individual
models in over fifty versions to suit
your specific requirements.

The choice is yours.

Soundtracs pic. 91 Ewell Road. Surbiton. sﬁi.

KT6 6AH. England Telephone: 01-399 3392
Telex 8951073/STRACS/G Fay: 01-399 6821
U.S.A.: MCl Intertek Inc. (817) 6406447

Applications: Sound Reinforcement;
Video Post Production;
4&8 Track Recording;
Broadcast “On Air’'; Stage Monitoring.
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Steve Lamberson sets up Jason & the Scorchers house mix at MSU’s
Rockfest. Roadwork Productions provided the Soundcraft/EAW system.

550 systems. Let'sexamine these more
closely.

Roadwork Productions

Founded in 1980 by the Morrison
Brothers as a spin-off of a successful
music store chain, Roadwork Produc-
tions moved into the Pro Audio retail
business and the concert sound sys-
tem rental trade.

"Ourfirstsystem was purchased and
assembled for a tour that never mate-
rialized,” laughs owner Mike Morrison
of Nashville. "That's par for the course
in the touring business, though. Even-
tually, we went on to do over 150
shows for Hank Williams Jr. with that
four-way stacking system. When we
started getting ready to work with
Conway Twitty, we looked for a one-
box system from a reputable manufac-
turer with a good track record. We
purchased KF-800s, which made an
ideal flying system for that tour. Our
most recent purchase has been a KF-
550 system. When we do large dates,
we often combine the two types of
cabinets, which work very well togeth-
er.” Roadwork supplied KF-550 and
KF-800 cabinets for a recent tour of
the southeastern U.S. The company
sent out a full house and stage moni-
tor system for Jason & the Scorchers, a
Nashville-based act. "Through our fa-
cilities in Nashville and Jackson, Mis-
sissippi, we are able to offer band gear
rental and full lighting systems as well,”
explains Mike Morrison of Roadwork.
“Many actslike to have one-stop con-
cert production services.”

Roadwork relies on Soundcraft con-
soles and Crown Micro-Tech ampli-
fiers. Stage monitor systems feature
Yamaha Q-1027 graphic equalizers
and EAW floor slant monitors with RCF

94

components. The firm is typical of a
growing number of regional sound
companies starting to break into na-
tional touring with selected clients.
Such companies place a heavy reli-
anceon the manufacturers of pre-pack-
aged loudspeaker systems for both
research and development, and cus-
tom engineering support.

Speeda Sound

Located in Fresno, CA, Speeda
Sound was started by owner Mike King
a decade ago. King, a former rock
musician, became interested in look-
ing for better ways to present the sound
of his own local group, and has been
working with sound systems ever
since.

"When it was time to put together a
new system last year, we were orig-
inally planning to build our own cus-
tom enclosures,” explains King. "That
is much more involved than it was
several years ago, due to the advances
in live sound system design. Plus, it
seems as if every act that we work
with is starting to request a “one-box”
type of enclosure, because it makes
the sound of the show more consistent,
and it is better visually, as well. We
decided to go with a one-box pre-
packaged horn-loaded system, and it
came down to looking for a supplier
that was ready to work with us right
now. | didn't have time to sit around
and wait for design and delivery.”

King approached Eastern Acoustic
Works' president Ken Berger, who
agreed to build the KF-550 enclosures
in the manner that Speeda Sound
wanted. Twelve-gauge multi-pair ca-
bles with EP-8 connectors for speaker
connections were supplied with the
boxes, along with custom vinyl dip-
coated steel grills. Speeda Sound
bought the KF-550 boxes in mirror-
image pairs, with Aeroquip straps to
mate with the boxes' load-bearing
points. The resulting system is visually
pleasing, powerful and ready to fly.

Each KF-550, loaded with JBL E-
120 12-inch speakers, E-140 15-inch
speakers, and 2445 drivers on fiber-
glass horns weighs approximately 330
lbs. Speeda Sound makes use of a
unique aluminum truss-bar hanging
system. Each ten-foot truss bar will
hang four KF-550 cabinets with a one-
ton chain motor hoist. "We use 110-V
motors from CM Lodestar,” says Spee-
da Sound technician Carnot Pease.
"With some smaller shows, many build-
ings don't have three-phase 220-V

EAW floor slants for Jason & the Scorchers. The boxes can be fitted with
either single or dual 12- or 15-inch woofers.
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power, and then you're stuck not being
able to use your motors. We like the
show to always be able to go on.”
Pease, who has been involved with
live sound system operation since age
15, has found it interesting to observe
the evolutionary development of tour-
ing sound systems over the years. "We
used to have JBL 4550 enclosures,
and 2350 radial horns, as did many
other sound companies,” he recalls.
"Trying to get a warm sound that pro-
jects well into a modular packageisa
tough design proposition that many
different manufacturers have been
working on. We feel the KF-550 is the
best approach yet to the problem.”
Speeda Sound uses mixing consoles
from Wheatstone Corporation (former-
ly Audioarts Engineering). A 40-input
MTX-80 with programmable muting,
stereo subgroups and output mix ma
trix was recently delivered to the com:-
pany. Speeda Sound is one of the first
touring firms to use Wheatstone's new
M16 stage monitor mixing consoles,
which offers 16 discrete outputs.
House electronics gear in use by
Speeda Sound for such concert clients
as Joan Jett, George Strait, Mickey Gil.
ley, Tom Jones, Blue Oyster Cult and
Los Lobos includes power amplifiers
from A.B. Systems, Brooke-Siren Sys-
tems FDS-340 electronic crossovers,
and effects devices from Lexicon, Ya

dy

noisy world. .

Call 1(800) 535-7648 or write CRL today for the name of your
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Speeda Sound’s aluminum truss system allows quzck f]ymg of their KF-
550 mains system. Small boxes at top conceal hoist motors.

maha and Roland.

"In assembling this entire system,
we decided that we only wanted to go
with gear that we felt would have a
good resale value and would be ac-
ceptable for use by practically any
rental client,” says Speeda Sound
owner Mike King. "In terms of the
hanging system, we decided that we
definitely did not want a junkyard in

nafex

Because -
it'sa -

expander systems)

the sky. It had to look as good as it
sounded. Eastern Acoustic Works
seemed te have a good, national repu-
tation as a company that could wark
closely with tourirg sound companies
like us to provide what we need.”
Speeda Sound'’s decision to build a
flying system was based on the in-
creasing demands by regional can-
cert promoters to offer a concert sys-

Fortunately, Dynafex,
with its newly-patented and
unique single-ended noise re-
duction process, solves your
background noise problems
with:

@ Up to 30dB noise reduction (better than many compressor/

Works after the fact - no encoding or decoding required
@ Simple, trouble-free operation
Effective on any audio program material.

Dynafex. The final step in post-production.

nearest Dynafex dealer.

dynafex: -

NOISE REDUCTION SYSTEM

IN

Circle #060 on Reader Service Card

2522 West Geneva Drive, Tempe, Arizona 85282

(602) 438-0888
TELEX: 350464
CRL TMPE. UD.
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“Being an 8 piece ensemble we put a monitor system
through rigorous demands and the Carvin system per-
forms excellently. I'm impressed by the flexibility and
overall layout of the Carvin MX mixers. We use the Carvin
system for both rehearsal and live performances.”

— Danny Elfman, Oingo Boingo

Carvin System $12-980

System $12-980 DIRECT $1979 List $3895

Our best compact stereo 12 ch sound system
features high powered speaker components
designed for peak over-loads normally found in
professional sound reinforcement. The quality
of the $12-980 demonstrates its clarity of un-
distorted audio regardless of price! Com-
ponents include: the MX1222P stereo powered
mixer with 400 watts rms, 2 980M speaker
enclosures, and cables.

The 980M speaker enclosure features the
Carvin high energy HE15 woofer and Electro-
Voice DH1202 radial horn compression driver.
DIRECT $369 List $695.

Carvin System $8-960

System $8-960 DIRECT $1449 List $2695

One of our best performance values is the 8
ch S8-960 system featuring the 960M
enclosures. The 960’s offer Carvin’s high
energy HE15 woofer in a tuned port enclosure
for smooth, deep bass output. Carvin’'s HE490
compression horn delivers superb highs for
clarity. Components include: the MX822P
stereo powered mixer with 400 watts rms, 2
960M enclosures, and cables.

The 960M speaker enclosure has a high
power capacity of 150 watts, 300 watts peak.
An exceptional value at $269 ea. DIRECT List
$495.

Carvin Tri-Amp Systems

Tri-Amp System C12-3000E DIRECT $3999 List $7995

The Carvin C12-3000E Tri-amp Concert system produces a wall-of-sound
that’s earth shaking! Components include; 12 ch MX1222 pro stereo con-
sole, 2 single 18" 3000E folded horn Electro-Voice sub-woofers, 2 1200E
E.V. midrange enclosures, 2 R540H Carvin/Renkus-Heinz radial horns, 1
DCAS800, 1 DCA300 power amp (1100 watts). and 1 XC1000 crossover.

Made in USA

' 4 ' 4 ' 4

Pro Monitors

Py
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Carvin’s Pro monitors are incredibly power-
ful, projecting a clear full-range sound to your
ears when everything around you seems deaf-
ening. The 12” 750M model sells DIRECT
$179 List $295. The 15" 790M model sells
DIRECT $219 List $395.

DCAS800 Power Amp

The stereo DCA800 amp clearly demon-
strates uncompromising performance. Its’
800 watts rms (bridged) output drives speak-
ers from sub-audible sounds to explosive
levels without distortion. Pro features include
balanced inputs and fail-safe protection.
DIRECT $549 List $1095.



E -

<

Join the Pro’s who use Carvin
mixers or P.A. systems

Tony Brock (Rod Stewart) ,e T
Brad Gillis (Night Ranger) Rt 2% VO NEEE 3 p
Danny Gottlieb (John McLaughlin) DI :(:’:":" i -1
Peter Mclan (prod. Men at Work) il L S 7P ;
T. Lavitz (The Dregs) 7 T

Musician’s Institute ;
Missing Persons
Oingo Boingo
Starship

Steve Vai
Frank Zappa

MX1688

Recording Mixer,
16 x8x2 4

Recording Features
» Eight Track Studio Control Center
* Input/Output Channel Organization
¢ Independent 8 Into 2 Monitor Mixer
¢ Four Auxiliary Busses w/ Pre/Post
¢ Three Band Parametric EQ w, Defeat Switch
* Mute and Solo on all Input and Output Channels
¢ Two Effects Returns w/ Pan and Solo
e Talkback w/ Built-in Mic and Monitor Dimming
* Peak Warning Indicators w/Peak Stretching
¢ Patch Points on all Channels
* Microphone Phantom Power

A TR R S

* Cue and Effects Sends from Output Channels i

¢ Alternate Metering of Cue and Two-Track List $6950

* Quick Tape Playback Through Monitors P.A. Features

¢ Independent Mic and Line Preamps » Eight Sub-Groups w, Solo and Mute

¢ Studio Feed w/ Source Selection * Chanrels Assignable to 1. & R Sterea Owput

¢ Totally Modular Internal Construction * Four Independent Manitor Mixes Availabl.-

¢ Input Noise of -128 dBv. THD less than .05% * Headphone Monitoring of Main or Monitar 50 oage Operation
* Frequency Response: 20 Hz to 20 KHz ¢ 11 Step Gain Confrols for Easy Set-up ;/I'amﬁal D'%'T\;VX%BM)‘:‘;":’
* 20 dB headroom at All Stages e Talkback to Monitors e

38 series $10

MX1222P w 400
$1299 List $2595
MX1622 16x2x1

$1299 List $2595
MX2422 24x2x1

$1799 List $3695

1644 16x4x2x1
695 List $4595

r 9 band EQ $200
dio Reverb $100

MX822P w 400w
$949 List $1795
MX622P w 300w
$799 List $1495

Don't let Carvin's low prices fool you. We are the company that has been making and selling pro audio
CMI0E  CM67 gear DIRECT since 1946! Enjoy big savings because we eliminate “Retail Store Profits™. not quality.
$139 $99 All “MX" consoles offer the professional features and performasce you've grown to expect from Carvin!
Computer grade components, heavy-duty regulated power supplies, modular circuits and low noise signal
path designs optimize ihe “MX" boards for professional recording and sound reinforcemeni. Before you buy
another PA board, discover the transparent, low noise performance of the Carvin "MX" consoles. We
guarantee it or your money back after trying for 10 days! Carvin products are proudly made inthe U.S.A.
and warrantied for I year. Send for your FREE 84 page color catalog. To rush 1st class mail, enclose $1,
$5 for foreign. Master Card and Visa accepted. For mare information, call TOLL-FREE 800-854-2235
(Calif. 800-542-6074).
CARVIN'S New Hollywood store is cenveniently located at 5900 Santa Manica Blvd., Hollywood, CA.

(ph 213-461-2700) offering the same low Direct prices.
Free Catalog

w== wwm === FREE CARVIN CATALOG === === memm
Free Catalog $1 for Rush 1s: Class Maun

o N Name
CARVIN PROFESSIONAL MICS Dept MX69, 1155 lndustl’lal Ave. Address :
M90 Condenser Recording mic  $139 List $269 i
M67  Studio Instrument m?c $99 L:st $199 ESCOl’ldld‘), CA 92025 City
M68  Professional Vocal mic $99 List $199 Circle #061 on BENGAZSIeEnd rd State __ —— SiD —— _MLGEH



Put MIDI in
your Mailbox!

Subscribe today to Electronic Musician and
get the latest MIDI information delivered every
month to your mailbox.

Edited by musician-author Craig Anderton,
Electronic Musician brings you complete
information on the use of electronics and
computers in the production and recording of
music. EM’s unique “systems-oriented” ap-
proach assures you total coverage on all stages
of music creation, from the first musical
thought to the final production of a demo tape.

Each month, Electronic Musicianbrings you

timely articles on:

» MIDI

P Electronic instruments, including
synthesizers, guitars, and percussion

» Computers and their music applications

P Music software

P Signal processors, effects, and recording
techniques

» How leading artists, engineers, and others
use the new technology

P New product reviews

» Most important, how to incorporate it all
into your work

N

GUARANTEED!

Subscribe today at the special rate of only
$14.95 fora full year ( 12 issues). That's a savings
of 50% off the newsstand price! We're sure
you'll enjoy your first issue of Electronic
Musician, but if for any reason you don't,
simply return our invoice marked “cancel” and
that will be the end of the matter. The first issue
will be yours to keep!

Use the attached card to subscribe or write
to: Electronic Musician, 2608 Ninth Street,
Berkeley, CA 94710

Don’t miss a single issue! Subscribe TODAY
and save!
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Subscribe Today!
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Ao thonic ' SAVE OVER $7%

=% us i cian offthe $22 basic rate

O YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

0 Save me more! Send me two years
(24 issues) for only $27.95.

O Billme 0O Payment enclosed
(Outside U.S. add $10/year)
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Address.

City § - _
State Zip ~
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SAVE QOVER ¥7%

off the $22 basic rate

O YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

O Save me more! Send me two years
(24 issues) for only $27.95.

O Billme O Payment enclosed
(Outside U.S. add $10/year)

Name —
Address -

City
State - Zip

SAVE OVER 7%

off the $22 basic rate

O YES! Send me 12 issues of Elec-
tronic Musician for just $14.95.

O Save me more! Send me two years
(24 issues) for only $27.95.

O Billme 0O Payment enclosed
(Outside U.S. add $10/year)
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tem that sounded better in large ven-
ues and that saved sightlines. “Now
that we've put this rig together, we are
getting many calls from nationally-
known groups coming through this
part of the country. It has been good
for business,” King adds.

Speeda Sound is prepared for na-
tional touring as well, with a full band
gearrental stock including amplifiers,
piano and organ, and drums. The com-
pany’strucking fleet includes air-ride
45-foot trailers, and diesel 24-foot box
trucks.

EAW'’s Perspective

Some pro sound equipment manu-
facturers have come to realize that
today's regional sound system rental
firms may be tomorrow’s national tour-
ing companies. Establishing solid re-
lationships now with such companies
is an important part of a national mar-
keting strategy for any product that
addresses the pro sound marketplace,
be it consoles, amplifiers or loudspeak-
er systems.

"We are able to address the needs
of touring concert sound companies
now because nearly everyone involved
with our company has a background
in live sound,” explains EAW presi-
dent Ken Berger. "We were all into
audio long before we were into manu-
facturing or marketing. Knowing what
people need to hear and get out of
loudspeaker systems is something that
you can't only get from books; it takes
getting out there and doing it yourself.
The KF-550 cabinet is a direct result
of that kind of experience.”

An Industry Trend?

Hardly tive years ago, seeing fac-
tory-built loudspeaker systems on the
road in modular touring packages was
arare occurrence. Within the past few
years, such packaged systems have
been gaining popularity, and these
systems have put quality speaker pack-
ages within the reach of many region-
al sound firms.

Some of these same firms are now
looking at the national touring scene
with an eager eye. While the largest,
traditional concert sound firms have
tended to go with proprietary, custom-
built speaker systems in the past, even
that is changing in some instances.
Several major tours on the road in
1986 will make use of speaker com-
plements that contain, in part, pre-
packaged systems that have been sub-
contracted from regional sound com-
panies.

Buying and owning a large, new
factory-built modularloudspeaker sys-
tem does not guarantee success in
the national touring industry by any
means. [t does, however, help to guar-
antee a more consistent, better-sound-
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Some pro sound
equipment manufac-
turers have come to
realize that today's
regional sound sys-
tem rental firms may

national touring

ing tour for the many entertainment
groups not able to carry their own
production systems. These acts rely
onregionally-supplied systems at each
venue; often a different system for ev-
ery concert.

Aspre-packaged sound systems be-
come more popular, the average over-
all quality of sound heard by audi-
ences around the country is bound to
improve. Companies such as Eastern
Acoustic Works sense the market need
for such systems and they are becom-
ing more visible on the concert stage.
Modular “one-box" loudspeaker sys-
tems such as the KF-550 would seem
to be providing a new standard of qual-
ity for those firms seeking cost-effec-
tive, good-sounding packaged systems.
ALL PHOTOS: MIKE STANDE ]

be tomorrow’s

companies.

Because that's where you'll find the
exclusive southern California dealer for
NEOTEK'’s remarkable ELITE

YOU DON’T ConSOITfS .you'd like to hear for
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AEA. You'll be more than
impressed with NEOTEK’s

nents and their rugged
modular construction.
The NEOTEK ELITE features dual-
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MICHAEL

McDONALD

by Gene Kalbacher

omplete confidence and
independence are seldom a match-
ing se, just as composing and singing
skills seldom work hand-in-glove. But
Michael McDonald, solo artist and for-
mer lead voice of the Doobie Broth-
ers, has found independence througn
introspection and studio experimen-
tation.

" was trying to look more inside
myself and depend a little more on
myself,” says McDonald, the singer-
songwriter behind such hits as "What
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a Focl Believes,” "Minute by Minu'e"”
and "Takin' It to the Streets.” The gig
with his own band just a few hkcurs
away, McDonald is gething a kithoarse
as he talks from his hotel room in Seat-
tle, but the conversation abou: the
making of his second solo album, No
Lookin’ Back (Warner Bros.), engrosses
him so he continues gamely. His reedy
tenor ‘lows almost in counterpo:nt
against the gentle hum of the heating
system, like a grand piano on a synth-
lader. ‘rack. "With each album,” he
continues, 'l was spencing more and
more money to be in the most expen-
sive siudio intown. . . with the highest-
paid players. . .and I saw that this was
a treadmill that really wasn't pulling
its own end and, to some exient, was
pulling me away from something that
might be valuable fo this record ”
McDonald, 33, one of the most dis-
tinctive exponents of pop-R&B, was a
group member and a tzam glayer for
most of his professional life, and he

admits he's still adjusting to the de-
mands of the solo career he began
after the breakup of the Doobie Broth-
ers four years ago. No Lookin’ Back,
his first effort in three years, his first
almost fully self-realized album, is an
apt title for his emergence as his own
man in the studio. He recorded the
bulk of the album at his 24-track home
studio in North Hollywood, Dilling
Street Studio USA. McDonald reunited
with childhood chum, Chuck Saba-
tino, and co-wrote three songs. Mc-
Donald’s odyssey from St Louis to
North Hollywood, from garage-band
musician to arena rocker, has been
marked both by fortuity and careful
attention to craft. A chance meeting
in 1973 with drummer Jeff Porcaro
(later of Toto) led to McDonald's join-
ing Steely Dan (as a backup vocalist)
and, ultimately, the Doobie Brothers.
Besides penning 1980's Grammy
Song of the Year, "What a Fool Be-
lieves,” McDonald has collaborated
with Paul Anka, Burt Bacharach,
Christopher Cross, Carly Simon ("You
Belong to Me"”) and Kenny Loggins
("This Is It").

Since this interview was completed
a few months ago, McDonald has kept
a typically high profile on the charts,
both as a solo artist and working with
others. His duet with Patti Labelle, "On
My Own” (written by Burt Bacharach
and Carole Bayer-Sager) hit number
one, and his contribution to the sound-
track of Running Scared, “Sweet Free-
dom,” (written by Rod Temperton) was
a smash as well. So even when he's
singing others’ material, McDonald's
golden touch remains.

Mix: Your first solo album, Michael
McDonald [1981], was produced by
Ted Templeman and Lenny Waronker.
You co-produced the new one, No
Lookin' Back, with Ted. What did your
co-production entail?

McDonald: Thefirstalbum was prob-
ably a complete antithesis of this rec-
ord. With the first album, notonly did i
leave a lot of the technical aspects—
everything, actually, down to the hir-
ing of the players—up to Teddy and
Lenny, butin a way we did the album
backwards this time around. With the
first one, we sometimes wentin witha
six- or seven-man rhythm section, and
most of what you heard on the first
album were live dates. The overdubs
were more of an afterthought, and just
a few details like vocals and back-
ground vocals, but very few keyboard
overdubs, if any, that weren't in the
original arrangement. With this album,
we did a turnaround. Basically all the
tracks started off as demos, just to see
how the tunes would work, and they
were basically me with one keyboard,
playing a basic keyboard part with a
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ATTENTION ALL MIDI USERS
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The ME25S Programmable Midi Note Separator is a device that has numerous uses and applications far beyond those that are
readily apparent. Its 64 internal memory banks will memorize the MIDI channel, splitpoint, program change, octave shift, and
modulation wheel settings. The main function of the ME25S is to convert a non-split keyboard into a multi-split keyboard, but you
can use splits for other uses as well. For example, you can use one section of the keyboard to play on, and another section of the
keyboard tc select programmable effect changes. The ME25S can be used as a sequential program changer, an octave transposer,
key overlapper, and numerous other functions limited only by your imagination. Make your instrument the master controller with

AKAI's unbelievably versatile rack mount ME-25 Programmanle Midi Note Separator.
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drum machine. I used the Yamaha
DX7, which is the new staple for me,
and the LinnDrum machine. We went
back and forth between the Yamaha
RX11 and the Linn 2. In most cases, |
didn't even make a chain with the
Linn; [ would do a two-bar pattern on
the Linn and just play the song down
to whatever two-bar pattern worked,
in hopes of either doing a chain later
to the sync tone or coming up with a
drum part for a real drumer.

Mix: So, unlike the first album, where
the overdubs were minimal, the over-
dubs were quite substantial on the
new album.

McDonald: They were everything.
What we had in the beginning was
just me and my engineer in the studio,
Ross Pallone. He was leading me
through the whole process of what we
had to do. The real luxury was that if
the song was too slow or it wasn't the
right key, it was just a matter of putting
a new sync tone down and not re-
recording with seven guysat $200 an
hour in the studio. To some extent, on
the West Coast, that seems to be the
face of recording for most people now-
adays—todoit ascheaply as possible
in the beginning stages so that you
can spend the money where you need
it. So it was a reverse process.

Mix: Was this change in recording
method necessitated by finances, or
did it come about because of in-
creased confidence in your own play-
ing ability?

McDonald: I think, more than any
reason, I was trying to look more inside
myself and depend a little more on
myself. When you get into a situation
like I did on the first album—and [
think the first alburm was a lot of fun,
for one thing, and a good record—
you start to depend more and more
on everyone else and less and less on
yourself. With each album, [ was spend-
ing more and more money to be in the
most expensive studio in town, with
top-notch producers, with the highest-
paid players and the most expensive
engineer around. And I saw that this
was a treadmill that really wasn't pull-
ing its own end and, to some extent,
was pulling me away from something
that might be valuable to this record,
which was looking inside myself mus-
ically and trying to depend more on
myself and pull myself out of that rat
race that a lot of successtul artists get
into. Like myself being with the Doo-
bie Brothers, it was, "God forbid you
should go into a cheap studio—the
record won't be any good.” Tjust felt it
was time for me to get a little bit of a
grip on myself artistically...It was
more of a self-confidence thing than
anything else.
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“What I like to
do is go hide
away with just
one instrument
and a drum
machine. A
drum machine
helps you
tacilitate your
ideas
writing-wise.”

Mix: So the basic tracks on No Look-
in’ Back were deliberately the small-
est parts, while the overdubs were ev-
erything. Was there anything in your
previous experience with the Doobie
Brothers, and perhaps before that with
Steely Dan, that prefigured or in any
way anticipated your change in re-
cording methods?

McDonald: In a way, maybe yes. A
lot of times there's that old thing of
“chasing the demo.” [Guitarist] Jeff
Baxter and | would record tunes at
home to play for Teddy. Tiran [Porter,
the bassist] and I sometimes recorded
original stuff at home. You always felt
as though that little demo, however
terrible it sounded, had a certain
magic about it that you could never
get again once you got in the room
with everybody in the band.... [ re-
member thinking to myself, "God, if it
could only feel like the demo.” So with
this second album, it was a way to get
closer to that instant where the song
goes on tape and it's very intimate,
and maybe a little raw or rough around
the edges, but there's a kind of inex-
plicable magic and nobody really
knows why it feels good. My expe-
rience prior to that, when I went in
with musicians, was['d alwaystell my-

self, "Don't try to beat the demo or
capture the demo, because it never
could happen.” You would frustrate
yourself, spend a lot of money, and
never get what you wanted. You really
had to forget about the demo. This
second album was a way of maybe
capturing the demo in the first place
and not having to go through the sec-
ondary process with musicians.

Mix: When did you build your home
recording studio, and how much has
its capacity and usefulness been en-
hanced since then?

McDonald: It started out as an 8-track
with a TEAC 80-8 and a 16-track Tan-
gent console. That was kind of the
reason | bought the house; it had a
little studio out back, purely a demo
studio. With the first album, we did a
lot of the demos back there. But more
than anything, it's that inevitable proc-
ess where you get to the point where
you go, "I'm either going to drop a lot
of money hereorl've got to stay where
I'm at.”” With studios, it's a contagious
thing. You wind up with a 24-track stu-
dio when you've promised yourself—
or your accountant—that it's the last
thing you'd do. We just got a little
closer to it all the time. I bought a
bunch of equipment through Lee
Herschberg; it was equipment that had
been sitting in the back room of Warn-
er Studios when they redesigned one
of theirrooms. I bought this stuff, and it
was in pretty bad shape, but Lee and
a lot of guys—Jim Pace, an engineer
who worked for me at the time—went
in and worked on it, cleaned up all the
modules. What] had bought originally
was this old API console and an MCI
24-track tape machine. The MCI was
in pretty bad shape, so we wound up
selling thatand gettinga 3M 79. After
we had a tape machine that worked,
the next year we worked on getting
the room to sound good, getting the
gain structure in the room to be right.
And it took a while. When you put
equipment in, you've got a good six-
month period to get 24-track stuff to
link up, gainwise. After that, we were
just about in time to do this record. It
was really a lot of luck. A lot of what
helped me get the studio in shape
was a couple of projects I did prior to
my own: one was with my sister Mau-
reen for MCA Records; she's in the
group Delta. We did a lot of their tracks
more cheaply at home because we
literally had no budget to work with.
Through all that process, working with
Ross Pallone, we really got the room
to sound fairly decent. By the time I
was ready to go in with [producer]
QuincyJones on this album, I realized
that he was very busy and probably
wouldn’t be able to get to it, and that I
really couldn't afford to wait much
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How to makee a living as

a recording engineer.

t's nowonder that being a successful
recording engineer is so appealing.
In the magic environment of the
tudio, today's top engineers make a very
good living by knowing how to
bring music to life.

If you're serious about
becoming an engineer
whose services are con-
stantly in demand by the
music industry, theres
something you should

know. More than ever

~ before, the hottest engineers
vill be those with the skills of both a tech-
rician and a musician. And now there’s
me place where you can develop your
echnical and musical awareness hand-
n- hand—at the acclaimed Grove School
f Music in Los Angeles.

Grove's new Recording Engineering
drogram is an intensive one-year course
f study that gives you an exceptionally
vell-rounded approach to making music
ound better. Grove instructors are work-
ng professionals based here in the enter-
ainment capital of the world, where
ypportunities are at your doorstep in
nore studios and concert halls than you'll
ind anywhere else. Students from more
han 30 countries have found the Grove
school to be the most practical place to
aunch their music careers.

lo Meet the versatility challenge.
svery recording, mixing and sound rein-
orcement situation is different. That's
vhy the Grove program gives you such a
yroad range of experience. getting you
:omfortable engineering evervthing from
y-piece rock bands to 18-piece big bands
0 40-piece orchestras.

You'll work with a full spectrum of
1coustic to electronic music, from Top 40
o film and television scores, And you'l
earn sound reinforcement techniques for
1 wide variety of live music applications.

Get consistent hands-on
@ experience,

There's no substitute for learning by
doing. So you'll regularly have projects
in Grove's two in-house studios, as well
as taking advantage of the program’s
ongoing access to state-of-the-art 24-
track facilities in the Los Angeles area.

To get the most from vour time in the
studio, vou'll cover your technical bases
with courses in acoustics. electronics,
studio installation and equipment main-
tenance. You'll also learn studio manage-
ment procedures to help prepare you for
the business end.

Hear music through a

e musician’s ears.
The mast talented engineers are usually
musicians as well. The Grove program is
designed to insure that vou'll understand
the music you're recording, and that vou'll
be able to effectively communicate with
musicians on their own terms. Grove'’s
outstanding courses in eartraining,

harmony, sightreading and rhythm
section arranging will result in some
great advantages for you when you're
behind the board.

4 e Prepare for related opportunities.
Successful engineers often expand their
careers into related fields like record pro-
duction and music video. Grove offers
professional workshops in both these
arcas, as well as many others ranging
from Songwriting to Synthesizers to
Drum Machine Programming. You can
build these into a customized course ot
study. and we'll help you tailor a
complete package to fit your personal
career goals.

5 e Get a competitive edge.
The Grove Engineering Program begins
cach January and July. You may qualify
for financial aid. And if you're concerned
about getting a college degree, our
accredited courses can be part of your
B.A.in Commercial Music through our
affiliation with Laverne University.
So if you want to make a living
as an engineer, we'll send you
more information. Just send us
the coupon below to see how
you can get a competitive
edge, or call us at
(818) 985-0905.
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longer to release a record or no one
would remember who | was. | had
Ross, and all the confidence in the
world that he could make it sound
good, so we just took the demos and
said, "Hey, let's get rid of the stuff that
doesn't sound good on the demo and
replace it with guitars that sound good.
So what started off as fairly good-
sounding demos—a lot of which I'd
cut before [ started working with Ross—
were purely salvageable. It was kind
of a dream of a lifetime because | had
toyed with the idea of actually doing
analbum in my studio. . . but [ thought
that was a couple of years down the
line, if anything. As it turned out, we
did the whole album there and at Jeff
Porcaro’'s home studio [Villa Record-
ing in North Hollywood].

Mix: Please describe the MIDI setup
you employed for the keyboards on
No Lookin' Back.

McDonald: It was pretty simple, at
best. We didn't really work with se-
guencers on this album so much, ex-
cept with one of the tunes, (I Hang)
on Your Every Word,” for which we
used the QX-1. We were kind of afraid
to delve into the sequenced-feeling
things too much, but this tune called
for it. On the other things, it was basi-
cally me playing along with thedrum
machinelive; we puta sync tone down
and then the drum machine. As for
the MIDI situation, at the time [ was
using a Jupiter 8 and two DX7s
together.

Mix: You play a lot more keyboards
on No Lookin’ Back than you did on
your first solo LP. Does this reflect
greater confidencein your abilities as
a keyboardist?

McDonald: I'm not sure, to tell you
the truth. I've never felt that confident
as keyboard player. I'm one of those
classic guys who just plays by ear to
write, and to a certain extent | emulate
other keyboard players a little bit. But
[ just don't have the overall ability
where keyboards are concerned to
play as good as some of the people |
emulate, in a key | feel comfortable in.
What I've found in most cases, though,
is that even with really good keyboard
players like Greg Phillinganes on the
live dates on the first album, it always
wound up that [ had to play along
with them, basically for fee/ reasons;
somehow things just didn't feel the
same unless | was dictating the feel
from a keyboard sense, conducting
the band in a way. With this album, it
gave me a chance to play the key-
boards and get the overall track to
feel the way [ wanted it, without being
under pressure [laughs] with a lot of
musicians.
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No Lookin’ Back,
McDonald’s first
effort in three
years, is an apt title
for his emergence
as his own man in
the studio.

Mix: As a boon to songwriting, who
are some of the keyboard players you
have emulated?

McDonald: Probably Ray Charles, a
lot. Gospel styles were always some-
thing my ears were drawn to. Also
R&B styles, people like Greg Phillin-
ganes. But in the early stages of my
life, more than anyone else it was Ray
Charles. He seemed to communicate
so well through the piano in ways that
were so different from what most peo-
ple could do with the instrument. For
him, it was the same extension of his
ability as his voice was; he played
piano like he sang.

Mix: You also make use on the new
album of the Emulatorand B-3 organ.
How did that come about?

McDonald: The Linn 2 is one of the
best sounding—as faras fundamental
sound—drum machines. | remember
when I firstused the LinnDrum, I said,
"God, if only we could get a snare
drum to sound like this every time we
went in and miked one, it would be
wonderful.” In making rough mixes,
we would use the Quantec on the
Linn, which is a room simulator, echo
unit. Man, there was this huge, mas-
sive drum sound. The minute we puta
real cymbal on one of the tracks, it
was amazing how beautiful and how
profound the sound of the acoustic
instrument was up against all the syn-
thesizer stuff. And the same with the
B-3. With the DX7 and a lot of the
synthesizers, they've got such great
organ sounds. You just go, "Gee, this
isbetterthan I could everget my organ
or my Fender Rhodes to sound.” Yet
once you get a track full of synthesiz-
ers and you put a real B-3 on there
and a real Rhodes, there's a certain
incredible presence that the old in-
strument has amidst all the synthesiz-
ers thatonly have a certain amount of

frequency range. Synthesizers can
only emulate the sound to a certain
extent, because it's like thousands of
harmonics; you justdon’t have enough
oscillators on the synthesizer. They
have a way of dwarfing what you
thought was a huge sonic spectrum.
All of a sudden you put a real cymbal
on that track, and it stands out like a
beautiful, incredible thing because up
against the sonic spectrum you've cre-
ated with all the synths, you suddenly
realize that that cymbal reaches far
beyond anything any of the electric
drums can do. When we put real
drums on it was amazing how incred-
ible they sounded to us after having
sat and listened to the electric drums
for months. So it taught me a lesson
with synthesizers: you can do only so
much with synths at this point, and it
gets better all the time, but when you
really compare them to the acoustical
value of an acoustic instrument like a
grand pianoor a B-3 through a Leslie,
youreally see what you're missing. So
with this album, | wanted to be careful
not to get too synthesized.

Mix: Do you have facilities to record,
or at least to compose, at both of your
residences?

McDonald: No, [ don't. In Santa Bar-
bara, [ usually carry the DX7 and the
drum machine when [ go there to work.
Pretty much only whatl do up there is
the conceptual stages of writing the
songs and trying to get ideas that |
think will hold up as songs. A lot of
times you have a tendency to write
with machines and sequencers and
what have you. You spend so much
time working on things that fool you to
a certain extent because they sound
good, the synths sound huge. You're
being lured a little bit by sonics. ..

Mix: In other words, you can be de-
luded into hearing more than is really
there.

McDonald: [t happens a lot. A lot of
times you realize, "God, ['ve got this
greattrack” and all this, but not much
of a song to speak of in the end. So, for
me, what [ like to do is go hide away
with just one instrument and a drum
machine. A drum machine does help
you facilitate your ideas writing-wise.
But it also doesn't take it so far before
you have a chance to see what you've
got to where you could fool yourself.
Basically, 1 just go right into a little
cassette machine; | put the machine
on the counter and play and mum-
ble or whatever I'm going to do just
to get my musical ideas in place, or
to work on musical ideas around some
lyrical idea | might have. | want to
see if it's a decent enough idea to
spend the time on.
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Mix: One of the things I've always
liked about your tunes is the way you
subdivide the beat, the tension-and-
release inherentin many of yoursongs.
In terms of cutting your own vocals,
what kind of rhythm do you like work-
ing with best?

McDonald: There are a lot of pitfalls
with doing vocals. When you have a
lot of chorusing on the keyboards, you
can have a problem with pitch. But as
far as basic feel and what brings a
good vocal out of you, ] always like to
have the drums up and the funda-
mental beat most predominant. lf we're
lucky enough to have a lot of the per-
cussion overdubs already done-
which in most cases we don't—I like
to hear as much of itas [ can. A lot of
times, too, with what isn't there al-
ready—like when you're doing vocals
in the early stages—what you have
on tape is implying the subdivided
rhythms anyway and you just fill it in
with congas or percussion. When |
initially write a tune, it's always in a
divided-time feel. The straight-ahead,
2/4 backbeat thing is good some-
times, but for the very reason you men-
tioned, I really don'tfeel l have enough
room to be subtle when I've divided
up the beat into 16ths and  have kind
of a half-time groove. The divided
time feel makes room for more dynam-
ics in the song...which isn’t some
thing that rock is known for; there's
kind of a one-dynamic sense about a
lot a rock music.

Mix: In terms of the finished product,
how close are your tunes recorded to
the way you hearthem in yourmind's
ear?

McDonald: Probably, this time
around, more than at any other time,
they're the closest to what [ originally
conceived. Basically, I was able to fa-
cilitate what was in my mind better
than I was ever able to belfore, simply
because of the number of people
involved.

Mix: How much has the tremendous
burgeoning of technology, especially
in terms of synthesizers and the sounds
and tonal colors they afford one, en-
abled orenhanced the musician’s abil-
ity to get closerin the finished product
to his original conception? And, con-
versely, what are the dangers?
McDonald: It definitely hasenhanced
it, but at the same timeit's all perspec
tive, what perspective you choose to
put itin. For me, it makes some things
easier; on the other hand, it does lead
you astray in some areas...Some
people make brilliant records that are
totally synthesized, but that's for their
purposes. You really have to apply it
to yoursell. [ ]
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spent an hour the other night
engaged in a conference with ten oth-
ermusic professionals, including Rog-
er Linn, discussing future musical prod-
ucts, the recent demise of Linn Elec-
tronics, and other fascinating topics.
The interesting thing was, none of us
in the discussion group actually heard
the other's voices—we were calling in
from ten different cities, watching ev-
eryone's comments appear on each
of our computer screens simultane-
ously. We were having a Conference
on PAN—the Professional Artist Net-
work—an Online Computer System!

Music Meets Computers!

One of the marvels of the age in
which we live is the personal comput-
er. So many things can be done by
these miraculous machines that it is
hard to determine where to begin to
tell the story! As development and
availability of personal computer hard-
ware (computer, disk drives, etc.) has
increased, so has the sophistication of
the software (the programs) that drive
them. With the recent introduction of
MIDI interface units for the Apple
Macintosh computer, high-quality
music programs have begun to take
advantage of the Mac's user-friendly
approach—the famous "“point-and-
click” style. Recent software develop-
ments for the MIDI-ized Mac include:
MIDI sequencing software—pro-
grams that turn the Mac into a multi-
track MIDI event recorder. This is usu-
ally accompanied by incredibly de-
tailed editing capabilities, MIDI event
filtering, and sometimes even music
score printouts. Typical of the breed
are Southworth's "Total Music,” Op-
code’s "MIDIMac,” Mark of the Uni-
corn’s “"Performer,” and Musicworks'
"Megalrack.” Patch librarians—pro-
grams that store synthesizer sounds
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("patches”) in MIDI system exclusive
format (SysEx), Patch editors—pro-
grams that provide sophisticated edit-
ing facilities for synth sounds, and. ..
Visual editing systems—programs
that couple the powerful graphics pres-
entation of a Macintosh with "cut-and—
paste” editing techniques for sound
samples thereby creating a powerful,
easy-to-use, package for manipulat-
ing those samples. This category in-
cludes programs like Digidesign's
Sound Designer for the Emulator 11,
Prophet 2000/2002 and Mirage, and

the recently field-tested Sound Lab
for Mirage from Blank Software. (see
June '86 Mix "Field Test”). Programs
like this are the closest you can get to
a Fairlight or Synclavier without actu-
ally owning one!

Online Systems

Simultaneous with the development
of these highly advanced “applica-
tion"” programs, there has been a tre-
mendous increase in the number and
power of dial-up Online Computer
Systems dedicated to musical and/or
entertainment business users. This
month in In Sync, we will take a look
at how much music you can make
with your Mac (or any personal com-
puter) and a telephone line when On-
line Systems and Musical Software
collide head-on! As always, let's make

sure we get some terminology down
before we get too deeply involved in
the subject: Online System—(we'll re-
fer to it as "the System"”) is any com-
puter (from an Apple to a huge Prime
mainframe) that can be accessed
through the public telephone network,
using your Mac and a...Modem—
(Moé-dem) a device that converts
computer data into a series of alternat-
ing audio tones which can be trans-
mitted over a standard telephone cir-
cuit. (Modem is short for MOdulator/
DEModulator.) The System receives
these tones and converts them into
the characters you sent. When respond-
ing, the System sends back tones that
your modem receives and then con-
verts into characters that it sends to
your computer. To make sense out of
this high-speed stream of characters,
you usually need ...Jlerminal Soft-
ware—Since personal computers are
capable of a great many different
tasks, each task requires the appro-
priate set of instructions (software) to
specily what the computer will do.
Some of the most-used programs for
Mac are MacTerminal and Red Ryder.
Terminal software, then, will instruct
your computer as to how to act as a
telecommunications terminal; how to
transfer characters to and from the
modem, and how to accomplish a. ..
File Transfer—Most of the computer
information you will generate or re-
ceive (E-mail, program data, sound
patches) is stored in some form of File
structure. This makes it easy for the
computer to keep track of where the
data is and how much of it there is.
File Transferis the act of moving some
of your data to the System, or some of
the System’s data to your computer.
This usually takes place in one of two
ways: Downloading—when the Sys-
tem sends YOU a file, or...Upload-
ing—when YOU send the System a
file. There are a wide variety of ways
in which file data can be transferred,
buteach particular method hasits own
set of rules that both the sending and
receiving computer must follow. This
is called a PROTOCOL. (If you've,
been “online” already, you probably
know some of these names—XMO-
DEM, YMODEM, KERMIT, etc.) Most
of the generally used Terminal pro-
grams have these protocols already
included, and you just select which
one you wish to use to make your file
transter. “Online"—When you are ac-
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tually connected to the System via
your modem, you are said to be “on-
line.” This is generally the time that
you must pay for.

The Connection

Once you have got the necessary
hardware (your local computer store
can help you with a choice of modems
and the appropriate cables), then a
typical online session might go like
this: 1—Your Mac uses your modem
to dial the access number (a phone
number which connects you to the
System’s modem...) 2—When the
System answers, it sends back a car-
rier tone, which your modem recog-
nizes and responds to. If the System
doesn’t answer with a carrier, telecom-
munications is not possible. 3—Once
you “connect,” you use your logon
procedure and your password to ask
the System to allow you access to the
desired service. If your procedure and
password are correct, the System will
log you ON and you are ready to go!
(When you subscribe to any of the
systems profiled this month, you will
receive details on their logon proce-
dures and your own password. For
more information, contact any of the
systems' representatives directly.) 4—
Talk back and forth for as long as you
wish, then 5—when finished, tell the
System “BYE" or "OFF” and it discon-
nects you. 6—Hang up your modem.

Which System?

Telecommunications has been
around for quite a while, but it is just
recently that we are starting to see
specialized music-related systems
coming online. While systems like
CompuServe, GEnie, MCI Mail and
The Source are widely-subscribed,
general-purpose databases, systems
like Esi Street (Entertainment Systems
International) and PAN (Professional
Artist Network) offer features that are
more relevant to the music business.
In addition to offering access to Elec-
tronic mail (e-mail), and other telecom
services (Domestic and International
Telex, TWX, and cablegrams), several
exciting musical services are offered
on each of these systems. Here's a
brief summary:

A Walk on Esi Street. ..

Esi Street Offers e-mail service be-
tween users located in many countries
via its mainframe computers located
in the U.S,, U.K,, and Australia. Users
can have a "mailbox” on any or all of
the three main systems, and can send
and receive messages at will. Access
is also provided to extra-charge serv-
ices like Domestic and International
Telex, Mailgram, Cablegram and oth-
ers. Esi Street also provides pathways
to premium-charge services like on-

SEPTEMBER 1986

line charts and music news (R&R, Bill-
board, Street Puise, Pollstar, etc.) as
well as electronic news clipping serv-
ices, stock quotations, and even a tie-
in to the electronic edition of the Offi-
cial Airlines Guide (OAG)! Using OAG,
you can scan airline and hotel sched-
ules and rates, and even book a com-
plete itinerary from the comfort of your
own computer, 24 hours a day. If you
need some studio equipment for your
session, you can even dial in a reser-
vation to a major equipment rental
house, and book your gear from your
computer. In addition, Esi Street pro-
vides members with their own Bulletin
Board Service (BBS), wherein they can
exchange comments, notices, for sale
and/or want ads, and even the latest
industry jokes. Esi Street is also the
home of Special Interest Group (SIG)
BBS's for SPARS members, SSL Users,
and Fairlight enthusiasts. (Also, for
what it's worth, the text of every In
Sync column is transmitted via Esi
Street from my home in Detroit to Mix's
editorial offices in Berkeley! The trans-
mission is virtually instantaneous, and
from there it is fed directly into the
typesetting machine for composition
into the words you read here!) You
can get additional info for Esi Street
from their offices in New York (212)
757-0320, L.A.(213)937-0347 or Lon-
don at (01) 221-2749. Phil Tripp has

written a more in-depth look at Esi
Street elsewhere in this issue.

SynthNet

Of special interest to musicians, Esi
Street is also the home of SynthNet,
the music-and-MIDI specialized BBS
for contemporary musicians of all
kinds. SynthNet provides a Forum for
the discussion of current MIDI-related
problems and solutions, as well as an
extensive database of information and
articles relating to MIDI, synthesizers,
and contemporary music making.
One of the most exciting features of
SynthNetisitsonline sound filelibrary,
where patches for contemporary syn-
thesizers (like DX7, Emulator II and
others) are available. Most of these
sounds may be downloaded for free;
you pay only for the time that you are
actually on the phone (“connect time”).
Mac owners will note that their com-
puteris well represented, as the online
files are available in both Opcode and
Total Music formats (for bulk DX7
patches), and in Sound Designer for-
mat (for Emulator samples). You can
also download to your IBM PC or com-
patible, as files in Mimetics DX-Con-
nect format are available also. If you're
into MIDI or synth-related music mak-
ing (and who isn't these days?) you'll
want to check out SynthNet on Esi
Street. The SynthNet contact number

Complete Disc Cutting Services
Analog and Digital Sub Masters for:
Compact Discs
Cassette Duplication

Mastering Engineers:
Bernie Grundman - Brian Gardner - Chris Bellman
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in New York is (212) 564-1776. Their
answering machine will take your call
if they happen to be out at that time.

PAN

You'll also want to check out PAN.
Accessible via modem in a similar
manner as Esi Street, PAN offers a
more musician-specific system with
heavierleaning on the practical synth
end of things. Many intense messages
on the PAN forum actively discuss
problems and solutions for various
pieces of hardware or software provid-
ing, in effect, a real time evaluation of
new products. PAN also provides gate-
ways to Telex and ECOM (computer-
generated first class U.S. mail), as well
as travel-related services, an extensive
technical literature database, and one
ofthe largest Synth forums ] have seen
online! PAN also hosts online confer-
ences with industry notables and
manufacturer's reps who sign on and
answer any and all questions from the
membership. A conference on PAN is
a pretty exciting thing to participate
in! You can find out more by calling
the PAN hotline, at (215) 489-4640.
SYSOPs Perry and Susan Leopold are
very friendly, and will be glad to share
their electronic world with you!

Synth-Bank

One of the newest areas of interest
on PAN is Synth-Bank. Operated by
Bryan Bell (a West Coast kind of guy
who, as engineer/producer/program-
mer has worked with such heavies as
Santana, Herbie Hancock, and Al Di
Meola), Synth-Bank is an online sound
file database. While similar to Synth-
Net's online database, Synth-Bank also
intends to include samples for more
high-end equipment like the Fairlight
[l and Synclavier. It also has an exten-
sive library of custom sounds (many
the work of noted sound designers),
which are available to be downloaded
for a graduated fee. Bell's aim here is
to have Synth-Bank provide access to
as many quality sounds and samples
as possible, for as reasonable a cost as
practicable. While Synth-Bank is just
coming online as this column is being
written (early July), it promises to-be
an exciting addition to the already
overwhelming array of services avail-
able on PAN.

Synth-MIDI SIG

The Synth-MIDI SIG areaon PAN is
an extremely active one (over 3,750
active messages already!), often see-
ing as many as 40 or 50 new mes-
sages posted in an evening's activity.
In addition, there are gateways for Ja-
panese synth users as well as Euro-
pean users, who can log in via their
respective telephone networks. Any
evening on Synth-MIDI can find users

from across the U.S. and around the
world checking in to yack about the
latest developments in their fields.
(Yes, even Herbie Hancock shows up
online occasionally!)

MusicNet

Only one-and-a-half years old, Mu-
sicNet is another of the up and coming
online systems. Operated by SYSOP
Jules Delgado, MusicNet appeals to
the contemporary musician with its
availability of new product reviews,
news and a database of MIDI specs
that is pretty thorough. MusicNet's file
area, for example, has a complete
MIDI implementation chart for most
instruments of major manufacturers.
In addition, there is a FreeSoft area
where public domain programs are
available to be downloaded for only
connect charges. Some programs are
also available for modest additional
cost. MusicNet's Synth Patch area al-
lows up- and downloading of synth
patches for most popular synthesizers
including Casio, Yamaha (DX-series),
Oberheim, Ensoniq samples, as well
as Prophet 2000 sounds and Emulator
II banks in Digidesign's Sound De-
signer format. Of course, what would
anonline system be without user mail
and mailboxes, and MusicNet offers
that service, too?

Dial-and-Buy

A unique new service that seems to
be catching on with some of the on-
line systems is an “electronic shop-
ping area.” (PAN has one, too.) Current
computer hardware and software is
listed and available for purchase while
you are online. While not designed to
offer the most rock-bottom prices, on-
line shopping areas are designed to
provide convenient access to equip-
ment that might otherwise be unavail-
able to some users. While we chatted,
Delgado mentioned that MusicNet will
also be offering keyboards and soft-
ware through their shopping area.
MusicNet is available, 24 hours a day,
seven days a week, as are all of the
systems profiled this month. Access is
via either long-distance call direct to
the 914 area, or via a toll-free WATS
line (800) that is for use by subscribers
only, at a modest charge. Delgado is
trying to provide a "community feel-
ing" among the MusicNet subscribers
and, to that end, is attempting to have
all manufacturers of MIDI gear repre-
sented online for fast feedback. You
can call for info on MusicNet at (914)
724-3668 (voice) or browse online at
(914) 442-4006 (modem).

The MIDI Connection

Qur last stop on the Telecom Tour
this month is New York City, where
we visit SYSOP Gary Rottger at The
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MIDI Connection, his online MIDI user
group. TMC is definitely the place for
MIDI-related subjects, and boasts a
rather large file area (40 megabytes
online) with not only MIDI and Synth
related files available, but Mac-ori

ented files as well. Of course, user
mail is a standard feature of this sys-
tem, but uploading and downloading
of files is encouraged. Presented in a
very clear style, TMC is fast and easy
to get in and out of to send your mail
orto download sorne files. It's a recom:

mended browse if you can handle the
long distance charges. The MIDI Con-
nection’s data line is (212) 594-2646.
(Say hello to THXMAN when you get
there!)

...Logoff. ..

Well, that's the end of our tour
through music and MIDI fun on the
phone. Hopefully, some of you out
there will get the bug to join usonline
and share the fun. If you can’t wait to
get started, at least remember to call
any of the systems | have mentioned
this month for more information before
you try to dial in. Most have restricted
access until you have been on at least
once and validated your user ID. In
the case of paid services (Esi, PAN,
MusicNet), you will have to formally
apply for your user ID and make bill.
ing arrangements before you can get

total online privileges. After that, the
sky'sthe limit. Have somefun!(...And
if this month's In Sync has really
caught your interest, you might want
to check out our sister publication,
FElectronic Musician. Rumor hasisthat
this month'’s issue is jammed full of
even more interesting information
about computers and online fun.)

Some Comments

Lest I leave you with a pile of new
information and not raise some curios-
ity, how 'bout contemplating this pos-
sible future scenario:

A producer is in the recording stu-
dio with his musician/programmers,
both of whom have their computer
keyboard hookups set up and ready
to go. "Only another minute..." says
programmer numberone. "The arrang-
erin New York is modeming some last
minute revisions to the sequence.” In
the meantime, the producer indicates
that he isn't happy with the sound sam-
ple being used for a particular effect
in one part of the track. "No problem”
pipes up the second programmer— "1
know just the sound we need.” Quick-
ly dialing into one of the major online
systems, he checks the file menu to
find a sample called "REAL.LOUD.
UGLY.NOISE,” a sound effect that a
programmer friend of his happened
to play for him the week before. “Justa

sec...I'mdownloading it now.” Step-
ping back into the control room from
a quick coffee break, the producer
hears "REAL.LOUD.UGLY.NOISE"
blasting out from our hero's sampling
keyboard. "GREAT!'—Putiton the tape,
QUICK!" he cries, and our program-
mers emerge from the session victori-
ous once again. Sound far-fetched?
Well, it isn't. . . this scene can actually
be played out today with currently
available computers, files and Online
Systems. With the growing numbers
of personal computers in use, MIDI
computer interfaces and standardized
data file structures, all of this and more
is not only possible, but inevitable as
well. (What a wonderful time to be a
musician!)

More Gnome Online

Well, practicing what [ preach, lam
happy to announce that the ‘ole
GNOME has yet another electronic
mailbox—if you area memberof PAN,
and you have any comments to offer,
or topics you'd like to see covered,
feel free to PAN mail them to BEEZER
(that's me). As always, Esi (IMC) mem-
bers can address their Mail to GNOME-
US MAILCALL...(You have 5 new
messages) Whoops! My e-mail's pil-
ing up. . .gotta go for now. | will look
for you all online, so get your modem
workin'. n

Why do Jensen Transformers have
Clearer Midrange and Top End?

The high frequency rolloff of a Jensen
Transformer is optimized, by computer
analysis, to fit the Bessel Low Pass Filter
response. This means minimum overshoot
and ringing and flat group delay for best time
alignment of all spectral components of the

musical waveform.

In other words, the harmonics arrive
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frequency.
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The result is a clear midrange and top
end without the harsh, edgy sound which
has been one of the most objectionable

sonic complaints about transformers.
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Airdrums from Palmtree Instru-
ments (La Jolla, CA) is a new MIDI
percussion controller consisting of
a patch/note assignment editor-
processorand two clave-sized, hand-
held triggers with internal rota-
tional accelerometers.
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PART TWO

by Craig Anderton

Last month, we covered percussion
controllers (one oversight: the "Air-
drums” from Palmtree Instruments,
about as close as you're going to get
to a pair of MIDI maracas), synthesiz-
ers, automated mixdown, samplers,
and guitar controllers. This time
around, we'll look at signal processors,
software, and even a collapsible gui-
tar. Please note that many of these
products are just past (or still in) the
prototype stage, so prices and specs
are subject to change without notice.

Signal/Data Processors. One of

10

the big hits of the show was the Alesis
MIDIFEX ($399). This small plastic box
includes 63 different delay-oriented
preset effects, including reverb, echo,
stereo synthesis, and double/triple tap
delays. Incidentally, some of these ef-
fects were formerly possible only with
multiple delay lines. This seems like
just the ticket for small studios who
want to stretch their signal processing
budget as far as possible.

ART showed the MIDI Performance
package forthe DR1 16-bit reverb that
places your choice of any two param-
eters at a time under MIDI control.
They also announced two promising,
upcoming products—a programma-
ble MIDI Parametric EQ, and MIDI
Pitch Transposer.

Interestingly, though, these days we
have not only signal processors but
data processors. One of the most in-
triguing is the Mapper from Axxess
Unlimited. This MIDI accessory essen-
tially lets you manipulate the MIDI
data stream so that one parameter can
be "mapped” to another. For example,
notes can be mapped to play different
notes on expander modules, a control-
ler's data can be assigned to several
parameters at once (e.qg. change filter
timbre, pitch, and master volume from
a single pitch bend or mod wheel),
perform master patch selections to
create different keyboard “setups,”
and the like. While not inexpensive,
the Mapper is a highly versatile tool
that is well-suited to any advanced
MIDI setup.

Software. Bacchus Software Sys-
tems showed their Voice Manager
program tor the IBM-PC, which pro-
vides extensive editing facilities for
the DX/TX user. Dr. T's Music Soft-
ware, best-known for their Keyboard
Controlled Sequencer, demonstrated
a Commodore-128 compatible version
and announced an upcoming version
for the Atari ST. Speaking of the ST,
their CZ Patch librarian is now avail-
able for that computer; and speaking
of the CZ, Hybrid Arts said that a ver-
sion of their popular DX Droid software
program would soon be available for
CZ series instruments.

Key Clique has expanded their fam-
ily of ROM cartridges to include sup-
port for Roland's Super Jupiter, and
has also started offering samples for
E-mu’s SP-12 drum machine. In the
world of Apple [l software, Key Clique
introduced the Roland Super Jupiter
Secretary library program, Film Mu-

sic Tool Kit for correlating music “hits”
to time code, and the latest revision of
their SysEx system exclusive data
program.

Amiga owners have been waiting
since the end of 19885 for some good
music software, but it looks like the
drought may soon be over. Sound-
Scape, from Mimetics, provides se-
guencing, internal sampling, MIDI
mixing, synchronization, and also
makes extensive use of the Amiga’s
multi-tasking capabilities (for exam-
ple, their demo had a Jean-Michel
Jarre video genlocked to the Amiga
while it was running SoundScape—
pretty impressive). Mimetics also offers
a digital sampling package for under
$100 and a MIDI interface for under
$50. Meanwhile, Roger Powell's Tex-
ture has been ported over to the
Amiga, thus making Texture one of
the few (perhaps only) sequencer pro-
grams available forthe Apple I, IBM-
PC, and Amiga.

Meanwhile, there was a lot happen-
ing over in Macintosh land. Composer
Laurie Spiegel's "Music Mouse,” which
now includes MID], creates harmonic
and melodic accompaniment based
on how you move the Mac's mouse.
What this means is instant music, but
as you become more proficient, you
can do just that much more with the
program. At under $60, this is a fun
program for the Mac that also has a
serious side.

Opcode, whose products are often
considered a “best buy” in Mac soft-
ware, showed Version 2 of their MIDI-
Mac sequencer(among otherimprove-
ments, it now has step editing) and a
CZ Patch Editor/Librarian for the Mac.
Mark of the Unicorn was demonstrat-
ing Performer, a very complete se-
guencer which, when coupled with
Protessional Composer, does excel-
lent transcription and notation work.
We even have a new Mac interface;
Southworth Music Systems showed
their JamBox interface, which can re-
cord up to four MIDI instruments si-
multaneously. Fourindependent MIDI
outputs are available to create a star-
network approach to MIDI data trans-
mission, and to top it all off, the JamBox
reads and writes SMPTE. More and
more, SMPTE is being integrated into
high-end music products.

With all the talk about Atari, Amiga,
and Mac, let's not forget the Commo-
dore-64 and 128. Sonus showed Su-
perSequencer 64 and SuperSequenc-
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er 128, written by the same team that
came up with Syntech'’s Studio . Both
new programs have added a MIDI
system-exclusive librarian so that
patches and such can be stored on
the same disk as sequences; both Su-
perSequencers also offer several syn-
chronization options and extensive
editing facilities.

Roland has been very active with
software. They recently upgraded
Muse for the Apple Il and were put-
ting a big effort into their educational
software, marketed under the Musi-
com banner. Of course, Roland is al-
ways good for lots of interesting stuff—
I liked their new low-cost drum ma-
chines, guitar-to-MIDI converter, MK S-
20 piano module, and DEP-5 multi-
effects processor.

Before I stray from software entirely,
Passport was showing a sophisticated
sequencer for the IBM-PC, but of per-
haps even greater interest is Passport's
licensing of an advanced music print-
ing technology developed by Dr. Le-
land Smith of Stanford University. I'm
looking forward to the day when print-
ing out music will be no more difficult
or time-consuming than printing out
a letter.

And finally...We're running out
of space again, but here are a few last
highlights. PPG showed a synthesizer
called the Realizer; this one-stop audio
Cuisinart produces, processes, rec-
ords, and sequences sounds. It was
demonstrated “realizing” the sounds
of FM synthesis and a Minimoog, and
the results were very accurate. Brick
Audio brought plate reverb technol-
ogy into the '80s with Proverb. The
character is much warmer than the
average digital reverb, and thanks to
piezo transducers, the sound is clean
and bright. Digidesign’s "Burner” lets
Sound Designer aficionados transfer
sound data over to EPROMs for usein
drum machines and other EPROM-
based digital playback devices. And
there were lighting products, and
MIDI-controlled this, and MIDI-con-
trolled that. ..

The techno-overload at a NAMM
show is enough to make you want to
pack up to the country and take a
vacation. Butif youdo, you might want
to take along one of the Genesis-Nova
fold-up guitars. It sounds like a joke,
but isn't; you too can slip a quitarin a
backpack or sling it under your arm.
And if you still have a regular-sized
axe, no problem—the Tote-A-Note
people will be glad to sell you a bicy-
cle accessory that lets you take your
guitar along on bike rides.

Hey, notbad fora NAMM report. . .]
only left out 479 interesting products!
Oh well, there's always next show.
And there's always next month’s M.1.
Update column; see you then. n
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MUSIC NOTES

Lou Reed Aquits
Himself Well
With Mistrial

by Dan Daley

It's probably a coincidence that the
day I sat down to talk with Lou Reed
was the same day the obituary of Jean
Genet appeared. The late French nov-
elist/playwright’s artistic vision was
that of a world populated with social
misfits and outcasts, for whom brutal-
ity was a way of life and redemption a
vague and distant hope. Probably just
a coincidence.

But that's just the sort of world that
the abrasive and unconventional
Reed has portrayed lyrically during
the course of a career that verges on
its third decade. Beginning with his
association with the Andy Warhol-in-
fluenced New York art band, The Vel-
vet Underground, and through a solo
career covering 18 albums, Lou Reed
has touched upon themes far beyond
the traditional boundaries of pop mu-
sic, from sexual perversity to drug ad-
diction, and dealt with them in a gritty,
realistic and straight-ahead manner,
using music more as an assault weap-
on than a backdrop. His music has
been regarded as minimalistic, at
times cacophonic, at times just plain
noise (viz. his Metal Machine Music
LP). He is not easily confused with
Paul McCartney.

Remaining aloof behind a trade-
mark pair of aviator shades, Reed be-
came the avatar of artistic nihilism for
a generation of new wave rockers in
the late ‘'70s, who came to regard him
as the Godfather of Punk.

His new record, Mistrial, is charac-
teristically Lou Reed, with its stripped-
down arrangements, and slice-of-life
lyrics. But Reed seemed less eager to
discuss lyrics than he was to talk about
what he feels are the musical accom-
plishments on his record, which he
co-produced with his long-time bass-
ist Fernando Saunders. Reed also did
all the guitars on this LP, continuing
an approach begun with New Sensa-
tions and a key to a greater degree of
the long-sought element of control in
the recording process.

"This record’s perfect,” he says.
“WhatI mean by perfect s that if some-
one showed up and gave me a couple

12

of dollars and said ‘you can go back
into the studio to do more work on it,
I'd say that this record is just the way
it's supposed to be. It really, really is.”

Reed set aside time to begin experi-

menung with guitar sounds in his
country home in New Jersey. "I knew
what I wanted sound-wise,” he says.
“A wood guitar through a tube amp,
distorted—clean, controlled distortion.”

MIX VOL. 10, NO. 9
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He began writing tunes for Mistrial
as he worked on the guitar sounds,
using a Fostex X-15 as an electronic
notepad for ideas and using a drum
machine in the composition process,
both new techniques for Reed. While
he points out that the drum machine
didn't affect the songwriting itself, he
adds, "It made the process of arrang-
ing simpler. It was like having a drum-
mer there with you who doesn't talk,
doesn't drink, doesn’'t need a lot of
space and you can turn him off. | also
like the accuracy of tempos thatdrum
machines gave me.”

“The heart of a
rock and roll
record is guitar
and voice,” says
Reed. "If the
engineer can't get
the voice, the
record’'s doomed.”

Reed's rural residence has a wooden
cathedral-type ceiling, enabling him
to test out various mic placements,
which he was able to successfully
translate later to the studio. "We went
into [New York's] Power Station Studios
and set the guitar and amp up exactly
the same as in the house,” he recalls.
"l was ready to go through the agony
of the engineer telling me that the
sound was too dark or it was this or
that. But lo and behold, it sounded
exactly as it did at the house. Then |
turned to the engineer and said, 'OK,
now it's yourturn. You have to get that
sound on tape.’”’

The heart of a rock and roll record
is guitar and voice, not bass and
drums, says Reed. His perception that
his guitar and voice have been rele-
gated to overdub status in the past
partly fuels his dissatisfaction with the
sounds of his previous albums. "If the
engineer can't get the voice,” he states
plainly, “the record's doomed.”

Wanting to keep the guitar the cen-
terpiece of the record led to Reed's
heeding some advice from the Cars’
Ric Ocasek, who suggested that Reed
use a drum machine in recording. "1
told him I have a problem in the stu-
dio in that I like to do live basic tracks
because [ like the spontaneity of how
itoccurs in the studio for the first time,”
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Reed says. " don't like to work every-
thing out beforehand. I wanted to have
the fun of coming up with parts in the
studio. But I always find that I lose
control of my guitar sound because
I'm not near enough to (the amp). The
band is playing to that guitar. I'm
very unhappy with all of my other
records in that aspect, because I didn't
get what | wanted out of the quitar.”
As aresult, all but one of the tracks on
Mistrialfeatures electronic drums, pro-
grammed by Saunders with some help
from Sammy Merendino, who also
added percussion on some tracks.
“That way, I could hear the guitar, and
if it wasn't working I could stop and
adjust the sound,” he says, pointing
out that his approach enabled him
and Saunders to re-record bass and
drum parts later, making them better
fitthe guitar parts Reed had laid down.

Reed credits Saunders’ familiarity
with his music and temperament as
being an important part of the end
result: "I'm comiortable with Fernan-
do in the studio. | knew with him that
the rhythm aspect of the record would
be impeccable. He's aware of the con-
cept of space in an arrangement, and
he listens to and understands the
lyrics.”

Saunders functioned as Reed's :ech-
nological interlocutor on Mistrial, which
was fine with Reed, since, as he puts it,
"I'm not an engineer. I'm not interested
in being an engineer. I'm interested in
having fun playing and arranging. Fer-
nando could speak to the engineer to
make sure | was getting that sound I
wanted. Sometimes he can speak to
themn better than [ can.

"But with [engineer] Bruce Lampcov,
who mixed the record, there was no
need. He understood from the word
go. It was like being in heaven. He
understood.

"Sooften in the studio you're talking

—CONTINUED ON PAGE 121

THE FAR SIDE By GARY LARSON

© 1986 Universal Press Syndicale

Boy, have
T heard that
song before

Oh Boy!
It's John Prine

by Holly Gleason

'] always wan* to be able to enjoy
putting my head against the wood of
the guitar and listening to the seund it
makes If the music business takes
that away fram me, then I'll take myselt
away from the music business. It's that
simple.”

John Prine runs a hand throuqgh his
hair as he considers the statistics of
the last 15 years of his _ife: eight major
label and two independent albums,
countless performances and thou-
sands of miles. It's a staggering propo-
sition, one the songwriter mignt be
tempted to shrug off—if only it wasn't
all so clase fo his heart.

‘At one point | considered gatting
out of this business so ! could remain
armusician,” Prire contesses softly. "It
gat to the point where I didn't enjoy
picking up my guitar to play, so I fig-
ured I'd rather just do something else
during the day and then be able to
come nome and play at nignt.

These are disheartening words
coming from: a man who has delivered
wrenching portraits of the humen con-
dition without moralizing or flinching,
from the eternal emptiness of the el-
derly in "Hello In There” and the in-
escapable futility of junkie veterans
as seen through the eyes of a cnild in
"Sam Stone,” to the gapingly unful-
filled middle age of the woman in “An-
gel from Montgamery.”

—CONTINUED ON FAGE 116
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Smiling in the
Studio with
Narada Michael
Walden and
George Benson

by David Schwartz -

"The art of a producer is to take
what we have to work with and make
it accessible as well as artistic; to con-
nect that artist with the audience with-
out losing integrity,” says Narada
Michael Walden. "We don'thave to be
a Michaelangelo every time out, but it
is important to let people know that
you're not trying to put one over on
them.”

Walden's career as a record produc-
er has spiraled to the top of the charts
since his tenure drumming with John
McLaughlin a few years back. These
days he spends his time writing songs
and producing hits in his San Rafael,
California-based Tarpon Studios (for-
merly Tres Virgos Studios) for artists
including Aretha Franklin, Clarence
Clemons, Whitney Houston, Sheena
Easton and Lionel Richie. He's also
been collaborating with George Ben-
son on his new album, a multi-produc-
er affair.

‘We're using three producers,” says
Benson. "We started with four, includ-

ing me, but [ got crowded out by the
songs that were presented to me by
the other three producers. Naraga is
doing most of the tunes. He came in
with five great songs. I ran past him in
an airport not too long ago just long
enough 10 say, 'Hey, man, let's talk on
the horn!" and, lo and behold, a few
weeks later we were producing an
album.”

Benson 1s also working with Kashif
at his home studio in Connecticut. The
third produceron the projectis Tornmy

Narada Michael Walden occupied the driver’s seat for the Percussion
Finale to the San Francisco Music Fair this summer, which included
Steve Smith (ex-Journey), Santana’s Michael Carabello, Huey Lewis’ Bill
Gibson, the Tubes’ Prairie Prince and Buddy Miles in this all-star drum jam.

PHOTO: MR. BONZA!

Lipuma, Benson's associate through
three platinum and four gold George
Benson albums, including the multi-
Grammied Breezin'.

"Narada is like a lightning bolt,” says
Benson. "He's really good at what he
does. He understands the modern rec-
ord buyer and the modern iistener
very well. 'm relying on him a lot in
certain areas, but I'm rying also to
stick to some of the things that have
been working for me.”

Walden sees his role on Benson's
album as very simple: "To help serve
George's mission and get his best on
the table, and hopefully have some-
thing that in 20, 30, 40 years, we can
look back on and be proud. I feel really
blessed, because George is someone
who I've loved for many years and
I've always wanted to work with him. . .
but I didnt know it would come so
soon. All of a sucden there was a
chance for me to work on this album,
and | was very honored. I had sent
him a piece of music called "“Teaser.”
He liked it and responded by coming
out here with a song he was working
on, and we had a great time embellish-
ing on it.

"I don't like to think of myself as a
producer so much because | don't
really relate to what I do in that way,”
Walden continues. "I relate more as a
coach, like :he guy who stands on the
sidelines and roots for the cat. So I just
give a push, to find the best vehicles
and to leave plenty of room to let hap-
pen what has to happen

"People like that cool sensibility
George has. So whether we want to
do a smokin’ dance track, or a stock
R&B thing or a tota’ly pop ballad that

—CONTINUED ON PAGE 124
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THE REFERENCE GUIDE YOU’'VE BEEN WAITING FOR!

THE

MIX ANNUAL DIRECTORY
OF RECORDING INDUSTRY FACILITIES AND SERVICES

The first Mix Annual Directory is a compilation of
our listings published during 1986, with changes
and updates supplied by the companies listed.
Also included will be special editorial features
covering the year in audio. Publication date is
February, 1987.

Now you can have this valuable information at your fingertips in one easy-to-use directory:

- Recording Studios of the U.S. and
Canada—Over 2,000 studio listings,
broken down by geographical
region, including equipment, size of
studios and control rooms, person-
nel, areas of specialization, rates and
other useful information.

- Mastering, Pressing, Duplication

ince 1977, each issue of Mix has included a

directory of recording studios or other essen-
tial industry services. Now, for the very first time,
these up-to-date and comprehensive listings are
being collected into one convenient volume.

- Video Production and Post-
production Facilities—Nearly 1,000
video production companies, includ-
ing post-production/editing, on-
location production, and audio post-
production for video. Listings give
personnel, rates, and equipment.

- Studio Designers and Equipment

Facilities—Over 450 listings of
mastering houses, pressing plants,
and tape duplicators. Includes
rates, production capacity, equip-
ment used.

Suppliers—More than 500 studio
designers, acoustical consultants,
audio/video equipment dealers and
installers. The most comprehensive
directory of its kind.

The Mix Annual Directory will retail beginning in December for $24.95. By placing your

order by November 30, you’ll receive this indispensable reference guide for only $14.95 per

copy. Whatever your occupation in recording, sound or music, the Mix Annual Directory is
a resource you can’t afford to be without. Order yours today!
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Please send me . copies of the 1987 Mix Annual Directory of Recording Studios and
services at the pre-publication price of $14.95 each. (Please add $2.00 per copy postage and handling.

California residents add 6% sales tax.)

I enclosed $_ Check

Please charge to my Mastercard Visa

# Exp. Date_ Signature _
Name Title

Company

Address

City _ State Zip

Mail to: MIX ANNUAL, P.O. Box 2526, Berkeley, CA 94702. (Offer expires November 30, 1986. Annual will be shipped by
February 15, 1987.)



—FROM PAGE 113, JOHN PRINE

But John Prine is not a bitter man.
The flip side of his weltanschauung—
in "Dear Abby,” “"Please Don't Bury
Me,” “"Sabu Visits the Twin Cities
Alone,” and a host of others—provides
evidence of that, and his insistence
that he has no axe to grind with the
music industry removes any lingering
doubts you might have. The Chicago
native is determined to enjoy life, not
waste it brooding over such mundane
matters as the record business’ failure
to do right by John Prine.

"What can I say? I just didn't fit into
whatthey do,” Prine allows of his rela-
tionship with big-time record compan-
ies. "I never had any battles with the
people at Atlantic[his label from 1971's
John Prine through 1975's Common
Sense]—they were as helpful as they
could be. It's just that they didn't know
what to do with me. They'd be looking
at me, going, ‘What am I supposed to
do with this? and then they'd shelve
[the record] until they got something
they could put on the radio.

"T've got no quarrel with those peo-
ple. It's just that ] don't need 'em.”

Proof positive: Prine’s own Oh Boy
label, which he launched with a single
("I Saw Mommy Kissing Santa Claus”)
in 1982 and followed with 1984's Aim-
less Love and the brand new German
Afternoons. "This way,” says Prine,

“I'm making better records and mak-
ing exactly the kind of music [ want,
instead of worrying about making rec-
ords for radio.”

Though there was a five-yearsilence
following his third (and last) Elektra/
Asylum release, Storm Windows, in
1980, Prine and his audience man-
aged to find each other when Aimless
Love appeared to loud applause from
fans and critics. For John Prine, doing
it himself has proven to be the record-
ing and marketing methods most in
sync with his own way of thinking.

"The record business is based on
turning out records as fast as you can,”
Prine shrugs. "When [ was on the la-
bels, I couldn’t wait to get finished
[recording] and get on the road. Then
[ didn't care if I didn't make another
record for three, four years. Now, ev-
erything seems to fit in and make
sense. | make my records; [ take the
checks down to the bank and pay all
the bills for the record. Then I take
what's left and I go buy myself a boat.

“Now that makes sense!

"See, I'd never planned on doing
this for a living. I mean, the entertain-
ment business seems so goofy. There
are so many flakes and egos. . .] fig-
ure most of ‘em sit up at night and try
to figure out who to be.

“"Anyway, | know it sounds like I
keep coming back to the same thing,

Bagendorfer

but doing things this way makes sense
to me.”

It also means the retiring Nash-
villean has to take a more active role
in his career than ever before, but
that's a role he doesn't mind: “I've got
my own record company, so I'm either
in the studio or on the road or off
somewhere writing,” he explains with
a laugh. "It's the hardest I've ever
worked.

“"When you start your own label,
you're going to sell fewer records, be-
cause you don't have the distribution.
It takes time to build that up. Butl own
all of these records I'm making, so if I
decide to sell ‘em to a major label
they'll have to pay me for them.”

Don't think because Prine has gone
indie that there's nointerest in his work
from the outside. Several labels have
approached him, but he's not selling.
On his own, he says, "I can make a
record for $20,000 and actually see a
profit”

More important than the obvious
cash-and-carry advantages, there is
also the satisfaction of recording his
songs the way he wants to record them.
In the studio, Prine is slave to no man
nor format, and that's the way he likes
it. It's given him the freedom to create
a wholly acoustic offering such as
German Afternoons with nods to pure
bluegrass (A.P. Carter's "Lulu Walls”

['TRST TS ULTINLATIEE PLANO.

This is the 96" Imperial Bosendorfer Grand. The ultimate in rich,
sustaining tone. Since 1828, Bosendorfer innovations have made it the
premier piano for recording artists everywhere. Every handcrafted
feature, from its unique case construction to its 97-note scale . . .
from its unique bass bridge design to its leather key bushings makes
Bosendorfer the world’s finest piano.

Now it becomes part of a revolutionary recording aid. With it, your
studio can have a major competitive advantage.
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and the new arrangement of Prine’s
own "Paradise”) without apologizing
or being sent back to trendy it up.

When Prine makes a record, he says,
"] follow the songs. I don't plan them
out in advance as a record. [ usually
end up with a strange collection. ..
but at least I know I've done what's
best for the songs.”

Though Prine’s songwriting has pro-
gressed from the straight-ahead story-
telling of the earlier albums, one con-
stant has always been his ability to hit
that emotional bull's-eye inside the lis-
tener. "The first time [ ever played my
songs for anybody, it was justa couple
of people in a room. They didn't go,
‘Gee, that's nice—you put a song to-
gether'—they said 'That's something
I've been trying to say for a long time.’

“"Suddenly, you don't feel so alone
with all those feelings you have that
would be so hard to tell somebody
about in everyday conversation.

“It's a great feeling when you put
somethingin a song and other people
say that's exactly how they feel. That's
been the most gratifying thing about
songwriting for me. Being able to put
those feelings down has always been
a real outlet for me.”

Somehow, Prine manages to turn
isolation into a universal rallying point.
His fans are ardent, judging from the
consistently healthy turnout at his con-

This is the Bosendorfer 290-SE. The first computer
based piano performance reproduction system. It is not
a player piano. Rather, a way you can store, edit and
play back any performance on the Bosendorfer Impe-
rial Grand. And re-create every note, every nuance of

the original performance.

With this system, you can save vital studio time.
Review various mike placements and accomplish other
technical functions without the player’s presence. By
using edit functions, the player can perfect his solo part

certs and by the artists who choose to
cover his songs—including, over the
years, Don Williams (who went to
Number One with "Love Is on a Roll”
a couple of years back); Gail Davies,
Tammy Wynette and Johnny Cash,

“"Words come
easy to me, so
it's just a matter
of making
sense of em.”

who've all cut "Unwed Fathers”; Bon-
nie Raitt, for whom "Angel from Mont-
gomery” has been a signature tune
for more than a decade; and even
Bette Midler, who recorded "Hello in
There” 15 years ago.

They're intricate songs, but Prine
believes that “you've got to leave a

Basendorfer

before the session begins. Bosendorfer 290-SE. Learn

more by writing us today.

Circle #074 on Reader Service Card
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Bosendorfer 290-SE.

certain amount to the people listening.
I hope I don't write songs where I've
got to poke people in the ribs and say,
‘You get it?’

"I don't pick and choose subjects.
just sit down and a bunch of words’ll
come to me. Then | just try to sort ‘'em
out. Words come easy to me, soit's just
a matter of making sense out of ‘'em.”

Which probably accounts for some
of Prine’s more whimsical moments.
In "The Bottomless Lake” (on Aimless
Love), a family goes out for a Sunday
drive and never returns; in the new
LP's "Linda Goes to Mars,” a wife's
“inner space gets tortured by some
outerspace unknown.” Granted, some
of his songs’ titles really are inspired
by the photo captions in the National
FEnquirer. It's quite plausible to think
his biggest goals in life include “spend-
ing more money than I make” and
"finding a ‘54 Bonneville convertible
in good shape.”

Otherwise, Prine is quite content to
keep writing songs and making rec-
ords, sketching life as he sees it for
those who care to listen. The former
postal worker is not interested in win
ning converts with a hard sell: let us
not forget that Prine once refused to
let Atlantic Records release "Dear Ab-
by” as a single because "I figured
those fans'd be more trouble than
they're worth if they thought all they

Bosendorfer

/ /. " PIANOS

010007
P.O. Box 460-R  Jasper, IN 47546 (812) 482:1600
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Business

Highly selective, two year training program

Five campuses throughout North America

Current theory mixed with practical hands-on training
Modern state-of-the-art 24-track recording studios
All classes taught by qualified, working professionals
Job placement assistance

For a free brochure

CALL 213-467-6800
TREBAS INSTITUTE OF RECORNDING ARTS
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' 6602 Sunset Boulevard ifornia 90028

Hollywooc. Cal

Circle #075 on Reader Service Card

A N A T N R R P B e b ST AR S e TP T R e 5 SERA

~aric ~Zalvizav L
[ Expenence the cutting edge of musical technology... NG ,\/ P
AN \’ -
,\/\, “\ \l,\\‘l—\>‘/\\'\1_\ " .-\t l l
AW 1

Chicagolang’s |-
Consumer
Music Show
Sept. 13 & 14

Sy v VP .

$ nhon Center,
\ d inn Conve
3 ;3% W. Touhy, skokie, IL.

1ech Manufacturer
£ A0 e OMPUTER SOFTWARE @ R

)
GUITARS @ AMPS @ ELECTRONIC DRUMS o

o
_name artists and Pr _Y FRYER
CUN‘CSN%, g::/?lll;&pby Keyboard Magazine’s TER
SAMPLI

SynthAxe,
forming on the
i LDSWORTH, per 2
Lo ::;L:?RB‘:IEOHANCOCK on the Fairlight r"S‘:::'es
; i
Ssym:::::DISCOUNTED PRICES on display equip l
pe

NT DAILY
GS FOR EQUIPME
FREE DRAWIN s and mtormchon c

\\/

t products
wing all the lates
" ARE EgCORD|NG e PRO SOUND

ACCESSORIES
ducers including:

Ove
KEYBOARDS @

onicd

,: —p—Y s~ N For-hck\e' oy
Ny - . < ~ |/, /
-~ GandMusic &Sound:

- 780 Frontcge Rd Northfleld AL 60093 312 446 G A-N- D 4

P l\\\ ,|

/\\/, \\

Circle #076 on Reader Service Card
18

were gonna hear was songs like ‘Dear
Abby.”

Conscience and pragmatism are
still John Prine’s guide. He's learned
to trust them more and more over the
years. If it ever comes to the point
where he has to get out of the music
business altogether, he figures he can
open a worm farm behind his house.
“T'll put up a sign out front that says
‘Live Bait’ and just talk to the people
who come by. People might think I'm
kidding, but I'm not..."”

(All of John Prine'’s Atlantic and
Elektra/Asylum releases are still in
print and are fairly easy to find. Aim-
less Love and German Afternoons are
available at Prine’s live shows or by
mail for $10 each postpaid, from Oh
Boy Records, PO. Box 36099, Los An-
geles, 90036. As for the meaning of
the new LP’s title, Prine offered a
vague and unsatisfying explanation
in a recentissue of Musician but hints
that a song of the same name might
appear in the future.—D.G.) |

Jimmy Maelen:
The Man Behind The Beat

by Chris Doering

Dire Straits' Brothers In Arms, Bryan
Ferry's Boys and Girls, James Taylor's
That's What I'm Here For, the "Danc-
ing in the Streets” remake Bowie and
Jagger donated to Live Aid, Madon-
na's single "Over and Over,” the 12-
inch mix of Pat Benatar's "Sex is a
Weapon,” the new Grace Jones album,
Roxy Music's Avalon. .. Jimmy Mae-
len is definitely one hot percussionist.

It's a long way from the black and
Hispanic Brooklyn neighborhood
where he started singing in doo-wop
groups (and interrupting rehearsals
to bang on the bongos or congas that
were always around) to the exclusive
circle of first call’ New York session
players. Maelen's winding career path
took him through ten years of hard-
core Salsa gigs at the Corso and other
Latin clubs around town.

Then he and Larry Harlow put togeth-
era "Chicago-type band" called Am-
bergris. It never really took off, but it
did bring Maelen to the attention of
Electric Lady co-owner Eddie Kramer,
who gave him his first session work.
When Wicked Lester, a band sharing
Electric Lady and Maelen's percussion
chops with Ambergris, became Kiss,
his metamorphosis from doo-wop lead
singer to rock and roll percussionist
was complete.

"Word just spread around, and now
I'm doing all these records,” Maelen
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THE COMPLETE DRUM INTERFACE.

There are a lot of drum interfaces
on the market that can do one or two
things extremely well. However, no
other drum interface comes close to
matching the complete range of features
found on the new MTM from Simmons.
MTM is an eight channel fully pro-
grammable interface unit that converts
drum pad, tape or acoustic drum signals
to trigger both MID! and non-MIDI elec-
tronic sound sources under full dynamic
control. Its signal processing capabilities
are 3 result of extensive research and
development by Simmons Electronics
culminating in unique applications of
existing interface technologies com-
bined with totally new innovations.
Designed primarily for use with
Simmons elec-
tronic percussion

— e —t———

equipped synthesizers or in the
recording studio for converting audio
signals on tape to MIDI code.

As the complete drum interface,
MTM allows creative flexibility for pro-
gramming several signal processing
parameters, each of which is indepen-
dently adjustable.

SIGNAL PROCESSING
CAPABILITIES.
® TRIGGER PROCESSING

Threshold, the dynamic level an
incoming signal must reach before it is
recognized as a trigger, is programmable
for Absolute, Initial, Fractional and Cross
Channel characteristics.

Hold-off is used as a programmable
gate system which “cleans up” incom-
ing acoustic and electronic trigger

= signals while
allowing a control-

———T7—7— -

synthesizers, the § """""" lable time period
MTM enhances g /\ Al for each channel
the dynamic range > M MV during which
and performance Lt i il il MTMwill not
of the SDS5 and TIME INPUT—Miked Acoustic Drum recognize an

SDS7 by placing SRS S s s

a computer
between the drum
pads and drum

incoming signal as

a trigger or gener-

ate an output.
With MTM’s

VOLTAGE

brain. MTM will
also act as a fully -
assignable MIDI L
interface that can produce unlimited
melodic, harmonic, tonal and rhythmic
effects via drum pad triggering when
used in conjunction with MIDI sound
generators.

MTM has many other applications
as well. For example, it can be used as
an interface between acoustic and elec-
tronic drums, acoustic drums and MIDI

‘OUT'PUVT—--MTM io Sound Sodrcé -

on-board micro-
computer, dynamic
enhancement of
trigger signals is possible through
velocity tracking, compression and
expansion.

¢ MIDI PROCESSING

MTM’s MIDI capability is designed

for full programmable implementation
including note assignment, channel
assignment as well as

patch and program changes.
©® EFFECTS PROCESSING

Repeat Echo, Sequencing and
Note Layering are just a few of the
MTM’s programmable on-board
effects. Repeat Echo is a single note
retriggering effect that is adjustable
for echo decay and echo speed. The
Sequencing function allows program-
ming of sequences up to sixteen notes
on each drum per program. Pitched
and non-pitched chords under full
dynamic control are made possible
by MTM'’s Note Layering effect.

® CHANNEL ROUTE
PROCESSING

MTM’s innovative design permits
independent control of input to out-
put channel routing.

® OUTPUT PROCESSING

Programmable dynamic control
of pulse height and width allows trig-
gering of non-MID! drum machines
requiring a voltage pulse.
CHALLENGE YOUR
CREATIVITY.

Just as Simmons’ original SDS5
completely changed the way drums
were played, the flexibility and fea-
tures of the MTM will challenge the
creativity of even the most sophisti-
cated electronic musician.

So when it comes to completing
your drum interface, choose the Sim-
mons MTM. Anything else could be a
complete disappointment.

(SIMMONS)

The first name in electronic drums

Group Centre Inc.. 23917 Craftsman Rd.
Calabasas. CA 91302 (818} 884-2653
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SPECIFICATIONS

32 character LCD display: 1/4” and
XLR inputs with individual sensitivity
control; 1/4” output with master
output control; MIDI in, MID! thru
and 2 MIDI out connections, selec
tor pad interface port for access to 16
pre-selected programs, 100 program
memory capacity




Attention:
Northwest
Studios!

The January, 1986 issue of Mix
will include our annual listings
of studios in your region. Fea-
tured will be the studios of
Northern California, Northern
Nevada, Oregon, Washington,
Idaho, Montana, Wyoming
Utah, Alaska and Hawaii.

Don't miss this once-a-year
opportunity to inform the
industry about the equipment
and services your studio

has to offer. If you have not
received a questionnaire, call
Lauri Newman at (415) 843-
7901 today!

Deadline for Returning
Questionnaires:
October 1Ist
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0 AUDIO TAPES INC.

TOLL FREE 1-800-331-3191

IN N.Y. (516) 678-4414

Audio Recording
Scotch® Tape

Scotch m

2

Full Line of 3M
Audio & Video Tapes.
In Stock and Priced Right.
Reels, Boxes, Custom Cassettes,
Leaders and Splicing Tapes.

HARD TO GET ACCESSORY
ITEMS

106 Mott Street, Oceanside, New York 11572)
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muses. "A lot of people got into the
Bryan Ferry and Roxy Music albums,
too, and that's helped me with a lot
of artists.”

The man's too modest. A self-taught
player (“there was no one to study
with in those days"), he's the one to
call when your rhythm track lacks that
certain spice, or when you need to
humanize your drum machine. Lately
he's been getting the latter type of call
alot. "Shakers, tambourines and some
of the other sounds are very mechan-
ical,” he explains. "As sound effects,
they're great, but those little notes in
between are just too perfect for
straight-time sequences. I still play it
in time, but it's a feel the machine
can't get yet.”

The System is one of Maelen's major
clients for this type of work. "I did both
their albums and all of the stuff they
produce. It's totally electronic, but I
come in doing live stuff. They prefer it
that way. The only thing they don't do
is percussion.”

Although he's grounded in Afro-
Cuban patterns, Maelen doesn't limit
himself to traditional percussion. “Rock
is pretty much tambourines, big cow-
bell sounds,” he says. "Congas you
don’t use too much. Now they're start-
ing to use timbales a lot for fills. They're
a little more exciting than toms.” De-
spite the infrequent use he makes of
them, Jimmy brings his own congas to
most sessions. "Then | have a huge
case filled with bongos, sound effects,
shakers, bell trees, chimes, a couple
of Brazilian instruments and various
cowbells that I lug around. Most of the
time I'll ask, 'Is there anything in par-
ticular you want?" Everyone's trying
to get something they've never heard
before on their record, but they end
up staying with the basic stuff, which
always works best anyway. I'm a big
fan of playing simple and helping the
track along. It's better just to support
the rhythm, which is what percussion
should be doing.”

When that one-of-a-kind sound is
needed, Jimmy will go into his bag in
search of it. "If there's time, | kind of
reach in and see what's there. I go
more, believe it or not, to the toy store.
Little kid chimes, which are just great
in bell trees. Baby rattles—wife bought
our eight-month-old daughter a rattle
a couple of days ago, and I copped it,
because it sounded great. Little rubber
hoses that look like vacuum hoses.
Take those and put them through a
DDL—great effects. Those are all over
the Boys and Girls album.”

The Ferry solo project introduced
Jimmy to another form of musician-
machine interaction. "Bryan has an
interesting technique. He records a
drum machine first, and he'll put some
more stuff on with the drum machine.

Then the drummer comes in, records
on topofthe drum machine and Bryan
removes the machine, which I think is
a great idea. When we did Avalon,
there was a track with synthesizers,
bass, and Bryan's reference vocal.
Andy [Newmark] and I played to the
drum machine live, then we removed
the machine and I went back and did
three or four overdubs.”

Albums are the more visible part of
his job. But like most New York play-
ers, Maelen spends most of histime in
the studio working on jingles. "Sixty-
second jingles, it's like one hour—
you're in, you're out. The music's al-
ways different. This morning I did a
Crystal Light commercial, a Caribbean
kind of thing. Jingles are easy because
everything’s written out and the ar-
ranger's there. They pretty much know
what they want, and they'll call you if
they want a particular instrument.

"Forajingle, you have toreally pay
attention to the click. But from doing it
so long, once it's there at the right
volume in the phones, I don't listen to
it anymore. Everybody automatically
goes right into it. On certain records it
works great, but on others it's back to
that mechanical feel. You can find
yourself listening to it and being con-
trolled by the click, instead of everyone
listening to each other play.”

Jimmy doesn't get out to play live
much anymore. One of the exceptions
was the Winter NAMM show, which
he attended as part of a manufactur-
er'sband. "It was very exciting, incred-
ibly noisy but really nice,” he recalls.
"The band was a lot of fun. It was nice
to do four or five sets a day. It was like
working a Latin gig, where you play
for 45 minutes, take a half-hour break
and come back.”

On breaks, “all I did was walk
around and look at instruments. [ ran
into so many friends there that hadn't
seen in ages. Percussion is getting
very electronic-oriented, so Il was look-
ing around to see what new things are
coming out. [ think it's close to getting
there, but most of the sampling per-
cussion sounds | heardon't seem right
yet. Congas don’t seem to be working
out too well. There's just too many little
intricate notes in between when you're
playing, little things that you're doing
with your fingers that you can't pick
up when you're sampling. You could,
but you're going tc take up too many
channels doing it. You'd have to sam-
ple seven/eight sounds to geta conga
sound.”

Asan alternative toan all-electronic
approach, Jimmy is investigating the
possibility of integrating electronic
percussion into his existing setup. "I
want to try playing congas and trig-
gering different things with my foot,
using a bass drum pedal. | need a
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little more than a drummer because
there are so many sounds that | have
to deal with. That's what I'm trying to
get together now, so I'm very inter-
ested in some of the new sampling
synthesizers.”

The electronic evolution is opening
new directions, and the Maelen ap-
proach to the overall rhythmic flow of
a piece of music is ready for them. "]
like to get the eighth notes or sixteenth
notes happening,” he asserts, “and |
like to hear that spread all the way
across. Something in the upper regis-
ter, not too obvious, just blending in
with the drums. Shaker and hi hat or
two hi hats split left and right. Then a
tambourine or something to help the
snare with the backbeats, and then try
the sounds.” Hearing him speak so
casually about the rhythmic magic
that very often separates the hits from
the stiffs, it's easy to see why so many
people rely on Jimmy Maelen's bag of
tricks.

—FROM PAGE 113, LOU REED

about stuff that can't be explained;
things that are intangible. Fernando
knows a lot about what I like, so he
would get a lot of that taken care of up
front. But other intangibles, the engi-
neercan eitherunderstand what you're
afterorhecan't—andithe can't, you're

in trouble. You're beyond technical
things; now you're talking feel, you're
talking taste. And you can't give some-
one taste.”

It Mistrial has a musical coherency,
it is perhaps because Reed did his
best to keep his creative environment
concentrated and focused. "l run real-
ly small sessions,” he says. "[dor'tbe-
lieve in phone calls; I don't believe in
friends coming up; [ don't believe in
record company people coming up. |
don't like to have a lot of people and |
don't like surprises. There were basi-
cally only four people in the studio:
two engineers, me and Fernando. I'm
only as good as the people I'm around.
My main requirement for the studio
was that the environment be calm—
no tension, no egos. That's how [ could
get the record | wanted.

"I also don't like to switch people in
the middle of a record. [ really like to
stay with the same ones. I'll bend over
as far as possible to do that because |
don't like introducing new personali-
ties in the middle.

Mixing and mastering took on new
aspects for Reed this time, too: "l
learned that mixingisan art,” he says,
attributing much of his satistaction this
time to Lampcov's chops. "I've been
so unhappy with all my mixes prior. |
always dreamed what it would be like
to have a grea! mix, not to have to sit

GLIM

SEPTEMBER 1986

there and tight with the engineer and
be told that you don't know this, you
don't know that. It's my record. Why
shouldn'tit sound the way [ wantitto?
This time | had enough money so that
it | didn't get what [ wanted, I'd shut it
down and wait till I did.”

Mistrial was digitally mastered at
the suggestion of Lampcov, although
here too there were overtones of Lou
Reed versus technology. The master-
ing on the Sony 1630 was character-
ized by Reed as "an adventure, espe-
cially if you don't have the technical
knowledge and you're just operating
onears.” Reed maintains that in trans-
ferring between two Sony 1630 digi
tal 2-track decks there is a compatibil-
ity problem which results in a degree
of loss in bass response. "It you want
to retain that big stereo spread, you
have to go from a 1630 to a 1610,”
declares Reed. According to the artist,
Sony's technicians said the problem
didn't exist until he sat them down
and showed them. "Fernando and |
demonstrated to them that for all the
knowledge they had, they were wrong,
and that something that they said
couldn'thappen did happen. Now they
all know that there's this thing that
exists and they'll be talking to Sony
about it

[Masterdisk's Scott Hull, who did the
digital editing, said he was initially

Advancing technologies can move at
such a rate a new product may blur
by without offering the true explana-
tion of why it was developed in the
first place.
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Quite simply the new GIM is a
superior studio quality microphone
that incorporates all the benefits

of its larger more conventional
predecessors.

Crown technology has always
ignored the conventions of new
product development and recognized
no limits in achieving the ultimate
in professional quality.

See your nearest Crown dealer. Find
out how this incredibly small micro-
phone achieves such a high level

of performance.

Crown International, Inc., (219) 294-8000
1718 W. Mishawaka Rd., Elkhart. IN 46517

=Crown,
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skeptical of Reed's claim, but after scru-
tinizing the sound, admits, “although
it's quite minor, it's there. Lou was
right.”]

The album was cut using direct met-
al mastering, and Reed credits Mas-
terdisk’s Bob Ludwig in that depart-
ment. "Without his help, this record
would not have been possible. He
went out of his way to help. The test
pressings were incredible. I never
heard a record sound like that. That
was Bob's doing and I'm in debt to
him for that.”

Aspleased as Reed apparently is to
discuss the technical side of things,
he is less loquacious on the subject of
lyrics, generally regarded as his strong-
est suit. If there is a lyrical theme to
Mistrial, Reed says he doesn't see it.
"That's for you totellme,” he responds.
"I don’t sit around with a theme inside
me when [ write.” As for the signifi-
cance of the title track, he says simply
that "Mistrial” is the title cut and the
first song on the album, though he
later adds, "Mistrial means that even
though you’ve been tried but not con-
victed, they can still go after you. |
played the song for my mother and
she said, 'What is thatsong?’ I said it’s
called 'Mistrial’ She said, 'No, I mean
the one that says, 'Don’t point your
finger at me.” That's the line in the
song that my mother keyed into and |
think that's the key to the song, that
attitude, and that's what ‘Mistrial’ is
about.”

[s there something autobiographical
about that feeling? "No. People seem
to take (my songs) that way,” he says,
“which is kind of interesting. But in
this case, [ just like the attitude of the
(character) who is singing ‘Mistrial.’
One interviewer asked me, ‘What are
you feeling quilty about Lou?"”—Reed
shakes his head in disbelief—"You
have to keep in mind how literal peo-
ple can get sometimes.

“There aren'tenough things that hap-
pen to me to write about. But | take
things that happen to other people
and put them together with whathap-
pens to me and write it as though it
were all happening to me. It's more
fun and interesting that way. It can't
always be, '‘What would [ do?’ Some-
times it's, ‘'What would be fun to do?
I'm the one who's writing; I can make
anything happen I want. There's no
one to stop me. I can make a character
cross the street, | can have him find a
hundred dollar bill in the street, [ can
have him get run over in the street. |
can do anything I want to him.”

Ifit's mentioned that getting run ov-
er by life’s circumstances is a regular
occurrence in Reed's lyrical world,
he replies, "Not a lot of great things
always happen in the world. . .I don't
like to glitz things up and make them
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Performer for the Apple Macintosh
has the specs to set it apart from

5 other sequeneers: 50,000 note
*. ‘capacity, 200+ tracks, 480 parts-

per-quarter note beat resolution,
real-time and step retording of &ff
MIDi'events as well as-MtDI sync
and soéng pointer.

With Performer; you ean edit single
évents, entire.regions—even non-

- linear ¢ata-—including durations;

velocity, controller information and

more. Create crescendos and fades in’

seconds. Program filter sweeps. And
‘change from legato to staccato and
back..Performer is also compatible
with the Professional Composer
manuscript printing program.
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And best of all, Performer's on-screen

. “tape-de¢k” controls are easy to use.

If you're familiar with multi-track
recording, you'll be cutting tracks

" within minutes,

Keyhoard Magazine says,"...the
attention {0 musical detail evider
throughout Performer is remarkable”
Find out why Performer is the
sequencer of choice for music profes-
sionals everywhere. Write for a free
brochure or call us at (617) 576-2760

for the Performer dealer nearest you.
Our address is Mark of the Unicorn, Inc.,
222 Third Street, Cambridge, MA 02142.
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glamorous. It's just a rock and roll
record.”

Reed allows a small peek into his
personal songwriting process: "Some-
times lyrics come first, sometimes the
song comes, sometimes they come to-
gether. Generally speaking, what I
need is atitle. [f | have atitle, the song
just flows. And some of the songs can
change radically from whatthey were
originally about.”

From Mistrial, Reed uses “Video
Violence"—his graphic and pulsating-
ly hypnotic commentary on the de-
sensitizing effect of telegenic may-
hem—as an example: the song began
as "Coriolanus,” a Shakespeare trag-
edy. "l was writing about the king in
the play, and then [ threw itaway and
‘Video Violence' came out instead. |
don't know where it came from. It's
my favorite on the record,” he added,
“and my favorite from the last couple
of years. | think it's one of the best
things ['ve ever done. Ever. | knew it
the day I wrote it.”

Although Reed disputes the sense

of anger that might be inferred from
several of the songs on the record, he
agrees that "Spit It Out” is a healthy
re-direction of thatemotion, "but a little
Machiavellian,” he smiles. "Healthy
Machiavellian.”

There was a point just after the rec-
ord was completed when Reed took
oftto Florida for a break. He took along
cassette copies of the mixes to listen
to, but found he was becoming obses-
sive about hearing small, virtually im-
perceptible mistakes here and there
on the album. "] knew [ couldn’t stop
listening and going over and overit,”
he recalls, "so | just ripped up the
cassette.”

Butin the end, the accomplishment
of the emotional whole overcame the
existence of tiny flaws of execution
that only Reed himself could notice.
He realized that the performances
were faithful to the gut instincts that
produced the songs in the first place.
"See,” he says, looking right at me, "1
can’t go wrong if I go back to the
basics.” ]

—FROM PAGE 114, WALDEN/BENSON
even Tony Bennett might do, we leave
plenty of room for George to add what-
ever he spontaneously feels inspired
to bring to it. That's the key for us. Lay
out the skeleton, but leave plenty of
room for this man to bring his magic
to it.”

Walden recognizes that to stay
geared up for his level of ouptut re-
quires a clear head and a positive
attitude. "The golden rule is to stay
inspired. Before | come to the studio,
like to go out and run, play tennis,
sweat a little bit, come in here and feel
fresh. Don't bring yesterday’s problems
in here; come in with a brand new
attitude. It makes a world of difference.
And 1 like to go fast, because the first
things that come to me are usually the
strongest. The first inspiration is like—
pow/—like when you first fall in love. [
want to keep that feeling.”

Having his own top flight studio en-
ables Walden to maintain an intimacy
with his artists while his staff caters to
their recording needs. Says Benson,
"l depend on Narada's expertise. He
has a great spirit in his productions.
People around him are really up, be-
cause of what he generates. And his
production crew are really good dedi-
cated people.

"This is the first time I've come into
a studio and seen all of the other mu-
sicians plugged into the console. |
mean, the whole rest of the band was
in the control room—double keyboards,
electronic drums, rhythm quitar, bass—
they were all in there playing directly
through the console. I was out in the
studio all by myself! | was so inspired

and knocked out by that, it created a
nice lift for my day.”

Benson notes that the fine art of mu-
sic production includes not only what
isputin, but whatisleft out. "They key
to a great artist is making whatever it
is he's selling believable,” he says. "]
learned something from a producer
many years ago who said, 'You can
sell anything if you take away all of
the objectionstoit’ I didn't know what
he was talking about at first, but I'm
doing this with Narada right now. Every-
time [ hear an objectionable thing on
my record | say, 'Let's take that out.

"l spend a lot of what [ get from the
record company as front money to
finance a Class A project,” says Ben-
son, "because years from now [ want
to look back and say that what I did
meant something. [ don't want to be
ashamed of even one song. [ feel that
it you give people what they want,
they will reward you. I've seen that
since | was seven years old. I worked
in nightclubs in'51 and'52 and when-
ever| gave them something they loved,
they threw money on the bandstand.”

In the final analysis, for Walden as
well as Benson, the key is to enjoy the
work. "Everyone should just remem-
ber to be happy,” says Walden. "Hap-
piness is of the essence. George and |
are both God lovers, and God inspires
us to be happy.

"Try and bring out your inner self,
your heart, your soul and be happy.
That happiness will be pure energy.
Like gas in your car, it'll put magic in
your lite. Even if you have to force it,
force yourself to smile and it'll make a
better record. It's as simple as that!'IR
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—FROM PAGE 46, BYRNE

tion or anything. . .[but] we're essen-
tially taking a recording studio com-
plex and dedicating completely toone
project for a period of time. We have
the ability to condense the sound work
for the film into a relatively small pe-
rimeter and keep the creative work
under the control of fewer people.

“This is the first major feature film
with full-blown soundtrack that we've
done soup-to-nuts here,” Leahy con-
tinues. "I think we've built up credibil-
ity and we get really cool projects be-
cause we're kind of a small, guerrilla
unit that is really excited by the possi-
bilities and potential of this equipment.
Everybody in this building participates,
and each person here is personally
dedicated to improving himself in his
craft. That's one thing about Russian
Hill that may not be unique but is
certainly unusual. We're committed to
doing things and we turn out good
stuff. I don't know of another facility
around, frankly, that's in our niche:
electronic cinema.”

Part of Russian Hill's appeal to
Byrne, Leahy speculates, was “that it
looks like a recording studio. It's a
medium he understands. I think he
felt—and rightfully so—that by com-
ing to a place like this he could be
closely in touch in a supervisorial or
artistic way with every element of the

film, and simultaneously at that.”

Ordinarily, says Schatz, "evenif the
director wanted to be involved in the
sound design he couldn't, because
the work is dispersed over large
amounts of time and in the hands of
many people. There is alwaysthe day
of reckoning, when you go to the mix
and the director and the other people
involved hear what you've done and
pass judgment on it,” Schatz explains.
"They love it, or they hate it, or they
like certain parts of it and want it
changed—and all of asudden you've
got five days to change the stuff you
spent several months creating.”

Instead, Leahy mixed the music in
one of Russian Hill's recording rooms
while Schatz worked on the dialogue
and sound effects across the hall, liter-
ally afew steps away. "It was so delight-
fulto have Jack mixing the music down
in the studio next door,” says Schatz.
“Not only was the willingness there,
but we were working under the same
roof; he was forming the music as |
was forming the sound effects and
dialogue. We literally worked on the
same scenes side by side at the
same time.

“If I had an intelligibility problem
and [ wanted to make sure my dia-
logue would come out the center
speaker without anything infringing
on it, I could ask Jack to tailor the

music mix around that.”

"I don't know if the technical qual-
ity is that much different from what
you get in a conventional situation,”
Byrne concludes. "I think if the sys-
tem does catch on, whoeverdoesitin
a high-tech way—with Necam auto-
mation or whatever—will really
clean up.”

Leahy found Byrne to be an amia-
ble and inspiring director. "He has
ideas about what he wants to do, he's
very clear about his directions, and
he's good at delegating the work. It's
obvious that he likes being in the stu-
dio a lot. He's one of those intuitive
people that, while he doesn't play a lot
of instruments well, has a very clear
concept of music. He gets an idea of
what he wants and he works really
hard at finding a way to get it realized.

“That's really what studio work is
about,” Leahy adds, “and that's the
payoff of the gig: being around peo-
ple who are in a position to go for what
they want. Obviously, with his success
in the field, David's in a position to do
what he wants to do, and he's no prima
donna. He works really hard, which
automatically garners the respect of
his colleagues. You wantto work hard
for a guy who's working hard himself
and who is a considerate person. He's
delightful to work with. Couldn’t ask
for a better gig.” [ |

GO WITH THE LEADER!

analog time code
CD mastering standards
from dropout conditions

transition at edit points
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SOUND PRODUCTIONS, INC.
W PRO-AUDIO & VIDE

PRESENTING THE SONY® PCM-3102
Digital 2-Channel Audio Recorder

The PCM-3102 is a “Dream Come-True” for audio production
engineers, and what else could we expect from a leader like SONY™
+ Five 1/O-channel configuration: two digital, two analog cue, one

*» Switchable 44.1 kHz and 48 kHz sampling rates for compatibility with
*» "Cross Interleave Code” error correction format for true data recovery
* User adjustable digital cross-fade rate for smoothest possible program
+ Internal SMPTE/EBU generator, reader, and chase-lock synchronizer
SOUND PRODUCTIONS INC. is proud to bring you the PCM-3102

and remember ...Leasing is available on this and many other fine
products from SOUND PRODUCTIONS INC.

CONTACT DICK McCALLEY

612-866-1868

SOUND PRODUCTIONS, INC. 6021 LYNDALE AVE. SO. MINNEAPOLIS, MN 55419
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SONY
JUGGLES
CD,

R-DAT
AND
SPRINTER

by Philip De Lancie

The story of the Compact Disc’s light-
ning drive towards dominance in its
field seems about as believable as the
plot from Rocky. But sales figures for
1985 from the Recording Industry As-
sociation of America (RIAA) confirm
the trends [Fig. 1]. While the total dol-
larvalue (at suggested list) of net ship-
ments of recording product from all
U.S. manufacturers rose a scant 0.4
percent over 1984, the value of CD
shipments rose 277 percent. By the
same measure, LPs fell 17 percent,
and cassettes, after years of annual
growth over 30 percent, managed on-
ly a modest 1.2 percent rise.

The CD sales figures are all the more
impressive in light of the ongoing
shortage of CD manufacturing capac-
ity. Product availability should im-
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prove greatly as some of the numer-
ous facilities in the works come on
line between now and 1988. As rec-
ord companies are able to increase
their fill on orders and expand their
CD catalogs, sales should continue
to climb.

With all this good news for CD boost-
ers, it's easy to forget that the CD is still
far from the top of the prerecorded
heap. The CD market share for 1985
was less than 9 percent in terms of
dollar value, and 3.5 percent in terms
of units sold [Fig. 2]. Thus, while it
shows incredible potential, the CD has
yet to establish itself as an integral
part of the average music consumer's
audio system. (LPs outshipped CDs
by more than seven to one; cassettes
outshipped by 15 to one.) For that rea-
son, the dramatic ascent of the CD
might conceivably be slowed consid-
erably by the introduction of a com-
peting digital audio medium into the
consumer marketplace. R-DAT is the
new system, and its combination of
CD and cassette features may soon
be pushing the CD out of the spotlight.

Atlast count, 81 companies world-
wide had endorsed technical stand-
ards for R-DAT. (See Ken Pohlmann's
“Insider Audio” in the May 1986 Mix
for details on the specifications.) Sony
seems to be taking the lead in push-
ing the system, having publicly dem-
onstrated both home and auto models
atthe Summer Consumer Electronics
Show in June. Other Japanese manu-
facturers will probably follow suit at
this fall's Tokyo Audio Fair. Units are
reportedly expected to be available

for sale in this country some time
in 1987.

Many in the industry are less than
thrilled by the prospect of another for-
maton the scene, and important issues
remain to be resolved before the sys-
tem can attract the type of support it
will need to succeed. Clearly, the
eftect of the new system on CDs is one
of the concerns. Another is the avail-
ability of efficient (as in high-speed)
techniques for the manufacture of pre-
recorded product, which the format
will no doubt need in order to prosper.

Sony is in a unique position regard-
ing the development of R-DAT. As a
major playerin the CD saga, the com-
pany is likely to have little incentive
for undermining its growth. At the
same time, as noted above, Sony seems
so far to have been the most vigorous
of the hardware makers in pushing
R-DAT. Further, Sony's "Sprinter” sys-
tem is, for the moment, practically the
only game in town as far as high-
speed video duping is concerned.
Since R-DAT is essentially a video style
system, video duplication technology
provides a starting point for envision-
ing R-DAT duping.

As described by Sony, Sprinteris a
contact printing system that allows
duplication at up to 150 times normal
playback speed, with noloss of signal
quality. The basic operation of the sys-
tem is as follows: the one-inch video
master to be duplicated is played on a
master VTR, with the output signal
supplied to the input of Sony's MMV
5000B, the Mirror Mother VTR. The
MMYV 5000B records the signal onto
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Find a one-stop source for tape duplicating equip-
ment that actomplishes the small tasks and the
big ones—profitably.

Solution:
Telex—unguestionably the company with the
widest, most versatile line of tape duplicating
products in the industry.

Telex has a duplicator that fits your
needs—today, tomorrow and next week.

Whether it's a new suit for yourself or electronics for your business,
itmakes sense to shop where you have the widest selection. And,
if your purchase is as crucial to the profit line as a high speed tape
duplicator, you shouldn’t settle for a modei that almost fits your
needs.

Telex has models that copy as few as one cassette at a time or
as many as twenty-three. Telex models are available in mono or
stereo and also offer a wide variety of copying configurations such
as cassette to cassette, reel to cassette, cassette to reel or reel to
reel. For small to medium run cassette duplication, choose one of
the new Telex CD Series, butif you need open reel capability plus
larger cassette production, one of the Model 6120 configurations
is probably best for you. At Telex, you can find the right duplicator
at the right price, and you’ll find it faster. For more information
and detailed specifications, write to Telex Communications, Inc.,
9600 Aidrich Ave. So., Minneapolis, Minnesota 55420, Telephone:
612-887-5531.

Call Toll Free in U.S. 800-828-6107

For small to
medium production
runs...

The NEW
CD Series

The Mode!
6120—for
medium to
large produc-
tion runs

Ask a participating dealer about special payment terms available only with the Telex 6120!
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a specially developed half-inch high
coercivity "mirror mother” metal tape.
The track pattern recorded is a mirror
image of the normal pattern for a tape
of the format being duped (Beta or
VHS, regular or Hi-Fi).

After preparation of the mirror
mother, it is loaded along with the
copy tape and a “drive tape” on the
high speed printer, HSP 5000. In the
printing mode, forced air pressure of
4kg/cm?2against the back of the drive
tape maintains close contact between
the oxide coated surfaces of the mother
and copy tapes as they round the
transfer drum at high speed [Fig. 3].
Opposite the transfer drum is the
“transfer magnetic field head.” The
head emanates a high frequency al-
ternating magnetic field (Sony calls it
“transfer bias”) at a strength in the
range of 900 Oersteds. As the tapes
exit the field, the low coercivity (650
QOersteds) material of the copy tape is
susceptible to the magnetic influence
of the mirror mother, and assumes its
particle orientation. As a mirrorimage
of a mirror image, the copy has a
normal track pattern. The high coer-
civity (2000 Oersteds) of the metal
tape used for the mother allows it to
pass through the field unaffected.

Sony’sapproach to high speed dup-
ing of video signals is not the only
method. (Next month we'll look into
the thermal magnetic duplication proc-
ess advocated by Du Pont). But the
existence of working Sprinter units in
the field would indicate that Sony isin
a good position to move into the related
area of R-DAT duplication. Despite the
video based design of R-DAT, how-
ever, adaptation of the technology is
not without its obstacles.

The Sprinter technique is based on
the assumption that the coercivity of
the mirror mother is far greater than
the coercivity of the copy tape. Other-
wise, a magnetic field sufficient to act
as a bias for the copy tape would be
strong enough to affect the mother. In
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R-DAT, playback operating parame-
ters were developed with high output
metal tape in mind. The coercivity of
this tape formulation is too close to
that of metal mirror mother tapes to
allow its use in Sprinter style printing.

Recognizing the absurdity of a sys-
tem without the possibility of high-
speed duped product, the developers

increased production efficiency of-
fered by high speed.

Assuming that Sony can come up
with a workable high-speed R-DAT
system, the company stands to benefit
greatly from the inclusion of the Wide
mode in the R-DAT standards. How-
ever, when | sought Sony's view on
the current state of R-DAT and R-DAT

FIGURE 3 Air

¢

Transfer drum

il

Contact printing transfer mechanism for high-speed video
duplication as utilized in the Sony Sprinter system.

Transfer magnetic field head

Air chamber

Mother tape
Duplicate tape

Drive tape

of R-DAT specifications added an ad-
ditional playback capability. In Wide
mode, the linear tape speed is 1.5
times greater, which increases the
track width to make up for the lower
output of low coercivity non-metal
tapes. The resultant loss of playing time
(80 instead of 120 minutes) will likely
be an acceptable trade off for the

duping, I sensed that caution rather
than excitement was the prevailing
mood. Two employees directly in-
volved with Sprinter were reluctant to
comment at all. At the receiving end
of their buck was Tom Sugiyama, man-
ager of corporate communications,
who was more generous with his time
and information. The following is from
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our conversation:

Mix: Can Sprinter, or a system based
on the same principles, be used for
R-DAT duplication?

Sugiyama: We are working on devel-
oping some system similar to Sprint-
er, but at this point we really cannot
say how far we have come, and what
the result may be. We have the basic
technology already developed in vid-
eo high-speed duplication, and we
would certainly like to take advantage
of that. But we are not going to develop
something that the market may not be
ready for.

Mix: But the basic principles around
which Sprinter is designed can be
adapted to R-DAT?

Sugiyama: That's what I understand.
However, because of the characteris-
tics that are different between video
tape and DAT tape, there need to be
different approaches magnetically. I
think those are the things that they still
have to work out because of the metal
tape and the coercivity involved.

Mix: Soitistoo early to say how things
are going to develop.

Sugiyama: Yes. In fact, the DAT itself
is still up in the air in terms of market-
ability. I don't believe that it is at the
point where we can talk about any-
thing more concrete than that the de-
velopment is being worked on.

Mix: Hasn't Sony announced plans to
introduce the system to the U.S. mar-
ket in 1987?

Sugiyama: Obviously, when we go
into the market with something we
have taken the leadership in develop-
ing, we would like also to be the leader
in marketing. We are just indicating
that the market will be ready some-
time in'87. But, then again, you really
don't know, and I think the whole
atmosphere for now is very delicate
because of the relation to Compact
Disc. Sony, for one, certainly has a
strong interest in marketing Compact
Discs, in software and hardware, so
we would like to see how this new
format may affect the sales of CDs. We
certainly don't want to go ahead before
the market is ready and the industry
is ready.

It will probably take a little while
before we can make a final decision
asto when we introduce it. There is no
doubt about marketing DAT, but the
timing is certainly important. It is still
up in the air.

Mix: Do you feel that the success of
the format will depend on the avail-
ability of software that can be duped
at high-speed?

Sugiyama: Yes, definitely. When there
is hardware available, I'm sure the
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market will be looking for software
that is readily and economically avail-
able with many titles.

Mix: If Sony develops a Sprinter tape
duping system, what might be the unit
cost to the consumer for prerecorded
tapes?

Sugiyama:Idon'tthink anybody can
tell at this point. To come to a cost
expectation, they have to know how
big the market is. This whole market is
still very, very premature. [don't know
if anybody can make even a wild
guess as to how many units of hard-
ware may sell in the first year, which
determines how tapes may sell.

Mix: When the duping system takes
its final form, is it possible that Sony
might open its own facility, as it did
with its Digital Audio Disc Corpora-
tion for CDs, to lead the way in provid-
ing software to get the format off the
ground?

Sugiyama: It depends on how fast
the market grows. We could follow the
Sprinter route and just sell the equip-
ment to duplicators. Compact Disc
production involves much highertech-
nology. In that situation, it was worth-
while for Sony to make its own invest-
ment. In a case similar to Sprinter, you
could simply install the equipment
and supply the raw materials.

It may be more of a marketing deci-
sion. I don't think the decision has
been made yetas to how aggressively
we will be encouraging DAT, from a
hardware or a software point of view.

Mix: And the CD market will be a
very important factor in that decision?
Sugiyama: One of the factors, along
with some of the technology issues.
When it comes to duplication, I think
the technology still has to be devel-
oped to make the tapes available at
low cost. But certainly as far as mar-
keting decisions go, the CD market
and the way it goes will determine a
lot about DAT's introduction.

Shape Video, a division of Shape
Inc. of Biddeford, Maine, began con-
struction in June of an 83,000 square
foot addition to its existing 70,000
square foot video cassette manufac-
turing facility. The $3.5 million expan-
sion will allow Shape, which claimsto
already be the largest independent
U.S. manufacturer of VHS cassettes,
to double its production capacity in
Maine to 70 million units annually.
The new facility will be ready for occu-
pancy by the end of November, with
production slated to begin by Decem-
ber 15. Approximately 125 employees
will be added in manufacturing and
technical positions at this plant.

—CONTINUED ON PAGE 203

THE
DALLAS RECORD
PRESSING PLANT

SINCE 1967!

IN HOUSE ;

+ Custom Albums

« 45 RPM Singles

« Stereo Mastering With Neumann VMS70
Lathe & SX74 Cutter

« Plating With Europa Film Equipment

1000 | 1000-1Color
7"45RPM | 12" Album Package
Record Package | Records & Printed Covers

$419. | $1372,

Type Set & Proofs Included

(FOB Dallas)
(To receive this special price, this ad
must accompany order)

Tap?
D

* Any quantity, large or small

» Custom packaging

+ Demo tapes (real time copies)

» Blank tapes — ANY length needed

A+R RECORD & TAPE MFG. CO.
902 North Industrial Blvd.
Dallas, Texas 75207
214-741-2027
Toll Free 1-800-527-3472
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UP WITH PEOPLE!

'« SUPER BOWL AUDIO REVISITED

Ve

’
by Bruce Erley

Ready or not, here comes the new
football season, and with it the inevi-
table debates about which teams wili
wind up battling in the Super Bowl a
few months down the road. You'll get
no prognostications out of us; we’ll
stick to audio. And so, join us now as
we look back at two interesting audio
angles of last year’s Super Bowl No
doubt it will be even mcre complicat-
ed next year.

OnJanuary 26, 1986, Up With Peo-
ple, the international educational and
cultural singing organization became
the only group fo produce and per-
form in an unprecedented four NFL
Super Bowl Half-time shows.

Up With People, widely known for
their contemporary, high-energy en-
tertainment, wanted to produce a half-
time show asspectacular as the Super
Bowl itself. The NFL gave them the go
ahead fo attempt several innovative
concepts utilizing all five of their casts,
totalling more than 600 students from
22 countries.

Adding to the already complex task
of creating an entertainment event for
a live audience of 70,000 and a tele-

vision audience of 127 million, was
the opportunity to be the first Super
Bowl half-time broadcast in stereo.
Up With People determined that
three independent mixes would have
to be created—for the NBC Sports Tele-
cast, for the Louisiana Superdome’s
house system, and for playback to the
performers field set monitor sysiem.
To insure the audio met the expecta-
tions of both NBC and the NFL, Up
With People again tapped independ-
entsound consultant Jim Bastin tohead
up the Super Bowl XX audio team.
Bastin has been a longstanding pro-
ducer/consultant to Up With People,
and coordinated their audio for Super

A pair of Celectronics consoles were
at the heart of the half-time audio.
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Overview of Up With People’s half-
time show at Super Bowl XX.

Bowls XIV and XV1L

Bastin worked with Up With Peo-
ple's technical operations manager,
Dave Turner and his crew, along with
Fred Porter of Westwood Studios (Tuc-
son), Clem Michel of Celectronics (San
Luis Obispo) and Dave Callahan of
Maryland Sound Industries Inc

What Bastin and his team produced
was, in the words of NBC half-time
director John Gonzalez, "A wonderful-
ly mixed presentation that not only
thrilled the stadium audience, but
translated marvelously to the small
screen.”

This is Bastin's story of how it all
came together:

I knew from past experience the
problem of creating a single mix in
the studio for playback. You can never
get it to work right for both the stadium
and television.

Both of the previous Super Bowls |
did tor Up With People were in multi-
track of some form with backups. SB
XIV used stereo Nagras with instru-
ments on track 1, vocals and announc-
er on track 2. SB XVI had two 4-track
machines: track 1 —rhythm, track 2—
keys/brass/quitars, track 3—chorus
vocals, track 4—lead vocals and an-
nouncer.

Initially, we felt a one-inch 8-t