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Westar Outperforms
That Well-Known Console.

Compare features, specifications, sonic performance
and dynamic automation options, and you'll agree.
Exclusive features are: Fully parametric EQ on all 4
bands, eight echo/cue sends, dual stereo mix buses,
60 segment LED meters with spectrum analyzer,

up to 64 track monitor, from 20 to 60 inputs, field
expandable frame, and three levels of automation
options. And excellence in performance:
Transformerless +28dBm outputs. EIN at —129dBm,
Output noise at —86dB, IM cistortion at 0.02 % with
VCAs, Crosstalk at —80dB, Wide band frequency
response and high RF immunity.

Westar Is The Only

Truly Modular Console.

The Westar is a totally modular console using air
frame design concepts for strength and rigidity. In-
dividual frame sections are in groups of 8 1/0
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modules, with plug-in frame wiring for true field
expandability. New sophisticated limiter/com-
pressor/gate modules may be fitted, wired either in-
line with the input module or peripheral. Plug in
interchangeable equalizers and preamiplifiers in each
[/0 module give instant user selectability and allow
‘he addition cf new technology at any time.
Autcmated =Qs are scheduled to be available in
1987, with retrofit possible on al' prev:.ously delivered
Westar Conso.es.

Compumix PC Hard Disk Automation.

Compumix PC is a powerful and technically ad-

vanced automation svstem, providing storage on

floppy diskettes of an unlimited number of mixes and
off line editing of mix data. The Compumix PC

comes complete with [BM XT compatible PC (with

Dual Floppy and 20 MB Hard Disk Drives), Mitsubishi 13"




nt Choice.

color graphics monitor, custom and stancard
keyboard, and all cables and software. Compumix PC
is probably the most cost-effective high-perforinance
automation system available today, and a pertect fit
for Westar. As a bonus, the new AMP (Assistant
Mixer Program) software provides the mixing
engineer and the producer with time saving and
practical features like track sheets, telephone

auto dialing. timers, and

quick-find reference tables.
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A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION

Headquarters: @25 Parkside Drive, San Fernaudo CA €1340 ¢ Phone {(818) 898-2341 » Telex: 311786
New York: Smite 1321, 555 W. 57th Street, New York, N.Y. 10019 ¢ Phare (212) 713-1600 » Telex: 703547

Tennessee. 104 Easipark Drive, Suite 306, Brintwood. TN 37027 ¢ Phone ¢615) 371-6602 » Telex: 510617477
Canada: 260 Tre Esplar:ade, Toronto, ONT. M5A 1J2 e Phone (416) 355-3363 » Telex; 06219839
g United Kingdom: Umit 13, Alban Park, Hzatfield Road, St. Albans, Hertfu-dshire » Phone 0727-40584

Westar—
The Best Console Buy Around.

With cost-effective digital processing consoles
scheduled to be available by 1990, the profit-oriented
stucio today needs a reliable high-performance
analog console to match the sonic qualities of the
new digital recordets like the Mitsubishi X-850. The
Westar is such a console syster, at a price the studio
can pay back by the time digital consoles become
reality. It all adds up to a professioral studio console
system offering the most attractive performance/price
ratio. Call or write for our comprehensive brochure.
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FROM THE EDITOR

nfter The Beatles first grabbed
their share of the U.S. record charts in the early '60s, the music
industry quickly adapted to the concept of a world economy.
That event signalled the end cf the exclusive "made in America”
mentality for both artists and their support structure. These days it
wouldn’t be hard to imagine an Australian artist going into a
Japanese recording studio, singing into a German microphone,
through an English mixing console onto a Swiss tape recorder,
etc, etc., and ending up a few weeks later on top of the American
Hot 100.

Few industries have internationalized as quickly as ours, for
better and for worse. While our comestic manufacturers find an
open door of opportunity to faraway lands looking to get up to
speed in the technology of entertainment, the pressure from
worldwide competition has eaten away at their home base of
influence.

The internationalization of the professional audio electronics
industry comes back to London, homeland of The Beatles, in a
big way in the first half of ‘87 Two events which have become
primary catalysts for the world pro audio market, the Audio
Engineering Society International Convention and the Associa-
tion of Professional Recording Studios' annual show fall within
three months of each other, spawning a range of reactions from
geographical frustration to omens of apocalyptic news from the
British Empire.

The 82nd AES Convention, March 10 through 13 at the Queen
Elizabeth Il Conference Center in Westminster, returns to London
after seven years. This is the more “international” of the two
shows, drawing manufacturers and engineers from over 20
countries. APRS meets in June at Olympia 2, in Kensington.
Founded in 1956 as a collective voice for British professional
recording businesses, the APES show has become increasingly
important as a forum for the international recording community,
though still stressing the concerns of British businesses.

We've made this issue of Mix our International Recording
issue, where we check in on some of the people, places and
events that are making waves in the world recording market.
From the DAT scare in Europe, to the recording renaissance in
Brazil, to music videodevelopments in Japan, to the cool clean air
in Quebec’s Le Studio, we hope this survey of activity gives you a
feel for how much we all have in common.

It's a small world after all.

Keep reading,

David M. Schwartz
Editor/Publisher




URRENT

Japanese Electronics
Manufacturers Reject
DAT Copyright Appeal

At a meeting between top execu-
tives of Japan's consumer electronics
industry and leaders of international
recording companies and trade organ-
izations, the Electronic Industry Asso-
ciation of Japan rejected an appeal to
support legislation requiring a copy-
right protection chip in Digital Audio
Tape Recorders. The conference was
initiated by the international record-
ing industry association IFPI, and the
Recording Industry Association of
America, to solicit support from the
Japanese manufacturers for legislation
that would require technological pro-
tection of copyright recordings from
the consumer DATs soon to be mar-
keted to the public.

The Copy-Code technology recom-
mended at the conference was devel-
oped by the CBS Technology Center.
In this process, copyrighted recordings
would be encoded by recording com-
panies during the mastering stage. The
encoding would inhibit the unauthor-
ized copying of those recordings on
equipment containing a Copy-Code
chip, without compromising the sound
quality of the encoded recording.

Japan's rejection is expected to trig-
ger aggressive music industry initia-
tivesinthe U.S. Congress and the Eur-
opean Economic Community for pro-
tective copyright legislation.

Cassette Quality
Commiittee Formed

An international working commit-
tee has been formed of representatives
from organizations including CBS,
EMI, ICM, Polygram, Sonopress and
Teldec, to further improve the quality
of the audio cassette. The Musicassette
Quality Committee MCQC) drawsiits
members from the development, re-
cording, quality assurance and manu-
facturing fields. It plans semi-annual

meetings to agree on measuring
methods and manufacturing toleran-
ces, to exchange views on quality and
discuss new techniques in the light of
growing market requirements. For fur-
ther details, contact Press Office, Poly-
Gram International Ltd,, 45 Berkeley
Square, London W1X SDB, England.

Composite Digital Videotape
Format Submitted

At a recent meeting of the SMPTE
Video Recording and Reproduction
Technology (VRRT) committee, both
Ampex and Sony independently sub-
mitted the same composite digital for-
mat specification to SMPTE for con-
sideration as a standard. This followed
the two companies’ announcements
in April that Sony would design and
manufacture a composite digital video-
tape recorder complying with the Am-
pex format, and would support its
adoption as a world standard. A com-
plement to the component digital D-1
standard, the composite digital format
is intended to bring the benefits of
digital recording to existing compos-
ite analog transmission facilities.

Based on a sampling frequency that
is four times that of the subcarrier
(4fsc), the composite digital format
uses 19mm D-1 cassettes with metal
particle tape, and shares many me-
chanical components with D-1 VTRs.

Frankfurt Music Fair, Feb. 7-11
One of the world's largest exhibi-
tions for musical instruments and ac-
cessories, the Frankfurt Music Fair
runs from February 7 to 11, in Frank-
furt, West Germany. The organizers of
the fair expect 840 exhibitors repre-
senting 32 countries to be showing
their wares to more than 55,000 visi-
tors. Among the approximately 510
non-German exhibitors, Great Britain,
France and ltaly will be dominating
the exhibit hall, followed by the US.
and Japan. For the first time, Cuba will
be exhibiting folkloristic instruments

within the framework of a state trading
arrangement. The participation of Bul-
garia, Czechoslovakia, East Germany,
Poland and Hungary makes the Frank-
furt fair a focal point for East/ West
musical trade. For more information,
contact Messe Frank{urt, telephone (O
69) 7575-320/357 in West Germany.

Showbiz Expo Set for L.A.

Exhibitors of products and services
in the film, video and TV industries
will display at the Fourth Annual Show-
biz Expo, to be held May 30, 31 and
June 1 atthe Los Angeles Convention
Center. An anticipated 5000 produc-
tion and business professionals in the
entertainment industry will take in the
110 booths and various educational
sessions hosted by industry trade as-
sociations such as ITS, the Writers'
Guild, Directors’ Guild, Professional
Film and Video Equipment Associa-
tion and the Association of Visual
Communicators. For more info, con-
tact Live Time, Inc., 3747 Arbolada
Road, Los Angeles, CA 90027, 213/
668-1811.

CD-ROM Review Goes
Bi-Monthly

First appearing last July, CD-ROM
Review will commence bi-monthly
publication beginning with March-
April. Aimed at professional and bus-
iness users of CD-ROM technology,
the new publication is claiming a cir-
culation base of 50,000, including
corporate information managersin the
Fortune 1000, American Library Asso-
ciation members, large government
database users, major medical facili-
ties, and OEM companies in the in-
dustry. Additional distribution will be
through selected newsstands, com-
puter retailers, and computer maga-
zine sections of major bookstores. For
more information, contact CW Com-
munications, Elm Street, Peterborough,
NH 03458. [ ]
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MX-80 32-CHANNEL TAPE RECORDER
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Otan 1986

32 Tracks; © constant lension tape transport; & built-in awolocator; ' noiseles

and gapless punch-in/punch out, and HX-Pro—at a price you can atford. = We call it
pportunity”. You'll call it “a killer

We know getting started 1 the music business can't mean an MTR-90 in the first
month, even when your talent warran:s it. ) we've giver you the next best thing—-the
MX-80. & Now you have room for the band, the back-ups, the strings and the horns - with
some bucks left over for thal new console you've been lcoking al. = And there's a 24
channel version too! = From Otari: Technology You Can Trust

Contact your nearest Otari dealer, or call Otari (415) 592 8311 mﬂgmn

Otan Corporation, 2 Davis Dr, Belmont, CA 94002
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SOUTHERN CAL

At Soundcastle in LA, new CBS recording
artist, Nathalie Archangel, was in with Da-
vid Kahne producing and engineering with
Liz Cluse assisting. . .L.A.'s X was in Capitol
Recording Studios in Hollywood working
on a new album with producer/engineer
Dave Jerden, assisted by Judy Clapp...In
at Ground Control in Santa Monica was
CBS artist Ronnie Laws doing a dance mix
for a new single with engineer Tom Fletch-
er. Also, Dolly Parton was in recording the
soundtrack to her Christmas movie for ABC
with producer Steve Goldstein and engi-
neer Paul Ratajczak...The Del Fuegos
were in Sunset Sound Factory doing over-
dubs for their Slash/ Warner release. Mitch-
ell Froom handled the production, and
Tchad Blake engineered with Mike Kloster
assisting. . .CBS artist Stanley Clarke was
in the Yamaha Research & Development
Studio in Glendale working with producer
Eric Nuri and engineer Ralph Sutton...
Motley Crue was in One on One Record-
ing in North Hollywood tracking their new
album Girls, Girls, Girls with producer Tom
Werman. Duane Baron engineered, with
Toby Wright assisting. .. At Score One Re-
cording Studio in North Hollywood, Street
Level Productions tracked a 12-inch dance
single entitled "On The Road To Love” with
the vocal work of singers Carl Graves, Mel-
anie Jackson and Alexandra. Songwriter/
producer was Jorge Martin with engineer-
ing done by Curtis Drake and Al Johnson
...AtConway Recordingin Hollywood The
Tonight Show Band featuring Doc Severin-
sen completed tracks with producer Jeff
Tyzik. Daren Klein engineered. Also, Peter
Bunetta and Rick Chudacoff were in pro-
ducing Smokey Robinson for Motown. Dar-
en Klein and Mick Guzauski engineered
with help from Richard McKernan...At
Preferred Sound in Woodland Hills, Star
Search winner Kenny James has been track-
ing with producers Frank Day and Bill El-
liot, engineer Matthew Spindel and assis-
tant Scott Campbell. . .Engineer Dave Le-
vine worked at Hit City West in L.A. mixing
live tracks by the redoubtable headbangers
Black Flag...Tracks were laid at Golden
Goose Recording in Costa Mesa for the
score of the movie Kandyland. Songs are by
Craig Garrison and vocals by Ralph Mormon,
singer of Savoy Brown and the Joe Perry
Project. Dennis Rose produced and engi-
neered. . . REO Speedwagon was in Rumbo
Recorders in Canoga Park finishing over-
dubs and getting ready to mix. David De-
vore engineered and Julian Stoll assist

ed...Take One Recording in Burbank had

10

Rank & File in with producer Bill Pfordresh-
ertracking their upcoming LP for Rhino Rec-
ords. Brad Guilderman was behind the con-
sole, with Micajah Ryan assisting. . .Image
Recording in Hollywood hosted film com-
poser Tom Newman recording the under-
score for the new Michael J. Fox movie, Light
of Day for Tri-Star/Taft-Barrish. John Vigran
was atthe desk, Steve Krause assisting. Also
there, Bobby Vinton recorded a new album
with Barney Perkins at the console...At
Amigo Studios in North Hollywood, Mys-
tery Roundup completed a four-songdemo
with engineers Garth Richardson and
Woody Woodruff and assistant Chris Stein-
matz...Darlene Love was in LA.’'s Cher-
okee Studios completing her album for Co-
lumbia Records with Tom Kelly and Bill
Steinberg producing, and George Tutko
engineering. Hank Ballard recorded his
new single at Cherokee Studios. Complete
with his long time back up group, The Mid-
nighters, Ballard cut "Keep The Fat Right
Where It's At," a protest against dieting and
fad diets. Ballard produced the single with
Dee Robb as engineer. ...

NORTHEAST

Producer Dennis Scott recently completed
music for Scholastic Magazine's new kid vi-
deo series on baby animals. He also finished
a "Gabby Bear" jingle for Select Merchan-
dise recorded at ScottFree Studios, in Great
Neck, NY, with Rob Bengston at the board
...Sync Sound in NYC had Kiss in mixing
Kiss eXposed for Polygram Music Video-U.S.
Grant Maxwell was the engineer. .. Shy
Guy" by Sharon Harris is the latest project
that producers Robert Clivilles and Ken
Taylor worked on at LN.S. Recording in
NYC with engineer Steve Linsley...Evan
Johns and the H-Bombs out of Austin, TX,
rambled in to Shore Fire Studios in Long
Branch, NJ, and finished 12 tracks for a future
release. Sessions were engineered by Jan
Topoleski and produced by Garry Tallent
...Producer Patrick Adams was in Power
Play Studios in LI1.C, NY, tinalizing vocal
tracks and mixing Cheryl Adams’ upcom:-
ing releases. Exchanging engineering duties
on the cutting of the basics were Julian Herz-
feld, Adams, Tim Meyer, Mike Kruzynski
and Dwayne Sumal, who assisted. . . At Ev-
ergreen Recording in NYC, drumming leg-
end Elvin Jones laid down tracks with bass-
ist Gene Perla for an upcoming CD. Jay
Henry was at the console with Gary Tee also
onboard...At Unique Recording in NYC
Nona Hendrix finished mixing her new LP
for EMI Records with Dan Hartman produc-
ingand Chris Lord Alge engineering. Steve

Antebbi assisted...At Eastern Artists Re-
cording Studios in E. Orange, NJ, producer
Larry Smith was in workingon a new Grand-
master Flash LPforElektra. .. Michael Zag-
er was in at Secret Sound in NYC doing
three singles with Rochelle; Scott Noll engi-
neering. And Joel Diamond was in mixing
Roby, with Jim Lyons engineering...The
Music & Sound Design Studio in Bridge-
water, NJ, completed audio-cassette duplicat-
ing projects for numerous clients, including
Hoechst-Roussel, Ethicon, AT&T, Warner-
Lambert andthe Schering Corporation. ..
Producers Hiro Hozumi and Stephen Rosen
completed a series of jazz standards for CBS/
Sony featuring female vocalists including
Morgana King and Sheila Jordan. The ten-
compact disc collection is scheduled for
Spring release in Japan. The tracks were done
at Sound Ideas and Celebration Record-
ing Studios in NYC with engineers Dave
Baker and Jim Anderson...Black Stalin
was at Sound Heights in Brooklyn torecord
their latest EP for B's Records. Executive pro-
ducer Hue Loy and producer/arranger Er-
rol Ince were present at the sessions to super-
vise the production. Vince Traina engi-
neered the sessions with assistance from Joe
Schwinghammer and Paul Gold...The
Boss System at Philadelphia’'s Modern Audio
Productions has been working overtime with
the increasing need for audio sweetening
and synching for video. MAP's Bob Schach-
ner has been kept busy with clients such as
Subaru, Blue Cross/ Blue Shield, the Phil-
lies, DuPont, and others. .. At 39th Street
Music in Manhattan, Chiele Minucci pro-
duced Special EFX tor GRP Records with
Paul Wyckliffe engineering, Barnaby Bris-
tol assisting. And Ronnie Spector cuttracks—
Michael Young engineering, assisted by
John Paul Cavanaugh...At The Ware-
house in Philadelphia, producer Lance
Quinn finished tracks for singer/songwriter
Mpyles Goodwyn (April Wine) for Aquar-
ius/Capitol Records. Obie Obrien and Nick
Didia engineered...Michael Baker and
Axel Kroll of Simple Simon Productions were
in NYC's D&D Recording remixing “Sweet
Murder” tor RCA artists The Blow Monkeys.
Douglas Grama engineered. ..The Music
& Sound Design Studio in Bridgewater, NJ,
completed production of two slide show
soundtracks for the United Way in Elizabeth,
NJ...The Tics werein atInner Ear Record-
ing (Queens, NY) recording their raw-edged
rock direct to 2-track with engineer Steve
Vavagiakis...Recent happenings at Quad
Recording in NYC included The Commo-
dores producing themselves and tracking
with engineer Matt Kasha. . .Secret Sound
in NYC got a visit from the Colombian dance
band Starr, in town to cut their second al-
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Studer A820:
Back
to the
Future

The future of multi-track mastering was commonk assumed to
be 100% digital. But now Studer has built a multi-track for the
future...by going dack to thoroughly refine and update analog
technology.

For the best possible combination of reliability, production
capabilities, format compatibility, and sonic perfermance, the
Studer A820 challenges a/l competitors. Analog and digital. No
matter the price.

First, the A820 is fast and flexible. With total microproces-
sor control, it starts smoother, locks quicker, locates faster,
and shuttles tape better than anything the competition has yet
to offer. The tougher the b and the tighter the deadline, the
more you'll love the A820.

The A820 is also fully user programmable. An extensive
software menu lets you choose the operating features you

STUDER

want, and audio alignment is automatic with all parameters
(including IR levels) set and stored digitally.

Finally, the A820 shakes the “sound assumptions.” With
new amorphous metal heads, advanced phase compensation
circuits, and fully integrated Dolby™ SR as an option. the A820
boldly challenges the costliest digitai machines for overall
sonic performance. Let your ears be the judge.

Some other manufacturers apparently assumed analog could
not get significantly better. With the arrival of the A820, that's
now a questionable assumption. Call your nearest Studer of-
fice for detailed directions back to the future. Studer Revox
America, Inc., 1425 Elm Hill Pike, Nashville, TN 37210,

(615) 254-5651

Offices Los Angeles (818)780-4234 New York (212)255-4462 Chicago (312)526-1660
Drallag (214)943.2239 San Francisco (415)330-9866
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bum; producer-engineer Jay Henry was be
hind the console assisted by Peter Hender-
son...Aaron “"Louie” Hurwitz engineered
and produced four songs at NRS Studios,
Hurley, NY, with singer/performer Marie
Spinosa and the group Big Feachers. ..

NORTH CENTRAL

AtIndependent Studiosin Kokomo, IN, the
Pink Torpedos cut their latest single with
David Bentzler producing and engineering
and John Frazier co-producing. . . At Solid
Sound, Ann Arbor, M], solo folk artist Craig
Kukuk finished mixing his first project en
titled "Wounded" with Rob Martens engi-
neering. .. At Studiomedia in Evanston, IL,
guitanst David Onderdonk has been pro
ducing his third album on Quaver Records,
engineered by Benj Kanters. The album, to
feature ambient quitar and horn sounds, will
be the fifth engineered for Quaver, a local
new age” record company...Seagrape
Studios in Chicago resounded with the me-
tallic sounds of Speedtrap, who recorded
the song "The Fire” for Silverfin Records up-
coming Metalworks Battalion #3 LP. Joe
Tortorici engineered the date...The new
Foley Stage at Toronto's Comfort Sound (de
signed by Canada's top Foley sound effects
team Andy Malcolm and Peter McBurnie
was put to use dunng the sweetening sessions
for the feature film Twin Dragon Encounter.
The studio also added music and effects from
their new CDsound effectslibrary. . . Country
rock group Ouray was in Chicago's Para-
gon Studios recording basic tracks for two
of their new songs, "Alibi" and "Could You
Forget” Marty Feldman engineered the
projectand Frank Pirruccello of Quray pro
duced. Scott Barnes and Tom Quinlan were
assistantengineers forthe sessions. . . At Soto

Sound n Evanston, IL, blues producers
Steve Wisener and Dick Shurman were 1n
overseeing overdubs for the latest album by
Eddie King and May B. Mae. Jerry Soto
engineered. . .The jazz/R&B/light rock mu

sical group Family Portrait has been re

cording an extensive demo portfolio at Take
1 Studiosin Cleveland. Take 1 is also filming
a documentary on the group...At ARS in
Alsip, IL, the metal band Nineteen completed
the remix of their albumn Missing in Action.
The album was engineered by Harry Brot-
man and produced by Nineteen. . .

NORTHWEST

Roy Rogers, featured slide guitanst with
blues legend John Lee Hooker, has started
recording his second LP at Russian Hill Re-
cording in SF, Samuel Lehmer engineer

Ing. .. Prudence Dredge, the rollicking nine

piece group from Seattle with Montana roots,
finished an ll-song LP with engineer Bruce
Calder in Studio C at Steve Lawson Pro-
ductionsin Seattle. . .One Step Productions
selected San Francisco Production Group
to provide post-production for the pilot ept

sode of Stepping Into Life, a daily half-hour
interview series, currently being offered for
national syndication. . .At Villa Recorders
in Modesto, CA, recent sessions included an
LP by the metal band Intrinsic, Ed Sandar
producing with Fred Eichel engineenng. ..
At Dave Wellhausen Studios, Wellhausen
engineered the Robin Flower Band's new
album for the Flying Fish label, and Verlin
Whisk completed his debut album of C&W
tunes. . . At Triad Studios in Redmond, WA

Jim Valley & Rainbow Planet were in for
overdubbing on a new album. Lary Nefzger
engineered. ..The Music Source in Seattle

WE'RE PLEASED TO ANNOUNCE THAT

DISKMIX",

THE TIME CODE-BASED AUTOMATION SYSTEM,
IS NOW AVAILABLE WITH

MOVING
FADERS

DIGITAL CREATIONS CORP.
400 S. Oyster Bay Rd.. Hicksville, New York 11801
(516) 8220881 Telex 510-600-5040
DIGITAL
CREATIONS
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completed production on theme music for
commercials promoting NBC Sports’ cover-
age of the 1988 Olympics in Seoul, Korea. ..
Vocalist Keta Bill and co-producer Gregory
M. Ercolino tracked at Drone Studios in
Redwood City, CA, for Keta's appearance on
KPIX's Afternoon Show. The session was en

gineered by Brett Brown. . .David Lee Roth
and band were in at Granny’s House in
Reno, working on a New Year's show for The
King Biscuit Flour Hour. It was produced by
Steve Vai...At Colorado Sound in West

minster, Denver's Chris Daniels & The
Kings put the finishing touches on their
Roadhouse Music album. Jim Mason and
the band produced the album. ...

SOUTHEAST

Working at Treasure Isle in Nashville were
Highway-101, produced by Paul Worley and
engineered by Tom Harding: Scott Wesley
Brown, produced by Greg Nelson; Michael
Clark, engineered by Tom Harding. . . At Air
Studios in Hendersonville, TN, Leon Ever-
ette and George Jones recorded a duet re-
cently, for Everette's upcoming single release
on Orlando Records. Producer/engineer for
the session was Mike Danijel, assisted by
Denny Knight...International Sound in
North Miami Beach finished mixing a 12

inch version of "Serious” by Donna Allen
for the 21/ Atlantic label, engineered by Bar-
ry Mraz, Eric Schilling and John Haag,
assisted by Carlos Santos. . . Recent activity
atSouthern Tracks Studio in Atlanta includ

ed tracks for an Alicia Bridges 12-inch re

lease with Doug Johnson producing and
Marc Aramian and DougJohnson engineer-
ing; and the group Atlanta doing pre-pro-
duction recording for their upcoming single
on Southern Tracks Records. . . Recording at
Mirror Image Studios in Gainesville, FL,
was guitar legend Bo Diddley. The session
was engineered by Mirror Image’s newest
stafft member, Mark Pinske...CBS's Steve
Buckingham, teamed with engineerJoe Bo-
gan, is back at Stargem in Nashville with
their newest find, Ricky Van Shelton. ..

SOUTHWEST

Recent activity at Lone Star Recording in
Austinincluded the Wild Seeds mixing their
Jungle Records album Brave, Clean, and
Reverent, with producer Mike Stewart and
engineerJay Hudson. . .Slash/Warner Bros.
artists The Bodeans were at Planet Dallas
putting down live tracks to be aired on the
nationally syndicated George Gimmarc's
Rock & Roll Alternative. . .Powerhouse in
Las Vegas recorded the audio for Lola Fa-
lana’s ltalian TV special. . .Producer G. Bri-
an Tankersley and What? Record's Lynn
Nichols were at Rivendell Recorders in
Pasadena, TX, with artist Dave Perkins, fin-
1shing his new LP for the label. . ..
-—-CONTINUED ON PAGE 178
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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.

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

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 40s.

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 the industry.

All to keep our standing—as number one in the world of the pro.
NUMBER ONE IN THE WORLD OF THE PRO m ___

Worldwide Sponsor 1
1988 Olympic Games
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DMM for CD

-

by Ken Pohlmann

A piece of U.S. audio history was
recorded last year. Dollar sales of the
LP dropped below a market share of
20% (down sharply from 30% the year
before). And dollar sales of the CD
rose above a market share of 20% (up
sharply tfrom 10% the year before).
Those two lines crossed a lot sooner
than many people predicted. And they
will never cross again.

Naturally, that kind of milestone
prompts many people to reflecton the
course of events, and how times
change. For example, they might re-
call what happened to the slide rule
manufacturing industry shortly after
pocket calculators were introduced.

Which brings us to Teldec Schall-
platten GmbH, manufacturers of Di-
rect Metai Mastering (DMM) technol-
ogy for LPs. This record company, with
headqguarters in Hamburg, and labor-
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atories in Berlin, Federal Republic of
Germany, has announced a DMM
process for producing compact disc
masters. They claim lower investment
and production costs compared to con-
ventional photoresist CD mastering.
Will this new process profoundly im-
pact the compact disc profit equation,
or merely add to the growing arsenal
of devices available to CD manufac-
turers? The first step toward an answer
is an understanding of how the new
DMM-CD technology works. . ..
DMM for LP mastering is a process
in which an analog signal is cut direct-
ly into a blank disc electrolytically
plated with copper. The process large-
ly eliminates pre- and post-groove
echo, reduces groove noise, and gen-
erally results in a clean, more trans-
parent sound quality. LP fans have
thus come to know and love Teldec.
A little less known is Teldec's early
experimental work in cutting video sig-

nals onto discs. A piezoelectric trans-
ducer was used to mechanically record
data with a bandwidth of several mega-
hertz onto a disc; both the Telefunken/
Teldec and RCA videodisc technolo-
gies used this method in the early ‘70s
to record video signals in a frequency
modulated, analog groove.

Alternately, the Philips-developed
videodisc system pioneered analog
video recording via pits arranged in a
spiral groove. Of course, that work
ultimately led to the compact disc.
There was thus considerable prece-
dent for the mechanical disc record-
ing of high bandwidth information. It
was Teldec's job to find the correct
parameters required to satisfy the
unique requirements of CD mastering.

Most analog audio disc recording
uses a cutterhead on a vertical arm.
Downward pressure on the recording
medium is adjusted to provide correct
groove depth, and follow surface vari-
ations. The pressure, of course, is mod-
ulated by the input signal. Alternative-
ly, an advance ball can be attached to
the cutterhead so that the cutterhead
follows surface variations. The groove
depth can be set by adjusting the vari-
ation between the advance ball and
the cutting stylus.

For videodiscs, asin the Telefunken/
Teldec system, the cutterhead height
is fixed and adjusted to remove sur-
face material to creater a new surface.
Thus track pitch is constant, and no
land is left between groove segments.
High precision is obtained; for exam-
ple, groove depth may be only 0.1
micrometer.

The transition from spiral groove re-
cording to spiral pit recording may be
easily conceptualized as an interrupt-
ed groove in which the interruptions
are a function of the driving signal; in
the case of the CD, the physical lengths
(and hence timings) of the interrup-
tions contain all of the encoded infor-
mation. As a first approximation, the
first (conventional analog) mechanical
process could be used, lifting the cut-
ting stylus on and off the recording
surface as needed. However Teldec
discovered that the microscopic dimen-
sions of the CD prevented the stylus
from following surface variations with-
out causing damage.

They thus turned to piezoelectric elec-
tromechanical transducers, as a video-
disc recording. Figure 1 shows a piezo-
electric longitudinal transducer with a
cutting stylus attached. Deformation of
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BUILT FOR THE DEMANDS OF PRODUCTION.

n the production busi-
ness, quality plus speed
equals success.

That's why the TASCAM ATR-60
Series is engineered for those who
make their living with reccrcers.

All five share a design phitosophy
stressing function over flash; an
overriding concern for performance
without complication; a thoughtfut
integration of features which
respond to the needs of the
professional.

—On every ATR-60, the deck
plate won't flex. Ever. So you won't
be compensating for flex-induced
phase or wow and flutter in post
production.

—The unique Omega-Drive puts
less stress on your tape, so the
cumulative tension of a thousand
start/stop passes won't reach
your tape.

— Heads designed and man-

ufactured by TASCAM means Sync
frequency response equals Repro,
so you don't have to rewind and
change modes to make critical
audio decisions.

—Sync Lock and the most
responsive servo comtrol in the busi-
ness will keep you working instead
of waiting for a machine to lock up.

—Time Code Lock keeps
code coming from the Sync head,
regardless of the audio monitor
mode. so your synchronizer won't
get confusing double messages
when modes are switched.

— Input Enable/Disable allows
you to monitor any source without
repatching or changing mixer set-
tings, avoiding a common cause
of aborts.

— Long cable runs don’t bother
a TASCAM ATR-60, since +4 dBm,
+8 dBm and even +10 dBm levels
are available.

There are five ATR-60 recorcers:
the ATR-60-2T (JEC Standard)
Center Track Time Code; ATR-60-
2N/2D Quarter-inch Mastering;
ATR-60-2HS Half-inch High Speed
Mastering; ATR-60-4HS Half-inch
4-Track High Speed Mastering or
Multitrack; and the ATR-60-8 Half-
inch Production Quality 8-track.

To see, hear and feel them, visit
your nearby TASCAM dealer, or call
TASCAM for the name of the dealer
nearest you.

Production is a demanding busi-
ness. And the ATR-60's are buiit to
meet the demand.

Pure Performance

TASCAM

TEAC Professional Division

7733 Telegraph Rd. * Montebello, CA Q0640
Telephone: (213) 726-0303
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the element occurs through the piezo-
electric effect, according to the polarity
of the bipolar applied potential. The
assembly rests on the disc, pressing on
the recording surface because of grav-
ity. Because the center of gravity of the
assembly cannot change instantane-
ously due to inertia, the longer dimen-
sion causes the cutting stylus to press
into the recording surface while the
shorter dimension causes it to move
away, lifting from the disc.

The stylus thus presses into the disc
during positive pulses and skips above
it during negative pulses; using an
equation based on gravitational force,
and the difference in length in the
piezoelectric element, the maximum
possible time between positive pulses
can be calculated. This in turn is corre-
lated to the lowest data frequency of
the CD signal (196 kHz). The stylus is
thus designed to successfully jump
over (and onto) the disc surface within
the constraints of the CD's EFM sig-
nal. In addition, maximum relative er-
ror for pit depth can be judged.

The stylus is mounted in a floating
support and the complete assembly is
mounted in a triangular bracket: it is
hinged at one side, and the stylus is
free to move in a vertical direction. In
addition, the bracket can follow devia-
tions of several micrometers in the disc
surface.

Because of mechanical losses, the
mechanical movement exhibits a res-
onance peak, as shown in Figure 2, a
plot of amplitude response versus ap-
plied frequency. This yields phase er-
ror. Corrective measures using feed-
back provide aperiodic damping; this
results in stable operation and tran-
sient response. The assembly is thus
able to produce a high quality EFM
signal.

Teldec researched two recording
methods: disc cutting and disc emboss-
ing. With disc cutting, a cutting stylus
similar to that used in analog master-
ing is used to remove the chip from the
disc, creating a pit. A major obstacle is
the literally billions of chips distributed
on the disc surface during cutting; be-
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cause the laminar boundary layer of
air is larger than the chips, the chips
cannot be vacuumed off during cutting,
asis the case in groove cutting. The CD
master’s surface must be cleaned after
mastering—a problematic proposition,
given that any remaining chips would
create data errors. In addition, chips
might foul the cutting process itself.

Teldec thus focused its efforts on the
second method: disc embossing, in
which the transducer element is
pressed into the disc surface. No cut is
made thus no chips are produced.
Rather, the impression of the pits re-
mains on the disc surface. The shape
of the diamond stylus is crucial, to
create a pit geometry compatible with
the CD system.

The circular spot of the laser beam
used in conventional photoresist CD
mastering, and the photoresist devel-
opment procedure itself, results in a
rounded pit, as shown in Figure 3. A
CD player’'s pick-up laser beam is
reflected when it strikes the land be-
tween pits resulting in a high per-
centage of reflected light. When the
beam strikes a pit, the one-half wave-

length dimension difference between
the land and pit causes cancellation,
and thus a relatively low percentage
of reflected light. For CDs replicated
from a Teldec master to be playable
on a regular CD player, the pick-up’s
laser beam must respond identically
to the pits replicated from embossing.

An embossed pit has a geometry
similar to that of an analog groove, as
shown in Figure 4; a cross section
view would reveal a "V” shape with
walls at a 45 degree angle. By select-
ing a suitable stylus angle, and optim-
izing the speed with which the cutting
stylus is moving, pits can be achieved
which modulate the pick-up's laser
beam with the same intensity and a
similar phase characteristic as the pits
from conventionally mastered CDs.
Teldec states that a CD player built
with standard wavelength and aper-
ture cannot distinguish between the
two types of pits; presumably this is
the case for pick-ups with either half-
silvered mirror, as well as polarization
separation design, in which plane pol-
arization of the laser beam is critical in
the pick-up’s operation.

An embossed pit also differs from a
photoresist pit because embossing re-
sults in a displacement of material; in
simple terms because of material flow,
a ridge is created along the lateral pit
edges. The pits on the conventionally
mastered disc have a rounded contour
because the polycarbonate cannot con-
form exactly to the mold geometry. Em-
bossed pits produce a relatively sharp
edge because of deformation after in-
jection molding. Figure 5 shows a cross
section of a mold, and injection-molded
disc substrate. Ridges produced by em-
bossing produce a hollow area in the
negative area of the stamper. This en-
courages polycarbonate flow, and a
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Our music ibrary1s anything but this.

Just mention the words stock music and many people thinkof ~that gives them an edge. That gives them the uniqueness and

music as bland as white bread. personality good music is supposed to create.
Now there’s an alternative to stale stock music. The Air Craft ~ Give alisten. Then give us a call at 1-800-343-2514. Why settle
Music Library. Designed for people who want stock music for white bread when you can get fresh baked goods?
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Fig. 3

Fig. 4

sharper pit edge.

A metal surface is used for master-
ing; a glass substrate disc is prepared
with a separation layer a few nanome-
ters thick. A layer of copper approxi-
mately 300 nanometers thick is sput-
tered over the preparation layer; the
data is embossed on this copper sur-
face. Reportedly, since the copperlay-
er is amorphous, the blank must be
used within a few days otherwise the
copper will change to a crystalline
structure, rendering the blank unusa-
ble for mastering.

After embossing, a galvanic proc-
ess is used to prepare the master for
replication. The copper surface is cov-
ered with a layer of precious metal
(gold or rhodium) a few micrometers
thick. That layer is then covered with
a layer of nickel approximately .25
millimeters thick; this may be used as
a father or stamper after separation
from the glass substrate. Finally, the
electroplate must be released from the
sandwich; both the copper layer and
separation layer may be removed ina
ferric chloride solution without dam-
aging the gold or rhodium surface on
the nickel backing. Using the result-
ing metal parts, conventional galvanic
processes may be used to generate
mother and stamper tools.

If rhodium is used, the metal part
may be used directly as a stamper,
able to press 10,000 to 15,000 discs
before deterioration of the stamper.

This process may be contrasted to
that used for conventional CD master-
ing: a glass substrate is coated with
photoresist; during recording the re-
sist is exposed by the laser beam; pits
created when the plate is developed.
The surface is coated with a thin layer
of silver; typically galvanic process-
ing is used for production of stampers.

In some respects, the Teldec DMM-
CD process is a somewhat low-tech
solution to a high-tech problem; it is,
in fact, directly akin to an invention of
Thomas Edison. In 1877, Edison ex-
perimented with a telegraphic repeat-
er, a disc recorder designed to record
Morse code, and repeat that message
at high speed when replayed. lt wasa
disc recorder, in which the dots and
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"In some respects,
the Teldec DMM-

CD process is a
somewhat low-

tech solution to a
high-tech
problem. . ."

dashes were embossed onto the disc,
using the binary input from the tele-
graph as the input signal. It was work
on the repeater that eventually led Ed-
ison to stumble on the analog groove,
and the invention of the phonograph.
Disc embossing of binary data thus has
considerable historical precedence, as
well as historical import behind it.

At any rate, the best solution is often
the most cost effective solution, regard-
less of the sophistication of the tech-
nology. Will DMM-CD redefine the
economics of CD mastering? Will CD
mastering leave the confines of the
high tech factory, and show up in re-
cording studios?

The answers appear to be negative,
at least for now. With a price tag esti-
mated at $750,000, few mastering stu-
dios will feel comfortable entering into
CD mastering, even with the Teldec
system, which certainly appears to
streamline the mastering process.
Even if made available on a lease ba-
sis, it is unclear how many facilities

will venture into the still rather esoteric,
and exacting technique of CD master-
ing. Also, unlike LP mastering, often
regarded as a last-chance mixdown
session, CD mastering is a simple data
transcription process where all artistic
decisions have been previously com-
pleted. Since no production decisions
areinvolved in CD mastering, perhaps
it is best left to the factory technician.

Rather, the Teldec system appears
to be a viable alternative for manufac-
turing facilities, perhaps ready to ex-
pand their mastering capacity to meet
demand. As such, the Teldec system
may be more cost effective than Sony
and Philips systems, and at least com-
petitive with alternative mastering sys-
tems such as those offered by several
domestic vendors.

When the Teldec DMM-CD system
is available, perhaps in June or July,
there will certainly be many interested
parties. Howeverits main importance
will be as another ingenious and cost
effective product in the context of the
increasingly vigorous introduction of
second generation CD manufacturing
equipment. As such, the DMM-CD
system, along with many other pro-
ducts, will together help lower the
manufacturing costs of CDs.

Finally, a postscript. The October
installment of Insider Audio, with its
technical description of CD-I technol-
ogy, elicited considerable interest from
many readers, anxious to learn more
and perhaps cash in on CD-I tech-
nology. To that end, Philips has made
available an excellent booklet, entitled
“A General Introduction to CD-Inter-
active.” Readers may request a copy
from Bert Gall, US Liaison Office for
CD-], Corporate Group Home Inter-
active Systems, 1111 Northshore Drive,
Building 2, Suite 726, Knoxville, TN
37919. ]

References:

Horst Redlich, Guenter Joschko, "CD Direct
Metal Mastering Technology—A Step To-
wards More Efficient Manutfacturing Process
for Compact Discs,” AES Preprint #2372, No-
vember, 1986.

Bert Whyte, "Masters and Maestros,” Audio,
December, 1986.



DOlby Original master tapes recorded

with Dolby SR sound exactly like
SpeCt—[' line-in. That is a strong statement,

but one easily proven in a

. studio. The purity of
r ecordlng Dolby SR is not surpassed
by any other method of
recording, even at the extremes of dynamic range, where

earlier analog and digital systems have audible deficiencies.

At high signal levels. .. Dolby SR offers significantly greater headroom than conven-
tional analog recording. At extreme high and low frequencies the increase in headroom
is spectacular, providing uniform recording capability across the entire audio spectrum.
In addition, because analog overload is gradual, there is no danger of accidental hard
clipping of unexpected transient peaks. In fact, Dolby SR master tapes have greater
usable dynamic range than any other method of recording (significantly more than
16-bit linear PCM, for example). The recording level can be set quickly and easily
for program material with very high- and low-level passages. Because of the large
dynamic range capability of Dolby SR, mixdowns from multi-track tapes remain
exceptionally clean and quiet.

At low signal levels. .. Even the quietest signals are heard with remarkable clarity.
Continuous dynamic and spectral analyses are used to assign optimal recording levels
to all components of the signal, so that none of the tape hiss or modulation noise

of conventional analog recording can be heard. The noise and non-linearities of low-
level digital recording are simply not present.

And at every level in between. .. Dolby SR is not only superior at the extremes of
dynamic range—a signal of exceptional purity is obtained at all signal levels. There is
no tape modulation noise to be heard and no noise from the system itself. There are
no staircase conversion inaccuracies, transient side effects, or phase anomalies due

to steep low-pass filters, because Dolby SR does not employ digital conversion.



Listening comparison of line-in to line-out on a simultaneous basis is the ultimate test of any recording
process. Dolby SR consistently passes this test.

Engineers, prodi:cers and performers all over the world are
already using Dolby SR to create master recordings that
match the line-in signal every time. They can freely record
and edit Dolby SR tapes with any professional recorder.
They have also discovered the

simple, efficient and rational
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setup, alignment and mainte- 1 | | VYV
nance that are possible with
Dolby SR. Most important, t
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they have confirmed the
superiority of the sound
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Dolby spectral recording. e SS

The sound of line-in. ,‘ rOC
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POINT OF REFERENCE

~ ENGINEERS & PRODUCERS

by George Petersen

Over the years, advancements in
audio technology have brought sound
reproduction ever closer to the brink
of the ultimate in fidelity, both in the
consumer and production realms. Yet
at the same time, engineers and pro-
ducers are faced with the question of
which audience to mix for—knowing
their final product will be heard on
equipment ranging from $10,000+
audiophile playback systems to 2-inch
AM radio speakers, and everything in
between. Clearly the answer is not
easy to come by, and there is a need
for several types of studio speakers to
be available to check one’s work.

One trend which has emerged over
the past half-decade is the use of
medium-sized reference monitors—
something which falls between the
omnipresent Auratone cubes found
in many studios and tull-size control
room systems. We talked to a number
of engineers and producers around
the country about their choices and
preferences in reference speakers,
and not surprisingly, received a vari-
ety of responses about this highly sub-
jective topic.

John “Jellybean” Benitez
A former club DJ turned record

SPEAK OUuT

SMALL

MONITORS

producer, Jellybean Benitez is perhaps
best known as a dance remix special-
ist, having completed about 200 such
projects (including 20 number-one
hits and about 80 top-tens on the
dance charts) over the years for doz-
ens oftop acts. Producing Madonna's
"Crazy for You” single turned out to
be quite a departure from his usual
projects: "It was so outof my league to
do a ballad,” notes Benitez,” it was
definitely the most challenging record
I ever made—totally instinct, with
nothing from past experience to draw
on.” At press time, Benitez was pro-
ducing a song for Whitney Houston's
new album, and preparing for the re-
lease of the Jellybean Just Visiting This
Planet LP, which should be out later
this month.

"I like listening on the Yamaha NS-

10s and the E-V Sentry 100s—going
back and forth between those two and
whatever [main] monitors that are in
the studio, usually UREIs. [ also like
listening on the little speaker on the
Studer(2-track). After finish my whole
mix, [ try it on that speaker: if you can
hear everything on it, then you can
hear it on anything. [ listen for differ-
ent things on each speaker and like
switching around—about 50% on the
Yamahas, 25% on the Sentrys, 15%
on the mains, and 10% on the Studer.
I used to work only on the Sentrys,
and then I started listening on the
Yamahas, but] always use the Sentrys
because there are certain things |
listen for on those, especially when
I'm doing a dance mix.

"I have pairs of the Yamahas and
Sentrys athome and at the office, and
I always bring those wherever I'm
working. | have a bunch of different
speakers at home—Visonik 803s, ADS,
JBL 4411s, E-Vs and Yamahas. [ have
them in different rooms and use them
to A-Bthings, going from room to room.”

Gene Lawson

Besides running a music publish-
ing venture and The Reflecticons, a 24-
track studio in Nashville, Gene Law-
son has kept his engineering chops
busy over the past 24 years. One of

Above: Tannoy NFM-8, JBL Control-1 (with cover removed), and Yamaha
NS-10 (shown with tissue taped over the tweeter—a popular choice among recordists).

24

MIX VOL. 11, NO. 2



IN THE PAST
WE HAD A BIG ADVANTAGE
OVER THE COMPETITION.

Now WE'VE GOT A SMALL ONE.

Until UREl's 813 Time Align® Monitor entered the studio, speaker systems
had become a “"smear” on the industry. A “time smear” in which high and low
frequencies subtly assaulted the ear because they arrived out of sync. The
results were general listener fatigue and unrealistic sound. particularly on lead
instruments and vocals.

The UREI 813 solved the "time smear” problem with Time Alignment ™, unify-
ing sound into a single point source. This dramatic breakthrough. along with other
major technical advances. soon established the 813 as the industry standard.

Now UREI introduces less of a good thing: the 809 Time Align® Studio Moni-
tor. The 809 delivers all the engineering depth of its big brother, but at a compact
size and price that’s ideal for small control rooms and near-field applications.

UREI's 809 features a remarkable, all-new 300mm (12”) coaxial driver that
achieves a true one-point sound source, superior stereo imaging. and tight bass.
It incorporates a unique titanium diaphragm compression driver that unleashes
unequalled high frequency response.

The 809 has exceptional power handling capabilities, high sound sensitivity,
and low distortion. It accomplishes precise acoustic impedance matching and
smooth out-of-band response with UREI's patented high-frequency horn with
diffraction buffer. And its ferrite magnet structures assure the system'’s high sensi-
tivity drivers will not degrade with time and use.

UREl's Model 809 Time Align® Studio Monitor. Smaller package. Smaller
price. Same impeccable 813" sound quality. See how it fits into your studio

today.
JBL Professional o
8500 Balboa Boulevard @D
Northndge, CA 91329

Time Align® is a trademark of E.M. Long Associates, Oakland, CA.
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Lawson's current projects is an album
for Denzil "Dumpy” Rice (former Con-
way Twitty keyboardist) which Lawson
produced and now is shopping for a
record deal.

"The Auratone (cubes) have such a
midrange honk thatif you can make it
sound good on them, it will usually
sound good on anything you play it
on. A lot of the engineers like the
Eastern Acoustics MS-50s, a two-way
system, and we recently got a pair of
the Eastern Acoustics/RCF SCD6000s:
they have a good bass punch and a
couple of the engineers here like them.
Some of the independent engineers
who come in bring their own loud-
speakers, so we see a lot of Yamaha
NS-10s, and the Electro-Voice Sentry
100s are fairly popular.

"You can mix on anything that
you're familiar with, but the trick is
having something you can reference
back to—you can'tbe safe on any one
loudspeaker. We have a low-power
FM transmitter here that allows you to
go out to your car and listen to your
mix. Most people in the music busi-
ness are probably more familiar with
theirown car speakers than any other
point of reference, so that works out
pretty well.”

Don Mack

One of Don Mack's favorite projects
was working on the acclaimed Brian
Eno/David Byrne collaboration, My
Life in the Bush of Ghosts. “Everything
about the project was very creative,”
notes Mack, "we did amazing things
in the studio—there was a lot of experi-
mentation.” Now mostly involved in
producing, at press time Mack was
working on metal rockers Odin's sec-
ond LP, and shopping ademo for Alle-
giance, another hard-edged group.

"I really haven't found any small
reference monitors that I'm completely
comtiortable with, that I'd want to buy
and bring with me. [ use the Yamaha
NS-10s because they're so universal,
but I have a problem with the high-
end bump thatthey've got. [ don'tlike
using or looking at toilet paper [taped
over the tweeters], so ] always rip it off
and put the grill covers on. The NS-
10s work fairly well, but get a litile
hard to listen to sometimes—they're
tough to mix on all day long, but I'm
used to their sound. I'm still looking
for the perfect little monitor: the NS-10
would be great if they'd put an atten-
uator on it so you could turn down the
tweeter.

" switch between speakers quite
frequently while in the studio, using
the big monitors to make sure [ know
what's happening on the low-end situ-
ation. When I go to mix levels, | key
off the smallerspeakers, but 'm always
moving back and forth—even check-
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ing things on headphones. There are
certain things, imaging and so forth,
that you can hear better on head-
phones. | like using everything avail-
able to me in the studio.”

Glenn Meadows

Glenn Meadows, co-ownerand en-
gineer at Masterfonics, a Nashville
facility, has mastered over 50 gold
and platinum records over the years,
and recently remodeled both master-
ing suites and installed a dedicated
remix room featuring Hidley /Kinoshi-
ta monitors that reportedly are accu-
rate to 20 Hz. The speaker systems
utilize TAD components, FM Acoustics
amplifiers, and concrete enclosures.

"For near-field monitors, we're tend-
ing to favor the Genelec S30 little tri-
amped self-powered monitors; they
relate very well to our Hidley moni-
tors. The Genelecs are not really a
small monitor, but not huge—they're
a medium-to-small size cabinet that
an engineer could carry with him.

"Part of the key to a monitor's sound
is the amplification system, so if you
carry your own monitors into different
studios, then you're at the mercy of
whateveramplifiers and speaker cable
the studio is using for small monitors.
If you go in with the Genelecs, you
plug into the patchbay or monitoramp
feed and have the same reference
point from studio to studio.”

William Mueller

Another engineer who is getting
into producing is William Mueller, now
working with saxophonist Don Mark
(perhaps best known for his playing
on the Entertainment Tonight theme).
Mueller, the chief engineer at Shef-
field Audio-Video, a digital facility in
Phoenix, Maryland, garnered a 1985
Grammy nomination for engineering
Michael Hedges' Aerial Boundaries
LP, and more recently completed radio
and TV mixes for the upcoming PBS
special A Tribute to Monk, featuring
Herbie Hancock and Wynton Marsalis.

"I'm using what everyone else in
the world is using: NS-10s with tissue
over them. ['ve been using them since
‘82 or '83, so it's been a while. The
studio has UREI 813s, like everyone
else in the world, and the reason [ use
NS-10s is the same reason [ use 813s:
because everybody else does and |
can be assured of what 'm hearing. In
our truck we have UREI 8l1s and I'm
real happy with them. I don't use NS-
10s in the truck because the UREIs
are tight and sound good enough—I
have the tweets [HF drivers] turned
back a bit, but when [ cut something
on the truck and bring it into the stu-
dio, it's generally right.

"I read an article a couple of years
ago, where Bob Clearmountain said

he was very concerned about his ears,
and | feel the same. I've been engi-
neering for 20 years, and am con-
cerned about burning my ears out, so
[ listen mostly on small monitors, at a
much lowerlevel than mostengineers.
You can have problems perceiving
pitch at high and low frequencies
when working at high volumes and
most of the clients | work with are
happy that [ don't monitor at extreme
levels.”

Jim Reeves

With 25 years behind the board
working with acts ranging from Count
Basie to ZZ Top (including stints as
staft engineer for both Columbia Rec-
ords and the Record Plant), Jim Reeves
truly can be called an audio veteran.
Now independent, the Yonkers, New
York-based Reeves is currently work-
ing on a jazz project with Omar Hakim.

"Right now I'm using Visonik David
8001s. They give me a good overall
reference, with enough bottom and
top end to work with. | was going to go
with the Yamaha NS-10s, but [ didn't
like the idea of using tissue paper over
the speaker, so [ went with these—I
like the response of them and I can
take my tapes and play them any-
where and get what [ expect.

"Usually I start a date on the big
speakers, and then go down to the
small speakers to start to get perspec-
tives. At various points in the session,
['ll turn on the mainsjustto check and
recheck things. I've been doing this
for about 25 years—in the beginning
I'd just stay up on the mains and I'd
find that a lot of things get out of hand
up there. But on the small speakers, |
can tell if something’s jumping out
awkwardly—like a cymbal crash that's
hotter than it needs to be. Transient
things that go by quickly are harder to
gauge at a loud level: | get a better
perspective and it's more pleasing at
a lower level on smaller speakers.”

Barry Rudolph

Besides offering engineering and
producing services for record and
video dates, North Hollywood-based
Barry Rudolph also does technical
writing and reviews for Music Con-
nection, a Southern California music
industry magazine. At press time, Ru-
dolph was recording the new LP for
the Dazz Band at Ray Parker's Ame-
raycan Studio, with producers Bobby
Harris and Robin Smith. Rudolph’s
favorite past project was engineering
Lynyrd Skynard's highly successful
Street Survivors album.

"l use two or three reference moni-
tors: [ like the Tannoy SRM-12Bs or
SGM-12Bs, and | also like the little
KEFs.I'm OK on the Yamaha NS-10Ms,
if that's all a studio has—they're not
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The new Peavey PCS™ (Processor Controlled
System) isn’t magic, but the audio processing
functions it performs, when taken together with the
correct power amplifiers and speaker enclosures, can
sound quite magical!

® Electronic Crossover
The PCS™ is a premium quality 3rd order (18dB per octave)
electronic crossover. The PCS™ crossover function is
selectable 2 or 3 way for use with a variety of Peavey speaker
enclosures.

@® “Sense Inputs” (Telemetry Ports)
The PCS™ utilizes “sense inputs” which are connected to the
outputs of the system’s power amplifiers.

@ User variable loudness compensation
This function adds a predetermined amount of low end at low
sound presure levels. As system output rises, this
compensation is incremently removed until, at maximum
power, the system is again flat. This technique provides the
inverse of the way humans hear, and results in a system which
sounds “impossibly” good at low levels, and very high in
apparent headroom at high levels. This compensation is user
adjustable to suit individual preferences.

® Subsonic Filtering

The PCS™ also utilizes extremely high order sub sonic filtering

to remove unwanted headroom wasting subsonic signafs. This
technique results in a very tight, punchy low end by
maximizing available energy in the usable portion on the bass
spectrum.

PEAVEY ELECTRONICS CORPORATION / 711 A St-eet / Menigian, M5 88301 / UI8A7 / Telephone: (601) 483-5365 / Telex: 504115

@ Excursion Protection
In addition to the subsonic fiitering the PCS™ also engages
special excursion protection during extreme power events.
This is accomplished by slightly raising the corner frequency
of the high pass filtering. This further enhances the system’s
power handling, apparent headroom, and overall clarity.

® Thermal Protection
The PCS™ constantly monitors the outputs of the system’s
power amplifiers and when they reach the transducers’
maximum power handling the PCS automatically engages
limiting circuitry. The system’s transducers are protected from
unacceptable and destructive power amp clipping, and output
sound pressure is maximized.

Use the Peavey PCS (Processor Controlled System)
in it's 2-way mode with the Peavey SP-2™ or the new
SP-4™ trapezoidal enclosure, or for bigger jobs use the
PCS in its three way mode by adding a subwoofer to
either enclosure.

The PCS™ from Peavey. . .no, it's not magic. . . but
use it correctly and audiences just might think you are!

2
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For a complete look at the entire Peavey line, write for our magazine “The Monitor”
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my favorite. [ also don't take the grill
cloths off or do that baloney with the
tissue paper. Another pair I've been
using are the ]BL Control Ones: I like
them and have a pair at home now—
they're truer than the Yamahas. They
also give you the middle frequencies,
with a tighter low-end than the NS-
10s. I've also been using the UREI
809s lately and | like those about the
same as the Tannoys—it's hard for me
to pick a favorite.”

Bob Stone

Formerly the chief engineer at Lar-
rabee Studios, West Hollywood, Cali-
fornia, independent Bob Stone has
built somewhat of a reputation as a
remix engineer (some of his favorite

help you increase sales.

The acoustic
analysis system
that means business.

TEF System 12 utilizes TDS technology and determines areas
of reflection within parts of an inch. With this kind of accuracy you
may never have another call-back.

Inaddition, TEF System 12 substantially ignores ambient
interference. That means you'll schedule jobs when it’s convenient
for you. And, you'll schedule more jobs than ever before.

An investment in professionalism.

An analyzer with pinpoint accuracy, documentation and
impressive displays. Software that reduces the need for other bench
and field instruments. Software that reduces analysis time to seconds.
Training programs and a helpful newsletter. All designed to enhance
your reputation as a professional sound contractor. All designed to

For more information, call or write.

projects have included the 12-inch of
Donna Summers’ “Last Dance,” and
Shalimar’s "Second Time Around"”).
Notone to be typecast, however, Stone
has worked extensively with Frank
Zappa over the years, on diverse re-
cordings such as "Valley Girl,” Shut
Up and Play Yer Guitar, and The Old
Masters. Stone's current projects in-
clude Zappa's Jazz from Helland he is
co-producing Dweezil Zappa's Having
a Bad Day.

"I've been using the Yamaha NS-
10s, although I'm not pleased with
them. They have theirknown deficien-
cies: I've been real tempted to do some
corrective surgery on the signal that
drives them, like the tuning you'd do
on a main monitor system: it's not so

1=CHRION

1718 W. Mishawaka Road, Elkhart, Indiana 46517 e (2i9) 294-8300
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far out of line to take care of some of
the more drastic ambiguities with any
small near-field system. I leave the
NS-10s non-tissued, after seeing the
hilarious article on the tissue paper
results and calibrations ["Examining
the Yamaha NS-10 'Tissue Paper’ Phe-
nomenon,” Bob Hodas, Recording En-
gineer/Producer, February 1986]. 1
leave them as-is, knowing whatthey're
going to be doing, and use them for
balance at a low-to-moderate level,
and depend a little more on the main
monitors for the real accuracy—EQ
and so forth.

"Smaller monitors offer a lot more
consistency and greater opportunities
for extended work periods, without
having the fatigue curve calibration:
mind fatigue, ear fatigue, and every-
thing else—you don't find yourself
wanting to keep increasing the high-
mids and upper frequencies just be-
cause you've been working a long
day.”

Phil York

In addition to recording gold and
platinum records, Dallas-based inde-
pendent Phil York (voted "Best Re-
cording Engineer” in 1983 by the
Texas Music Association) also offers
periodic classes in engineering and
production, as well as cassette courses
on the music business. Some of York’s
recent projects include Bugs Hender-
son & The Shuffle Kings, and Secret
Cinema, both of which he is currently
shopping.

"The Auratone cubes are just too
small—not enough bottom end—so I
got some Radio Shack Minimus 12s,
acoustically padded with a napkin—
with six to eight pinholes punched in
it—inside the grill. It's a cheap make-
do, but it gives me the best mixes. It
happensto be that those speakers are
agreat cross-section of American book-
shelf speakers. I call them my ‘awful’
speakers—it's a nickname written on
the back of them—because if [ can
get a mix to sound good on those awful
things, then it'll sound great on any-
thing else.

"I've tried the Yamaha NS-10s and
they’re much too bright and have a
peak about 1 kHz: I don't like them.
['ve tried several others thatare around
town—I work about eight different stu-
dios in Dallas—and my favorite has
turned out to be the little compact
[NFM-8] Tannoys. Those are primo;
['ve gotten such good mixes on them
and I really like them. One thing I
don't like is equalization in the alter-
nate monitor line. It doesn’t make any
sense, but there are studios with EQ in
there. Engineers should check to see
it there's any EQ on the alternate
monitors any time they work at any
studio for the first time.” |
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IF ANY OTHER "ONE BOX" SYSTEM
WAS THIS ADVANCED, AND
THIS COST EFFECTIVE, AND

THIS WELL BUILT, WE MIGHT
HAVE SOME COMPETITION.

HOW
ADVANCED?

EAW "One Box" systems utilize
advanced horn technology enabling
3 to 8 dB more acoustic output than
even the costliest competitive
vented systems. And the horns

that EAW builds sound like no
other horns. They all make use of
exceptionally complex throat
sections eliminating the beamy
hollow sound typical of other horn
loaded systems. EAW's horn
technology is so advanced that it
was selected by the Japanese Audio
Consulting Society as the best high
output system in the world after
they compared it to 14 of the best
vented and horn loaded systems
from the US, Europe and Japan.

HOW COST EFFECTIVE?

EAW is the largest manufacturer of "One Box" systems in
the United States and our large computer controlled wood
working stations enable us economies of scale no other
system manufacturer can compete with. As a result EAW's
KF Series "One Box" systems offer more performance per
dollar than any competitive system. But the real bottom
line for rental companies is return on investment, and this
is where EAW has no competition. As a result of our
reliance on sound engineering, not fad design techniques,
our systems remain competitive for a long time. In fact
EAW:'s first "One Box" systems built in 1978 for Carlo
Sound are still in demand today, and Carlo Sound is still
getting returns on their investment while lesser
competitive systems have been long retired.

HOW WELL BUILT?

EAW KF Series are built from the finest materials
available, including - exterior surfaces made from 18 ply
to the inch cross-grain laminated European birch with the
highest sheer strength of any commercially available
wood product - horn flares injected with high density
polyurethane foam for absolute acoustical integrity - high

Circle #013 on Reader Service Card

tech aircraft flying hardware -
100mm voice coil RCF Laboratory
Series Cone Drivers featuring
exceptionally low distortion and
virtually no power compression -
heavy duty vinyl dipped
perforated steel grill assemblies
| for indestructible road worthiness.
No other competitor has the
experience to compete in this

category.

WHY EAW KF
SERIES?

Because we are the source for
professional "One Box"
loudspeaker systems. When we
invented the "One Box" system we
raised the expectations of an entire
industry. And now, we are in the process of
advancing the technology we pioneered.

The Source For
"One Box'"' Systems.

You can maximize your next quarter revenues by contacting
EAW today. Our loudspeaker systems are easy for your
crews to use, as well as a positive attribute your customers
are looking for. In fact, EAW KF Series have been proven

to have a pull through effect on rental of a "B" system. So,

it quarterly revenues are important to you, now is the time
to contact EAW. To expedite the process, call our

president, Frank Loykoat 617-620-1478.

SIEAW

EASTERN ACOUSTIC WORKS

“One Box” Systems That Defy Competition.

59 Fountain Street « Framingham, MA 01701
Phone: 617-620-1478 < IMC 1651
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ODUCERS-DESK

by Robin Tolleson

In his remarkable 23-year record-
ing career, Arif Mardin has been con-
sistent and daring—traits that don't al-
ways sit well together. Arif (pronounc-
ed a-reef) has left his mark on three
decades, working largely out of a
home base at Atlantic Studios in New
York. That career is far from over—
Mardin will probably still be a step
ahead of his peers in decades to come.

The 54-year-old producer, born in
Istanbul, Turkey, and trained in Bos-
ton, became a partner with Tom Dowd
and Jerry Wexler at Atlantic in the
'60s, making wonderful records with
Aretha Franklin. He developed into a
crafty popster in the '70s, helping
shape The Rascals’ "Groovin’,” Hall
and Oates’' "She’s Gone,” and the Bee
Gees' "live Talkin',” as well as merg-
ing jazz and R&B to turn that most
unusual trick, the instrumental hit, with
the Average White Band's "Pick Up
The Pieces.” In the 1980s, Mardin has
put his stamp on such artists as Chaka
Khan, Scritti Politti, Culture Club,
George Benson and Howard Jones.
He worked with Phil Collins on the
Against All Odds soundtrack, with
David Bowie on Labyrinth, and is head-
ing back into the studio with the Bee
Geestosee if he can locate the magic
he found with them on Main Course
over a decade ago.

"Here Arif is in his 50s, and he's
still as innovative and fresh as any-
body,” says bassist Nathan East, win-
ner of a NARAS MVP award three
years running. "He's definitely one
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cf my favorite producers, musicians,
and peogle to work with. Pros don't
rzally get any better.”

Mardin's first musical love wasjazz,
and when he first arrived at Atlantic
Studios he was assigned to work on
projects with Max Roach, Sonny Stitt,
Charles Lloyd, King Curtis, Herbie
Mann, and otherjazz-influenced play-
ers. He worked several albums with
Mann's group that featured Roy Ayers,
Reggie Workman, Bruno Carrand Pa-
tato, then was behind the board for
Push Push, which saw the flute wiz
taking on such R&B classics as "What's
Going On" and "“Spirit In The Dark,”
with help from the likes of Duane All-
man, Comell Dupree, Richard Tee,
Donald "Duck” Dunn and Bernard
Purdie

4

Mardin was called in to take over
production chores from Tom Dowd for
The Rascals when they decided to
move in a jazzier direction, and he
brought in bassist Chuck Rainey and
saxman Joe Farrell tc¢ guest on Dino
Danelli's adventurous 7/8 tune
“Nama" (Search and Happiness). Mar-
din arranged and conducted the or-
chestra on Lady Soul's Aretha’s Jazz, a
1968 release produced by Wexler and
Dowd. And he was part of the produc-
tion team for the Franklir: hits “"Spirit
In The Dark,” "You're All | Need To
Get By,” "Bridge Over Troubled Wat-
er,” "Spanish Harlem” and "Rock
Steady.” But his association with Frank-
lin wasn't simply a matter of sharing a
common record label; when she
moved to Arista in 1981 she brought
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When you power your system with Crest
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Mardin over to produce Love All The
Hurt Away, using the finest Los An-
geles session players.

On the 1982 Chaka Khan album,
Mardin arranged a "Bebop Medley”
for the singer, featuring "Hot House,”
"Epistrophy,” "Yardbird Suite,” "Giant
Steps” and more. His string, horn and
vocal arrangements can be found
across the spectrum of contemporary
music—James Taylor's cover of “Up
On The Roof” from Flag, Steve Win-
wood's "My Love's Leavin’” on Back
In The High Life, and George Ben-
son's In Your Eyes all sport the Mardin
arranging touch.

Howard Jones' You Know I Love You
is an example of Mardin's ability to
maintain a clear, clean sound, in the
midst of sampling and all sorts of proc-
essing. Khan's Destiny, on the other
hand, shows Mardin (with help from
his producer-son Joe Mardin) at his
most daring, mixing outrageous audio
effects, metal, pop, R&B and rap, and
shuftling around a roster of the finest
contemporary musicians of the day,
including Marcus Miller, Nick Moroch,
Scritti Politti's Green and Gamson,
Reggie Griffin, Phil Collins, Pino Palla-
dino, the Breckers, Phillip Saisse, Steve
Ferrone, Anthony Jackson, Jimmy Bra-
lower and Sam Rivers.

Drummer Steve Ferrone began
working with Mardin in the Average
White Band but has continued to get
calls from the producer for projects
with Khan, Scritti and others. “Arit
knows how to get the best out of you,”
says Ferrone. "He gives you a shot at
doing things that you might have an
idea for. He knows how to use musi-
cians to their utmost. And sometimes
he'll have you do something in a cer-
tain way that'll make you think about
it differently, so that you'll come up
with something fresh.”

Mix: You've been involved with a lot
of the classic R&B records of the last
20 years. Did you have alotof R&Bin
your background?

Mardin: Actually, since I was a kid,
nine or ten years old, [ used to collect
Duke Ellington records. [ really started
with jazz. [ loved the free spirit of jazz,
and black heritage and everything.
When I came to Atlantic  was actually
more involved in the jazz side, produc-
ing sessions with Max Roach, Herbie
Mann, King Curtis and others. Tom
Dowd and [ co-produced The Rascals,
and that was like my first leap into the
pop side of it. From then on, working
closely with artists like Aretha Franklin—
even when | wasn't producing her |
was doing arrangements for her in the
studio, watching her and listening to
her sing—I guess that was the school
for me. Aretha's School of Soul.
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Mix: What were you doing before you
joined Atlantic Records in 19637
Mardin: [ was a graduate of the Berk-
lee College in Boston. [ was a recip-
ient of the first Quincy Jones Scholar-
ship to Berklee College, if you can
believe that. | was an arranger and
composer, actually. And my heart was
totally in jazz. Anditstill is, as much as
it can be. On some of the albums I try
toinject somejazz influence from some
of my loves. Like on Chaka’s albums |
usually have one tune that reflects
that aspect. After| graduated Berklee,
[taughtthere, and then I made the big
move to New York. And you know, I
was struggling, writing arrangements
for jazz groups, things like that. | be-
came part of the studio personnel at
Atlantic, and was involved with test
pressings, paperwork, the master
books and library. [ really started from
the bottom. And [ had ateachernamed
Tom Dowd—1I learned to edit and mix,
then I moved into production.

Mix: You, Dowd and Jerry Wexler did
some memorable recording asa team.
Mardin: Yes. Jerry was obviously our
superior and motivator. And in almost
all the cases he also signed the artist.
We worked with Aretha Franklin, but
it was through Jerry's signing. And
the team was formed, but we would
report to him.

Mix: One of the first things | heard
you guysdo was Aretha’s Live At The
Fillmore.

Mardin: Yes, [ really like that. I'm
proud of that, because I mixed that
and we tried to capture the actual live
feeling. That one, and anotherone I'm
proud of is Donnie Hathaway Live At
The Bitter End & Troubador. That was
a memorable experience, just being
part of the audience. The audience
participation and excitement was un-
believable.

Mix: Wasit harder to do a live record-
ing back then, or easier?

Mardin: Well, just the same. Equip-
ment changes, equipment gets better.
But after all, you go there with a truck
and make sure the microphone lines
are secure. You mic the audience and
hope for the best. The artist usually
has the problem. They have to deal
with the audience. Soit's just the same
problems.

Mix: Does your keyboard training
and arranging knowledge help a lot
as a producer?

Mardin: Yes, of course, because at least
[ can put on different hats for different
occasions. I'm a lousy piano player,
but my knowledge of orchestration and
harmony helps a lot because I can sit

down and reharmonize a tune and sug-
gest new chords. To me chords are
very important. It's a certain language—
there could be an ominous chord, there
could be a happy chord, and people
wouldn't know why a certain song at a
certain spot feels strange or good. The
chords have a lot to do with it, the har-
mony of atune. So [ try to really keep a
watchful eye on what the chords are
going to be in a song.

Mix: You seem to have a big hand in
Scritti Politti. That sounds kind of like a
producer’s wonderland, there are so
many great sounds.

Mardin: Again, [ was fortunate enough.
Green Gartside, a founding member
of Scritti Politti, wanted me to work on a
specific tune called “Wood Beez (Pray
Like Aretha Franklin).” And from that |
worked on three songs. Basically it's
how Green and David Gamson ar-
ranged those tunes. There was no need
to change anything, except | made
some editorial changes probably on
the length of the tune and where the
chorus comes in, where the solo comes
in. It was a great collaboration, actually.

Mix: It's a real sophisticated song, but
the arrangements are kind of simple
and open.

Mardin: Well, it's their style. It's state-
of-the-art, and it's danceable. It's al-
most like having Stravinsky on top of
a great dance rhythm. Some of those
chords are really wonderful.

Mix: How important is it to have a
good rapport with engineers you are
working with?

Mardin: | would like to feel secure
with an engineer, that the engineer
will get the right sounds. After all, it's
not my job. I can suggest changes,
suggest sounds and colors, but the
engineer is paid not only for bringing
those sounds in but at the same time
suggesting new ideas and new sounds.
What I like is an engineer who says,
"Don’tworry aboutit, I'll surprise you.”
And that's why [ work with the likes of
engineers that I work with. One of the
processes of production is that you
bounce off other people, you grab
ideas, and I don't mean steal them—
you always give them credit. It's like
you're making an instant soup, and
you're feverishly adding the mush-
rooms and the herbs and this and that.
And definitely at the end it's very re-
warding. So an engineer says "Wait a
minute, let me have this kind of sound
here,” and that will lead to another
comment from me or from the artist
saying, “Yes but how about counter-
acting that with something here in the
bridge?” So that's very important. I'm
not a person who sits down and fiddles
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DIGITECH BUILDS SERIOUS DIGITAL DELAYq
FOR THE PROFESSIONAL MUSICIAN. WE
BUILD FOUR HARDWORKING MODELS.
EACH WITH DIFFERENT AMOUNTS OF
DELAY, FROM 2 SECONDS OF FULL BAND-
WIOTH, UP TO 7.2 SECONDS OF LIMTEO
BANDWIDTH,; AND EACH HAS A SELECTION
OF FEATURES YOU DEMAND IN A
PROFESSIONAL DDL; 10:1 SWEERP WIDTH,
FLANGING. CHORUS, DOUBLING, ECHO,
SLAP-BACK AND SAMPLING WITH REPEAT.
THE POSSIBILITIES BOGGLE THE
IMAGINATION. AND WITH SUGGESTED
RETAIL PRICES FROM $259.95 UP

TO $398.95 YOU CAN AFFORD TO GET
SERIOUS. DIGITAL DELAYS FROM DIGITECH
ARE FORMIDABLE INDEED.



The digital effects.

If you want highly cost-effective, extremely
versatile digital sound processing, you may not need
anything more than the new SPX90 Digital Multi-
Effect Processor. Or want anything less.

Built into its rack-mountable chassis are 30
preset effects specifically designed to suit a wide
range of studio and live performance applications.
Everything from pitch change to a variety of echo,
delay, and reverb effects.

YAMAHA

= ON/ MOFF

All the preset effects have up to nine user-
programmable parameters. So you can further indi-
vidualize them for your particular need and store
them in any of the 60 on-board RAMs for instant
recall using the front panel keys, optional remote
control or footswitch.

The SPX90 offers MIDI-compatibility in-
cluding the ability to make program changes during
live performance via MIDI. Some effects can

MEMORY




Without the expensive side eflect.

even be actuated by a change in input level during player, even home recording enthusiast, the SPX90
performance. can add incredible creativity to your music. Ata

All this advanced technology wouldn't be all very credible price.
thiS a.ffordable lf lt were not for the eXtenSive use Of See your Yamaha Professional Audio dealer. Or write: Yamaha International Corporation.
Yamaha-developed LSI's. Using these LSI's in the D O e oo Ot MY SR omere

SPXgO haS Cnabled usto bnng you uncompromised «U.S.A. suggested retail rice subject to change without prior notice. Canadian price will vary.
sound processing capability at a very reasonable price.

So whether you're a studio or sound reinforce- @ YAM AH A®
ment engineer, keyboard player, guitar player, bass
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FOR HIGH
PERFORMANCE
APPLIGATIONS

CATIONS, INA

19-inch rack.

¢ 3 auxiliary sends per

Pre EQ
Post EQ/pre fader
Post fader

° EIN: <—128 dBv

to any output

review at your
favorite Biamp
dealer.

0 AMERICAN
Liamp D))o .

REQUIRING UP T0
16 INPUTS, STUDIO
CONSOLE SPEGIF-

PORTABLE, RACK
MOUNT DESIGN...

THERE 1S ONLY ONE

RACKMAX

® 16 input channels in a

® \elvet-glide 100mm faders

® 48 volt phantom power —
switchable each channel.

e Complete solo system.

channel —all jumperable.

THD: 0.05% any input

Frequency response:
+0.5dB 20 Hzto 20 KHz

RACKMAX is now
available for your

with all the EQ, and it I don't say any-
thing, that means I likeit. If  hate it, if I
don't like it, I'll definitely stop it or
comment about it. | do or may have a
finished sound in my mind. I know
how it must sound. But then if the en-
gineer gives something better or dif-
ferent and equally good, I say okay,
abandon my idea, what you have is
good. I'm extremely flexible. 've
worked with Lew Hahn, ['ve worked
with all the engineers at Atlantic Stu-
dios. Michael O'Reilly. I worked with
Brian Tench and am going to work
with him again with the Bee Gees
next week. And I work with Kevin
Killen, who did some U2 and Peter
Gabriel. Together we did the Howard
Jones record—he's another fine engi-
neer with a beautiful, clean sound.

Mix: [ was expecting something a little
more machiney on Howard Jones' new
record, but it sounds played and warm.
Mardin: Our secret on this one was
that we used live musicians on almost
all the tracks. The single ("You Know |
Love You") that's out now is Steve Fer-
rone playing drums. We cut the track
with mechanical drums, brought Steve
Ferrone in and he played over them,
and then we took the mechanical
drums out. So that's why it sounds
nice. On one track we have Nile Rodg-
ers and another track we have some
English musicians. We definitely didn't
go the whole techno way.

Mix: There is some interesting sam-
pling being done on "Give Me
Strength.”

Mardin: That's Howard’s own vocals
that we sampled actually from his
demo. He cut his demo on an Akai
cassette, the 12-track, and we took his
backup vocals that he sang himself,
and sampled them in a very random
way, almost like the 1950s tape edit-
ing, electronic style—cut the tape up.
And we sampled those. Some of them
were wrong, but sounded right. Some
of the syllables were chopped, and
some of them had extra space before
it, asif a bad editor had come in. So we
sampled those sounds, and that was
the basis of his vocal answers to him-
selt. We do voice sampling on all my
albums, and we don't steal other peo-
ple's voices. We sample things that
are needed in the project.

Mix: This is a growing controversy.

Mardin: There is no controversy, ac-
tually. Sampling is here to stay. There's
nothing wrong with it, with the act of
sampling. It's the end result that's im-
portant. If one samples somebody well-
known, at the end it should be so dis-

Biamp Systems, PO, Box 2160, Portiand, Oregon 67206 (503) 641-7287 JUised and so covered with other ef-
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ects and other things that it becomes
just like using another color. But if the

well-known person is unadulterated
and unashamedly out in the open, then
there's a problem. I suggest that the
union could think of a sampling ses-
sion where you hire a conga playeror
percussionist or drummer, and pay
him a fee to sample and he goes home.
And by the way, everybody is think-
ing, "Wow, once I'm sampled I'll be
there forever.” No producer would use
a sound for more than two or three
albums, then it becomes passe. Every-
body talks about Phil Collins’ drum
sound, which is sampled. I don't think
they'll use it again, because every-
body uses it, you see. It's gone.

Mix: There's a real interesting horn
sound on "Step Into” on Howard's rec-
ord. It sounds like an old big band
recording.

Mardin: Yes, I don't know where that
even came from. It was probably like
an old radio thing. It was mono, any-
way. We even have a tap dancer in
the middle part. We sampled herclicks,
sott click, loud click, and then we cre-
ated our own pattern. We had her tap
dance on sand in the studio, and we
recorded that.

Mix: You've seen a lot of change in
the recording industry. Has it all
been good?

Mardin: Yes; at the same time, there
are some producers and artists, includ-
ing myself, who make records and
sometimes get bogged down or actu-
ally fascinated by the scientific details
and gadgetry, and become like child-
ren with new toys, and forget what the
essence is about. The essence is the
song, after all. So that's very impor-
tant. This gadgetry should actually en-
hance, and not occupy us. Sometimes
people who make records use just a
few synthesizers thateverybody owns,
and they use presets, so sometimesall
records sound alike. [t sounds unbear-
able. So that's the other danger. You
have these two extremes—the ultra-
sophisticated technology where you
might lose track of what the song is all
about, and the other side is all these
cheap records that just sound alike
and are terrible.

I don'tthink this technology is a big
threat to live musicians, because you
can't beat good live musicians. Man is
the best computer, built by God, so
you have to have good musicians. Ma-
chines eliminated some marginal mu-
sicians who used to play terribly and
would cost us a lotof money. The drum
machine eliminated the people who
would rush or slow down, unsteady.
Now young people really play very
well—they have to compete with ma-
chines in a way. On one hand one
feels that string players maybe don't
have too many jobs now. That's true.
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But if there's a string arrangement to
be done [ always call the right amount
of strings, and we doiit. It's diminished
a little bit, but it's not because of ma-
chines. It's because most songs now
don't require the old padding that we
used to have. Styles have changed. In
the ‘60s and '70s, strings played a big
part in R&B music. Not anymore. You
use them when you really need them.

Mix: What are your feelings about
digital recording?

Mardin: | have a lot of objections to
2-track digital. I think it sounds brittle,
sounds woody, doesn't have the
warmth, definitely doesn't have the
high octave, the silk that analog gives
you. And I'm not a stickler for “Wow,
there's no hiss.” | mean, 1 like tape
compression—I'm probably more old-
fashioned on that. Two-track digital has
improved a lot. It's much better now,
but I'm waiting to be surprised. Now
on multi-track digital, we are going to
use 32-track Mitsubishi (digital) with
the Bee Gees, andit'll be a first forme
on that system. | hearit's excellent. At
Atlantic we have two 24-track Sonys,
and they're especially good when
you're doing synthesizers. Again, for
some types of music | still like analog,
but multi-track digital doesn't bother
me as much as 2-track.

Of course when you talk about digi-
tal and compact discs, they sound
marvelous, so I'm contradicting my-
self. That is another interesting thing.
Some compact discs sound fantastic
and some sound worse than the al-
bum mix. [ can only say one thing on
that: if they use the original equaliza-
tion, either equalized tape or equali-
zation and level adjustment, and com-
pression necessary to make an ordin-
ary LP—if you use those settings for
CD then you're defeating the purpose,
because there is no level problem with
CD. We cheat on LPs, we raise the
intros. When there's a big bass thump
the mastering engineer would lower
that particularinstance on the tape so
that the needle won't skip, and always
watch the grooves and this and that.
On CDs you have no problem, you
just put it up. So CDs and cassettes
actually need a new intermaster, a
fresh now look. Some companies are
doing it, and it sounds marvelous.

Mix: Musically, Chaka Khan goes all
over the place on the Destiny record,
and she pulls it all off.

Mardin: Chaka is an international
person. Chaka is an artist of much
greater vision than some people want
toshackle her with—in jus* one groove,
one kind of music. This is my com-
plaint—that unless you happen to hit
on something of the magnitude of a
Michael Jackson or Lionel Richie

FEBRUARY 1987

Readers of MIX for voting
Bernie Grundman Mastering
Outstanding Mastering Facility.

wc lot to us.

6054 Sunset Blvd., Hollywood, CA 90028 (213) 465-6264
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EQUIPMENT
FOR SALE?

If you have equipment to sell—whether it's a single microphone
or an entire studio—Mix Classifieds are the place to advertise.
Mix Magazine’s classified section is the biggest in the industry,
and more than 75,000 audio anc music pros read Mix every month!

When professionals need equipment, Mix is the first place they
look. So if you've got gear you absolutely must sell, advertise in
the magazine you can count on to get results. To place your ad,
call Lauri Newman at (415) 843-7901, or use the order formin
the back of this issue.
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where there's automatic crossover, the
people like Chaka who are true inno-
vators, one of the original source
voices. . .Like people copy Aretha,
young people copy Chaka. And she
likes not only R&B music, but she likes
jazz, she likes French music, she likes
rock and roll. When she was growing
up it was the Eagles, Jimi Hendrix, you
know, she likes Joni Mitchell. And
when she goes in and records a rock
and roll-inspired tune, it isn’t that she
wants some mythical instant crossover
into the AOR field—far from it. Some
near-sighted critics, especially in the
black magazines, accuse her of doing
that. It's so untrue, because she just
likes those songs.

Mix: She also seems to be able to
stretch into rap, with “Earth To Mickey”
and "I Feel For You.”

Mardin: That'sa very interesting thing.
On the previous album when [ called
(Grandmaster) Melle Mel to rap on
"Feel For You,” and then played it for
Chaka the next day, she was really
embarrassed to hear her own name
uttered so many times. Like when you
hear your own voice on a cassette for
the first time at a family gathering or
something, you think it sounds terrible.
She said the same thing. "Oh, my
name, wow.” It took her a long time to
really digest that, and she learned to
live with it, in fact she likes it now. But
we've prepared a single version and
12-inch version of "Earth To Mickey”
from the new album. It's hilarious. We
took Chaka'’s rap, which sound likes a
cross between Whoopi Goldberg and
Bette Midler, and did a sort of—I don't
want to say Max Headroom—but we
did a very sort of New York surrealistic
way of starting the record with her,
and it's fantastic, really. We're going to
release that single, and I hope people
will enjoy it.

Mix: Have you learned any tricks
from rap music?

Mardin: Tricksis the wrong thing. Rap
music is very alive and it's a very im-
portant music, especially for big cit-
ies. But again, some rappers, especial-
ly young ones, maybe for budget
problems or whatever, sometimes it
all sounds the same. Why can't they
shift one accent so that we have some-
thing interesting? Obviously you have
greatrappers—Run DMCl really like.
LL Cool I. But the younger ones take
the cliches and imitate them rather
than latch onto the inventiveness.

Mix: Complete this sentence. MIDI
has made my life

Mardin: Easier. Except that you have
to know how to use MIDI. It's just like if
you have a wild horse, you have to
know what to do with it. There's a lot of
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MIDI delay problems that you encount-
erand have to measure. If you're play-
ing one master keyboard and you have
three other synthesizers responding,
you have to make sure that they are all
aligned properly. Some instruments are
way behind, especially the older instru-
ments. You have to reckon with that,
otherwise MIDI is a fantastic thing. Your
DX7 would probably be close to time,
butif you have a Jupiter 8 in your link it
would be way behind. So that means
you have to actually record them sep-
arately sometimes. And you have to
bring it forward with the use of devices,
a Doctor Click or whatever. Unfortu-
nately, sometimes you say, "Why don't
I have a drummer and play it?” That's
also sometimes what you do, rather
than sequence every single line be-
cause it has to be sequenced. You geta
great player, and a great player will
play the chords and the patterns that
you like. [ like the sequenced drums or
bass, or mechanical sounding guitar
parts, or things that have to move in
exact 16th notes. But when you have a
great guitar player you want him to
play over it rather than simulate a gui-
tar sound with a synthesizer, and spend
hours and have the end result be possi-
bly stiff.

Mix: (Drummer) Steve Ferrone said
that on "I Feel For You" he was just
recording along with a bass and click.
Mardin: Well, [ don't know about "I
Feel For You,” but we did that with
"Wood Beez” on the Scritti track. He
had only a bass and a guide hi-hat.
He played wondertfully, and when we
played the song to him when it was
finished, he was surprised.

Mix: What was your reason for re-
cording Steve like that?

Mardin: Well, sometimes things hap-
pen because of, nottechnical reasons,
but logistics. I don't think we had the
time to give him a guide keyboard
track. All we were able to do at that
time was guide drums and a bass. He
was in the studio, so we didn't want to
lose time, and that was it. On that
particular track, spontaneity was not
the object. We wanted solid rhythm,
hypnotically playing the same thing
almost.

Mix: [ was a little surprised and in-
trigued by the drum sounds on "Col-
trane Dreams” on Destiny.

Mardin: Chaka and I have always
been dreaming about a song where
everything is her voice. And she came
in the studio one day and sang these
drum sounds, and we recorded all of
those. Then they were put in the Syn-
clavier and we processed them. And
Steve Ferrone came in and played
Chaka’s sounds as if it were a drum

kit. All the drums and bass sounds
were actually Chaka’s voice. We added
a little bit extra bass to her bass part,
but apart from the keyboard sounds
and the tenor sax it was all Chaka.

Mix: How do you feel abouthow many
takes a singer should be given to nail
a part?

Mardin: There are different types of
singers. Natural singers like Aretha or
Chaka would sing maybe three ver-
sions, and that would be it. Sometimes
you would take a whole verse or a
chorus from one take and the rest from
another. There are younger singers
who are maybe not experienced, so
you would piece together a whole vo-
calfrom as many asten takes, 12 takes.
It all depends. Now with the new tech-
nology, if there’s a repeated section
like a chorus, once the lead singer
sings it once you can just say, "Look,
the second and third choruses are ex-
actly the same, so we can use the first
chorus there. All you have to do is
sing yourad libs ontop.” It's good and
bad, itdepends on the situation. Chaka
always sings different things, subtle
variations on the third word on the
second line, so thatit's nota copy. She
would do a little something that only
the connoiseurs would know.

Mix: You used 16 engineers on the
Destiny record.

Mardin: Well, ten songs. Ifthere were
16, I'm sure the assistants would be
included too. I would go to Hit Factory
and do vocals, and there would be
assisting engineers there. I did some
at Greene Street and other places.
Maybe about five main engineers.

Mix: Do you have a problem with
tracks sounding different using all the
engineers and studios? Or is that an
intention?

Mardin: I'm looking forward to a little
ofthat, atthe same time I was in charge
of almost all the mixing. It was done at
Atlantic. If you provide them with your
original 2-track recording tones, which
will set your equalization and your
levels correct, then in the process of
mastering you will have no problem
as to what track is misaligned or what
track needs to be boosted two dBs or
something. Everything will be the
same. That's one of the tricks of doing
an album where there are different
producers or songs done in different
cities. You have to provide the tones
for however many producers you have
on it. Then when the mixes come
around you don't have to tamper tech-
nically, only the producers’ taste is
different.

Mix: What are some of your most
memorable tracks, and why do you
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New Carver Amps
for permanent

installation, studio,
and concert use.

PM-175 and PM-350.

NOW THAT THE CARVER PM-1.5 IS PROFESSIONALLY SWCCESSFUL,
IT’S STARTED A FAMILY. INTRODUCING THE NEW CARVER PM-175
AND PM-350.

Month after month on demanding tours like Bruce Spring-
steen’s and Michael Jackson’s, night after night in sweltering
bars and clubs, the Carver PM-1.5 has proven itsel*. Now there
are two more Carver Professional Amplifiers which deliver
equally high performance and sound quality — plus some re-
markable new features that can make your life even easier.

SERIOUS OUTPUT. The new PM-175 delivers 250 watts RMS per
channel into 4 ohms. As much as 500 watts RMS into 8 ohms
bridged mode. The larger PM-350 is rated at 450 watts per
channel into 4 ohms. Up to a whopping 900 watts in 8 ohm
bridged mode. Both with less than 0.5% THD full bandwidth at
any level right up to clipping. Plus 2 ohm capability as well.

SERIOUS PROTECTION. Like the PM-1.5, both new amplifiers have
no less than five special protection circuits including sophisti-
cated fault interruption against dead shorts, non-musical high
frequency, and DC offset
protection, as well as low
level internal power supply
fault and thermal overload
safeguards. The result is an
amplifier which is kind to
your expensive drivers —as
well as to itself.

OUTBOARD GOES INBOARD.
Each PM-175 and PM-350
has an internal circuit card
bay which accepts Carver’s
new plug-in signal process-

TOARVER

CARVIR

ing modules. Soon to be available is an electronic, program-
mable 2-way stereo crossover, with 24 dB per octave Linkwitz-
Reilly phase -aligned circuitry, a built-in adjustable high-end
limiter and balanced outputs. And more modules will be avail-
able in the near future to further help you streamline your system.

PRO FROM CONCEPTION. The PM-175 and PM-350 inherited their
father's best features. Including slow startup and input muting to
eliminate turn-on current surge, 11-detent level controls, phone
jacks, power, signal, clipping and protection indicators as well

as balanced XLR input connectors. In a bridged mode, both
amplifiers will drive 70-volt lines without the need for external
transformers.

MEET THE FAMILY AT YOUR CARVER DEALER. All remarkable Carver
Professional Amplifiers await your own unique applications. Hear
their accuracy and appreciate their performance soon.

SPECIFICATIONS: CARVER PM-175 Power: 8 ohms, 175 w/channel 20-20kHz both channels driven
with no more than 0.5% EHD. 4 ohms, 250 w/channel 20-20kHz both channels driven with no more
than 0.5% THD. 2 ohms 300 w/channel 20-20kHz both channels driven with no more than 0.5% THD.
Br'dgw% 500 watts into £ ohms; 400 watts into 16 ohms. THD-less than 0.5% at an g)ower level from
20 mW fo clipping. IM Distortian less than 0.1% SMPTE. Frequency Bandwidth: S5Hz-80kHz. Gain: 29
dB. Input Sensitivity: 1.5 V rms. Damping
200 at 1kHz. Slew rate: 25V/ micro second
Noise: Better than 115 dB below 175 watts
A-wenghted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Impedance: 15k
ohm each le%VCom atible with 25V and 70V
systems. 19"Wx 3.5"H x11.56"D
SPECIFICATIONS: CARVER PM-350 Power
8 ohms, 350 w/channel 20-20kHz both
channels driven with no more than 0.5%
THD. 4 ohms, 450 w/channel 20-20kHz
both channels driven with no more than
0.5% THD. 2 ohms 450 w/channel 20-20kHz
both channels driven with no more than 0.5%
THD. Bridqlng: 900 watts into 8 ohms; 750
watts into 16 ohms. THD-less than 0.5% at
any power level from 20 mW to c[l?ping IM
Distortion less than 0.1% SMPTE. Frequency
Bandwidth: SHz-80kHz. Gain: 31 dB. Input
Sensitivity: 1.5V rms. Damping: 200 at
1kHz. Slew rate: 25V/mic+0 second. Noise
Better than 115 dB below 350 watts.
A-weighted. inputs: Balanced to ground, XLR
or TRS phone jacks. input Impedance: 15k
ohm each leg. Compatible with 25V and 70V
systems. 19"Wx3.5*Hx11.56"D

e Powerful ¢ Reliable « Versatile » Stackable « Rugzed e Easy to Install
Compact « Lightweight e Cool Operation  Bridgeable  Quiet e
Affordable » Multi-Function Protection ¢ Superb Sound

=
GAR\/TJR PO.Bcx 1237, Lynnwaod, WA 9804¢€
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Lexicon V2.0 PCM-60 software
turns your plate
inside out/

Inverse room, gated reverb and
ambience at your fingertips

See your authorized Lexicon
dealer now!

ngicon
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on cassette o~,

Designed to help you mend the
holes in your audio education.

AT LAST: Sound Shop Seminars now on cassette.
. Here is the audio training series that will:
audio ® Teach you how to maximize your sound system
b ® Establish a solid foundation in basic audio concepts
y ® Give you the secrets "pros™ use to get great LIVE sound

th You'll get 6 tapes loaded with practical information and technical
e "how-to’s" covering MICROPHONES e MIKING TECHNIQUES e
MIXERS & MIXER CONTROLS e AMPLIFIERS e MATCHING
AMPLIFIERS TO SPEAKERS e SPEAKERS & SPEAKER
LOCATIONS . .. thorough audio training for only $69.95

If you

learned

seat

of

ORDER TODAY! (By Mail) Sound Investment Enterprises.
P.O. Box 4139, Thousand Oaks, CA 91359 (By Phone) 818/991-3400

M YES Send me copies of Sound Shop on cassette. I've enclosed
plus $3 shipping and handling. (Calif. residents add sales tax.)
Name Phone #
Address City
State Zip
O Charge my VISA/MC # Exp Date
O Send me more information about. O Sound Shop on cassette
O Sound Shop Serminars O Sound System Handbook. Vol. | O Other services
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think those stand out?

Mardin: [ have many fond memories.
Some of them would be not my pro-
duction techniques, but incidents in
the studio where the vocalist would
overwhelm you with great vocals.
Most of the Aretha Franklin dates were
like that, and Chaka Khan. [ keep re-
membering Donnie Hathaway in the
studio singing those wonderful vocals.
Maybe I'm a little prejudiced because
he's nolonger with us, ] just remember
him fondly, with his exaggerated yearn-
ing, so my work with him is very mem-
orable at this point. Also the making of
"Night In Tunisia” was very interest-
ing with Chaka and Dizzy Gillespie
and Herbie Hancock. I liked "Tive Talk-
in" very much, because for 1974 it
was close to state-of-the-art with the
synthesizers. Those are really memor-
able sessions. For a session to be mem-
orable there has to be a great mar-
riage between the artist, producer,
musicians and environment. All hits
come out of a good marriage. You
have to include the A&R department
too, record company, artist, manage-
ment—the relationship really enhan-
ces and helps make a great record in
the end. Like with the Bee Gees 13
years ago, there was incredible elec-
tricity in the studio. Everybody was
creating, everybody was suggesting
something. Good ideas were flying
around, and [ guess that's what it is.
For example, "Pick Up The Pieces”
was great with the Average White
Band, but we didn’t know we were
making a hit record. We were making
a grooving record. A few weeks after
the record was released, the promo-
tion department came and said, “Wow,
it's an instrumental, but it's a hit.”

Mix: Are there any steps you take to
try to insure the success of a session?
Mardin: Yes, | always communicate
with the people interested, and I give
reports. | don't try to guard things. On
some projects maybe we used to do
that, and it's not successful. You have
to get other people involved. You have
to send them work-in-progress cas-
settes. You have to not be afraid of
sending them a cassette saying this is
just a rough mix, and don't make too
many excuses. If you believe in some-
thing, send them the cassette. Let them
comment about it. At the end they will
be more supportive. | would like to
spread my responsibilities in a way
that [ know [ have somebody fantastic
working on the arrangement—it's my
forte anyway—so [ go in and bug him,
and change things. And then I know
that there's somebody else great doing
this and that. The days of doing every-
thing yourself are over. You've got to
have a great team. |
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.youcan samp|e and ptay back onaMID keyb ' !

even from a set of drum pads. From the sound of a road grader to a rocket from a --"

- on Lou'le s trumpet to the horking of a goose . . . any sound can be easily sampled and then played
- backonyour MID! keyboard. Yes . .even the old analog and digital synthesizers can be sampled
i1 and instantly replayed at the push of a button on the S900.

Features: Available Sound Disks for the AKAI $900:
® 40 kHz Sampling Rate SL501 Piano 1, Piano 2, Honky Tonk
* 32 Sample Points SL502 Bass
¢ 12-Bit Resolution SL503 Drums
« 8 Individual Audio Outputs Plus Left, Right, and Mix SL504 Voices, Flute-Vocal
¢ 12 Seconds of Sampling Time at Full Bandwidth SL505 Orchestra
64 Seconds of Sampling Time at 4 kHz Bandwidth SL506 Strings 1
» Adjustable Sampling Rate for Each Sample SL507 Brass
« Velocity and Positional Crossfade SL508 Harp Gliss, Cello Viola, Pan Pipes
* MID! Compatible Plus an RS232 ~ort SL509 Pizz Strings. Eastern, Kalimba, Piza Strings
® 3.5" Disk Drive SL510 The Island—Steel Drum, Shaker, island
¢ Full ADSR, Filter, and LFO Beli, Bass Marimba ,
SL511  Bell JVT. Strings, String Bell 1 )
String Bel! 2 s
SL512 Guitars, Fuzz Guitar 4, 4-in-1 sy
Guitar, Fuzz Guitar 1 y S
Fuzz Guitar 2 . / i
SL513 EFX1 Baby, Lotus, yayayey
Zipper, Can ARy
S Gong, Glass 3 /
professional d o w
. // yd / Q // /
/ / /
Creative At Heart. -
. ¢ @ g g \
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BILLY
JOELS

THE BRIDGE TOUR

PHOTO: TIMOTHY WHITE

by Gregory A. DeTogne

Billy Joel's latest album, The Bridge,
has been described by critics and fans
alike as being demonstrative of the
diverse nature of the musician, and of
the wide-ranging extent of his musi-
cal powers, his growth, and willing-
ness to experiment. Along with the
evolution of his music, the logistics of
his act have undergone a metamor-
phosis, due in no small part to the
addition of a specially designed new
sound system, stage and lighting rig.

Designed and built by Audio Ana-
lysts, the Billy Joel sound system fits
neatly into one of the four trucks on
The Bridge Tour. With facilities in both
Canada and the U.S,, Audio Analysts
has been in business since 1967, when
they were recruited for the sound
chores during the World's Fair held in
Montreal that same year. Daily opera-
tions are managed by three partners:
Pierre and Bertrand Pare, and Albert
Leccese.

Using what Albert Leccese refers to
as an "all-in-one-box” system, sound
forthe touris flown above the stage in
acirculararrangement, which match-
es Joel's “in-the-round” performing
style. Basically a refinement of a Clair

MIXVOL. 11, NO. 2
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Finally. Fully integrated sound
reproduction systems. With
no compromises, and no
complications.

The Meyer Sound 500 Series. A
family of full-range professional
loudspeakers, and a matching
1200 watt stereo amplification
unit with built-in complementary
phase equalization and driver
protection. It's an unbeatable
combination, packing all the per-
formance that any professional
could dream of.
e Effortlessly smooth, flat
frequency response
e Unrivalled phase accuracy
e Vanishingly low distortion, even

atextreme sound pressure levels
¢ Dynamic range exceeding that of

16-bit digital audio

Until now, excellence like this was
beyond the range of most bud-
gets. But through a combination of
unique design innovations, the
500 Series achieves a significant
breakthrough in price perfor-
mance. And by making full use of
the advantages of integrated sys-
tem design, the 500 Series offers
anew level of elegance, simplicity
and reliability.

The Meyer Sound 500 Series
incorporates loudspeaker models
suited to virtually all professional
applications—from stage to stu-
dio, cinema to church. And all are
fully compatible with the 500
Stereo Integrated Amplifier.

For more information on this
remarkable new line of loud-
speakers, contact your pro audio
dealer or Meyer Sound.
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COMPLETE 16-TRACK AUDIO
POST SYSTEMS FROM $14,600.

Here’'s your very best buy in the
latest high-tech audio sweetening
hardware, complete from input to
output. It's tailor-made for film and
video post production, a complete-
ly integrated system. No other
manufacturer can offer you all this,
all ready for on-line operation.

We even offer automated audio
assembly exiting as an option. It's
caled FAME., for Fostex Auto-
mated Media Editing, and it lets you
program edit decision lists so that all
your dialog, effects, music and cues
are synchronized right on the
money.

Your investment in Fostex gear pays
for itself. Just take a look at what
you spent last year for outside audio
post work, and see how much
sense a Fostex system like this
makes:

® Model E-16, 16-track recorder
with integral noise reduction. No
need to leave a guard band fcr
the SMPTE stiipe. $7000.

® Model E-2, 2-track recorder
with center channel SMPTE track.
Full compatibility with standard
hatf-track tapes. $3600.

® Model 4030 Synchronizer
with Model 4035 Remote Con-
troller. Allows you to controi up
to one master recorder and up to
three slaves with chase and pre-
roll; also resolves to film.

$2000.

® Model 450-16 Recording
Console. 16 x 4 x 2 with phan-
tom powering, parametric EQ,
solo and indine monitoring.

$2000.

* Fostex also makes a complete fine
of microphones lincluding a uni-
que M/S Stereo Mic), moritors

([point-source, phase coherent),
the hot tip in headphones (Model
T-20), signal processors — even
the interconnecting cables and all
the other Necessarys™ you
need to remain on-line.

So check with your Fostex dealer to-
day and join the fast-growing list of
professionals who are producing
popular records, videos, TV show
themes and movie soundtracks on
Fostex equipment.

1so check out our Autolocator and
SMPTE generator/reader. Model
4050 lets you lock MIDI to SMPTE
for even greater automation and
flexibility. Trust Fostex for all of your
on-ine audio needs.

ON-LINE AUDIO
FOR OFF-LINE VIDEO

Special cables and interface units may be required, depending on other hardware. Not all products are availabe @t all dealers. Prices and specifications are subject 1 change without notice
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Brothers design, 60 of Audio Analysts’
proprietary modular cabinets com-
prise the circle of sound, which is
suspended via a network of adjusta-
ble straps, swivels, and ten flying bars,
and then positioned with the help of
four two-ton and 20 one-ton motors.
Internally, the cabinets have benefited
from the years of R&D Leccese and
his crew have put into them. Their
current configuration utilizes a four-
way design with crossover points at
250, 1200, and 6500 Hz (the lows,
mids, and highs are active, while the
ultra highs are passively crossed).
Eighteen-inch drivers cover the low
end, while 10-inch drivers designed
in conjunction with JBL cover the
midrange frequencies. Above 1200
Hz, frequencies travel to 2-inch com-
pression drivers coupled to 90 x 40
horns. Ultra-highs are emitted from
slot radiators.

Despite the circular arrangement
of the array, there is a left and right
balance, and to boost low-end efficien-
cy, Leccese depends upon coupling
the low frequency drivers in positions
half of their diameter from one ancther,
which provides an extra 1¥2dB of free
energy. As a result, coverage patterns
are narrow and highly defined, and
an extra long throw is obtained, which
is especially useful in the large are-
nas that serve as venues on The Bridge
Tour. Although narrow coverage pat-
terns could be viewed as being a det-
riment by some, under these circum-
stances, nothing is lost because cover-
age can be equally defined all the
way around the circle.

According to Leccese, proper de-
sign, concern for parameters, and
caretully matched dispersion patterns
throughout the different bandwidths
have allowed Audio Analysts to pack
a truly high-powered system into four
smaller enclosures. "In the old days
when we first started doing concerts
of this magnitude, it was an era of the
bin system,” he recalls. "Everything
was done with the pyramid approach
in mind. The bigger enclosures were
used as a base, and everything else
was stacked on top. It took up tremen-
dous amounts of truck space, and was
a pain. With this system, it's really easy
as far as truck pack is concerned, and
there's a high degree of neatness in
hanging the whole array assembly.”

Leccese is continually looking for
new ways to upgrade the system, and
so he has undertaken a three-year
project to design an all-digital cross-
overthat will replace the current mod-
ified BSS version that is being used.
“The digital crossover will work by
initially transforming the analog sig-
nal into numbers, which will then go

—CONTINUED ON PAGE 140
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(Above) For The Bridge Tour, all four keyboards
on stage {including Billy Joel’s baby grand piano)
are rigged with independent MIDI controllers
that allow “anything to be played anywhere.”
Monitor mix levels can also be controlled from
each keyboard station.

(Photos below) Monitors in the clutter-free stage
design are suspended below the stage with ad-
justable straps, and serve up sound through
fiberglass grates on the stage’s floor.
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Alesis Microverb

Unveiled at last month’'s NAMM Show in Anaheim, the
latest digital reverb from Alesis (North Hollywood, CA) is
the Microverb, featuring 16-bit linear PCM processing
over a 90 dB dynamic range. Microverb provides six
small, seven large, anc two gated programs, along with
reversereverb. Sounds range from small rooms and plates
to large, cavernous halls. Decay time, coloration, depth,
and imaging characteristics vary with each program. Con-
trols include input and output level, reverb depth, and a
16-position program selector knob. A multicolor LED indi-
cates power, signal presence, and overload. Microverb
accepts input signals from low-level guitar to the profes-
sional +4 standard. Five Y-inch jacks provide stereo in,
stereo out, and reverb defeat. Suggested retail price is
$249.

Circle #023 on Reader Service Card

Portable Sound Control Panel

Soundforms, a San Diego, CA, company, has created
portable sound control panels for use in virtually any
environment. Their S-22 panel is 42" x 78" (for a 22 sq. ft.
booth), while the S-15 panel is 42" x 42" (15 sq. ft. booth).
You can use the panels free-standing, hanging on a wall,
or snapped together with the company’s Double-Clips to
form sound booths or batfle walls of any size and shape.
One S-22 panel weighs 5% pounds. Each panel consists
of an easily-collapsible plastic frame, attachable acoustic
foam, cover fabric in any of nine colors, and attachable
wall mounts. The S-22 panel is $94.95; the S-15, $69.95.
Complete packages are available starting at $194.95.

Circle #024 on Reader Service Card

46

Crown GLM-100/ENG Mic

The miniature GLM-100/ENG omnidirectional, electret-
condenser microphone is offered by Crown International
(Elkhart, IN) for lavalier use, sound reinforcement, and
close-miking of acoustic instruments. With a frequency
response of 80 Hz to 20 kHz, the GLM filters out extreme
low frequencies to reduce boominess and ambient noise
pick-up. It also features minimal off-axis coloration, low
vibration pick-up, and its balanced, low impedance output
allows long cable runs. The GLM, which operates from its
built-in battery or phantom power, is supplied with a tie
mount and two styles of foam windscreens.

Circle #025 on Reader Service Card

Furman QN-4A Noise Gate

Furman Sound, Inc. (Greenbrae, CA), introduced their
moderately priced, four-channel noise gate, the QN-4A
(successor to the QN-4). It uses pulse width modulation to
accomplish the gating function. The QN-4A provides
threshold, release rate, and depth of cut controls for each
channel. Also included are a threshold indicator LED and
key input. The unit is priced at $395.

Circle #026 on Reader Service Card

Simmons SPM8:2 MIDI Mixer

Simmons Group Centre, Inc. (Calabasas, CA) debuted
their SPM8:2 Programmable MIDI Mixer at the Winter
NAMM show last month. The 8-channel stereo mixer can
store 64 different mixes ("patches”): combinations of level,
EQ, panning, and effect-send settings from all eight chan-
nels. Via MIDI, a keyboard or percussion machine can
recall the patches, making it possible to have a separate
mix for each synth patch. The SPM8:2 fits into an effects

MIXVOL. 11, NO. 2
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Important People

Talk About
Great Sound.

‘““When we changed our console we were concerned about
losing that great sound. So we added a 12 x 8 Focusrite
submixer and now have a winning combination. Clients are
saying ‘the best studio in the world’.”’

George Martin

Air Studios
Montserrat

‘‘Absolutely the finest, most musical sounding preamp-
equalizer I've ever heard.’’

Bob Schwall

Chief Engineer

Right Track Recording

New York Ciry

“They went out on rental the first day we had them and
we haven’t seen them since.’’

Josh Weisberg

General Manager

A.T. Scharff Rentals

New York Ciry

“It’s sweet, smooth and sunny.”’
Buddy King
Soundcastle Studios
Los Angeles

Focusrite Ltd. —Electro-Acoustic design engineers.
Introducing a line of modular signal processing
devices available in console retrofits, outboard
racks or complete custom

consoles. Call us for Focusrite

a demonstration. )
The Sound Alternative.

U.S./Canadian Distributor: West Coast Rep:
ZIMBELMAN LTD Audio Intervisual Design
1032 North Sycamore
\lhl}(l)o Wheéll;?lé(ggl;s S Los Angeles, CA 90038
caton, (213) 469-4773

(312) 653-4544

Focusrite ISA110

Circle #027 on Reader Service Card
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rack, and includes a programmable, four-function effects
bank that you can apply independently to channels and
store within a saved patch. Crossfade time between one
patch and the next is also programmable, up to ten sec-
onds. Each channel includes three-band EQ, with para-
metric mid-band.

Circle #028 on Reader Service Card

Shure SM89 Shotgun Mic

The SM89 Condenser Shotgun Microphone was devel-
oped by Shure Brothers for location film and TV produc-
tion, theater sound reinforcement, and spot news cover-
age. Along with a new capsule design, it features Shure's
Accu-Port™ interference tube system. The SM89 has a
highly directional pattern, fine-tuned frequency response,
and an output that drops smoothly, without comb filtering,
as it gets off-axis. The 60 to 20k Hz frequency response has
a slight high-end rise to compensate for losses due to
distant or moving source pick-up. A low frequency roll-off
reduces pick-up of wind, vibration, ambient noise, and
rumble; a switch on the mic selects 60 Hz or 160 Hz roll-off.
The two-piece, aircraft-grade aluminum SM89 weighs 6.9
ounces, and operates over a wide phantom voltage range.
Price is $900 including case and windscreen, and the
A89SM shock mount is optional.

Circle #029 on Reader Service Card

D&R Multi-Gate

D&R Electronica BV of The Netherlands has introduced
their Multi-Gate noise gate, incorporating a dual-band,
sweepable key filter and standard control parameters to
provide “frequency conscious” gating. Multi-Gate's attack,
delay, and hold controls allow you to create and modify
the amplitude envelope of any signal, independent of its
actual dynamic structure. This allows editing of sounds for
digital sampling, reverse dynamics, and automatic fades.
Multi-Gate features an extremely fast attack circuit (under
4usec) and is priced at $749. It's available in the U.S.
through WIR Distributors of Atlanta, GA.

Circle #030 on Reader Service Card

Quested Reference Monitors

Recently introduced by Quested Monitoring Systems,
London, England (and distributed in the U.S. by Apogee
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Electronics Corp., Santa Monica, CA), are the 405 series of
compact near-field monitors. The 405P has an internal
crossover, while the H405 is an active model with external
crossover (amp package available early 1987). Both mod-
els are two-way designs with four 5-inch woofers and a
l-inch tweeter in each cabinet; the driver arrangement is
symmetrical for horizontal or vertical use. Frequency re-
sponse is stated as 55-17k Hz (2 dB), and the H405
includes removeable port liners, allowing users to tailor
bass response to their own needs.

Circle #031 on Reader Service Card

Rane SP15 Parametric Equalizer

The Rane Corporation’s (Mountlake Terrace, WA) new
SP15 studio parametric equalizer is designed for use with
digital equipment and in other low-noise, low-distortion
applications. The compact, five-band EQ features noise
and distortion performance is said to exceed the specs of
16-bit digital audioc. The SP15 provides +12dB boost and
-15dB cut capability, four-octave frequency sweep range
on each band, and variable bandwidth range from 1.5
octaves to 0.03 (1/30th) octave for notch filter capability.
There's an individual bypass switch for each band, along
with an LED bypass indicator. List price is $589.

Circle #032 on Reader Service Card

Samson Concert Wireless System

Samson Products, Hempstead, NY, has introduced the
Samson Concert TD (True Diversity) wireless system, which
incorporates dbx noise reduction. According to the manu-
facturer, this minimizes typical companding problems such
as poor transient response, "pumping,” and spurious noise,
and reduces FM wireless transmission medium noise by
40 dB. The Concert TD System has a dynamic range of
over 115 dB. The system consists of a rackmount, crystal-
controlled CR-2 receiver (with ten channels for simultane-
ous use), a CH-2 hand-held transmitter (with a variety of
optional mic capsules, including the Electro-Voice N/D
757), and a CT-2 belt pack transmitter (which can be used
with many different electret condenser lavalier mics).
Circle #033 on Reader Service Card
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The fact that we don’t want to mention digital recording in this advert is no reflection
on its undoubted merits, or the merits of Briel & Kjaer Series 4000 Professional
Microphones.

The thing is, we’ve seen enough adverts claiming that the
ultimate microphone for digital recording has arrived; too many in fact. To para-
phrase Shakespeare, “methinks they do protest too much”. And he was acknowl-
edged as a genius without mentioning digital recording once....

All we'd like to say is: don't listen to us, listen to our microphones. They speak for
themselves.
SERIES 4000 PROFESSIONAL MICROPHONES

Contact your local dealer for a demo microphone
and make your own evaluation.

Briiel & Kjaer -

Bruel & Kjaer Instruments, Inc.
185 Forest Street, Marlborough, Massachusetts 01752 - (617) 481-7000

86-349

AVC SYSTEMS

747 Church Road, Suite A&
Elmhurst, IL 60126

(312) 279-6580

EAR PROFESSIONAL AUDIO
2641 E. McDowell

Phoenix, AZ 85008

(601) 267-0600

LEE FURR AULSOCIATES
5035 N. Via Condesa
Tuc son, AZ 85718

(602) 299-2571

PHIL REDDISH SOUND
6234 Pearl Road

Parma Heights, OH 44130
(215) 885-303C

STUDIO-SONICS CORP
1165 Tower Road
Schaumburg, IL 60195
(312) 843-7400

EVERYTHING AUDIO
16055 Ventura Bivd,
Encino, CA 91436
(818) 995-4175

LEO'S PROFESSIONAL AJDIO
5447 Telegraph Avenue
Oakland, CA 84609

(415) 652-1553

RECORDING CONSULTANTS, INC. TEKCOM CORP

8580 Second Averue 4C8 Vine Street

Silver Spring, MO 20910 Philadelphia, PA 19106
(301) 587-1800 (215) 627-6700

AVC SYSTEMS

2709 E. 25" Street
Minneapolis, MN 55406
(612) 729-8:05
BRIDGEWATER SOUND HY JAMES MARTIN AUDNO VIDEO CORP

RMS SOUND VALLEY AUDIO

160™ and S. Halsted
Harvey, IL 0426
(312) 596-0::09

BRIDGEWATER SOUND
936 Montana Street
Chicago, IL 60614
(312) 281-8420

24166 Haggerty Road
Farmington Hills, MI 48018
(313) 471-0027

LD SYSTEMS, INC
467 W. 38™ Street
Houston, TX 77018
(713) 695-9400

423 West 55'" Street
New York, NY 10019
(212) 541-5900

MILAM AUDIO COMPANY
1470 Valle Vista Bivd
Pekin, IL 61554

(309) 346-3161

3235 S. E. 39" Avenue
Portlund, OR 97262
(503) 239-0352

AMS SOUND

17517 15" Avenue, N.E
Settle, WA 9815¢

(206) 362-0491

P.O. Box 40743

2812 Erica Place
Nashville, TN 37204-3111
(615) 383-4732

WESTLAKE AUDIO, INC
7265 Santa Monica Bivd
Los Angeles, CA 90046

(213) 851-9800
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by George Petersen

Capturing drum sounds has tradi-
tionally been a trouklesome area for
studio recordists, requiring a good
room, good mics, good techniques,
and a good sounding drum kit. If any
of the above are lacking, then the
overall results will be poor. Drum ma-
chines or sampling devices can some-
times help with the dilemma of deal-
ing with faulty drum sounds in the
studio, but then again the limitations
of audio quality from 8- and 12-bit
systems can be problematic, and those
drum sounds themselves may not
sound “right.”

Aftera year of beta testing on major
album projects by top artists, a solu-
tion has come forth in the form of a
new product from Wendel Labs, of
Canoga Park, California. It's a device
that offers some of the best drum and
percussion sounds ever recorded, but
it's not adrum machine. Wendel jr, the
result of years of research by renowned
engineer Roger Nichols (Steely Dan,
Rickie Lee Jones, Donald Fagen, John
Denver), is a percussion replacement
system, designed to automatically trig-
ger high-quality 16-bit drum samples
from a variety of sources: drum ma-
chines, drum pads, recorded tape

50

tracks, or live miked acoustic drums.

The initia! concept of Wendel was
born out of Nichols' attempt at main-
taining consis‘ency during the Steely
Dan albums, which typically used a
number of different drummers play-
ing over a period of months in any
number of studios. Wendel made its
debut in December 1979 on "Hey
Nineteen,” on the band's Gaucho LP,
and was used on all the album's other
cuts as well. Wendel jr is a simplified
version of the original Wendel (which
cost $80,000), offering the same sounds
inalow-cost ($995), single rack-space,
sample playback unit.

Wendel jr's sounds were originally
recorded on the 3M digital system (50
kHz sampling rate) and then trans-
ferred in the digital domain to a hard-
disk based computer for editing and
subsequent “blowing” onto ROM chips
for use in the Wendel Cart™ inter-
changeable cartridges. The carts come
in several forms: “single sound carts,”
containing only one sound; "dual
sound carts,” with two different sounds
available on one cartridge; and “long
sound carts,” which due to their ex-
tended memory requirements, use two
cartridges for a single sound.

Operatior.ally, Wendel jris straight-
forward and easy to use. A front panel

manual trigger button allows “audition-
ing” sounds or playing extra beats
while Wendel is being externally trig-
gered; this control also serves an addi-
tional function—when the button is
held down, the unit ignores external
triggers, thus acting like a mute switch.
Trigger sensitivity and “ignore win-
dow” controls permit the tailoring of
input signals to suit nearly any appli-
cation: besides precisely following the
input signal, the ignore adjustment can
create flam effects (by triggering once
from the initial attack, and again from
thetrigger signal's decay), or skipping
beats, i.e.—turning a steady quarter
note kick drum triggerinto a half note
pattern. An endless number of varia-
tions can be created using these
controls.

Certainly one of Wendel's most
unique and useful features is the abil-
ity to alternate an input signal between
its two cartridge slots, accomplished
by adjusting the “alternate window"
control and setting the cartridge select
switch in the center "ALT" position.
Thus, a single trigger signal—say an
electronic metronome setat 120 beats
per minute—could become a distinctly
alternating (left-right-left-right, etc.)
single stroke roll with either two snare
carts in place or by using the optional
Wendel left hand, right hand dual-
sound snare cart.

Two separate tuning controls (one
for each cartridge slot) with an approx-
imate two-octave range increase Wen-
del's versatility considerably, although
for most applications, a deft touch is
required, as a very small variation in
the tuning knob produces a major
change in the sound of most cartridges,
notably the kicks and snares. One cart
which allowed the tull range of the
tuning control was the "Xplo 86, a
powerful explosion utilizing the unit's
full 92 dB dynamicrange. Tuned high,
it became a plinking, arcade-style .22
rifle, while at the opposite end of the
scale, it became a booming 16-inch
battleship cannon.

A good selection of carts are avail-
able—a dual-sound kick/snare car-
tridge is provided with the unit and
optional carts include: ride cymbal
(with ten seconds of natural decay),
toms, more kicks and snares, cross-
stick/woodblock, closed/open high-
hat, handclaps, timbales, cowbells,
shakers, congas, fingersnaps, and
more. One unusual cart is the “"snare
—CONTINUED ON PAGE 181
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Today’s tougher audio requirements
demand a new choice

Improved frequency response plus
less distortion and crosstalk are just a
few of the technical gains achieved in
the new Telex Pro Series duplicator.
This means that you’ll make duplicates
that are truer to the master than with
any comparable tape duplicator on the
market today.

Yes, here's a system with all the advan-
tages of the famous 6120 high speed
duplicator plus enhanced specifica-
tions. Features that made the 6120
popular such as compact size, unlim-
ited expandability, track select, audio

level monitors and easy one-button operation remain distinct
Telex advantages. But, by developing the 6120XLP with 8X
speed, Telex gives you the advantage of improvements in
many important professional specifications such as distor-
tion, frequency response, speed accuracy and crosstalk.
And, the new cassette transport speed allows you to
duplicate directly from 15 ips open reel masters for the

ultimate in quality and convenience.

The Pro Series 6120 uses a newly developed, highly effi-

FEBRUARY 1987

New XL LIFE cassette head.

cient XL LIFE™ cassette head featuring
ultra-hard physical characteristics for
extra long life (10X normal) plus a
satin smooth surface that resists ex-
cessive oxide build-up preventing the
need for frequent maintenance. lts ad-
vanced engineering, precision design
and painstaking manufacturing tech-
niques contribute immensely to the
Pro Series improved specs including
an unmatched frequency range of 50
to 13KHz. For further technical details
and the name of your nearest 6120
dealer, call or write Telex Communica-

tions, Inc., 9600 Aldrich Ave So., Minneapolis, MN 55420,

Up to 12 months to pay with no interest!
The entire Telex 6120 duplicator series is available with
special NO INTEREST financing through participating
Telex dealers. Yes, with only 10% down and up to 12
months to pay, you could be eligible for special NO IN-
TEREST financing Think of it! You could pay for your
6120 out of the savings or income generated.

TELEX

Call Toll Free in 'J.S. 800-828-6107 ¢ In Minnesota Call (612) 887-5531

Circle #035 on Reader Service Card
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ANNOUNCING THE BIGGEST IDEA
IN THE HISTORY OF WIRELESS

" dbx

146732

CiZ5202 JA 6174

Samson incorporates dbx"noise reduction to achieve
a new standard of wireless performance.

Samson Concert TD Series is the first true
diversity VHF wireless system with dbx noise
reduction. We've been setting new standards
of sound and reliability in wireless over the
years, but we're always refining our technol-
ogy to make it even better. That's why we
chose world-class dbx technology to solve the
biggest problem in wireless — noise.

d%x noise reduction makes the Concert TD
Series incredibly quiet. It also expands fre-
quency response to deliver the best possible
sound for vocals and instruments. And you
won't hear it working because dbx circuitry
eliminates the pumping and breathing that

Mic Copsules Avoiloble: Electro-Voice
N/D 757 element offered exclusively in
wireless by Samson

Also ovoiloble: BK-1, SM 58, SM 85, SM 87

Circle #036 on Reader Service Card

plagued wireless sound in the past.

Breaking new ground with our Concert TD
Series, Samson engineering excellence now
takes a quantum leap forward in its ongoing
search for the highest standard of wireless per-
formance. We are the first to incorporate dbx
noise reduction because we want to guaran-
tee the best possible audio quality available in
wireless today. Now there's every reason you
can think of to enjoy the unlimited freedom
promised by wireless.

First we took the worry out of wireless with
reliable no-dropout performance, now we're
taking the noise out of wireless with dbx.

SAMSON’

WE TOOK THE WORRY OUT OF WIRELESS ®

Samson Products Corporation, 124 Fuiton Avenue, Hempsteod, New York 11550

516) 489-2203 TLX 284696 SAM UR  FAX (516} 489-2418
~ Conado Omnimedia Corporotion Ltd , 9653 Cote de Liesse
Dorval, Quebec H9P 1A3  514-636-997

“dbx is u re

of BSR North Americo Ltd

tered trademork

1986 Somson Products Corporation
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AMERICAN AES WRAP-UP
by George Petersen

THE GREAT DAT SCARE
by Barry Fox
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' THE DIGITAL/ANALOG FUSION:
[/ A RAINBOW OF TECHNOLOGY

/ Areport on the 815t Convention of the Audio Engineering Society

(Above) Trident unveiled their Di-
An console to the U.S. market.

sionals from nearly every part of

the globe plan to convene at the
82nd Convention of the Audio Engi-
reering Scciety, held March 10
through 13, 1987 at London's Queen
Elizabeth Il Centre, and at press time
all of the available exhibit space was
sold out, insuring a wealth of new
products and technology to behold.
In keeping with the international
theme of this issue, which will be dis-
tributed at the show, we present this
lock at thelast AES meet, for our over-
seas friends who didn't attend.

The 8l1st Convention of the Audio
Engineering Society, held November
12 through 16, 1986 in Los Angeles,
could only be looked upon as a suc-
cess on every level. Logistically, the
split-facility concept, with frequent
shuttle buses ferrying attendees be-
tween spacious LA Convention Cen-
ter and the downtown Hilton hotel,
wcrked quite well, with the exception
of a few "wheredo I register?” snafus.

An excellent selection of papers and
workshops were presented, covering
a variety of topics, in keeping with the
convention’s theme—"The Digital/
Analog Fusion: A Rainbow of Tech-
nclogy.” In the latter part of the 1980s,
there is a place for both analog and

An estimated 4000 audio profes-
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digital technology, and their co-exist-
ence offers choices and realistic al-
ternatives so the industry can select
from the best of both worlds.

Certainly, the lure of digital nabbed
the lion's share of attention on the
exhibit floor, with the unveiling of new
digital consoles, such as the Neve
DTC-Idigital transfer console, the Digi-
mix mastering mixer (distributed by
ESL of Ft. Lauderdale, Flerida), and
Yamaha's 8-in by 2-out wonder, the
DMP7, priced under $4000. Another
growing trend was evidenced by the
demonstrations of tapeless recording,
with New England Digital showing
their Synclavier Direct-to-Disk™ system
and Lexicon debuting Opus, their
entry in the field of digital worksta-
tions. Digital recorder manufacturers
were caught up in a flurry of activity,
with Sony announcing the sale of their
300th PCM-3324 multi-track, while
rivals in the PD (professional digital)
camp demonstrated their compatibil-
ity, with a tape exchange between the
Otari DTR-900 and Mitsubishi X-850
32-tracks.

So with all this digital brouhaha,
what is the state of analog? Appar-
ently hale, hearty and healthy, judg-
ing from the plethora of new recorders
shown. With the introduction of the

MX-80 24/32-track series, Otari has
become the first manufacturerto offer
both analog and digital 32-track re-
corders. Adding strength to the 2-inch,
32-track analog forma:, AEG has re-
introduced the M 15A deck, availabie
in 8, 16, 24 and 32-channel versions.
Soundcraft's Saturn multi-track maae
its US. AES debut, as did Tascam's
long-awaited ATR-80/24, another 2-
inch, 24-track recorder. Atthe higher-
priced end of the scale, Studer's new
A820 multi-track, available with op-
tional Dolby SR (which fits into card
slots beneath the transport) may prove
to be a serious challenger to digital
recoraing systems.

Throughout the convantion, there
seemed to be an upbeat feeling in the
air, with nearly all manufacturers ex-
pressing their optimism in an industry
that's definitely on the rebound fromn
the doldrums of just a few years back.
And judging by the busy convention
floor, packed with attendees check-
ing out the latest technological offer-
ings, there is little reason to doubt that
optimism.

While space limitaticns restrict the
number of products spotlighted here,
we'll be keeping you informed about
other new developments in the months
to come. Keep in touch. | |
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(Above) Lexicon’s Brian Zolner
demonstrated the Opus Audio Production System.

(Above) Teldec directors Horst Redlich (left) and Man-
fred Atzert answered questions about the CD Direct
Metal Mastering process.

(Above) Todd Wells of Soundtracs explained
the automation system of their CP6800 console.
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(Below) Tascam made their long-awaited entry into the
24-track market with the introduction of the ATR-80.

(Above) Yamaha's DMPZ7 digital mixer attracted quite
a bit of attenition. Don Morris (left) demonstrated the
unit, which is slated for delivery in mid-1987.

(Below) Soundcraft’s Gary Lynn (left) pointed out
scme of the Saturn multi-track’s features.
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AES Convention this spring, and

try talking about digital audio
tape (DAT), you may be surprised to
get frosty looks. Here's why. ...

On June 29, 1986—what has be-
come known in the European audio
industry as "Black Sunday’—one of
Britain's most prestigious newspapers
ran a story that sent shock waves
through the record and electronics
industries in Europe.

"Compact discs are about to be
made obsolete by a new generation
of audio cassette dubbed digital au-
dio tape” ran the opening line of a
featured article in Rupert Murdoch'’s
newspaper, the Sunday Times. "DAT,”
it continued “will give quality far su-
perior even to that of compact disc.

"Most at risk in Britain are compan-
ies that have invested heavily in com-
pact disc production plants,” predicted
the Sunday Times. "Thorn-EMI and
Disctec have invested £25 million and
£15 million respectively. Had they
seen DAT coming, they might not have
sunk such large sums into a technol-
ogy thatislikely to have a limited life.”

By this time, all around Britain, in-
dustry people were choking on their
breakfast cereal.

"From early [1987] there is likely to
be a sudden slowing in compact disc
sales as people wait to see what DAT
has to offer,” the Times continued,
ending on the prediction that "DAT is
likely to be the music medium every-
body uses, professionals and the pub-
lic alike.”

The next week there was an uproar.
The prediction about slowing CD sales
was self-fullilling. Customers in hi-fi
shops were asking salesmen when
they could buy a DAT recorder; bank-

If you are visiting London for the
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by Barry Fox

ers and board directors who had au-
thorized investment in Britain's three
compact disc factories (Nimbus in
Wales, Thorn-EMI at Swindon and
Disctec in Sussex) wanted to know
why they had been misled into think-
ing that CD was a sound investment
for the future.

Anyone known by their friends to
have an inside knowledge of the audio
business started getting phone calls
asking whether what the Sunday
Times had said was true. The trade
body for the entire electronics indus-
try, BREMA (British Radio and Elec-
tronic Equipment Manufacturers As-
sociation) filed a formal complaint with
the Press Council. This is a rather
toothless official body that controls the
the press in Britain.

Record companies and record in-
dustry trade bodies fumed and restated
their commitment to CD.

Ken East, president of EMI Music's
European and International Opera-
tions says: "This year, our CD unit sales
will be four or five times greater than
last year. Next year we can safely say
double, perhaps triple. Our two plants
are still only supplying a small per-
centage of our total world need. I've
got absolute confidence in CD as a
sound carrier—and that's based on
the volumes we've already sold and
the volumes we know, not just believe,
but know will sell over the next three
to five years.”

Maurice Oberstein, chairman and
chief executive officer of Polygram UK
says: "CD is a wonderful, convenient,
beautitul way of presenting music to
the masses. When software supply
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catches up with demand, | can see
price stability and a huge variety of
material. | expect that by 1987 it will
cross that 5% threshold that has been
quoted as important; it's an arcane
figure people use as a rule of thumb.
It's the accessibility of CD that makes
it the mass market medium. It's un-
stoppable because it's so good.”

John Deacon, director general of
British Phonographic Industry Lid,
trade body for all the record compan-
ies, adds: "Our research shows that
the CD market is currently expanding
atfive times the rate of the pre-record-
ed cassette when that was in its in-
fancy—around 15 years ago.”

Says Philips, the Dutch company that
invented the system: "CD is selling fast-
er than any other home entertainment
product launched since the war.”

Phil Race, the man behind the Disc-
tec CD pressing plant, which was at
the time of Black Sunday just coming
on stream, told me bluntly, “After that
article was published, | honestly
thought it would be very difficult for
anyone else to raise the money to open
a CD pressing plant in Britain.

"Bankers and investors get their in-
formation from papers like the Sunday
Times. They don't read deeper articles
in the specialist press. So they don't
know the other side of the picture.”

Also, because English is fast becom-
ing the de facto language for most
European countries, stories in the Brit-
ish press can carry inordinate weight.

Inevitably, the Sunday Times folk-
lore was later regurgitated by other
publications. The Times (daily) said
more or less the same thing, reporting
that Japan was going to “kill off the
compact disc market before develop-
ment costs have been recovered.”
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QUALITY CONTROLLER.

THE NEW ORBAN CO-OPERATOR AGC SYSTEM

Introducing the Co-Operator: an integrated, easy-to-use Gated Stereo Leveler/
Compressor/HF Limiter/Peak Clipper in a powerful and economical dual-channel package.
The Co-Operator automatically rides gain, controls excessive high frequency levels, and
limits peaks while protecting audio and video tape recorders, cassette, CD, and digital
masters, and high performarce sound sytems (and their associated HF drivers and power
amps).

Its simplified contrals ensure top results—even from non-technica. operators. Yet
there is sufficient versatility so that you are never locked into a single “sound.”

The Co-Operator rides gain subtly and intelligently—the way you would—to preserve
the dynamic "feel” of the program material while effectively controlling levels. Or, if gain-
riding is not desired, use it as a transparent, no-compromise safety limiter. Either way,
it's always alert to safeguard audio quality. It contains a:

@ Smooth leveler for transparent gain riding—without
long-term distortion-producing overshoots

@ Fast compressor and/or peak clipper can be
activated to protect against short-term transients.
Adjustable release time and release shape let you
optimize processing for music or voice

@ ‘‘Silence Gate' and compressor/leveler crosscoupling
team up to prevent pumping and noise breathing

@ HF Limiter with six switchable pre-emphasis curves
from 25 to 150 us allow you to match the medium
being protected and guard against sibilance overload

Ask your Dealer about Orban's new Model 464A
Co-Operator—your subtle, automatic quality controller,

Orban Associates Inc.
645 Bryant St., San Francisco, CA 94107 (415) 957-1067 Te'ex: 17-1480
Circle #037 on Reader Service Card
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CLEAR REASON

and stereo modules
with balance and

For the music studio owner, no decision is more critical
than choosing a console. Both financially and creatively,
the success of your operation may well depend on the capa-
bilities and quality of the system you select, and the company
that supports it. Clear reason, we suggest, to consider the

SL 4000 E Series Master Studio System from Solid State
Logic. But certainly not the only reason.

Consider that SSL
makes the industry's
only comprehensive
studio control sys-
tem — with integral
synchronisation of

Consider, for instance,
that only SSL has built-
in track remotes on
every channel, integrat-
ed with the industry's
most versatile monitor
fader and foldback facil-
ities. Or that SSL alone
provides pushbutton
signal processor routing
for each channel's noise
gate and expander,
compressor/limiter, high
and low pass filters, and
parametric equaliser —
plus switchable phantom power, patchfree audio subgrouping,
AFL and PFL monitoring, fader start for external devices,

Image Width controls.

up to five audio/video machines, concise English commands,

tape location by timecode,
foot/frames, cue numbers
or key words, and com-
plete session list manage-
ment. And that SSL alone
offers extensive fader,
group and mute automa-
tion and mix manipu-
lation plus optional pro-
grammable parametric
equalisation and panning,
multi-repeatable Events
Control, and Automatic
Dialogue Replacement.

When quizzed about where the report-
er had checked her facts, the paper
admitted that she was a temporary
employee who had since left.

The London Standard, a popular
everning newspaper, announced that,
"Hardly have people started spend-
ing hundreds of pounds on compact
discs, than a new technology is on the
way that could make CDs virtually
obsolete.” And a specialist car maga-
zine announced that DAT “could blow
CD systems out of the window."”

Almost without exception, the spe-
cialist technical and audio press in
Europe rejected the idea that DAT will
kill CD. Journalists, including myself,
have since argued the case in print,
and on radio. DAT is an exciting new
medium. Of course it will bite into
sales of conventional analog tape as
used in the home, professional radio
and recording studios. It will also bite
deeply into the hybrid digital systems,
like Sony’s F1 and 1610 processors as
used with video tape cassettes. DAT is
the ideal medium for CD mastering. It
may also kill the 2-track versions of
DASH. A synchronized gang of DAT
cassettes could also prove an interest-
ing—and probably cheaper—alterna-
tive to multi-track DASH. But at the
domestic level, DAT looks like it will
become an ideal partner for compact
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disc, just as the traditional Philips au-
dio cassette has made the ideal part-
ner for vinyl LPs.

Whereas the Philips audio cassette
started out as a cheap and cheerful
low-fi audio medium, and has been
upgraded over the last 20 years to
reach thelevel of a Nakamichi system,
DAT must start at the top end of the
price range and move down.

It took 20 years for sales of pre-
recorded music cassettes to outstrip
LP sales in Britain. The breakthrough
came in 1985, when British record
companies sold 53 million LPs and
over 55 million cassettes. The slow
rise of cassette sales (in 1978 only 21
million were sold, compared to 86 mil-
lion LPs) was due mainly to the fact
that for years the European record
industry regarded tape as an enemy.
Record companies took little care over
the quality of duplication. They re-
leased titles later on tape than on disc
and made the cassette price unattrac-
tive. It was the public’s discontent with
LP pressing quality and the coming of
the Walkman that changed industry
attitudes and the pattern of sales. CDs
can be used in cars and portables;
LPs can not. But it is pointless to try to
predict how soon (and whether) DAT
will erode the sales of other pre-re-
corded music media—there are just

too many variables in the equation.

The author of the original Sunday
Times piece subsequently followed
through with a fuller article arguing
that those who had criticized his view
“lack any perceived desire to inform
the public...if big business says
‘praise CD boys and we will reward
you with endless free trips to Japan’
they are going to praise CD and woe
betide anybody who rocks the boat
and tareatens this cozy existence. . .1
predic: in all confidence, DAT will
quickly kill CD stone dead.”

This puzzled the industry even more
than the original article. The same Jap-
anese companies that sell CDs are the
ones that will be selling DAT, just as
they are the same Japanese compan-
ies that have been selling both turn-
tables and cassette decks. Why they
should be developing a new product
that they want to handicap by bribing
journalists to praise CD is unclear!

Steve Harris of Marantz, the U.S.
company thatis now partly owned by
Japanese investors and partly by Dutch
Philips, puts it this way:

"Everyone is suddenly an expert
on DAT, even though there are prob-
ably only around ten people in the
country who have had an opportunity
to actually play with a machine and
know whatitcan do. It's not a threat to

MIX VOL. 11, NO. 2



Then consider that SSUs Studio
Computer alone goes beyond mixing
automation to provide Toral Recall™ —
a unique system, completely indepen-
dent of the audio path, which stores all
1/0 module settings after each session.
The new TR AutoScan tunction makes

it faster than ever to recreate headphone and monitor
mixes, equalisation, or entire console setups with quar
ter dB accuracy and rapid verification. And SSL alone
offers data-compatibility with more than 300 instal-
lations — in over 80 cities around the world.

Finally, consider a company whose record of practical
innovation, ongoing development and in-depth techni-
cal support has earned repeat orders from many of

the world's toughest customers — a company that other
manufacturers use as a standard for comparison. We
join them in urging you to compare. Our 40 page colour
brochure on the SL 4000 E Series is a good place to
start. It's yours for the asking, and it just might make
your difficult decision a whole lot easier. Clear reason,
may we suggest, to write or call us today.

Solid State Logic

Begbrc'e, 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

CD—it's a threat to Nakamichi. [ can
see it having enormousimpact on the
studio world, however. Apart from
master recording, every studio wants
to give an artist something to take
away. A DAT cassette would be the
ideal medium.

“There are so many unanswered
questions,” Harris continues, touching
on one of the many practical and tech-
nical points which the DAT scare-
mongers in Europe have glossed over,
“like, for instance, how long the tape
will last. We know that ordinary video
tapes used with the F1 or 1610 only
last a few dozen times before there is
significant drop-out. How long will a
1500 oersted DAT tape last?”

Tony Faulkner, one of Europe’s top
independent recording engineers,
was working on prototype Sony digi-
tal systems long before they went on
the market. Faulkner recently engi-
neered the fast-selling recording of
South Pacific for CBS. Much of his
work appears on a new batch of budg-
et price CDs now being released in
the United States by MCA, through a
licensing deal with the British firm
Pickwick.

“This DAT scare is a scandal manu-
factured by publicity seeking journal-
ists,” says Faulkner. "It's the AIDS of
the record business. CD has been suc-
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cessful because the software and
hardware industries have cooperated.
When hardware companies try and
go it alone they run into trouble. Re-
member quadraphonics?”

The go-it-alone approach has been
forced on the hardware companies. [
was in Tokye in October 1985 for the
annual hi-fi show. All the major maru-
facturers had planned to launch DAT
and it was advertised in theiradvance
publicity. But the trade body for the
Japanese retail shops brought pressure
to bear on the show organizers. They
feared that the launch of DAT would
confuse the public, which was then
just beginning to embrace CD and
had only recently been offered 8mm
video. The show organizers responded
to this trade pressure and told the
manufactursrs not to show DAT.

As a compromise, some of the man-
ufacturers got together and arranged
a semi-private showing at a hotel near
theexhibihon site in Tokyo. More pres-
sure was brought to bear and only
Sony demanstrated a DAT recorder,
along with a prototype contact printer
capable of making sandwich copies
of DAT tapes at several hundred times
normal running speed.

During *he early part of 1986, Sony
showed prototype DAT machines to
broadcasters and studio engineers in

Europe, including the BBCin London.
Sony also demonstrated DAT to engi-
neers at the NAB convention in Dal-
las. No secret was made of the system
potential although, for obvious com-
mercial reasons, most of the Japanese
manufacturers kept quiet about their
marketing plans. All they would say
was "Wait until the Tokyo show in
October.”

Then came the Sunday Times arti-
cle and the panic. At the same time
the record industry began toissuedire
warnings about the darker side of
DAT—its ability to make perfect copies
of compact discs by direct digital dub-
bing, or near-perfect copies by analog
dubbing.

Individually the record companies
in Europe said that they would not
release material on DAT cassette. The
only thing that stopped them from is-
suing an all-industry boycott state-
ment was fear of the U.S. anti-trust
laws and the Common Market Treaty
of Rome which bans cartel operation.

From its London offices, the IFPI (In-
ternational Federation of Phonogram
and Videogram Producers) has been
talking with the EIAJ (Electronic In-
dustries Association of Japan) via a
middle man in Dusseldorf, Germany.
The IFPI wants to persuade the Japan-
ese manufacturers to build CBS Copy-
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code anti-copy circuitry into all DAT
recorders. This senses a trigger notch
in Copycoded software and switches
off the recorder to prevent analog
copying. Direct digital dubbing from
CD to DAT is prevented by making
DAT domestic machines record only
at 48kHz, which is a deliberate mis-
match with the 44.1kHz sampling fre-
guency used for CD.

The snag here is that in Europe the
name CBS is not popular with audio
experts. CBS is threatening to sue
loudspeakermakers for using polypro-
pylene cones. It was CBS who foisted
the SQ quadraphonics system on an
unwilling audio world, CBS who tried
to corrupt LP recordings with the CX
noise reduction system and it was CBS
who has been trying to get European
radio stations to use the FMX system.
In each case there have been serious
guestions about compatibility. Now
European audio buffs worry about
whether the Copycode trigger notches
canbe heard. No demonstrations have
been given to reassure them.

The issue for the IFPI negotiators
has been complicated because a string
of European governments have either
putalevy taxon blank tape or pledged
to do so. Clearly itis nonsense to puta
tax on tape which legitimizes home

taping, and then sell recorders which
will not record. As if to fire a warning
shot across the boughs of European
legislators, at least two Japanese elec-
tronics companies have now shown
prototype domestic DAT recorders,
which can dub digits at 44.1kHz.

In the aftermath of Black Sunday
and with so much politicking going
on behind the scenes, the Japanesein
Europe have clammed up on DAT
Anything said is only to trusted jour-
nalists, and usually in confidence.
Sony in Britain took a considered deci
sion not to show DAT at the important
International Broadcasting Conven-
tion which was held at Brighton in
September.

Although all the major electronics
firms showed DAT atthe October 1986
Tokyo Hi-Fi Show, there was no price
orlaunch date. "We are ready; it's now
a question of timing,” said JVC.

The best considered estimate is a
slow-burn launch for DATin Japan for
spring 1987, with a major European
unveiling to coincide with the giant
Berlin Funkasstellung (or Radio Show)
which takes place every two years.

Philips remains largely silent on
DAT. The company has a massive in-
vestment in CD player production, at
its Hasselt factory in Belgium. With its

subsidiary Polygram, and U.S. chem-
ical company Du Pont, Philips has an
equally massive investment in disc
production. The Polygram CD plant at
Hanover in Germany is the largest in
the world, now pressing 50 million
discs a year.

Philips will say only that it has mas-
tered DAT technology, and can manu-
facture recorders if necessary. Photo-
graphs of DAT prototypes, which were
released prior to the DAT scare, are
no longer available—in fact as far as
Philips is concerned they no longer
exist!

The West German company Grun-
dig is now under financial control of
Philips. Grundig pioneered tape in
Europe and neverinvested in CD. “We
have developed our own DAT tech
nology,” a Grundig spokesperson told
me recently attheir Nuremburg head-
guarters. "It will take us only six
months to getinto production. We shall
have to make ourdecision next spring——
six months before the Berlin Radio
Show.” Conveniently for Grundig, this
looks likely to be exactly the time when
the Japanese make their move and
start selling DAT.

It is also the time when the AES
meets in London, so there should be
plenty of sore nerves to be touched. @l

Larry Schwartz—
Sound Engineer

“I have finally found a
speaker system to solve my
touring sound problems. i
needed a system that could
handle all the different
types of venues that Crystal
performs at from clubs to
arenas. With the Renkus
Heinz Smart Systems, I'm
covering more audience
with fewer enclosures than |
previously used. The smooth
mid-range and natural sound
of the smart systems allow
me to mix Crystal’s voice
perfectly (Crystal clear).”

RENKUS-HEINZ
/ — ~ “THE SMART SOLUTION

manufacturers of professional audio components and systems
172191 Armstrong Ave. ¢ Irvine. CA 92714 » (714) 250-0166 » TELEX 705568 (RHINC UD)
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BRYSTON POWER AMPLIFIERS
CONTINUE TO DEFINE THE STATE-OF-THE-ART
IN MUSICAL ACCURACY, LONG TERM RELIABILITY
AND PRODUCT INTEGRITY.

general concepts.

1. Musical accuracy
2. Long term reliability
3. Product integrity

ryston design philosophy
B incorporates three

MUSICAL ACCURACY

Musical accuracy is reflected
throughout all Bryston power
amplifiers and includes the
necessity for wide-band transient
accuracy, open loop linearity
ahead of closed loop specifications,
and power supply design as an
integral part of the overall sonic
and electrical performance of a
power amplifier.

We have found that a simple
carborn film resistor can contribute
more static distortion to a signal
than the entire remainder of the
amplifiers circuitry combined.

We discovered that some
parameters of transistors must be
controlled as much as 1000 times
more closely before their
contribution io audible distortion is
rendered negligible.

We discovered that under certain
actual conditions of speaker
loading amplifiers were incapable
of yielding high-power transients
without distortion.

Each of the various steps or stages
in every Bryston amplifier, from

In the United States:

B 01 VERMONT
RFD *4, Berlin, Monpelier, Vermont (15602
(802) 223-6159

the input section to the output
section, without exception, are
designed to optimize the musical
experience.

STANDARDS OF RELIABILITY

e consider this criterion
to be exceedingly
important. We have

applied techniques
and materials in our everyday
construction of elecironic
equipment more typically utilized
in the military and aerospace
industries

All compenents used in Bryston
power amplifiers are specified for
continuous duty at maximum
power, with typical safety margins
of 250%.

The power transistors used in all
Bryston amplifiers are 100% tested
for safe operating area, both before
and after installation in the circuit.
They are then taken to a “burn-in”
table when they are given a
capacitor load, a square-wave
input signal, and set at slightly
under clipping for a period of 100
hours. During this time, the input
signal is cycled three hours on to
one hour off, to exert additional
thermal stress.

Following the burn-in period, the
amplifiers are monitored for DC
bias stability for approximately

Circle #039 on Reader Service Card

another full day. At this point,
they are returned to the test bench
for another complete checkout of
all operating parameters and
functions, at which time a test
sheet is made, and included in the
packing with the unit.

As may be seen, Bryston takes
very seriously the correct
functioning and long term
reliability of its products.

INTEGRITY

ryston contends that
B the term ‘best’ should

apply to the honesty

pride and courage with
which we conduct our business, as
well as to the performance of our
products.

For this reason, you will not find
Bryston’s products being
cosmetically “updated” on a
regular basis merely in order to
keep the customer’s interest, in
something ‘new’. If we make a
change in the circuitry, it will be
because, and only because, it
yields a worthwhile performance
or reliability improvement.

We feel that regular sweeping
revisions to basic circuit design
(accompanied by revised jargon) to
be cynical marketing on the part
of the manufacturer and insulting
to the discerning customer.

in Canada:

MARKETING LTD.

57 Westmore D, Rexdale, Ontario, Canada M9V 3Y6
(416) 746-0300



THE RUSSIANS ARE
STRUMMING!
THE RUSSIANS ARE
STRUMMING!

Iron Curtain Gives Way to New Metal
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Joanna Stingray outside the Kremlin in Moscow

by Dan Daley

The snow is piled in drifts on the
cobbled streets of Leningrad, the mist
rising from the banks of the Neva River
giving way only to the leaden sky
overhead. A young woman stands in
the city’s Metro station, clutching a
phone numberand looking fora man
she knows only by reputation. Some
might say legend.

Suddenly, through a sea of suspi-
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cious eyes, one pair stands out elec-
tric, looking straight at her. His long
brown hair falls from beneath a furred
cap. She stands motionless, mesmer-
ized. They move towards each other,
tentatively at first as though one false
move, one simple gesture, will give
them away. She has found Boris.
Days later, she walks through the
corridors of Moscow’s Sheremetievo
Airport. The customs handler looks
heroverwith hard eyes. He rummages

through her bag, returning it with a
grunt and waving her onto the plane.
And nestled beneath the innocent-
looking mementoes of a trip to a strange
Iland, in with the wrapped teacups and
Sacha bears, the tapes are safe.

For now.

A John LeCarre thriller? Perhaps
another lost lan Fleming gem found
at last?

Hardly. Thisis real life. It's a story of
rock and roll in the Great Socialist
Worker's Paradise, and how Joanna
Stingray, a singer/ songwriter from Los
Angeles, single-handedly punched a
hole inthe Iron Curtain and let the mu-
sic out on a record called Red Wave.

The tale above is based on fact, as
they say in the movies. Back in March,
1984, Joanna, 26, was getting over
her initiation into the sleazier side of
the music business—one of those, “You
put up a few grand to make your
record and we'll match it” deals that

. ended with alawsuitand her EP being
- sent to the accountant's version of

magnetic heaven.

Joanna's younger sister, Judy Ann,
was about to go on an academically-
sponsored tour of the USSR, and Joan-
na decided to join herto get her mind
off the EP debacle. Enter Fate: "Right

. before I left, a Russian emigre here in

Los Angeles called me and said I
should get in touch with Boris Gre-
benschikov, who he said was the most
famous rock musician in the Soviet
Union,” recalls Joanna. "I laughed at
the idea of rock in Russia, but I took
the number anyway."”

Moscow was cold and gray, she
found: "It was a place you go to once
and never come back to.”” The tour
group moved on to Leningrad, histor-
ically the center of Russian culture,
Peterthe Great's gateway to the West,
immortalized by Pushkin and Tolstoi.
But Grebenschikov's number was
burning a hole in her pocket and her
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with 32 banks of internal-mem-
ory, gives instant recall of 16 track
bus assignment’and muting infor-
mation (24 input channels and 16
: monitor/input: channels) through the
onboard microprocessor.
Comprehensive monitoring and
talkback systems keep you in command.
A separate cue system, in addition to the 6
auxiliary Mix buses, allows simplified con-
trol of thusicians headphone miixes. Improved
electronic and mechanical conswuction offer
new levels of performance over previous

Allen & Heath Brenell (USA) Ld.. - Mixing ART With SCIENCE

' Allen & Heath Brenell Ltd.
i Five Connair Road 69 Ship Street, Brighton, BN1. 1AE England - .

Oiange, Ct, 06477 / (303)795-3594 Circle #0404 He3der Seivice Card Telephone; (0373) 24928/ Telex 878235

‘new CMC Series can bring your Mixing Capabil-
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In addition, with optional Computer
Interface/Sequernicers, the CMC-24 may
be controlled by an external source such as
Keyboard, Drum Computer or Tape Track.
Anyway enough falk, we believe the Excite-
ment is in thé Driving. . .We know you're
ready!

-For More detailed information on how the

. ities into the Computer Age, contact your local au-

thorized AHB dealer today. .
*t Includes: MPS Power Supply. }
-Prices & Specifications stibject (o change without notice.




Agquarium (L to R): Vitia Sologub, Boris Gtebenscbikov, Victor Tsoi, Kostya

Kinchev

-

- gy

curiosity got the better of her. Using
bits and pieces of three languages,
she finally got through to someone in
Aquarium, Boris’' band. "We planned a
meeting at the Leningrad Metro sta-
tion, which was wall-to-wall people,
Joanna remembers. "l didn't know how
I would recognize him. So I stood there
looking for someone who looked like
a rocker would look like in Russia,
whichistosayldidn't know whatI was
looking for. Then [ caught this guy's
eye through the crowd and knew
immediately it was Boris.”

It might have been that not a lot of
men in the Soviet Union sport shoul-
der-length hair, or that few women
have two-toned razor cut tresses like
Joanna. But she saw more mystical
implications in their initial attraction.
"l sensed that there was something
incredible about this person. He's one
of those few people in the world who
you just look at and know that there's
something incredible about him. I
knew right then that he would have a
big effect on my life and that [ would
know him for the rest of my life. We
spent the next three days together.”

Through Boris, Joanna became
friends with other underground musi-
cians in Russia, and since that first
meeting she's made overa dozen rips
back to Leningrad, becoming inzirnate
with a side of Soviet culture that the
indigenous powers-that-be had at first
censured, deeming itillegal and anti-
Soviet (and you think we have prob-
lems with the PMRC!), and have been
warily tolerant of ever since.

During those trips, Joanna got hold
of recordings of a number of Russian
rock acts, literally smuggling the tepes
out under the noses of the Ministry of
Culture and the KGB. Those tapes be-
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came Red Wave, subtitled “Four Un-
derground Bands From The USSR.”
The double LP set was released on
Big Time Records, a Cali‘ornia-based
label that specializes in college mar-
kets and alternative radio. RCA Rec-
ords has recently picked up the manu-
facturing and distribution side of Big
Time, giving Red Wave a shot at a
larger audience. While unit sales are
barely into five figures so far, the atten-
tion the record has garnered has led
Joanna Stingray to seek the manage-
ment expertise of Ken “"We Are the
World” Kragen and company to han-
dle the numerous queries from the
press and from bidders interested in
making a movie of her life story.

The double LP has a side devoted to
each of four bands. Aquarium, Gre-
benschikov's outfit, is Slavo-punk,
nervous and edgy. Kino's clean gui-
tartwang and lead-footed rhythms are
simple and sincere. Alisa is the most
polished sounding; a Soviet band no
longerintimidated by synthesizertech-
nology. Strange Games is an exuber-
ant college band, all speadball tem-
pos and honky horns.

The bands sing in Russian, but the
stiffly translated lyrics reflect the spir-
itual side of the Russian character,
placing personal love in a larger, more
societal, context than Western pop
songs do. These sorts of ideas are then
juxtaposed with more quotidian Rus-
sian concerns like the absence of pri-
vacy in the culture, as evidenced by
the many allusions to crowded apart-
ments and limited access to telephones.
The sound and the production values
range from fair to atrocious by con-
temporary Western standards. This is
not a Phil Collins record, sonically
speaking. But itis a sincere statement

by artists struggling in a hostile milieu.

You Say You Want a Revolution

Russian rock did not evolve in a
vacuum. As with other forms of art,
many Soviet pop artists took their lead
from Western acts, like The Beatles
and the Rolling Stones, Joanna points
out. Except that they had to take it
underground to do it. It wasn't your
basic capital offense—you didn't get
put up in front of a wall for playing
rock and roll. But other types of har-
rassment were serious and relentless:
loss of privileges, apartments and jobs.
Boris Grebenschikov was one of the
first victims; he was denounced as
anti-Soviet and lost his job. Bands had
to play in parks and in neighbors’
apartments.

But the music and the musicians
persevered. About six years ago, when
the authorities finally realized they
couldn't stamp rock out altogether,
they decided to keep an eye on it in
two ways: on one hand they legitimized
it, designating certain acts whose ma-
terial they judged to be politically and
socially correct as “official” bands. On
the other hand, the remaining artists—
the so-called "underground” bands
—were given a 500-seat hall in Lenin-
grad called "The Rock Club’ as their
only legal venueto play in, rendering
these bands officially unofficial. Joan-
na was instructed by the KGB not to
sing at the club with any of the bands,
since her presence as a Westerner
with an approved visa would, from
their Orwellian viewpoint, make an
officially unofficial band appear unof-
ficially official.)

"Official bands are paid by the state,”
explains Joanna. "The government is
their employer. They don't have to
have other jobs like the unofficial
bands do. They record on the state-
owned label, Melodyia, which gives
them access to 16- and 24-track stu-
dios, and they're paid to tour. They
have tojoin the Composers Union and
a concert organization and the gov-
ernment hasto approve their content.”

But the biggest difference between
the two classifications is in attitude,
says Joanna. "The creative energy is
missing in the official bands, while it's
the most apparent thing in the unoffi-
cial ones. In the official bands, they
seem to be more like businessmen
than creative artists, in the sense that
the most important thing to them is to
be big stars, have more privileges and
live better than the average person. In
unofficial bands, the most important
thing is their creative freedom.”

We Are Making Record, Yes?

It the official bands get 24-track
recording time as a perk, where does
that leave the unofficial bands? Out in
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Before ylgu choose speaker components,

listen to Iom Hidley:

It's a good bet that of all the people
reading this ad, 10 out of 10 know the name
Tom Hidley.

One engineer we spoke with called him
“the best engineer in the world.” Another
described him, a bit more colorfully, as “pretty
damn hot”’

But most of you know him as perhaps the
foremost studio designer in the world today.

The reason we bring this up is that the
speaker components Tom prefers for his clients
are the ones we make.

TAD.

“l WILL USE ONLY TAD, UNLESS A CLIENT
DEMANDS OTHERWISE”

In fact, he does more than prefer them.
Insists Tom,“] will use only TAD, unless a client
demands otherwise’

We, of course, are delighted that Tom feels
so strongly. But it should also be of more

than passing interest to you, since you want the

speaker components you use to be the best.
And on the subject of “best, Tom has some

very definite opinions about TAD. “They are

the most state-of-the-art, consistent quality pro-

ducts today. Nothing touches their perform-

ance, honesty, stability and transient response”’

“NOTHING TOUCHES THEIR
PERFORMANCE, HONESTY, STABILITY AND
TRANSIENT RESPONSE™

There are some sound technological rea-
sons for such enthusiasm. For example,
we use only pure beryllium diaphragms in our
compression drivers for high speed sound
propagation and exceptional efficiency. We al-
so assemble every component by hand,
with tolerances as close as a millionth of an
inch. And we use exhaustive and esoteric
evaluation techniques — such as the Doppler
laser and anechoic chamber —every step
of the way, from original design right through
to manufacturing.

“TAD MAKES THE BEST SOUNDING
COMPONENTS I'VE EVER HEARD?

But for Tom, that's all frosting on the
cake.“At the end of the day,” he says,“its what
comes out of that speaker that determines
success or failure. No matter what it measures,
it all comes down to what it sounds like.

TAD makes the best sounding components I've
ever heard”

If you're in the market for professional
speaker components, for yourself or a client, we
hope you'll seriously consider what Tom Hidley
has to say about TAD.

And thanks for listening.

Technical
.ﬂAudiu Devices

Professional Products Division of Pioneer Electronics (USA) Inc.,
5000 Airport Plaza Dr., Long Beach, CA 90815.( 213) 420-5700.

Photographed at Dolphin Sound, KHNL Channel 13. © 1985 Pioneer Electronics (USA) Inc.
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a cultural and economic Siberia, ac-
cording to Joanna, forced to rely on
fairly primitive equipment. One ses-
sion that Joanna sat in on was typical
of what sub rosa rockers have to en-
dure. A Leningrad resident has con-
verted his apartment into a 2-track
studio. His last name, Vishna, trans-
lates in English as “"Cherry,” so it's
informally known as Cherry Sound.
One room is divided by a wall with a
window in the center. The recording
side has egg cartons on the wall as a
sound baffle. The other side is a con-
trol room that houses a pair of 2-track
decks of unknown make and vintage.
The tape sits on the machine as a
pancake with no flanges. After a period
of rehearsal, the band plays all the
musical parts together onto one 2-
track. The singers then go to work,
and the vocal signals and the previ-
ously recorded music tracks are mixed
to the other 2-track simultaneously.
The whole process is one big live
bounce.

When Joanna sang harmony parts
with one of the other singers, she found
herself giggling at the way his Rus-
sian accent sounded as he struggled
with the English lyrics. But she learned
after a couple of passes that no one
else found it funny: in this kind of a
setup you can't punch, so a blown
part means you have to start over
again from the beginning.

What equipment there is is mainly
of European manufacture, says Joan-
na, with a smattering of American and
Japanese items when they're availa-
ble on the black market. "That's the
most expensive stuffto get,” she points
out. "The equipment is very primitive
for the most part. They didn’t have
synthesizers until recently.”

Part of Joanna's mission now is to
help the bands get better equipment.
She went to several companies in the
United States and has found sympa-
thetic ears at Yamaha, Fender and
L.A's Guitar Center store. "There was
one guitar player who saved for years
to buy a Yamaha guitar on the black
market for the equivalent of $3000,”
she recalls. "The guitar retailed for
about $200 in the States. I brought
back a picture of him with the guitar
and showed it to Doug Buttleman of
Yamaha and told him about the price
the guy had paid. Butleman nearly
had tears in his eyes. He said, 'Here,
take a drum machine. Take this, take
that. Help these people!” Yamaha has
provided her with their RX-11 digital
drum computer, and when she brought
it over to Russia, it might as well have
come from another planet. She gave it
to one musician, along with a pair of
distortion and digital delay effects
pedals. The next time she saw him he

wasrunning the drum machine through
the pedals, with exactly the results you
mightexpect. "He comes up with these
noises that he plays for me and aftera
couple of hours it drives you crazy,”
she sighs. "They're fascinated by this
stuff. All they want to doiis play with it.”

(Russian rockers aren't all that un-
sophisticated, she adds. They read
every western music magazine they
can lay their hands on, including Mix,
and they give her detailed descrip-
tions of the equipment they’d like her
to get for them. "They give me the
make and model numbers, butthey'd
give me the serial numbers tooif they
could.”)

The Check’s in the Mail,
Comrade

Releasing an underground record
in Russia is no summer cruise down
the Volga. For starters, there's no vinyl
or pressing plants available outside of
official channels, so everything is re-
leased on reel-to-reel, though the cas-
sette format is becoming more com-
mon as Walkmans make their way onto
the black market. “Album" covers are
photos taken by friends and pasted
onto the tape boxes. Then it's back to
the black market for sales, with copies
of tapes passed like samizdat from one
fan to another. What's known as "pirat-
ing” in the West is a standard distribu-
tion method for underground music
in Russia. Copies of Red Wave smug-
gled into Russia sell for 200 rubles—
$250—on the black market.

Bookkeeping is simple: there aren't
any royalties to keep track of. This
little oversight doesn't bother the bands,
though, says Joanna. "It doesn’t take
much money to survive in the Soviet
Union. All they really want to do is
play their music and have people
hear it.”

To make Red Wave, Joanna had to
literally smuggle the tapes of the bands
out of the country, a situation which
didn't sit all that well with the Russian
authorities. Joanna is prudently vague
on the details of getting the tapes out.
"It was like a scene from a James Bond
movie,” she shudders. She had attract-
ed the attention of the KGB, who tailed
her, wondering what she was up to,
and the FBI, who she says also took a
professional interest in her comings
and goings.

"It certainly has affected my status,”
she says of Red Wave. "I was very
nervous about whether they would
grant me another visa after [ learned
that the KGB had gotten wind of the
record through articles in magazines
like International Newsweek. I did get
my visa, but I'll never know if it was
because the Soviet consulate in San
Francisco didn't have me on their re-

fusal list or if Moscow realized that to
decline my visa would create a PR
problem for them.”

Joanna has been trying to work
more through official channels lately,
talking with VAAP, the Soviet music
publishing agency, about royalties for
Red Wave. “You don't get anywhere if
youdon't play the Soviet's game,” she
says, explaining the fine line between
pragmatism and principle she has to
walk. (No royalties have been paid to
the bands so far, says Joanna; all mon-
ies have been plowed back into the
project. However, she did make a
one-time financial settlement with
VAAP for use of the songs. She also
signed a document admitting that the
record was released illegally, a move
that was primarily designed to help
Soviet officials save face after they
realized Red Wave wasa faitaccompli.)

Some unofficial bands, eyeing the
more sophisticated recording equip-
ment at Melodyia, are discussing with
officials the possibility of agreeing to
some sort of official status, if they can
do so with minimal artistic compro-
mise. Boris Grebenschikov's Aquari-
um was the first to do so last Novem-
ber, and accordingtoJoanna, suchamove
issignificant since many underground
musicians regard him as their spirit-
ual leader.

Joanna will be getting more familiar
with official channels in the future.
This April, she's getting married to
Yuri Kasparyan, Kino's guitarist, in
Leningrad. Love, she says, grew from
an initial attraction based on the fact
that they both dye their hair blond
on top.

While marriage will both simplify
and complicate her efforts to get Rus-
sian rock a wider audience, Joanna
believes that the USSR will become
more open to rock music, both be-
cause of the policy of glasnost (open-
ness) initiated under party leader Gor-
bachev, and for other, more pragma-
tic reasons.

"They realize there's a lot of money
to be made on rock and roll,” she says.
" was over there with UB 40, who
asked me to give them some pointers
on dealing with the Russians when
they played there. One thing the Sovi-
ets learned from that concert was that
they made a lot of money on it, and
they certainly are in dire need of for-
eign currency, especially dollars, and
rock is a way to do that.”

Joanna Stingray remains boldy op-
timistic. "You can change the world,”
she says. "I learned that from every-
thing that's happened with this. And
you can change the Soviet system,
mainly because the people there want
a change. And music is a great place
to start.”
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Why your next console
should be as difficult to hear
as it is easy to operate.

The studio is more complex
and less forgiving.

Electronic production techniques
using MIDI and SMPTE sync require
more control than a “wire with gain”
can provide. But as functions and com-
ponents accumulate, the console’s signal
path has grown more comp'ex, and its
audio performance has suffered. On
analog recordings, higher levels of
crosstalk, noise and intermadulation
were an acceptable price for additional
cortrol. On digital multitrack, however,
these flaws become glaringly obvious.

Crosstalk blurs the siereo
image.

Now that digital recorders have virtu-
ally eliminated crosstalk, this is an espe-
cially annoying problem. The AMR 24
matches the channel separation per-
formance of digital multitracks because
it employs balanced buses that eliminate
crosstalk the same way mic inputs do.
This radical design approach takes tull
advantage of digital’s more coherent
stereo imaging.

Balanced buses also eliminate the
intermodulation that plagues the sound
of conventional “virtual ground” mux
amps. The AMR 245 noise floor is con-
stant whether you route one input

to a group, or thirty six. S0 you can
concentrate on the music without dis-
tractions {rom the mixer, even on
digital multitrack.

Features shouldn’'t degrade
audio performance.

Automation widens creative possibili-
ties — and narrows the margin for con-
sole error. For example, FET mute
switches that are “silent” individually
can produce audible glitches when
grouped. The AMR 24’ carefully con-
trolled switching time constants elimi-
nate this problem.

Every circuit in the AMR 24 has been
calculated with equally close attention.
Each stage has at least 22 dB of head-
room; total dynamic range is over 100
dB. Even so, unused stages are bypassed
to produce the shortest effective signal
path in every operating mode.

Perhaps the AMR 24 is a product of
extremist engineering. But as we see i,
optimum audio performance, not sim-
ply a revised layout, is what makes a
console automation - and digital-ready
The feel is familiar, the func-
tions are unprecedented.

The AMR 24 facilitates innovative pro-
duction techniques within a classically

Circle #042 on-ReaderService Card

split configuration. Master Input Status
switches select mic inputs or line
returns on all input channels simultane-
ously. In its mixdown configuration, the
AMR 24 will handle up to 60 tracks,
because the 24 Track Select switch
changes the monitor returns 1o line
returns normalled to vour second 24
track {or to synchronised “virtual
tracks” from svnthesisers and samplers).
The monitor returns have aux buses,
solo and mute, plus four bands of EQ
and long throw faders, so this flexibility
is achieved with no loss of audio quality.
For additional effects returns, the

Fader Reverse function creates an addi-
tional 24 patch points through the cue
send faders.

Imaginative design and uncompromis-
ing construction give the AMR 24 flexi-
bility and sonic transparency that
represent clear achievements: especially
clear on digital recordings. For all the
facts on this innovative console, send
your business card or letterhead to:

DDA RUES

Klark-Teknix Electionics Inc., 308 Banfi Plaza North
Farmingdale, NY 11735 (516) 249-366C

Unit #1, Inwood Business Pk., Writton Rd
Hounslow, Middlesex, UK TW3 2EB
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Mayrton Bahia, Production Director, EMI-Odeon

by Arnaldo Dines 5553
LS
razil's recording industry is go-
ing through a very peculiar
crisis. It simply cannot pro- From a Country
duce and manufacture enough rec-
ords to satisfy the demand. Studios Where Only

are running around the clock while

pressing plants are operating to the one type Of mUSiC
point of exhaustion, but that doesn't

seem to be enough. The appetite of COUld be accepted

the public is insatiable and the only . .

diet to remedy that is one of new in- ata tlme, BraZﬂ

vestments, a risk that record compa

nies don't seem willing to take. haS gone thfough
To understand the situation, a little

history is necessary. After 20 years of d p rOCEess Of

military dictatorship, Brazil's new civ- Cultural expanSion

ilian government was facing a crisis

with an annual inflation rate ot over Where 9 good

300%, driving consumer spending .

down to arecord low. But as of Febru produc[ Wlll ﬁnd a
ary 1986, a new setof rules was issued < 5

to stimulate economic recovery. The bUYlng pUth’
main item was an immediate freeze :
on prices (which has b=en partly lifted r egardless Of 1ts
now). On paper it was a great idea,

but the problem was that many prod StYle

ucts had their prices frozen before

being readjusted to infation. One such

case was the recording industry, sud- Py

denly left with a lower margin of profit R

on sales while facing an increase in
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demand, exactly because the frozen
prices were to the consumer's advan-
tage. The price of an LP stabilized at 70
cruzados, or about $5.

But this was not an isolated situa-
tion. All over the country, consumer
spending went up to record levels.
There was a waiting list of over six
monthsto buy a car, for example. And
if the situation with the recording in-
dustry hasn't reached that level yet, it
may well get that desperate. Multi-
national and Brazilian recording com-
panies will have to invest in order to
increase production, or they will risk
losing the momentum of the economic
recovery. Consumers will not wait as
long for a record as they will for a car
and they may justdecide to spend their
leisure money on something else.

If, in 1985, Brazil had 2.3 million
LPs and 500,000 cassettes entering
the market every month, in 1986 this
average jumped to almost 4.2 million
LPs and 1.2 million cassettes, repre-
senting a growth of over 90% on the
total. And these numbers could be
even more impressive. RCA, with the
largest pressing plant in Brazil, is pump-
ing out 3.5 million LPs a month. But
according to its artistic director, Mi-
guel Plopshi, the company has been
able todeliver only 70% of the orders.
According to Mario Rocha, Polygram's
artistic director, "The recording com-
panies will not exploit up to 40% of
their potential market simply because
there are just not enough records
being manufactured, especially so
during the hot period from October to
January.” RCA, Polygram and CBS
are the three major companies with
pressing plants of their own.

And the ones who are suffering most
with this situation are smaller opera-
tions. Presently, no independent prod-
uct with an order of fewer than 5000
units can expect to have a pressing
without at least four months on a wait-
ing list. On another front, Polygram
decided to drastically cut its catalog
in order to manage an increase of
30% on classical record sales. CBS's
catalog was reduced from 600 to 100
titles, postponing reissues of older al
bums and releases of Brazilian folk
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music, jazz and even classical. RCA,
WEA and EMI-Odeon have followed
suit, choosing to take advantage of
the momentum to concentrate on pop-
ular groups and artists with the most
potential.

This policy seems to be working out
{airly well. A pressing of about 80,000
albums, which used to be considered
a respectable order, is now less than
what some new local acts are selling
in a few weeks. And again, the num-
bers can be impressive, even by Amer-
ican standards. A rock group on CBS
called RPM sold over a million copies
of one record. Then, a few months
later, a live album with basically the
same songs again broke the one mil-
lion mark. Another group, Camisa de
Venus, gave WEA an unexpected sur-
prise with initial orders totalling
500,000 copies for its first album.
Other hot sellers include the model
and actress Xuxa whois approaching
two million copies sold, and the rock
group Paralamas do Sucesso with
500,000. Ofthe internationals, Madon-
na's True Blue is first, selling 600,000
albums, followed by Sting's Bring on
the Night with an initial pressing of
250,000, and Lionel Richie's Dancing
on the Ceiling with 200,000. The sur-
prise here came with the British group
The Smiths whose album The Queen

Recording area, Nas Nuvens

is Dead sold 100,000 copies.

What doesn't seem to be a surprise
is the fact that local pop music still
takes a 60% bite of the market. From
the percussive originality of samba to
*he complex harmonies of bossa nova,
Brazilian music has always reflected
the informality and variety of the peo-
ple. But what is somewhat unexpected
is that so many of the big sellers are
now playing a hybrid style, mixing
rock and roll with a twist of new wave
and punk. As explained by Andre
Midani, WEA's president in Brazil,
there is a new plurality in the market:
"From a country where only one type
of music could be accepted at a time,
Brazil has gone through a process of
cultural expansion where a good prod-
uct will find a buying public, regard-
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less of its style.”

The explanation of this phenomenon
lies first with a festival called Rock In
Rio, which showcased acts such as
Queen, Iron Maiden, James Taylorand
Yes among other international and
Brazilian artists. The huge success of
the event demonstrated the strength
of a younger age group in a market
until then dominated by an older
mentality.

It also marked a big transition from
the essentially electro-acoustic tex-
tures of Brazilian pop music to a more
electronic style in rock. But that is a
transition that has not fully taken place
yet and it may be a while before it is
fully implemented. The main obstacles
are import barriers inherited from the
old dictatorship, imposing taxes of up
to 200% on the retail price of elec-
tronic equipment. If no American or
European studio can expect to make
aninvestment under such conditions,
neither can a studio in Brazil, which
would have to pay the full price and
taxes in dollars while generating reve-
nues in local currency. As a result,
many of the studios have become out-
dated, and unless new regulations are
imposed, some of them may very well
become obsolete.

To overcome these limitations, most
studios rely on custom modifications
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Control Room Studio 1, Polygram

performed by their own personnel to
keep older equipment running. Such
is the case with the studios of EMI-
Odeon, RCA and Polygram, all of them
in Rio and all of them using vintage
boards. EMI-Odeon, for instance, has
a modified Neve MK Il in one of its
two studios that is said to have been
used by The Beatles while recording
Sat Pepper’s Lonely Hearts Club Band.
On the other side, they have just com-
pleted a big step, upgrading one stu-
dio from 16 to 24 tracks with the acqui-
sition ofa new AEG machine. Accord-
ing to Mayrton Bahia, the studio’s
production director, the move was a
natural progression, since the roster
of their artists comprises some prom-
ising new rock groups. "With synthe-
sizers and drum machines,” he says,
“there is a need for more tracks, since
the trend is to buiid tracks one by one,
as opposed to recording a live take of
the song in one of the rooms.” Sounds
familiar.

RCA has also been very busy in
Brazil. Besides hiring some of the most
distinguished artists around, such as
Gal Costa, Maria Bethania and Chico
Buarque, the company has been going
through an extensive process to ren-
ovate its facilities. Both their studios
feature heavily modified old Neve
boards accompanied by Sony-MCI
and Studer :ape machines, but there
is a lot of excitement about a second
Studer machine soon to arrive and
the upcoming installation of an SSL
4000E being transferred from RCA's
studios in Mexico City. They also have
an impressive array of outboard gear
including a Lexicon 224XL, Prime
Time and Eventide 949.

In terms of installations, Polygram's
studios in the beautiful Barra da Tiju-
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ca beach area just cutside of Rio could
rank with some of the best anywhere
in the world. The two studios were
built as separate structures of concrete,
supported by blocks of neoprene and
housed inside the main building. As
explained by Luigi Hoffer, the studio
manager, "This was done on specula-
tion ot heavy real estate development
in the area which could cause a lot of
vibration.” And indeed, a new con-
struction is going up right next door.
Another detail is that all electrical in-
stallations and ar conditioning are
located in a separate structure off the
main ouilding. The first studio fea*ures
a custom board built by Polygram in
Europe. The second studio has an
Audio Design board with a new moni-
toring section made by the studio's
staff The tape machines used are Stu-
der and Ampex, and they are waiting
to take delivery on AMS's new reverb.

PHOTO: ISAAC MARKMAN

In terms of equipment, Nas Nuvens
is one of the best studios in Brazil at
the moment. Although it is an inde-
pendent studio, most of its time is sold
tojustone client, WEA. It was designed
and built by Ricardo Garcia, who is
now manager and one of the owners.
Located in a beautiful residential neigh-
borhood of Rio, the studio has a Harri-
son MR-3 board and a Studer A80 24
MKIII with 24 channels of Dolby. The
outboard gear list includes a Lexicon
200 and Prime Time, Eventide 949
and Pultec equalizers. It should be
noted that the studio is the main base
for Gilberto Gil, one of the best selling
artists in Brazil and also another of
the owners.

There are six other 24-track studios
in Rio, including Transamerica and
Som Livre. Strangely enough, CBS
doesn't have one, choosing instead to
rent time from other studios. And with
all this action going on, Rio has recov-
ered its position as the principal musi-
cal market of the country from Sao
Paulo. But the number of studios there
should remain stabilized for a while,
since an increase could saturate the
market and bring rates down further.
Currently the prices range from $25
to $35 per hour.

Another problem common to most
studios is a lack of specialized per-
sonnel, which in turn has been hold-
ing up advances in other areas. For
instance, none of the studios visited
had any kind of console automation
system due to a generalized fear of
any kind of complex computer opera-
tion. With a few exceptions, the same
goes for the use of MIDI—most key-
board players have yet to even take
advantage of the possibilities of com-
bining synthesizers or sequencing
with computers. On the other hand,
the use of synthesizers has been wide-
ly accepted, although with a tendency

Ricardo Garcia at Nas Nuvens
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Recording
companies are
playing a game
of wait-and-see
before making
new invest-
ments in Brazil.

to use over-saturated analog sounds.
And sampling is still very new in Brazil,
with just a few Emulator and Mirage
samplers in the country.

There has been some talk about
“going digital” in the next couple of
years, but the main problem is a fear
of format incompatibility, especially
with the new hard-disc based systems.
Despite this, Polygram, EMI-Odeon
and Nas Nuvens are already using
VCR-based digital audio processors—
mainly the Nakamichi DMP-100—in
some experimental mixdown situa-
tions. But no studio in Brazil has been
willing to make a commitment to a
digital multi-track package.

At this point, the future of the record-
ing industry in Brazil is up in the air.
The main factor that could affect its
performance is changes in the eco-
nomic picture, which are, of course,
difficult to predict. One potentially
positive recent development that could
affect the industry was the announce-
ment by a company called Microserv-
ice that it will begin marufacturing
compact discs in 1987 from its base in
Sao Paulo. Unofficially, there are some
25,000 CD players in the country,
consuming 300,000 CDs in 1986. But
Microservice's projections call for a
production of six million units in the
first year, doubling thatamount in the
second, since they plan to serve not
only the local market, but the rest of
Latin America, as well as North Amer-
ica and Europe.

But the facility of any prognostica-
tions is summed up by WEA’s Andre
Midani: "Brazil changes its course as
one would change shirts. What is hea-
ven today is hell tomorrow because
noone can remember what happened
yesterday.”

And that explains why recording
companies are playing a game of
wait-and-see before making new in-
vestments in Brazil.
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It has been said that Japan is a rid-
dle wrapped in an enigma. A courte-
ous pecple and a beautiful country; a
fierce rading competitor and a shrewd
world power. An archipelago with 120
million people densely packed into
an area the size of California, Japan
produces the equivalent in per capi-
tal productivity and national income
as the J.S. The people of Japan are
exposed to all kinds of television news
and commentary prcgrams—a blend
of programming similar to BBC/PBS
ontheeducational stations, mixed with
game snows, drama, situation come-
dies and spor's, spiced with a barrage
of computer animation and videograph-
ics-based spots on the commercial
channels.

I am in Tokyo on my second visit,
working with two major high technol-
ogy companies in a film/video pro-
duction which will become an inter-
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LEADING EDGE OF THE
PACIFIC RIM

by Lou CasaBianca

active videodisc. Dealing with the
nuances of Japanese culture, and the
language in translation for scripts and
meetings, has been a particularly chal-
lenging experience. The one thing
that has impressed me most about this
country is the people. They are excep-
tionally courteous and considerate. It
started on the flight over. Japan Air-
lines service is almost compulsively
attentive, a refreshing change from
the human conveyor belt treatment of
some of California’s commuterairlines.
The one-hour trip from the Narita Air-
port to the City of Tokyo Air Terminal
serves as a primer on Japanese high-
ways and drivers. Motor bikes zip in
and out of traffic as if they have a
special immunity to the laws of grav-
ity and mortality. Central Tokyo has
one of the world's more impressive
skylines. As you walk through the
neighborhoods, the laughter is infec-
tious—there is a vibrancy, a joy of life
expressed from young ard old alike.

D U C T | (o] N

Spirit's Shin Uetsuhara meets with
record producer David Foster at the
MTV Awards.

As a city, Tokyo feels very much
like London. The cars and people
move forward on the left side of the
street. The city is old and new at the
same time. High-rise structures are in
some cases built right next door to
buildings or shrines that may be hun-
dredsof years old. As you walk through
the downtown business districts, al-
most everyone is dressed in formal
Western business clothing. But that's
where the similarities to London stop,
and the gap between East and West
emerges. Needless to say, the lan-
guage barrier is formidable indeed.

The flow of information is abundant.
There is a uniform preoccupation with
access to diverse and accurate infor-
mation about all kinds of subjects, from
the origin of the blues or jazz, to the
esoteric implications of the tea cere-
mony or the kimono. You can find
Western cultural influences in the food,
the clothes, and the music. English is
taught in the high schools and col-
leges. Atthe same time, the language
and the cultural tradition are nurtured
and protected.

One of the most recent imports to
Japan is MTV, in an arrangement set
up in 1984 with Asahi Broadcasting
Corporation and Spirit Enterprise in
Tokyo, which handles post-production.
Spirit Enterprise specializes in the dis-
tribution and production of music pro-
gramming to Japan for broadcast radio
and television, cable and home video
markets. The company was founded
about 15 years ago by Akio Tamura,
the president of the company, as a
joint venture with Tadashi Sasaki of
Jun Corporation (which, among other
activities, owns one of the largest cloth-
ing chainsin Japan). The first program
distributed to Japan by the new ven-
ture was Sou! Train. Other program-
ming distributed over the years by
Spirit includes In Concert Midnight
Special, California Jam, The Rutles,
and many other specials and concerts.
Spirit has also handled post-produc-
tion and distribution for video disc and
video cassette projects with Pioneer
Laserdisc, Japan Victor, Sony, Toshiba,
Pony and other companies in Japan.

I interviewed Shin Uetsuhara, pro-
ducer and director for MTV in Japan,
for Mix, for a revealing overview of
the Japanese music and video scene.
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(Thanks to Naotaka Saito for transla-
tion assistance.)

Mix: How long have you been with
Spirit Enterprise?

Uetsuhara: Abouteight years. Before
that I was with Tokyo Broadcasting
System, where I first became involved
with television engineering and tech-
nology. I also did freelance television
commercial production. Asbecame
more involved, | realized I was most
interested in music production. Sub-
sequently, I joined Spirit Enterprises
which were specializing in this kind
of work.

Mix: Have you produced Japanese
music videos or are you primarily in-
volved with programming?
Uetsuhara: do not have much knowl-
edge about Japanese music artists. ['ve
been working principally on program-
ming of American musical artists.

Mix: Who are the most well known
Japanese music video directors?
Uetsuhara: There really is no word in
Japanese for “music video director,”
and in fact because the budgets are
so small, and there is so little work, the
business is controlled by the produc-
ers. Also, there is very little time al-
lowed to work on these productions
and therefore very little creative free-
dom. Most of the music video work
produced in Japan is for the networks,
and is produced and directed by staff
working for the networks, which do all
kinds of other programming as well.

Mix: [s it fair to say that music video
production is very tightly controlled
because of this?

Uetsuhara: Yes, you could say there
really is no independent video pro-
duction scene in this country. How-
ever, there is a very open independ-
ent TV commercial market.

Mix: So, if someone’s got a unique
and recognizable production style
they can break through and become
successful in commercial production?
Uetsuhara: Yes. One of the most
famous video clip directors in Japan is
Kazami Kurigami, who started out as
a still photographer, and moved into
TV advertising. He recently did his
first video for Island Records and Steve
Winwood on “Freedom Overspill.”

Mix: What kinds of music program-
ming are available on Japanese TV?
Uetsuhara: We have the MTV pro-
gram that is on from midnight to 1
a.m. Saturday and Sunday nights.
There s also a network program called
Best Hits US.A., which is clips from
Solid Gold re-edited into a new pack-
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age for the Japanese market. On UHF
thereis a program called Sony Music
TV, sponsored by Sony. It's popular
music clips and interviews from the
States, and runs two-and-a-half hours
every Friday night. In addition, there
are about 50 programs produced in
each of the individual TV markets
throughoutJapan. These programs are
in jeopardy of being eliminated be-
cause of the requirement for royalty
payments for the use of clips by the
record companies. Most music on
Japanese TV is what you would call
"middle of the road.”

Mix: What would be considered a
good rating for a music oriented pro-
gram in Japan?

Uetsuhara: One percent would be
typical. With MTV, however, there isa
4% rating. There are potentially many
more viewers for music programs, but
since there's very little TV program-
ming available for them, and since
much of it is not very interesting, they
don't watch.

Mix: How do you reach those peo-
ple? Do they go to concerts, watch
videos at home, or use their Walkman?
Uetsuhara: Primarily, they go to a
few concerts a year, rent video tapes
and discs, and buy record albums and
cassettes.

Mix: Can you describe the kind of
radio programming available?
Uetsuhara: [ feel the radio stations
are not tuned in to the music market.
For example, AM radio stations are
mainly involved with Japanese pop
artists and talk shows. By government
regulation there's only one FM station
per prefecture (there are 48 of these
county-statesin Japan). In Tokyo there's
only one FM station in addition to the
NHK. FM programming is very repet-
itive. It also is primarily talk, news,
Japanese popular music, and only the
current top American hits.

Mix: How would you describe the
current concert scene in Japan?
Uetsuhara: The Budokan is the ulti-
mate concert venue in Japan. At this
pointonly American artists who arein
the Billboard Top Ten are promoted in
the Budokan. The promoters generally
will use the U.S. Top Ten as the guide
for bookings in this country.

Mix: [sthere any club scene to devel-
op or showcase artists?

Uetsuhara: There are clubs, but un-
fortunately, the Japanese artists play-
ing in these clubs never seem to go
beyond them. It becomes a job for
them and very rarely are they able to
go on to recording. If they come up

with a good song, it usually is turned
into a pop track and reworked by the
record company for a traditional Jap-
anese artist. There are still many dis-
cos which are mainly concerned with
being fashionable rather than with
music. They concentrate on the vol-
ume and the lighting. Most discos are
meeting places for the kids to check
out each other's fashions.

Mix: Since television and radio pro-
gramming are so limited, does soft-
ware play a more important role in
Japan?

Uetsuhara: Most kids really manage
their money very carefully and try to
get the most value out of it. Even
though there's not much to watch on
television, it's free. A live concert at
the Budokan costs about 5000 yen
(about $30). Most people would rather
spend that money on buying three
albums than going to a concert. So
most people only go to major concerts
maybe three or four times a year,
based on their own personal budget.
Also, there is a difference between
the records pressed in Japan and those
imported from the States. The domes-
tic records cost about 2500 yen (about
$15). The same album imported from
the U.S. costs about 1500 yen (about
$9). There is a big difference between
the U.S. and Japanese pressed albums.
The Japanese version includes the
English lyrics and credits translated
into Japanese. Also, it includes back-
ground materials on the artist and the
production. The import shops can
usually only be found in the major
cities. There has been a problem with
rentals, which has decreased with the
bankruptcy and withdrawal of the
largest record rental company from
the business.

Mix: Who would you say are currently
the most active record companies in
developing new artists in Japan, as
well as promoting new artists from
America?

Uetsuhara: [ would have to say CBS-
Sony. They have taken an in-depth
approach from designing the record
covers and creating an entire pack-
age for the artist. Their people can
concentrate on the artists they select
and work with the record, with con-
tests and other kinds of retail promo-
tions. Many of the other distributors
have many, many labels with many
artists. CBS-Sony seems to be able to
concentrate better on its artists. War-
ner-Pioneer is good, and has many
artists, but doesn't have as many peo-
ple on their staff working those artists.
Canyon-Pony distributes A&M Rec-
ords and is part of another major com-
pany which distributes newspapers
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f youre in video production, you
know that your business is changing
as never before. Not only are new
kinds of equipment making your job both
easier and more exciting, but new markets
and media are bringing new opportunities
your way....

Music video, stereo television, and the mar-
riage of video and audio mean more business
and greater potential for growth. If this is your
field, you should be reading MIX. Because
MIX has been on top of the audio/video revo-
lution almost since its inception, bringing vital
information to recording and teleproduction
pros alike. MIX has facilitated greater aware-
ness and cooperation, and helped members
of two diverse production communities feel at
home with one another....

PHOTO: ROBERT SPECTER

IFYOURE IN
VIDEO PRODUCTION...

PHOTC: MICHAEL MENDELSON

If you're one of these modern production pro-
fessionals, YOU'RE IN THE MIX! If you're not
a MIX subscriber, don't delay: use the coupon
in this issue to subscribe today. The audio/
video revolution is just beginning!

...YOURE
IN THE MIX
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and other products. They have some-
what the same problem.

Mix: How is the video music software
business doing in general?
Uetsuhara: Usually, most fans would
prefer to buy records than video soft-
ware. So the market is not that great.
However, jazz and material for older
fans is beginning to sell in larger
quantities, probably because they
have more money to spend. Most
videos are rented rather than pur-
chased. I would say, for the most part,
the market for video software in Japan
is really in feature films, not music.
There is a demand for good quality
concerts and specials for broadcast.

Mix: Which studios would you char-
acterize as “world class” in Japan?
Uetsuhara: CBS-Sony in Tokyo would
qualify as the studio with the most
advanced technology—Neve boards,
with Studer and Otari machines. Sony
released their first PCM digital record-
er to this studio. While there may be
state-of-the-art equipment available,
the “ears"” of the engineers are not that
great. Many Japanese artists will go to
Los Angeles, New York or London to
have access to the best engineers.
There is also Sound City, which has
audio and video recording, and film
and video editing. Pony-Canyon also
has another good recording facility.

Mix: One of the trends in U.S. record-
ing is the "home studio.” Since a great
deal of recording is now digital the
signal can be recorded direct to tape.
Is this becoming a factor in Japan?
Uetsuhara: This is also becoming a
trend in Japan. More and more artists
are going into this form of production
as well. Most of the recording done by
Japanese artists is instrumental. Most
record companies consider the vocal
talent and the lyric writing ability to
be minimal. In many cases, if the musi-
cal track is good the record company
will convert the music to a Japanese
pop form called kayokyou. This has
the effect of destroying the talent and
not allowing music to grow naturally.
Instrumental music has allowed artists
like Kitaro and Tommita to gain a world
audience. Part of this is cultural pro-
tectivism, part of it is control by the
record companies.

Mix: Outside of NHK and the other
broadcast facilities, what are some of
the more advanced video production
facilities in Tokyo?

Uetsuhara: Imagica. They have Grass
Valley paint box, ADO, Scanimate,
Mirage, Grass Valley switcher. Eizo
House has squeeze zoom, ADO and
most of the other tools required for
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high quality video production.

Mix: What are some of your future
goals in th is field?

Uetsuhara: Well, I would like to direct
music videos for American recording
artists. [ think there are more creative
and innovative techniques that have
yetto be used in music video produc-
tion. I don't see the opportunities in
Japan with Japanese artists. There are
skills that I have acquired in making
commercials and editing program-
ming that think will be very useful in
video music production. At the same
time [ would like to see more of the
valid contributions that Japanese cul-
ture has made to the world be incor-

SIX ADVANTAGES
OF A STUDIO CONDENSER
WITHOUT A SOUND

OF ITS OWN l

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

porated in more projects.

Mix: That reminds me of a comment |
heard about the difference in life per-
spective the Japanese have in part
because of sleeping and living lower
to the ground. It seems that the new
generation is adapting to Western fur-
niture and food, and for better or worse
will look at the world slightly differ-
ently than earlier generations.

Uetsuhara: Yes. Also, jobs may not
be as secure for this generation in the
future, and this may contribute to a
more experimental attitude toward life.
Risk taking is part of what it takes to
grow and create innovation in music
or in technology. [ ]

—
/]

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

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

If the advanfla{ges 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 Dynamtic Inc.

5-05 Burns Avenue
Hicksville, NY 11801

beyerdynamic))))
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“There is old
energy that comes
from somewhere,
and passes through
us. Creating music
is using this energy
to communicate

with an audience.”

t vﬁ’ﬁu by :‘.l‘?L
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by Mr. Bonzai

To most of the world, Kitaro—the
man—is an enigma. He lives and
records far from Tokyo, isolated in the
mountains. Kitari first earned wide-
spread popularity in 1980 for music
he composed for Silk Road, ar: hour-
long TV documentary abou: the over-
land trade route from Europe to Japan.
The program was so well-received that
it became a series and ran for five

years. Kitaro sold millions of albums
and became an international figure.
The son of farmers, he began his
musical career in high school. A fan
of American R&B, his first instrument
was the guitar. He formed the Far East
Family Band, released two albums,
and later began his exploration of
synthesized music. His work creates a
mood of natural contemplation, breath-
ing with his appreciation of nature.
Kitaro recently signed with Geffen
Records for worldwide distribution of
his new album, Tenku, and previous
releases. During a recent visit to Los
Angeles with hismanager Eiichi Naito,
I suggested that we lunch at Katsu, an
elegantly simple Japanese restaurant
known for its artful atmosphere and
the best sushi in town. Chef Katsugave

PHOTO: MR. BONZAI
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us his special attention, preparing an
elaborate meal and serving us per-
sonally. Kitaro spoke bilingually and
our conversation flowed easily from

dyn
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Japanese to English, with Keiko (Mrs.
Bonzai) providing translation and time-
'y insights. Afterwards, she and |
worked together to create an English

nafex

Because
it’s a
noisy world.

expander systems)

text that conveys the flavor of Kitaro's
words and meaning.

Keiko explained to me that Kitaro
likes to take alternating hot and cold
baths in the wintertime. Afterwards,
he feels empty, but "empty isn't zero
—it is full with nothing.”

Bonzai: What music would you like
played at your funeral?
Kitaro: (laughs) Funeral?. . .whose?
Bonzai: Your funeral.

Kitaro: Mochiron. . .naturally, | would
like to hear my music.

Bonzai: What did your parents give
you as a child?

Kitaro: My parents were farmers and
I lived in a regular farmhouse. [ don't
have one particularimage, but I lived
close with nature every day. My par-
ents watched after me gently, but |
can't point to one particular gift.

Bonzai: Did they encourage your
music?

Kitaro: Notatall. When I wasa child |
liked sports—I never thought about
making music.

Bonzai: Can you remember the first
music you heard?

Kitaro: The first music | heard was
folk songs, traditional music. When |

Fortunately, Dynafex,
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with:
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STACK ATTACK

METOD

Midi digital delay, 0 to 1 second delay
time, harmonize octave up. and octave
down, midi thru button. deiay on, delay
fime and level control

METSF

Midi digital tader/paratiel box, 1in, 4-thrus
with extension jack to couple multiples,
level control for each output, werks off
velocity, channel separatar, allows indi-
viduat chanuel thru ouputs

ME20A

Midi digital ameggiator/segquercer, 1096
notes of arpaggiation. sequencer, step
write, chord ar monophonic, gate control,
level control, up, down or sequence
pattems

ME2SS

Programmable MIDI note sepcrator, al-
lows nonsplit keyboard to act s master
keyboard controller with up to 4 split re-
gions, 64 user programmable memories, 1
MIDI in, 2 MIDI out, 1 MIDI thru, program-
mable parcmeters spiit points, program
change, octave shift. and modulation
wheel/pitch wheel enable

ME30P

Programmable midi patchbay B inter-
nal memory anks, 4 midi ins, & midi thrus,
1 footswitch for channel selgct. input
channel select, output Channel midi as-
sign and pregram select

AKAI

professional
Creative At Heart.

comlzmwvg creadwe power ...

140

$400

8 voice polyphonic cigital multipoint
sarmpler, 32 sample points, 40kHz sam-
pling frequency, 1 meg of memcry, 1shot,
looping. altemating, ADSR control, ve-
locity crossfade, velotity switch. RS 232
por. midi in/outthru, exemal record trig-
ger, mic line inputs, 8 ircividual veicaldine-
outs, stereo leftrright Sut, mix out, voice
output 13 pin jack, 3 EIA rack spaces, built
in 3.5” disk drive

124"

Rack mount midi polyphonic synthesizer,
6 VCOrss, sterec chorus, arpeggiator,
noise, 2 envelope generators, sampler
editing system, 100 user programmable
memories, pitch bend and madulation
wheels, edit compare switch, LCD dis-
piay, cassette interfface

MPX320

Midi controlled fully programenable 8
channel audio mixing eonsole, 100 inter-
nal memory programs for efiects sends,
pans, auxiliaries, and fade timne from 40
milliseconds to 15 seconds, frequency re-
sponse 20Hz to 20kHz +.5, - .7dB, THD
04%, EIN — 128aB, crasstalk 70dB adja-
cent channels, 3 bond EQ, 8 input chan-
neis with XLR mic ¥2" lre inguts, effects
send, monitor send, rack mount cack-
age. EIA 7 spaces, faders 100mm with DC
control voltages

MGHD/MUK Multi-Trnck
Recorden

14 track rack mount recorderrack mount
programmable auto locaton system,
multi point auto punch-in and ouf, multi
point auto mute, automatic repeat. de-
featable DBX type one, 50Hz fo 20kHz, SN
Q4d8, 115dB dynomic range. 12 segment
LED input metering. auto tape laading
systems, +4dB XLR in and oui, -10d8
phono in‘out, remote full function auto io-
cation control unit, wow and flutter, 03%,
THD .05% at 0 VU, cross-tak, adjacent
tracks better than 55dk

« FOR A COMPLETE DEMONSTRATION V!SIT YOUR LOGAL AKAI PROFESSIONAL DEALER OR WRITE: AKAI FROFESSIONAL P.O. BOX 2344 FORT WORTH, TEXAS 76113
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began to hear popular music, I be-
came interested in the guitar and
wanted to learn how to play. I thought
The Beatles were great, and R&B—
my favorite was Otis Redding.

Bonzai: What did his music mean to
you?
Kitaro: A warm feeling—very spiritual.

Bonzai: Who are the great musicians
today?

Kitaro: Every musician who tries to
exploreis great.  feel that I am explor-
ing—I am not perfect yet, but [ am
always trying to do more and more.

Bonzai: If you could meet anyone in
the world, who would it be?

Kitaro: [ want to meet many kinds of
people. On this visit to America I had
a very interesting meeting with Van-
gelis and John Anderson of Yes. Their
music is different from mine, but it
was fun—we met as friends, not only
musicians. I hope to meet many other
types of artists, musicians—from many
countries, and to exchange cultures.

Bonzai: What is the most important
question you can ask yourself?
Kitaro: I am constantly checking my-
sell—always trying to clean up inside.
Italk to myself—"Is this the right way?
What am I doing?”

Bonzai: "New age” music is a com-
mon label these days, but I've heard
your music referred to as "new sci-
ence.” What does this mean?

Kitaro: Who said “new science?’—
Oh, I said that. It really means shizen
—nature. There is big energy and we
move in it. This is a principle that I try
to understand and use in my work. It

P (o
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means more than science, though; it
means spirit—a return to the spirit. It is
science; it is spirit; it is religion—every-
thing. Finally, these concepts become
one. There is old energy that comes
from somewhere, and passes through
us. Creating music is using this energy
to communicate with an audience.
Like being a messenger. This is "new
science.”

Bonzai: So, it's "old science,” as well.
Kitaro: Yes.  wonder about this “new
age” music. I don't think everyone
understands. For me, it is a new philos-
ophy, a new lifestyle—looking forward
to the next human beings. That's all.

Bonzai: I've heard that you have an
outdoor concert once a year and play
the giant “wadiako” drum.

Kitaro: Yes, nearmy home at the base
of Mt. Fuiji.

Bonzai: Can anyone come?

Kitaro: Idon't publicize the concert. It
is for my neighbors and friends. Not
many people know about it. [ try to
communicate my appreciation of the
environment where I live, of Fuji-san.
I hope to invite Vangelis and other
artists to join with me next August at
the Full Moon for a musical gathering.

Bonzai: Would you describe your
studio?

Kitaro: My studio has 24 tracks—an
Otari MTR-90. I am using a Sound
Workshop console, but next year I will
buy an SSL. I have Dolby noise reduc-
tion and Lexicon reverb, and an EMT
echo plate. I use a Kurzweil, and a

Kitaro in concert

=

Yamaha DX7 synthesizer. ] have many
MIDI devices and sequencers, and
also a Minimoog, a Roland Jupiter 8—
and an old Korg. Vangelis told me he
uses a Korg, too—it is a favorite of
mine. The Minimoog is just a little syn-
thesizer, but the sound is so big. Many
musicians don't use the Moog now,
but I like the sound.

Bonzai: What about your home?
Kitaro: It is in the countryside at an
elevation of about 3000 feet. My house
is a 200-year-old farmhouse. I have
remodelled and inside is my studio,
and a fireplace, and a pool table. The
house has a thatched roof.

Bonzai: And a big bathtub?
Kitaro: Big enough for four or five
people.

Bonzai: In America your music is
thought of as meditative music, but
I've heard in Japan that it is party
music.

Kitaro: I think the meaning is dif-
ferent. ...

Bonzai: My feeling was that most par-
ties in America are so noisy that no
one really talks to each other—that
“party music” in Japan meant music
that creates an atmosphere of com-
munication.

Kitaro: That is a good image.

Bonzai: Ki-ta-ro means “very happy
man?”
Kitaro: Yes.

Bonzai: Did you choose this name?
Kitaro: It was a nickname I was given
in high school.

Bonzai: Do you know the old sham-
isen master, Chikuzan Takahashi? We
met him recently on his first tour of
America.

Kitaro: I know his music, but we
haven't met. [ don't have many rela-
tionships with musicians in Japan.
Many musicians in Japan—I don't
mean Chikuzan—are only interested
in the show, to make a name and to
make money. Their meaning is super-
ficial. If people are making music, they
should have a philosophy oflife. I think
caretully about making music, be-
cause it influences people. If I didn't
care about the world I could make
any kind of sound, but I feel we should
create circumstances that are peace-
ful, that protect us from a panic feel-
ing toward life. Trouble can pass
smoothly. We should think about the
next age and make a good circum-
stance. If we don't, the world will get
worse,
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THIS MONTH IN
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workout!

Ten tips from the pros,
program listtings for
ST drum program
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A-kia X2100
Roland MIDI4o-CV box
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Pick up the newest issue of
Electronic Musician at your
favorite music store, or,
better yet, subscribe today
and don’t miss a single
issue. Save 50% off the
newsstand price—you will
receive 12 issues (one
year) of Electronic Musician
for only $14.95!

Get the best information
available on the latest
technology. Get Electronic
Musician.

Electronic Musician,
a Mix Publication
2608 Ninth Street.
Berkeley, CA 94713
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COMPUTERS AND SOFTWARE

A Practical MIDI Application for the Atari ST by Thomas Beutel
Meet “Groovestore,” a BASIC program that stores drum pattern data in your ST.

Humanizing Sequences by Jim Johnson
Does sequenced music have to sound mechanical? Not if you follow Jim’s advice.

Ten Software Tips by Craig Anderton
Here’s how to get more comfortable with your software.

CZ Patch Librarian by Tim Dowty
Type some lines into your Commodore-64 and presto—instant CZ patch librarian!

Software Sequencing Tips by Jeff Kerscher
Heed these hints if you're just entering the wide world of sequencers.

RECORDING

Tape Basics by Kim Dorell
Want to get the right sound? Then choose the right tape for the application.

The 15 Most Common MIDI Misconceptions
by Leslie Fradkin and Elizabeth Rose
Save yourself trouble by finding out what MIDI can, and cannot, do.

INTERVIEW

Crazy at Conny’s by John Diliberto
Who's Conny Plank? Kraftwerk, Cluster, Ultravox, Eurythmics, and many other
prominent artists know.

DO-IT-YOURSELF

Build the Alpha Digital Drum by Howard W. Cano
Build your own digital drum sound module for under $40.
Service Clinic: More Questions and Answers

by Alan Gary Campbell

More invaluable answers to common guestions.

The Slide Pot Ribbon Controller by C. R. Fischer
Turn an ordinary slide pot into a ribbon controller and save money.

BASICS

Batteries for Electronic Music Applications
by Alan Gary Campbell
Everything you need to know to make batteries work for you.

Music in Publishing by Peter Hirschfeld
The latest installment of our serics on music-related carecers.

REVIEWS

Roland MPU-101 by Dean teinbuch
Digidesign Softsynth by Geary Yelton
Mimetics Soundscape by Jefl Burger
Akia X7100 by Craig Anderion
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Are You A Slave To Your Machines?

NEIL ZLOZOWER

—— ~ .
If you've ever tried playing live with a sequencer or
a drum machine, you know what it's like to be a
slave to your machines. The rigid tempo just
doesn't feel right. Or.if you've ever tried adding
sequenced material to a prerecorded track then
you know what it’s like to be the prisoner of your
computer.

Free yourself with the HUMAN CLOCK™.
The HUMAN CLOCK takes rhythmic pulse output

CLOCK
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from your drummer. bass player. rhythm guitarist
or keyboardist and through an exclusive Kahler®
process called REAL TIME PREDICTION™ calcu-
lates live tempo and converts it to a midi-clock
output that moves and changes with your tempol!
Instantly and naturally.

The HUMAN CLOCK lets you make music the way
YOU want to, not the way your machines force
you to.
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My idea of "new age” music is that
we should have a philosophy, and an
appreciation of traditional ways, and
we should also think of the future. If
people think that our generation will
be the end, then there is no hope for
the next generation. Most people,
especially young musicians in Japan,
don't think of the next generation for
the world. Maybe they are so young
that they aren’t aware of their effect on
the future. We should have freedom,
and move beyond destruction. In past
times, we have had many kinds of
destruction. We should move on.

We should be aware of what we
give to others. If someone listens to

music, maybe theirideas will change.
The responsibility comes to me. It
relates to my feelings about Otis Red-
ding, forinstance. He is dead now, but
there is still a big influence. So I can't
do my work easily; | must act carefully.

Often, musicians will come to me
and want to have a session. [ usually
say "sumi masen,”’ | am sorry—I can't
doit. If their meaning is shallow, then
it is corrupt. If they just want to have
fun, then they should do it by them-
selves.

Mrs. Bonzai: Before our trip to Japan
last year we contacted Geffen Records
for your biography, because we hoped
to meet you for an interview. They
said it was nearly impossible. We had
an image of you as a mysterious her-
mit recording in isolation on Mt. Fuji.
Kitaro: This is an image people have

FEBRUARY 1987

of me. Perhaps it keeps me free from
those who have no real reason to meet
with me. Butl am notisolated from the
world—on this trip | met with some
great artists who [ hope will join me
for some special concerts. l have invit-
ed them to come to Japan. In April
am planning a performance in Kyoto
to commemorate the 400th year of
Chio-in Temple. The concert will be in
the temple’'s garden. There will only
be one performance, and | hope to
make a film of the music and the
ceremony. | have been asked to per-
form for the entire night and [ hope to
have other musicians join the perform-
ance. This may be the end of my per-
forming inJapan, and  am thinking of
moving here afterwards. But I will do
my music on the mountain in August.
This is my celebration and my prayer
for Mt. Fuji. That's all. There is a gath-
ering of dancers and ikebana [flower
arrangement] artists. It is a festival,
with wadaiko drumming. There are
many festivals throughout Japan at
this time of year. begin at sunset and
continue drumming until [ see the sun
rise. Itis kind of a trance experience.
We must feel something to play
through the entire night. My dream is
to have this festival happening at the
same time throughout the world—Mt.
Fuji time, not Greenwich time.

Mrs. Bonzai: In Los Angeles, we have
been to many wadaiko drum festivals,
with performances by California
groups and by Japanese groups.
Kitaro: It has become very popular,
but true wadaiko is much more than
just technique. Something happens
when the drumming continues all
night long. There is a struggle with
one's self. The energy is great. The
experience moves a person beyond
their individuality—you can play on
and on. lt is difficult to describe—it is
like a meditation. [ am not a profes-
sional wadaiko drummer, but I feel
the drum. The tradition comes from
village people who wanted healthy
crops and protection for their homes.
Many people think that [ am a dis-
tant and serious person, who only says
profound and heavy things. But I am
not this way. [ like sports, [ play around
like a child. ] am not a serious, difficult
person to understand. It sometimes
makesit hard totalk to people because
of this long-haired image of a master. |
am a natural man, a human being. |
am not pretending to be a big guru.
I have a friend that [ met when he
was on a 1000-day walking journey—
it's a trek that takes about seven years,
because you walk 80 kilometers each
day for a few days and then stop at a
shrine, and then continue on. [ walked
for three days—no food, no water—
and [ felt a death feeling, like [ was

dying. Obviously, it created a change
in me.

Bonzai: You are most famous in Japan
for your music for the Silk Road televi-
sion series about China—how did you
come up with that music?

Kitaro: I hadn't visited China yet. |
just composed from my own image of
China. I didn't study photos or videos
of China. Later, [ visited and saw the
real China. I had finished the music,
and I wasrelaxed. [ could travel freely,
without thinking of my work. And still
now, | feel that the music is good and
not so different from the real China. It
fits. I know that there is always much
more than the media image we have
of foreign places or peoples. [ saw the
dirt—morethan the clean view. I don't
believe the media.

Bonzai: Do you have any advice on
nutrition?

Kitaro: Everybody should eat sushi!
(laughs). [ fast from time to time. I'll tell
you about the four-day fast. ..

Bonzai: Ah, "The Kitaro Diet”. ..
Kitaro: (laughs) Yes—on the first day
breakfast is tea and salad. The lunch
menu is just tea, and milk. Dinner is
water with lemon juice. Water only
on the second and third day—but not
too much. The brain becomes clear
and there is no useless movement.
Every move has a purpose. A realized
person moves sloewly and only with a
purpose. We shouldn't waste energy.
In the tea ceremony there is no use-
less movement, so we can see one
continuous current in the movement.
I[fthe movement s quick, we-can't feel
the current of the ceremony.

Mrs. Bonzai: While you are fasting,
do you stop your normai activity?

Kitaro: No, | continue with my usual
daily life. On the fourth day, breakfast
islemon water, and then later tea, and
milk. In the evening, salad. After fast-
ing, gradually return to your regular
diet and habits. If you do this fasting,
think you can extend your lifespan by
ten years. ]

85



86

OPE

SNEXT IN LINE FORGE

by Richard Dean

Last September, the UK government
approved a BBC-developed system
for stereo sound TV which, if all goes
according to plan, could be running
by late 1988 or early 1989.

It certainly won't be the first time
that the much-maligned TV sound-
track has been elevated to a more
dignified position alongside increas-
ingly complex and cleverly manipu-
lated pictures. Germany and Japan
started the ball rolling several years
ago, and the U.S. joined the stereo
fray in early 1985. But it will be the
first system to broadcast stereo in digi-
tal form.

The official endorsement follows the
results of detailed compatibility checks
in the interference-blighted mountains
and valleys of Wales, and more recent-
ly a full-scale test service from South
London's Crystal Palace transmitter
on BBC2.

This continues for the benefit of re-
ceiver manufacturers and to broaden
staff experience, and shortly will be
extended to BBC1 transmissions from
the same site. Stereo soundtracks from
films are played where available—
which amounts to around two or three
a week—with library music from com-
pact disc at other times.

Routine Refurbishment

In contrast with stereo radio on FM
/VHF, where the service painfully
rolled out from London over several
years, the BBC wants to have 60-70%
of the UK covered from the start. Both
BBC and ITV are adding stereoc instal-
lations in the course of routine refur-
bishment as far as possible, to dissi-
pate costs.

According to a BBC spokesman,
the upgrading of the Corporation's
vast studio facilities—a continuous
process likened to the painting of the
Forth Bridge—has resulted in half of
Television Centre's eight major produc-
tion studios in London now being ster-

STEREO

eo-capable, with the regional centers
to follow. Meanwhile, virtually all the
major studios of the so-called "Big
Five" program-providing companies
within ITV use stereo consoles.

By a fortunate coincidence, the
BBC's most important transmitters are
about to come up for renewal. To re-
alize its target coverage forthe 1988/9
launch, the Corporation could have
as few as seven antennae to replace.
But it's a different story for ITV, whose
transmitters are built and maintained
for an annual turnover-related rental
by the IBA (Independent Broadcast-
ing Authority).

In June, the IBA signed a deal to
begin the replacement of its entire TV
transmitter network, now nearly 30
years old, at an ultimate cost of £40
million spread over ten years (today's
prices). The good news is that only
main transmitters need be upgraded—
the relay stations used to echo the
signal around the country need no
adjustment—and the more modernde-
signs will save the network an esti-
mated £350,000 per year in electric-
ity. The bad news is that work is not
due to start until 1988—the date when
the British Radio & Electrical Manu-
facturers’ Association says its mem-
bers hope to start selling the first ster-
eo TV sets. So the BBC seems likely to
have a significant lead over its com-
mercial rivals; its hi-tech transmitter
at Crystal Palace already covers some
20% of UK homes taking relay sta-
tions into account.

Distribution Debate

There's also some uncertainty about
how ITV should distribute the sound
to the transmitters. They currently use
landlines leased from British Telecom
to convey transmitter sound separately
alongside vision cables.

The BBC has its own system of dis-
tribution called Nicam 3 (Near Instan-
taneous Companding And Multiplex)
which uses sound-in-sync (SIS) tech-
niques to allow sound and vision to

———a—— e ——
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pass down one line. A short (4.7uS)
burst of digital audio is inserted into
end-of-line video scans, using 14-bit
words compressed to 10-bit and sam-
pled at 32kHz. This neatly ties in tech-
nically with their digital links used on
trunk routes for radio.

Nicam was rejected for ITV on the
basis that converting to and from digi-
tal for monitoring across its entire net-
work would be too difficult or expen-
sive. Another argument against SIS is
that the loss of one line means losing
both picture and sound, although
modern transmitters can automatical-
ly generate phone-programmable fault
apology captions. Butit has since been
adopted for the UK'’s relatively recent
and, more importantly national, Chan-
nel 4 network.

Many observers also thought Nicam
would never have the bandwidth to
carry stereo. But by using extra com-
pansion techniques, the Corporation’s
engineering researchers, in collabo-
ration with Pye TVT, managed to shoe-
horn four levels of digital data instead
of the normal two into the same time
slot, for extraction as a separate chan-
nel atthe otherend, again to the same
32kHz/compressed 14-bit format.

ITV isn't sure whether to rent extra
cables to carry stereo, or change
across to a sound-in-sync system,
which would actually save a small
fortune on existing mono audio line
rentals. But higher caliber and thus
more expensive cables may be re-
quired to carry sound with vision.

If ILR (Independent Local Radio) is
anything to go by, commercial TV sta-
tions will wait until a strong demand
exists before paying for more or higher
quality lines. Only two programs are
networked on ILR—news, which goes
out to all stations from the ILR news
agency IRN on the hour, and The Net-
work Chart Show once a week.

The Chart Show isthejewelin ILR's
crown, designed to compete on a na-
tional basis with BBC Radio One’s es-
tablished Pick of the Pops, with the
same coverage in high-quality FM as
well as Medium Wave. News goes out
via a special distribution circuit link-
ing all ILR stations.

The shared news link is mono, as
you might expect. But so too is The
Chart Show in most regions outside
London, because it's sent down the
same news network. Hiring a special
stereo line would be too expensive
according to the IBA. They say a once-
weekly line booking would take them
onto the premium rate occasional-user
rate card. They question whether it
really matters to the target audience.
And anyway, they say they've received
no complaints.
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The Sanken CMS-7
cardioid (or CMS-7H
hyper-cardioid) micro-
phone, the first MS stereo
mic that accurately repro-
duces a natural stereo
image in any environment.

TRUE STEREO IN A
PORTABLE MICROPHONE!

Sanken, maker of the world-acciaimed CU-41 CD-recording
microphone, is pleased to announce the new CMS-7, the first portable
MS stereo condenser mic that accurately captures a natural stereo
perspective in any environment. ldeal for TV and radio broadcasting
motion picture making and studio recording. Its ccrrosion-free titanium
diaphragm is immune to temperature and humidity changes, and per
forms superbly in adverse conditions. Battery powear supply/switchable
matrix box, which clips to your belt, carries an aperture control for
focusing the stereo perspective. For more information, please contact

LOS ANGELES Audio Intervisuai Design

NASHVILLE

NEW YORK Martin Audio Video Corp
Tel t212) 541-590G

Gould Marketing. Irc
Tel 1§14) 342-4441

Tel' (213) 469-4773

Studio Supply Co . Inc
Tel (615) 366-1890

Sanken

Japan’s most original microphone maker

CANADA

Sole export agent Pan Communications, Inc
5-72-6 Asakusa, Taito-ku, "okyo 111. Japan
Telex 2423934 KNMPCM/Telechone 03-505-5463
Telefax 03-505-5464/Cable Address PANCONMMJPN

Circle #051 on Reader Service Card
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—FROM PAGE 87, EUROPE'S STEREO TV

Stereo TV—The Systems

The U.S. uses a multiplex system
similar to normal Zenith/GE stereo
radio. This superimposes an AM car-
rier containing channel difference (left
minus right) onto the existing FM mono
carrier. A simple sum and difference
matrix on stereo sets derives separate
left and right channels while mono
sets are unaftected. One of the prime
movers in the initiative was NBC,
which decided to break the consum-
ers-waiting-for-programs/ program-
mers-waiting-for-consumers conun-
drum by boldly re-equipping its stu-
dios with stereo broadcast consoles
from SSL.

Several years earlier the Germans
had decided not to multiplex, but add
an extra FM carrier to broadcast TV
for stereo. ltaly and Austria, as well as
Australia, now seem likely to follow
this so-called dual-FM route. The BBC
favored dual-FM for a time, too. Then
the EBU approved the MAC family of
standards with digital sound, and up
to eight channels at that, for future
DBS (direct broadcast by satellite)
transmissions. Also, compact disc be-
gan to gain momentum. So attention
turned to digital techniques.

As with any dual-carrier format, the
German system can cause pattern in-
terference as the two frequencies
"beat” on screen. So the second car-
rier's amplitude has to be reduced.
This in turn impairs coverage.

Another problem is buzz on sound,
to which the U.S. system is also vulner-
able. But to make matters worse, if on
adual-FM system the extra carrieris a
difference signal (L-R) as with Zenith/
GE, the buzz conspicuously pitches
its tent on one side of the soundfield.
Sothe Germans send only right-chan-
nel information on the extra carrier
and use a different matrix. This way,
any buzz sits on the center where it's
less likely to be noticed.

In contrast, Japan adds difference
information to the existing FM carrier,
as with Zenith/GE multiplex. But this
is done with FM ratherthan AM tech-
nigues. Never seriously considered in
Europe, this "FM/FM" format s thought
to suffer less from crosstalk than the
German and U.S. systems; a vital pa-
rameter in a country like Japan where
the stereo facility is used for bi-lingual
dialog. Every aspiring Japanese—in
other words the sort of people who
can afford stereo TV—wants to learn
English.

The BBC system resembles dual-
FM, with the second carrier 6.552MHz
above the vision RF. But the crucial
difference is that the signal modulat-
ing this carrier is digital instead of
analog, using a technique called Quad-

rature Phase Shift Keying (QPSK). Also
the -20dB secondary carrier contains
the complete stereo signal and does
not depend on matrixing with exist-
ing mono. It has the same resolution
and sampling rate as Nicam 3: com-
panded 14-bit at 32kHz. The BBC ulti-
mately plans to install sampling-rate
converters in each studio, to enable
sound to pass from CD and otherdigi-
tal sources to the home without ever
dipping into the analog domain.

Because QPSK-stereo is digital,
crosstalk is zero, which bodes well for
the don't-knows among multi-lingual
continental Europe. Standards ditfer
slightly: while the UK has only been
allotted UHF for TV (no VHF), it has
some 8MHz clearance between sta-
tions compared to the tighter 7MHz of
mainland Europe, which alsouses PAL
Band PAL G ratherthan the UK's PAL
[ variant. But so far tests in Scandi-
navia, which is committed collectively
to adopting digital techniques for a
future stereo TV system, show that the
system can cope with PAL B.

The reasons for Scandinavia's digi-
tal commitment are obvious enough.
In Finland for example, a significant
proportion of people speak the tongue
of theirformer Swedish rulers. The cur-
rent solution is to run English-speaking
movies with obtrusive tiers of dual-lan-
guage captions. But a dual-language
soundtrack wouldn't be much better if
each channel had someone else bab-
bling away in the background. So Fin-
land is particularly keen among the
Nordic group to implement the cross-
talk-free QPSK-stereo system as an au-
dio solution to its language headaches.
Indeed with talk of a launch sometime
this year, it could become the first na-
tion to start public broadcasts.

It's even worse in countries where
literacy is low. Hong Kong, which uses
the UK PAL I standard, has to cater to
English and Chinese viewers. Written
Chinese is famously difficult to learn,
letalone caption, so the language bar-
rier is vaulted almost entirely with
dubbing. The upshot is that movies
have to be screened twice. Apart from
anything else, a dual-language sound-
track allows stations to deliver bigger
audiences to advertisers more cheap-
ly. Tests with the BBC's stereo equip-
ment began early in 19885.

Other countries, like New Zealand,
are attracted to the system more on
the basis of high-quality stereo repro-
duction. Apart from its frequency re-
sponse, stereo separation and dynam-
ic range, BBC engineers claim that
soundtrack interference manifests it-
self as noise rather than the more dis-
tracting line-frequency-related hum
of other systems. The French are mean-
while working on their own stereo sys-
tem to overcome the difficulties of add-

ing an extra carriertothe SECAM TV
standard. Little is known about this
embryonic project, but it is believed
to involve digital sound.

As internationally-exchanged pro-
grams become increasingly likely to
carry a soundtrack in stereo, some
sort of stereo-image guidelines may
soon have to be agreed upon in the
interests of compatibility, especially
for drama or musical dialogue. One
answer is to lock vocals onto a virtual
center, in the style of the hard center
of a cinema. But the two media have
little in common either in scale or en-
vironment.

Movement or positions on-screen
are more likely to be reflected to some
extent on the soundtrack, and experi-
ence sofar indicates that this will most-
ly be achieved with panpots rather
than Blumlein mic placement or UHJ/
Ambisonic Soundfield techniques.

The question is, how much panning?
According to BBC Television Centre
sound chief Jeff Baker, who recently
gave a talk on stereo TV sound to the
UK'sIEEE (Institute of Electrical & Elec-
tronic Engineers), vocal panning
should be restrained within the cen-
tral third of the soundfield.

One argument is that a wider move-
ment mightridicule the limited dimen-
sion of domestic TVs. But there's also
the question of mono compatibility—
even with the BBC system, where the
stereo signal is autonomous from nor-
mal mono—because lines to the trans-
mitters will be shared on the grounds
of cost. So mono sets will receive the
sum of the stereo pair, as with radio
and other stereo TV systems. Too much
panning could distort the sound bal-
ance on older sets.

A number of other questions remain
as to whether the mix should change
on close-up, and does the engineer
adoptthe best-seat-in-the-house max-
im of radio concert coverage, or at-
tempt to follow the vision mixer with a
more “realistic” soundfield?

Several pop producers have already
expressed an interest in the impact-
enhancing possibilities of broadcasting
high-quality surround-sound on the
BBC digital system. Options exist on
the bitstream for alerting sets to stereo/
multi-lingual modes, oreven download-
ing data in the manner of teletext,
which could equally be used to flag
home surround-sound decoders.

You need a Dolby Stereo cinema
encoder, joystick panpots (to emulate
the 70mm rear-stereo version), and
rear monitors. Which is almostenough
to make those pioneering studios that
backed Quadraphonic in the early
"70s wish they hadn't ripped out all
their old rear monitors and joystick
panpots when the concept flopped on
steam vinyl disc.
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disappointing as an un-
fulfilled expectation. For fifteen years the people who make
sound mixing desks have told you that they were going to build
you a fully automated mixing desk. Just the thoughts of such a
machine are enough to get your creative juices flowing.

Remember...Instead of what you've asked for, others have
only given you fader and mute automation. No one but Harrison
has ever given you more. Some have lulled you with complex
machine control systems. Others have tantalized you with
preliminary DSP systems. Many have offered you no more than
a fast line and a low price.

Now, Harrison offers you something refreshingly different. It's
absolutely what you have asked for, what you've been

|l|||,||||

promised, and we're calling it Series Ten. Series Ten is the
world’s first fully automated mixing desk. Everything is
automated, dynamically, with frame accuracy.

Harrison has redefined the way mixing desks are made in
order to accomplish what others have been unwilling even to
attempt.

The front panel controls are inputs for a unique and powerfu
multiple processor system in éach Series Ten module. Your
commands from the front panel update a comprehensive data
base which controls all parameters of the signal handling
system aof the Series Ten.

Because the Series Ten is always controlled from this data
base, we can accurately reproduce even the most subtle
nuance of your work anyplace there is a Series Ten mixing
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desk, anytime.

There are no VCAs in a Series Ten mixing desk. We found it necessary to develop
a whole new family of audio control devices and techniques to accommodate the ex-
traordinary requirements of Series Ten.

The signal handling system is capable of giving you back your mix exactly as you
originally heard it on any Series Ten mixing desk. & accomplishes this without ever
passing your precious signal through anything other than state-of-the-art amplifiers
and digitally-controlled attenuators, ever.

Series Ten from Harrison—it's what you wanted.

saHarrison

Harrison Systems, Inc. ® P.0. Box 22964
Nashville, TN 37202 » Telephone (615) 834-1184 o Taiex 555133



VIVA LE STUDIO!

Andre Perry Video Command Center
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by Linda Jacobson

n the edge of a lake-dotted
O mountain town lies Le Studio,

a world-famous hideaway that
musicians cross nations and oceans
to visit. The people who run Le Studio
are themselves transported from all
over the world—Great Britain, the
United States, Israel, and the cities of
Canada. Their guests speak French
and English, not to mention the lan-
guages of music, video, film and
television.

Le Studio is the brainchild of pro-
ducer Andre Perry, who, some say,
wants to create the Taj Mahal of the
recording and production industry. At
the very least he has created the posh-
est and most technically sophisticated
facility in Canada. Perry's musical

92

career began in the '50s. He was a
jazz drummer in Quebec who partic-
ularly appreciated the art and science
of recording. In 1962, Perry opened a
basement studio in suburban Montreal
and set about establishing a reputa-
tion as a creative, technological wizard.
After John Lennon and Yoko Ono
asked Perry to record “Give Peace a
Chance” during their 1969 “Bed-In"
at a Montrzal hotel, the growing rec-
ognition of Perry’s talent paved a path
to Le Studio. He set it up in "4 on a
300-acre estate an hour north of Mon-
treal, amidst the ski resorts of Quebec’s
Morin Heights.

Today, Andre Perry’'s 48-track Le
Studio and his newer venture, Andre
Perry Video, are Morin Heights' larg-
est income earners. The region's res-
taurants ard bars have grown accus-

tomed to serving famous pop and rock
faces wno have frequented Le Studio,
such as the Bee Gees, Chicago, Cat
Stevens, Bryan Adams, Rush, and Asia.
David Bowie recorded his Tonight LP,
The Police their Synchronicity album,
and Sting, his Dream of the Blue Tur-
tles here. In Le Studio itself, dozens of
gold and platinum records adorn the
walls. The 1350 sq. ft. futuristic-looking
studio is set in a structure so plush,
contemporary, and innovative that it's
been featured in an interior design
magazine. The cedar-walled building
has curving, pastel pink walls, lush
interior landscaping, finely finished
oak trim and skylights. The guest ac-
commodations are appointed with
VCRs, freplace, grand piano, video
games, jacuzzi; even a housekeeper.
The complex overlooks Perry’s own
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A TOUR THROUGH THE UNIQUE
10,000 HOUR LIFE TRANSPORT

A —Extralarge diameter capstan results
in a stiffer beam, less deflection.
Larger circumference means better
traction, less tape slippage.

B —Ball bearing capstan resultsin less
wear, longer life.

C — Dedicated record-only head eliminates
compromises made in multi-purpose
head designs.

D — Sendust head s rated at 3000-5000
hrs. life.

FEBRUARY 1987

E —Massive flywheel armature of printed
circuit brushless DC motor and the
capstan are one direct-drive assembly.

F —Cassette interlock switch stops capstan
motor when there is no cassette inthe
transport.

G — Stainless steel reference points assure
precision alignment of cassette shell.

H —Locking guides grip cassette firmly
against lower alignment surfaces.

| —Erase headis programmable to
erase side A, B or both.

Circle #059 on Reader Service Card

J —3-pointhead mount plate keeps
heads firmly locked after setting but
allows easy front adjustment or
replacement without removing
transport.

K —Modular transport comes out easily
by removing 4 screws and
disconnecting 4 connectors.

L —Head cable assembly detaches with
4 color-coded connectors.

M — Directdrive, brushless DC printed
circuit motors provide take-up,
hold-back and rewind torque.

N — Alitransport function electronics

are contained in the transport
module assembly.
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Commercial digital multi track 2.5kHz square
wave response of 3 channels cascaded with
standard anti-aliasing filters (top) and Apogee
linear phase filters (bottom)

Whether your digital system is
tape or tapeless the sound you hear is
colored by harmonic dispersion in your
existing low pass filters.

Retrofit the Apogee linear phase
pin-compatible filters in your digital
machine and hear the difference.

/Aﬁp/ APOGEE
ELECTRONICS CORPORATION

1517 20th St , Santa Monica, CA 90404 (213) 828-:1950

Circle #060 on Reader Service Card

STRATE
GATE

BUILT LIKE A BRICK
————HOUSE

* Attack time from 2
microseconds to 0.4 seconds

* World's fastest gate

* Hold time between 5
milliseconds and 5 seconds

* Release between 5
milliseconds and 3 seconds

* Audio inputs and outputs are
via electronically balanced
XLR's

* Internal or external sourcing

» VCA-based gates

Flortrocnace

Electrospace Developments Limited - The Sound of Quaiity

Exclusive U.S. Agent;
Peninsula Marketing & Imports
21213 B Hawthorne Blvd., Suite 5086
Torrance, California 90509 USA
Telephone: (213) 373-1009
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Andre Perry (right) and Yael Brandeis puf Le Studio on the Montreal Stock

Exchange, with the help of Rene Jarry (left) VP of Geoffrion Leclerc

brokerage.

Lake Kateri. No, itdoesn’t come cheap,
butther: again, the Canadian dollaris
weakerthan the American dallar, and
there’s no sales tax in Canada.

The major reason for Le Studio’s
success, says Perry, is his good rela-
tionships with people. These people
include not only clients (whom he pre-
fers to call "guests”), but his talented,
40-member staff. They're all here be-
cause of Perry’s ability to predict the
needs of the production market; an-
otherreason why Le Studio is a leader.

A couple of years ago, Perry's fore-
sight whispered "“video,” and Andre
Perry Video was born. Located in a
separate building, the video operation
interfaces completely with the audio
center next door. A technical direc-
tor, creative director, two Bosch FGS-
4000 operators and two Quantel Paint-
box operators—along with Perry him-
self—provide the talent and skills
necessary to produce dazzling video
projects for music, TV, and commer-
cial clients. Montreal recording artist
Michel Lemiuex went there to con-
ceptualize a video, which Le Studio
actualized; they tracked and mixed
the music, shot Lemiuex’s performance
on the video faciiity’s 30’ x 37’ shoot-
ing stage, spectra-keyed it on-line
(using the Ampex AVC 33 Production
Switcher), created backgrounds (using
the Bosch and Paintbox), and then
edited it (on an ISC Superedit 41). Says
Perry of the ethereal computer ani-
mation that characterizes this and
other projects: "The people doing it
are becoming more sensitive, more
poetic. If Bach would be around, or
Stravinsky, or any of the great com-
posers, they would use it.”

Since opening two years ago, Andre
Perry Video has created many music
videos, major commercials, network
television IDs and promos, and indus-
trial video programs, and edited a
one-hour TV special for the Kennedy
Foundation. The video side of Perry’s
business has grown so quickly that it
now accounts for 80% of the compa-
ny's sales.

This past year, Perry installed some
equipment that further enhances his
video facility—Canada’s first Quantel
Mirage video effects unit, and an
option-packed Synclavier. To help
raise funds for these and other en-
hancements, the Andre Perry Group
Canada, Inc. went publiclast August,
offering over one million shares at
$3.50 per unit on the Montreal Stock
Exchange. Within two days, 3000 in-
vestors snapped up the issues. (Those
investors included Le Studio employ-
ees, who received interest-free loans
from their boss so they could enjoy
some trading activity.) As a result of
the sale, the Andre Perry Group in-
vested three million dollars in studio
renovation and new gear.

To accommodate the Synclavier, Le
Studio had to iransform one of their
two lounges into a Synclavier Suite.
This suite—Le Tapeless Studio—han-
dled three major projects in its first
month of operation’ @ musical, multi-
media presentation starring Michel
Lemieux, sponsored by the Canadian
government; sound effects creation
and soundtrack mixing for Dynaman,
a CBC network TV series (29 half-
hour shows); and the soundtrack fora
CBC-TV gangster movie, And Then
You Die.
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Some say that
Andre Perry
wants fo create
the Taj Mahal
of the record-
ing and
production
industry.

Lately Le Studio's been hosting a lot
of synthesizer-based bands. Thanks
to the recent addition of a machine
room, they can now bring all their
keyboards and MIDI toys into the con-
trol rcom. In fact, the popularity of
synths, programming, and MIDI pre-
production has changed the nature of
Le Studio’s booking schedule.

Yael Brandeis, executive vice pres-
ident of the business, who's been work-
ing with Andre Perry since 1965, told
Mix, “"We've done a lot more Cana-
dian acts this year than we've ever
done before. One reason is because
we're doing many more shorter ses-
sions. Before, Canadian acts couldn't
getin here because they wanted short
sessions and we were always booked
for months at a time by international
artists. But now, because the bigger
acts are doing more pre-programming
on synthesizers, they're doing shorter
sessions. So there's more of a turn-
around. This gives the Canadian acts
more opportunity to come in here.”

Canadian acts who have booked
Le Studio in the past year include
Glass Tiger, Corey Hart, who recorded
Steals the Fire there, Kim Mitchell
(whose Shakin’ Like a Human Being
went platinum in Canada) and Mon-
treal artist Luba. As you read this, Men
Without Hats are in Le Studio.

Le Studio is not only located in a
resort, but in a region where two dis-
tinct cultures, French and English, live
side by side. Add to this the recording
artists who visit from all over the world,
and you have a cultural melting pot.

When asked to differentiate Le Stu-
dio from other recording facilities in
the States or London, chief engineer
Paul Northfield spoke about the artists’
use of technology: "There are people
that take the high-tech approach to
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music, and those that are more tradi-
tional, Nashville types, that don't do
wild things with sounds. That's the
simple, refined, elegantapproach. En-
glish bands are more concept-orient-
ed—they're not always great groove
players, so in the studio they tend to
use innovative approaches and more
experimental sounds. North American
acts have a much better player's base,
so in America the engineering sup-
ports more solid musical arranging.
American bands can play clubs a lot
and work to get rhythm sections that
really smoke. That happens much less
in England, so they do more crazy
things to make up for the fact that they
have great ideas but can only play
with two fingers. In Le Studio, we see
more of that style, because we have so
many English acts through here, and
because I'm English.”

Northfield emigrated to Canada eight
years ago at age 23 from London,
where, as an engineer, he freelanced
and also worked at Advision. His past
clients include Yes and ELP. Soon after
his first visit to Le Studio while free-
lancing for Polygram, he was asked
by Perry to return for good.

Northfield also programs keyboards,
a talent he developed while helping
Geddy Lee program Oberheim sounds
for five different Rush albums which
Northfield engineered. Later, while
guest engineer Hugh Padgham han-
dled Bowie's Tonight project, North-
field programmed the synths for it.
The fact that his job includes sound
design and programming brings up
another reason he's committed to Le
Studio.

"We bounce ideas off each other
and inspire each other,” he says. "When
we do music that involves graphics
stuff, we have big discussions to or-
ganize what type of music tracks will
work best with what effects. We did a
bank commercial that had a complete-
ly synthesized score and completely
synthesized graphics, using the Bosch.
It was really fun to design sounds to
match the visuals.”

Northfield, who calls himself "some-
whatbilingual,” engineers many proj-
ects which include French voice-overs
orvocals. He says, "the French havea
really different culture, and this gives
you a more balanced look at people
in general. For example, the French
have an incredible love of food, which
affects their entire approach to life.
Even in the lowest budget sessions,
they'll take three-hour dinner breaks
and spend large fortunes eating.
Whereas with some English sessions,
where people can atford to spend for-
tunes on food, they order in pizza.

"The French have a real spirit for
living—they're more poetic and emo-
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Complete with midi interface

More than
just a
Sequencer.

Finally a serious se-
guencer for the midi
Musician. Computer Music
Systerns specializes in IBM
compatiples. With over 10
years experience in the
music and computer
business, we have the ad-
vantage of being able to
design a complete midi
visual sequencing system
for you.

This is no bare bones
system eitherl The CMS
system has an unparalleled
list of features too numerous
to list in this ad.

Call for the complete brochure
and start your serious midi
system today!

Call Toll Free
800-322-MIDI
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382 N. Lemon Ave, Wainut, CA 91789
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Ifatree fallsin the forest, chances are you won't hear itif you're in Le Studio.

tional in the way they write, and lyrics
are really itnportant to them. Far more
significant than lyrics are in English
music. The French are more interested
in making a statement. But their lan-
guage doesn't groove, so it's much
harder to sing rhythmically, which af-
fects the way the music works best.
Some of the best stuff is where the
romanticism and poetry of the lan-
guageis really integrated in the music.
This changes the way you work in the
studio. For a long time, with French
music you had to put up the vocals
really loud at the expense of every-
thing else. But their music is maturing
and their arranging techniques now
are more appropriate for the language,
so that's ckanging.”

There's anotherimportant difference
between recording in the States or
London and recording in Canada—
money. Americans can save between
109% and 30% when they work in
Canada.

This was the point made by Yael
Brandeis, when we asked herto com-
pare Le Studic with recording facili-
ties outside of Canada. She adds, "Oth-
erwise, the equipment is the same.
We've got the SSL, the Urei speakers,
the JVC digital recording, the Studer
24-track, the same kind of equipment
that you see anywhere else. What
makes one studio distinguished from
another is the way if's set up, the atti-
tude of the people, the players behind
the system. How people are received,
how they're treated. But otherwise
there's no basic difference, we are so
close to each other, Canada and the
United States.”

Brandeis states that Le Studio's phi-
losophy is to offer not only technical
talentand support, but a large variety
ofintegrated, creative services which
are all interactive. "When a project
comes here, the whole studio is devot-
ed to it,” Brandeis says. "Our people
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Perry’s dream is
fo set up a string
of facilities across
North Americq,
Interconnected
by satellite.

work together with the artists and the
producer, and the whole staff contrib-
utes to the project without holding
back. Just the fact that somebody has
taken the effort to come all the way out
here warrants that.

"Above everything else, people are
our mostimportant resource. Our sys-
tem is very flexible and easy to live
with, so there's a very positive attitude
here. Youdon't feel like, oh well, anoth-
er hour up, time for the next session.

"Also, we have a reputation for being
ahead of our time in audio, and we're
continuing that in video. Not only in
technology, but visually, in the work-
ing atmosphere, the way everything
is laid out. We're very systems-orient-
ed; it's not a bunch of rooms, each
room doing its thing. It's very harmoni-
ous. Most of our projects go through
every room—we shoot something on
the shooting stage, then it goes into
computer graphics for background,
then into the Synclavier room for
sound effects, and then to the audio
studio for music. Then we edit it all in
post-production. Each elementis part
of a whole. We're going to continue
that in Washington.”

Andre Perry's original focus was
musical recording; but as the industry
changes, so does Le Studio. Witness

the advent of a video production facil-
ity and Synclavier, and the move into
soundtracks and computer graphics
for advertising, television, and corpo-
rate markets. Adapting to change is
what keeps you up front.

Now, Perry’s dream is to set up a
string of similar facilities across North
America, all interconnected via satel-
lite, which Perry says is “the wave of
the tuture.” His first step is in the direc-
tion of the U.S. capital, a move that
surely will augment his international
clientele. The new Andre Perry facil-
ity in Washington D.C. opens this
summer.

The world's first communications
supermarket is the new Mediaplex in
Washington, a few blocks from the
White House. Mediaplex is located in
the three-towered Lafayette Center,
which also includes a glass-domed,
special events facility. Mediaplex will
be the home of various technical facil-
ities, supplies, and talent, a place
where you can shop for any kind of
communications piece, from TV com-
mercial to teleconference to four-color
brochure. The goal of Mediaplex is to
attract film and video production facil-
ities and talent to Washington. Its flag-
ship tenant is, of course, Andre Perry.

Washington’s no musical town, so
the Andre Perry Group will focus on
video production and post-production.
The Group's team of video experts
includes VP and general manager
Douglas Weiss, a Washington resident
and former Capitol Video president,
and director of engineering John W.
Nash, another Washingtonian, former-
ly with CBS-TV. Perry and Brandeis
will join them often. The Group recent-
ly finalized architectural plans for a
video, computer graphics, and audio
post-production facility that they claim
rivalsanyin L.A. and New York. It will
offer videotaping and multi-track dig-
ital recording, half-inch and one-inch
video editing, a Synclavier suite, film-
to-tape transfer, and tape duplication.
The whole shebang will be linked by
satellite to Le Studio.

Once the Washington facility is up
and running, the Andre Perry Group
begins work on their next outpost. A
year ago they had plans for a video
facility in Austria, butdecided against
it, primarily because of communica-
tions difficulties. Today, although they
will say they're looking for a second
site in the States, Brandeis adds, “We're
not ready to announce where. Things
change so quickly in this business.”
She did say that it wouldn?t be in a
major metropolitan area; "Look at New
York and Los Angeles—there'senough
there already. This business is becom-
ing decentralized, and that's our head
space.” [ |
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Built from thém)ground up.

Kawai...the world’s leader in acoustic piano technology
proudly introduces the music industry’s FIRST line of
factory equipped MIDI acoustic pianos.

Kawai's MIDI control design isn’t some MIDI “add-
on” or “after thought” arrangement. MIDI specifica-
tions include velocity response, channel and tone
patch number assignment, variable split point setting,
and programmable memory presets that store and
recall all parameters at the touch of a single button.
The two independent MIDI channels can be controlled
in either split or dual mode: enabling individual con-
trol of up to 32 MIDI instruments. Best of all — these
fine Kawai acoustic pianos have MIDI designed and

built-in AT THE FACTORY from the ground up.

So if you've always wanted to direct a veritable or-
chestra of sound right from your piano, the time has
come. Visit your nearby Kawai dealer today for a
demonstration; and realize your dream of making
modern sounds the way you've always made traditional
ones...from the keyboard of an exciting new Kawai

acoustic piano with MIDIL.
KAWAI

The Master Builder

Kawai America Corporation
Department MX

PO. Box 0438

24200 S. Vermont Ave.

Harbor City, CA 90710-0438
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EUROPEAN

MANUFACTURING
and the World Market

by Al Swanson

Brighton, England, is a charming
Victorian resort city, overlooking the
English Channel, altogether a won-
dertful spot to hold the International
Broadcasting Convention. The city has
plenty of boutiques, beer, bed & break-
fasts, and a beautiful beach. It also has
an occasional bombing, like at the
1984 IBC, when the Prime Minister
was staying at the Grand Hotel (on
other business). But Mrs. Thatcher had
other things to do this time, and all
was tranquil.

The scene inside (the Metropole
Hotel—the venue for most of the ex-
hibits) was somewhat less placid, for
the IBC is one of Europe's largest trade
shows, halfway between SMPTE and
NAB—in scope if not in real estate.
This is to say, everyone who's anyone
in the industry shows up.

[ was there also, to soak up (in addi-
tion to the aforementioned beer) ru-
mors, gossip, and any other informa-
tion [ could regarding the state and
future of all things audio and video on
the Continent, plus implications for
the same in the U.S.

Whew. Handling such an unwieldy
subject requires a few organizational
constraints, so I will break, roughly,
my comments into three areas: how
the present market in Europe is con-
stituted; how European manufacturers
propose to satisty this market while
maintaining some level of worldwide
influence; and how this all translates
into specitic products for the nearand
not-so-near future.

To begin with, the European market
for audio and video products is domi-
nated to a large degree by govern-
ment-run broadcasting networks, with
many of their policies and practices
established internationally. Equipment
purchases made by such organiza-
tions have a great impact on manu-
facturers. (Independent studios have
comparatively little influence—even
though the aggregate monetary value
of their purchases is considerable, the
individual clout quotient is proportion-
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"For a Swiss
company,
Studer is

considered to
be relatively
large, with

some 1500

employees.

Sony, on the

other hand,

might have
that many
engineers
working on a
single project.”

ately low.) Moreover, those who auth-
orize purchases for the mega-broad-
casters are most often several bureau-
cratic steps away from those who pay
the bills (and, in any case, the money

spent is the taxpayers’, not the stock-
holders’). Thus, there is no particular
impetus for the suppliers to keep hard-
ware costs low. It is much more impor-
tant for them to meet complex interna-
tional specifications. Then, too, it
should be noted that these purchas-
ing personnel are generally engineer-
ing types who have risen through the
ranks—which is to say that they may
not have been on the front line of
hardware use for several years. As a
consequence, there is a strong ten-
dency to emphasize familiarity over
innovation.

(There are, of course, pluses and
minuses to all this. On the one hand,
we can see that engineering creativ-
ity takes second place to bureaucratic
requirements. On the other, the sys-
tem frees broadcaster Smith, for in-
stance, from having to keep up with
broadcaster Jones in terms of the num-
ber of new toys he has.)

Now, how does this affect European
domestic manufacturers, who, never-
theless, wish to be worldwide players?
Item: The world's largest market for
A-V products is North America. Item:
A major segment of that market is
made up of independent studios who
"need” new gadgets, new fodder for
the hype machine, on almost a month-
ly basis. ltem: "Purchasing agents” for
these studios are more often than not
the owners of said institutions. Taking
all this into account, it obviously be-
hooves any would-be world player to
take into account novelty, hype value,
and low cost—all of which are, to the
North American market, considered at
least as important as performance, and
much more important than longevity.

Butlow-cost hardware with frequent
bell-and-whistle updates is precisely
what traditional mainline European
manufacturers are not geared up to
produce. Says Marcel Groos, audio-
video products manager at Kudelski
(most famous for the manufacture of
Nagra tape recorders), "We are, to put
it bluntly, incapable of building any-
thing other than exceptionally fine
equipment that performs very well
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Audio consoles were once designed for particular applications. You decided
up front what type of clients you were going after, and then picked a console
accordingly, keeping your fingers crossed that the clients would approve.

Today things have changed. A studio’s survival requires flexibility. A console
built for music recording becomes cumbersome when faced with video post
or MIDI dates.

These challanges are met by the design of ELITE. A true dual-channel
system delivers the flexibility you demand in a package that is easily
understood. Direct Digital Interface connects the digital logic system of the
console directly to the GPI lines of any video editor,and with MIDI Direct
you can slave the console to a sequencer just as if it were a synthesizer. The

console itself provideds sixty-four input faders and thirty-two sends to
handle the most complex date.

Compare the ELITE to any other console. You'’ll find an operating system
that goes far beyond the limitations in other designs and sonic performance
which extend the reputation of Neotek consoles as the best in the world.

Prepare for the future. Join the ELITE.

NEOTEK

1158 West Belmont Avenue, Chicago, lllinois 60657 312-929-6699

©1985 NEOTEK CORP
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indeed for many years and costs a lot
of money.”

A main concern is the lack of flexi-
bility. "For a Swiss company,” says
Studer’s Bruno Hochstrasser, "we are
considered to be relatively large, with
some 1500 employees. Sony, on the
other hand, might have that many
engineers working on a single proj-
ect. On a development level, how can
we compete with that?”

Stefan Kudelski himself acknowl-
edges the problem: "We do not have
the production capacity needed to
build large numbers [of tape record-
ers), and we do not have the engineer-
ing staff necessary to develop many
different products at the same time.
Cost is only a question of numbers.
Therefore, what we build will never
be cheap, and we must be prepared
to concentrate on only a small part of
the market.”

"Specifically,” continues Groos, “this
means that we are planning to go
after the ‘'elite market' [i.e,, television
and major post-production studios] in
a big way. However, there are some
potential problems with this. We have
always been able to market our prod-
ucts on the basis of our reputation. But
because our reputation is not as well
known in this ‘elite market," it will be
necessary for usto learn to sell things
to it. And this is where we do not have

a lot of experience.”

Of course, development of “elite”
products demands a massive R&D
expenditure—particularly when the
window of marketability is small,
which is often the case with broadcast
equipment. A competitor can reason-
ably say, “"Sure, they have the best
product today, but why not wait until
next month, when you can get from
us an even more advanced product?”
And the risk is high. Hochstrasser
points out that Studer needed to go in
with Sony in the development of DASH
technology, because “besides the
benetits of technology sharing, we
could not afford to decide by our-
selves on the format, only to have the
world choose something else before
we could finish building a machine.”

This fact of economic life would
seem to favor large, vertically inte-
grated conglomerations, although it
doesn't always have to. According to
Neve's marketing director, John An-
drews, sometimes smallness is advan-
tageous. "There are three parts to the
development of a commercially suc-
cesstul product. First, you have to
identify a market niche, secondly you
create something to fill it, and thirdly,
you have to sell it. It is true that a very
large engineering staff is desirable
during the second stage, and a well
organized marketing department is

necessary during the third, but dis-
cerning a need in the first place is
often the province of individual vision-
aries. Neve has always been good at
identitying the needs of the user early
on. Also, to begin work on a new desk,
for instance, does not in our case
require running a bureaucratic maze
before final approval is given.”

Nevertheless, Neve now feels com-
pelled to play it both ways, and recent-
ly became a subsidiary of the multi-
national electronics giant, Siemens.
Neve's digital console, while admit-
tedly tulfilling an important need (and
giving the company a large head start
in DSPtechnology), represented R&D
expenses far in excess of what was
originally anticipated—and, more to
the point, what could be comfortably
handled. Now, says Andrews, Neve
will have the capital backing neces-
sary to continue and expand its DSP
research, plus access to the parent
company’'s own considerable tech-
nical and worldwide marketing
experience.

Neve is not the only company try-
ing to solve its R&D dilemma via the
mergerroute. A cross-cultural casein
point is the purchase by AKG, a
financially stable, conservative old-
line (European) manufacturer, of the
small-but-innovative (American) Ursa
Major. What AKG has gotten from

TECHNICAL SUPPORT s

FOR YOUR CREATIVITY

69 Beford Road_

J A Y
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(617) 369-2200
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this union is access to the smaller com-
pany’s microprocessor technology;
the ADR Digital Reverb and Effects
Processor now carries the AKG logo.

A somewhat different, more “open,”
marriage was recently formalized
when Solid State Logic joined the
UEI group, Quantel’s parent corpora-
tion. Neither company needed the
other's money—both have a strong
profit ratio and excellent capitaliza-
tion. Rather, the chief benetit of their
merger is expected to be one of long-
term engineering synergism: Quan-
tel is planning for, and has largely
implemented (with its Paintbox and
Harry systems), the “all-digital video
studio,” while SSL has become in-
creasingly involved with console de-
signs useful for video post-production.

Qur recent buzzword among con-
sole manufacturers is the "virtual” or
“assignable,” console, wherein many
control elements (potentiometers and
switches) are programmable, so that
many functions can be assigned, often
remotely, to one control set or another.
This type of design has widespread
desirability to broadcasters, and most
builders catering to this market have
developed or are developing some
sort of assignable console. However,
SSL's founder Colin Sanders points
out that this sort of design is fraught
with problems if realized using avail-
able analog technology. On the other
hand, there is a long technical row to
hoe (mostly having to deal with real-
time operational speed) before large,
complex desks, such as SSLis famous
for, can be implemented with all-
digital designs. Therefore, SSL is
heavily committed to digital signal
processing R&D—which, not-at-all-
incidentally, will undoubtedly be
abetted fruitfully by a corporately
conjugal relationship with Quantel,
although each company says that it
will pursue largely separate careers
for the near-term.

Yet another cooperative approach
was taken by two certifiable behe-
moths. Unfettered by U.S. antitrust
considerations, Bosch and Philips
have formed a third company, Broad-
cast Television Systems, mostly forthe
purpose of promulgating MAC (Mul-
tiplexed Analog Components) televi-
sion transmission standards. A little
background is in order. Accepted
MAC standards would encompass
several different, yet theoretically
compatible schemes (even with exist-
ing receiving equipment)—to accom-
modate cable transmission, direct
(satellite) broadcast, pay TV, multiple
high fidelity audio channels, and high
definition television (HDTV). Therefore,
two purposes could be fulfilled: 1) to
execute an evolutionary end run
around the limitations of PAL, SECAM
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(the present European), and perhaps
even NTSC (the present North Amer-
ican and Japanese) systems; 2) serve as
a pan-European way to avoid having
to accept the Japanese MUSE system
for NDTV (which, like NTSC is based
on 60 Hz, and is therefore not compat-
ible with the 50 Hz European systems).

Thus, the idea behind the formation
of BTS, is, according to a Philips exec-
utive, that with two industry heavy-
weights cooperating in the develop-
ment of standards, hardware, and re-
search, enough momentum will be
established that all other manutfactur-
ers and governments will necessarily
fall into line. This would have the
further effect of encouraging European
producers to come up with more and

better programming, since neither
MUSE nor ordinary NTSC material
(the U.S. is currently the major world-
wide software supplier) will translate
particularly well into 50 Hz high defi-
nition MAC.

What does this all mean for the
future? Well, it does not mean that pric-
es of European products are coming
down much if any, nor does it mean
that the high-brow Continental manu-
facturers are likely to begin catering
to the basement studio trade, although
some of their products may begin
featuring a few more items usetul to
the masses. What is probable is that
we will see much more international
market research (don't be surprised if
you are regularly asked about your
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“Each time [ go back to Berklee, I am reminded of how the
school continues to offer its students the very best whole music
experience. There is so much of today’s music in the curriculum—
and their studio facilities are outstanding. Berklee students are
trained for a career in today’s music industry. The student-alumni
roster speaks for itself.” — Arif Mardin

Grammy Award-winning producer and arranger Arif Mardin is Vice
President of Atlantic Records and bas produced albums for Chaka
Kban, Howard Jones, Aretha Franklin, and Melissa Manchester,
among many others,

Berklee has helped produce thousands of professionals
who now enjoy successtul careers in all aspects of today’s music
business. For a current catalog, contact the Berklee Admissions
Office. Call toll-free: 1-800-421-0084 (9 a.m. to 5 p.m. EST). In
Massachusetts call: 617-266-1400. Or write: BERKLEE, Admissions
Office, Dept. MXI10, 1140 Boylston Street, Boston, MA 02215,

Berklee

COLLEGE OF MUSIC
Where careers in music begin.
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studio habits), and more mergers or
other cooperative ventures involving
both R&D and commercial aspects.
Regarding thatlatter point, any major
new product, such as a digital video
recorder, will likely be “second-
sourced” before its development be-
gins, since no manufacturer wants to
be left twisting in the ill wind of white
elephantitus. As far as broadcast
standards are concerned, look for
increasing polarization between
Europe on the one hand, and Japan/
North America on the other; this
polarization will undoubtedly affect
equipment design and marketing
strategies to some extent—just how
much remains to be seen.

Concerning specific products, here

are my predictions:

1) New professional digital recorders
from the Continent are probably at
least a year away, may well be a
completely different format than
what we've seen so far, and possi-
bly be announced by a consortium
of manufacturers.

2) The development of full-capability
digital disc (and other quasi-ran-
dom access) recorders will pro-
ceed slowly, lagging behind sim-
ilar efforts in America and Japan,
although editing systems using
Winchester-type disc storage are
coming on strong, largely for use
in video sweetening studios.

3) We will see several assignable, or
partially assignable, analog con-
soles during the next few months,
with small-scale digital desks fol-
lowing closely. Larger digital units
will be rare for several years.

4) Software intensive items, such as
reverberation and delay units, and
other effects boxes, may not, unlike
the mass produced units from else-
where, get less expensive, but will
attain high plateaus of versatility as
the control programs become in-
creasingly sophisticated.

Finally, regarding the future of the
industry as a whole, a few comments
by Colin Sanders seem to sum things
up well: "The traditional distinctions
between audio recording studios,
video production houses and broad-
cast production facilities have begun
to fade. As each industry seeks to
diversify the services it offers and to
improve its technical and competitive
capabilities, it has begun to 'borrow’
the techniques and the technology
developed by the other sectors. As a
result, @ much broader and larger
service industry is emerging, which
could be described as the communi-
cations productions industry. It em-
braces all aspects of sound and vision
production for electronic media.” &
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Tannoy is pleased to release their SGM-Super Gold dual
soncentric studio monitors, a take off from their world
amous SRM-Super Red Monitors released in 1979.

With the new SGM series of studio monitors the Tannoy
-esearch team has produced some radical new thinking in
he area of the much studied crossover network. The result

is a range of loudspeakers which seem traditionally based
and bare little external change from the existing series, use
the same proven time alignment techniques and yet provide
a major step forward in the quality of reproduced and
recorded sound for monitoring in the pursuit of gainful
profit (or sheer enjoyment).

JOIN THE GOLD RUSH AT YOUR NEAREST TANNOY DEALER!

TANNOY NORTH AMERICA INC.
300 GAGE AVE., UNIT 1, KITCHENER, ONT,, CANADA N2M 2C8 (519) 745-1158, TELEX: 06955328
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Most mikes You deserve

make you something
sound like ~ alittle
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This little mike gives your talent a big hand.
Because it insures that your vocal sound comes
through intact. The carefully-tailored response
curve anticipates typical sound systems and
hall acoustics. With an ATMB5R the audience
hears more YOU and less microphone.

With its advanced cardioid construction, the
ATMBSR gives your sound mixer more freedom to
raise your vocal level to whatever loudness the
music demands. Regardless of nearby monitor or
side speakers. And without having to resort to
drastic EQ “tricks” that distort your tone. Or the
need to “force” your voice, just to be heard.

The ATMB5R easily handles your dynamic range.
And it doesn’t change your vocal sound when you
stray a little off mike. Yet it firmly rejects sound
coming from the back. The ATM5R concentrates on
you, so that you can concentrate on your
performance.

Handling and cable noise are also better controlled
than with most microphones. And the small size
of the ATM5R means less bulk between you and the
audience.

You know how great you sound in the studio. Now
you can put that same sound on the road. Test sing the
ATMB5R at your Audio-Technica sound specialist today.

ATMB5R |
Condenser,
Cardioid

"
‘4

Actual
size

audio-technica

1221 Commerce Drive, Stow, Ohio 44224
(216) 686-2600
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AIR MONTSERRAT

THE BEST OF BOTH WORLD

Above left is an aerial [
view of the complex, its
layout identified by the
diagram at right. The
other photos above show
the studio from a dis-
tance with its relaxed L
poolside ambience. Be-
low is recent studio
client Boy
George, work-
ingon hisde-
but solo al-
bum at Air
Montserrat.

—

[ |

by Diana Wendling
and Stacy Baird

ou wouldn't think that a great
amount of work could be accomplished
while tucked away on anisland in the
West Indies. You might conclude that
a tropical clime and secluded beach
coves are not exactly conducive to
cutting edge creativity and on-sched-
ule productivity. You could complete-
ly dismiss the notion of spending time
and money in an environment where
the temptation is to lie in the sun rather
than lay down a track. But then, you
wouldn't be fully aware of how a par-
ticularly unique and fully self-con-
tained recording studio operates. You
would, in a sense, be missing the boat

—CONTINUED ON PAGE 109
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Performer for the Apple Macintosh
has the specs to set it apart from
other sequencers: 50,000 note
capacity, 200+ tracks, 480 parts-
per-quarter note beat resolution,
real-time and step recording of a/f
MIDI events-as well as MIDI sync
and song pointer.

With Performer, you ean edit single
évents, entire regions—even non-
linear data-—including durations,
velocity, controller information and
more. Create crescendos and fades in
seconds. Program filtér sweeps. And
change from legato to staccato and
back..Performer is also compatible
with the Professional Composer
manuscript printing program.
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ound PERFORMER

And best of all, Performer's on-screen
“tape-deck” controls are easy to use.

If you're familiar with multi-track
recording, you'll be cutting tracks

within minutés.

Keyboard Magazine says, "...thd
attention to musical detail eviden
throughout Performer is remarkable”
Find out why Performer is th
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.



—FROM PAGE 105, AIR MONTSERRAT
—the one heading to AIR Montserrat.

“Montserrat turned out to be the
perfect place for this project. We were
far enough removed from all pressures,
which allowed us to really getdown to
what we were doing. We went there
basically with no songs; just with this
vision of where to make a solo album
for Boy George.”

Stewart Levine, producer of the up-
coming Boy George solo LP, didn't
miss the boat. Neither did Lamont
Dozier, a seasoned group of session
musicians from London and, of course,
Boy George. Levine is confident that
his crew succeeded in capturing a
gritty R&B sound for Boy George's
first solo effort. Arriving without any
material, their eight-song LP was re-
corded in eleven days. The songwrit-
ing was a collaborative process, with
Boy George at the helm, Lamont Doz-
ier penning four and the carefully
selected band members contributing
to two of the tracks.

It would appear that Montserrat's
tranquil environment encouraged a
healthy atmosphere for group produc-
tivity. Removed from daily distractions,
it was an opportunity for Boy George
to completely submerge himself in
songwriting. When George wryly ob-
served that his surroundings could
compare to Devil's Island, Levine was
quick to point out that if he “wanted to
get off the rock he simply had to write
the songs and get them done.”

PHOTO: ANDRE CSILLAG
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This approach proved effective. Ac-
cording to Levine, “"We got into what
we were there for. We had a job to do
and we had everything there to ac-
commodate our needs. It made us feel
like we were able to just get down, be
creative and do what's important,
which is not always the case in a
recording studio, because there are
so many distractions. We worked from
nine or ten in the morning to around
midnight each night and still managed
to get in our fair share of sun.”

In choosing AIR Montserrat, Levine's
objectives were two-fold: to remove
Boy George from the press and pres-
sures of London, and to work on the
new SSL 4000E and Focusrite sub-
mixer designed by Rupert Neve. In
fact, Levine and his engineer, Glen
Skinner, hold the distinction of being
the first team to produce on this highly
innovative custom console. For Levine
it was the ideal opportunity to expe-
rience the best of both worlds.

“Having the Focusrite submixer in
the SSL was very helpful because I'm
not a very big fan of SSLEQ, although
I'm a fan of the console and I love the
computer,” he says. "By having these
modules along with the SSL we were
able to put an awful lot of things
through the Focusrite as we were

Writer-arranger Lamont Dozier on
hand for the recent Boy George ses-
sions in AIR Montserrat.

recording. We had the bass recorded
through the Focusrite and a lot of our
drum overhead mics were there. We
usediton all the vocals and on most of
the overdubs, like an acoustic guitar
or percussion so we could use the EQ.
It's more subtle and much smoother.
It's more in tune with the way I like to
hear things sound.”

George Martin, chairman of AIR
Studios (London and Montserrat) and
pre-eminent producer, also happens
to prefer the Neve sound for record-
ing. According to Martin, Neve is
“better for the voice and bass. That
doesn't mean to say that I don't like
the SSL sound, but I would choose the
Rupert Neve for certain recording
sounds. On the other hand, I do prefer
the SSL when it comes to mixdown. |
think the automated mixing that's
available on the SSL is the best in the
world. So what I decided to do was try
and get the best of both worlds.”

In order to attain the best of both
worlds, AIR's management decided
to call upon one of the most respected
names in console design: Rupert Neve.
This seemed a natural choice consid-
ering that they have historically en-
joyed a collaborative and prosperous
relationship, employing Neve consoles
at both AlR facilities. In fact, the sound
that AIR Studios became famous for
was due in large part to their custom
designed Neve consoles. Montserrat
received AlR's first customized Neve
console uponits opening in 1979. The
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reviews, particularly from George Mar-
tin and Geoff Emerick, were so enthu-
siastic that two more were installed in
AIR London's Studio 1 and 2. (It is
interesting to note that the original
Montserrat console can now be found
in Herb Albert's A&M studio. Like most
used equipment working in Hollywood,
it has recently undergone a facelift
and is, once again, performing at
top speed.)

For AIR's design team, it was of
utmost concern to preserve this Neve
sound while embracing the high-tech
advantages of SSL's automated, total
recall console. Propitious timing was
a key factor in consulting with Rupert
Neve about the possibility of design-
ing a submixer to complement the
SSL; a “"console-within-a-console.” In
January ‘86, Mr. Neve was no longer
contractually obligated to a non-com-
petitive agreement with his former
company, and therefore was ready to
work with AIR as the founder of his
new company, Focusrite.

Focusrite had an input amplifier de-
sign ready to manufacture sothe "con-
sole-within-a-console” concept was
quite viable. After consulting with
AIR's design team—George Martin,
John Burgess, co-founder and studio
director of AIR, Malcolm Atkin, AIR
London's studio manager and former
technical director, and David Harries,
manager of AIR Video—Rupert Neve
formulated the design of a 12-input,
eight-bus mixer that would fit within
the frame of the SSL. The SSL was
ordered, 48 modules fitted in a 64-
channel frame, with a few ribs re-
moved to create space for the Focus-
rite submixer.

Studio director Malcolm Atkin feels
that the SSL with the Focusrite sub-
mixer is "a marriage of two very well
respected sonic viewpoints in the busi-
ness. | think where we've done our
homework, technically, is to interface
the two together properly in terms of
the solo and cut bus. We've also inter-
faced the mix/record logic and taken
the output buses on the auxiliary so
that they tie straight back to the SSL.”

The final design of the submixer
incorporates 12 input channels utiliz-
ing the ISA 110 input amplifier and a
custom designed switching module
(with eight auxiliary sends, pan, insert,
solo and mute) which carries the selec-
tion of the signal path to the eight bus
amplifiers. Each bus amplifier has a
pre-fader insert, metering and fader.
Each module is transformer-coupled,
with switchable insert points between
each. The eight auxiliary sends are
the only audio signal path common
with the SSL; all other inputs, inserts
and outputs appear only at the patch-
bay. This is, according to Malcolm,
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Combining Rupert
Neve's Focusrite
submixer with a Solid
State Logic 4000E

offered the best of both
worlds.

“for the purist who wishes a direct
signal path to the recorder.”

Rupert Neve's design philosophy
evolves from his awareness that in
order to build, one must first have a
foundation. The foundation for Focus-
rite is the Input Signal Amplifier mod-
ule, the ISA 110. He believes that every
audio device has a "personality;” the
personality of the designer. As Rupert
explains, "If you read the specs you
say 'what's the difference?’ But if you
take various parameters together,
there are very subtle differences that
come out. You can really only express
them as being part of the personalities
of the people or person who designed
it.”” For Rupert, collaboration is an
essential element in the design proc-
ess. He emphasizes that optimal results
are achieved when working with peo-
ple, to their personalized system needs,
rather than “working in big company
style with black and white specitica-
tions.” Concerning his rapport with
AIR, Rupertreplies "l have had a very
good relationship with the AIR peo-
ple, particularly George Martin. [ sup-
pose this is because when he wants
something special, he and I get talk-
ing and often something special does
happen.”

The design parameters for the Focus-
rite are established to meet the great-
est possible flexibility in application
and the widest freedom of interface
with other equipment in the chain. By
using transformer coupling at the in-
put, insert points, and output, the ISA
and all Focusrite devices interface with
other equipment without noticeable
signal degradation.

Rupert, a transformer designer for
30 years, is a firm believer in its use.
He is also aware of the contribution
the transformer has made to the sound
that is synonymous with Neve. The
transformer design he is presently
using in the Focusrite is based on the
toroidal type used in the Neve con-
sole formerly housed at AIR. It has
considerably broader bandwidth (500
kHz, although rolled off to -1 dB @
100 kHz and -3 @ 175 kHz in the ISA)
and lower distortion figures than pre-
vious designs.

The ISA 110 consists of two fully
parametric, continuously variable mid-

band EQ, high and low frequency EQ
each with five selectable frequencies,
and high and low pass filters that pro-
vide a 20 dB/octave cut at five selec-
table points for each filter. Rupert point-
ed out that with variable "Q" equali-
zation, it is very important to maintain
a well defined "Q" slope over the en-
tire amplitude range. The sound of the
equalizer compares favorably to the
Neve from which itevolved, although
it offers increased flexibility and im-
pressive transparency. This design
was conceived to encompass a broad
range of recording demands—from
choral performances to complex mul-
ti-track mixing.

Surrounding the SSL console/Focus-
rite submixer is a wide array of out-
board equipment, a Studer A-800 24-
track and MCI 24-track recorder, and
a full range of microphones. Most
notably, AIR Montserrat is equipped
for complete digital recording and
mixdown and two 32-track Mitsubi-
shi X-850 recorders and two 2-track
Mitsubishi X-86's.

One of the primary concerns in
operating an island recording studio
isequipment maintenance. To ensure
that all equipment is running smoothly
at all times, a full time maintenance
department is rotated with the staff at
AIR London. This strategy has also
been effective in staving off “Island
Fever.” Additionally, AIR's inventory
includes a complete stock of duplicate
parts and multiples of high-demand
equipmenttoinsure minimal down-time.

AIR Montserrat has played hostto a
diverse roster of recording artists—
The Police, Dire Straits, Earth Wind &
Fire, Art Gartunkel and Black Sabbath
are among those who speak highly
about Montserrat's state-of-the-art fa-
cility and recreational amenities. Ru-
mor has it that the staff at Montserrat
also scores high in the culinary arts—
Chef George's pumpkin soup is said
to be superb.

Offering further testimony to the
mysterious infusion of creative energy
found on theisland, Roger Gloverand
lan Gillan, during a brief sabbatical
from Deep Purple, wrote seven tracks
in five days. "Going to a big studio in
the middle of New York wouldn'thave
made it,” Glover says. "At Montserrat
we can live at the studio and the sur-
roundings are very conducive to
creativity.”

AIR Montserrat may not be the most
convenientlocale for artists locked into
tight schedules and peripheral obli-
gations. Paradoxically, this may be the
reason why so many choose to explore
a fresh approach to recording—and
relaxing. In the end they find the
experience well worth that extra bit of
effort.

MIX VOL. 11, NO. 2



Il

|

———
J ————e

_— ————

p ————

- - | — ————
— ——
= ———
% —— eeE——

\\
f

A

\

\

.

-

-

j

(o
®

-
-

Ml I

introducing the DX300, DX800 and
DX1500 power amplifiers

The DX300, DN800 and DX 1500 amplifiers all feature
belany ed XLR inputs, balanced and unbalanced %
inputs, bananaoutputs, ground lift switchand ater-
minal block with accesstoal inputs andoutputs.

Total Audio Transparency ‘@ oAM

Manufactured in the UK:

Hil!' Audio Ltd., Hollingbourne House, Hollingbourne, Kent ME17 1Q) England

Tel: (062 780) 555/6/7 Tlx: 966641 HILL
U.S. Sales Office:

Hill Audio Inc., 5002B N. Royal Atlanta Dr., Tucker, GA 30084 USA k Hill Audio
4

Tel: (404) 934-1851 Tlx: 293827 HLAD

DX300 output power: 200wattsinto 80 (per channel, both channels driven, 20Hz
-20kHz,-05dB) 400 watts into 8Q, 450 watts into 4Q(burst power*) distortion (250mwW
to rated power at8Q): IMD SMPTE: <001%. THD (1kHz): <0.01%. THD (20kHz DIN):

<002% size: 2 rack spaces, 82" behind front panel weight: 7Kgs, 16 |bs. cooling:
2 passive heatsinks.

DX800 output power: 250 watts into 802, 400 watts into 4Q (per channel, both chzan-
nels driven, 20Hz - 20kHz, -0.5dB), 800 watts into 82 (bridged mono), 800 watts into
40, 900 watts into 2Q (burst power*) distortion (250mW to rated power at 8Q): IMD
SMPTE: <0.01%. THD (1kHz): <001%. THD (20Hz-20kHz DIN): <0.02% size: 2 rack

spaces, 13” behind front panel weight: 13Kgs, 29 Ibs. cooling: 1 servo controlled
DC fan.

DX1500 output power: 300wattsinto 82, 500 watts into 42, 750 watts nto 2Q (per
channel, both channelsdriven, 20Hz - 20kHz, -05dB), 1000 watts into 82, 1500 watts
into 4Q (bridged mono) 1500 watts into 22, 1600 watts into 1Q (burst power*) distor-
tion 250mW to rated power at 802): IMD SMPTE: <0.01%. THD (1kHz): <001%. THD
(20Hz-20kHz DIN): <002% size: 2 rack spaces, 13" behind front panel weight: 15Kgs,
34 Ibs. cooling: 2 servo controlled DC fans.

*Burst power is a kHz tone for 10ms every 100ms, single channel (an indication of the amplitiers
ability to handle music transients and tolerate deviations in nominal speaker impedance)

Circle #071 on Reader Service Card



ALL IN ONE VOLUME!

THE REFERENCE GUIDE

Nearly 5,000 Names, Addresses, and Phone Numbers!

ow for the first time in

one convenient, easy-

to-use volume — the
listings that the recording
industry has relied upon for
the past ten years.

The first Annual Direc-
tory of Recording Industry
Facilities and Services now
brings together all the Mix
Studio Directories published
in 1986, as well as video pro-

duction/ video post, equipment
manufacturers and other essential services.

Recording
Studios of

the U.S. and -

Canada

Over 2,000 studio
listings, broken
down by geo-
graphical region,
including equip-
ment, size of studios
and control rooms,
personnel, areas of
specialization, rates

1987

OF RECORDING INDUSTRY
FACILITIES AND SERVICES

THE

ANNUAL

eeee KAJEM STUDIOS LTD. USA
1400 Millcreek Rd., Gladwyne, PA
19035

(215) 649-3277

Owner: Joe Alexander, Sam Moses,
Kurt Shore, Moishe Goldfarb
Engineers: Mitch Goldfarb, Joe Alex-
ander, Terry Holfman, Jim Campbell,
Brian Dorn, Joe Hauserman
Dimensions of Studios: Hexagonal 35
x 30, plus an adjacent 2,000 sq. ft
ambient w/25-foot ceilings.
Dimensions of Control Rooms: 22 x 20.
Tape Recorders: Studer A-80, 24-track;
Otari MTR-90, 24-track; Studer A-80 %
inch, 2-track; Studer B-67 -inch,
2-track

Mixing Consoles: Sohd State Logic
w/primary and Total Recall computers
4000 E 48 x 32

Monitor Amplifiers: Crown, Hafler.
Monitor Speakers: UREI, Yamaha,

and other useful Ruretone
: : = KAJEM STUDIOS LTD. USA
information. Gladwyne, PA

3 MASTERFONICS INC.
MaSterlngl Mastering, Tape Duplication, CD
PreSSin Services

gl 28 Music Square East, Nashville, TN
Duplicati 37203

up 10n (615) 327-4533

FaCi].itieS g::tact: Margaret Meadows, oftice

e MASTERING
Over 450 hShngs O{ Cutting Lathes: Neumann VMS70 (3),
mastering houses, Zuma equipped

pressing plants, and
tape duplicators.
Includes rates, pro-
duction capacity,
equipment used.

MASTERFONICS INC.
Nashville, TN

12

Console: Neumann (2)

Tape Machines: IVC digital, Sony 1610,
Sony PCM-F1

Monitor Speakers: Hidley/Kinoshita
Model 3 vertical, Yamaha NS-10, etc.
Signal Processing: JVC digitial disc
mastering console, Sontec and usual
goodies.

Engineers: Glenn Meadows, Benny
Quinn, Milan Bogdan, Butch Carr, Lois
Walker.

Rates: Available upon request
Credits: Available upon request

This indispensable
resource guide for
audio/ video production
professionals will carry a
retail price of $24.95. By
| placing your order before
April 30, 1987, you'll receive
/ the Mix Annual Directory
/| foronly $16.95 per copy.
‘ (For orders of five or more
copies, price is only $11.95
each—a savings of 50%).
Order yours today and have
all these valuable listings at your fingertips:

Echo, Reverb & Delay Systems: EMT,
AMS, Sony, Lexicon, Yamaha, Ursa
Major

Other Outboard Equipment: AMS,
Eventide. Lexicon, UREI, Teletronix, Val
ley People. Audio Design & Research,
Scamp, API. BBE, MXR, dbx, EXR, Del
taLab, Acoustilog, Puitec, OmniCraft,
Hush II

Microphones: Neumann, AKG, Sony,
RCA, Electro-Voice, Crown, Country
man, Sennheiser.

Instruments Available: Emulator I
w/Total Music, Macintosh software,
Mirage, Yamaha DX7, Juno 106.

Rates: Call for info, block booking and
package rates available. Also, housing
can be provided

Other Services: CD preparation, full
pre-mastering services, analog to digital
transfers, full Tom Hidley 20 Hz monitor,
SSL/Otan DTR-900 equipped remix
room available

TAPE DUPLICATION

Method of Duplication: In cassette
Tape Used: TDK SA-X, HXS
Duplicating Speed: Real time

Rates: Varies with quantity

COMPACT DISC
Preparation/Manufacturing: Full CD
pre-mastering services available with
JVC DM-900 digital disc mastering cor
sole. Full D to D format conversion from
Sony 1610, Mitsubishi X-80, EIA] to JVC
and back

MIX VOL. 11, NO. 2



YOU’VE BEEN WAITING FOR!

Studio
Designers and
Equipment
Suppliers

More than 500 stu-
dio designers, acous-
tical consultants,
audio/video equip-
ment dealers and
installers. The most
comprehensive
directory of its kind.

Video Pro-
duction and
Post-produc-
tion Facilities
Nearly 1,000 video
production com-
panies, including
post-production/
editing, on-location
production, and
audio post-produc-
tion for video. List-
ings give personnel,
rates, and equipment.

Chips Davis

LEDE DESIGNS, Inc.

CHIPS DAVIS LEDE DESIGNS, INC.
Las Vegas, NV and San Rafael, CA

PRODUCERS COLOR SERVICE, INC.
Southfield MI

CHIPS DAVIS LEDE DESIGNS, INC.
SD, AC

3364 Clandara, Las Vegas, NV 89121
(702) 731-1917

Contact: Chips Davis

2169 Francisco Blvd. J-1, San Rafael,
CA 94901

(415) 459-2888

Contact: Jerry Jacob

Services offered, credits, specializa-
tion: Chips Davis designed and built the
first LEDE control room in 1978 in Las
Vegas, NV. Since then, Davis has defined
and set the standards for LEDE and
LEDE-type monitoring environments.
Davis' resesrch and continued com-
mitment to the scientific principles in-
volved have made him the acknowl-
edged expert in the field. Among Chips
Davis-designed facilities you might wish
to visit are: Tarpan Studio, San Rafael,
CA; Crescendo Audio Productions, San
Juan, PR; Radio-TV Caracas, Caracas,
Venezuela; Audio Archives, Syracuse
University, Syracuse, NY; NBC Training
Center, NY; ABC, NY; Sounds Inter-

PRODUCERS COLORSERVICE, INC.
VIDEO COMMUNICATIONS
DIVISION

VPF, OLVP, VPP/E, APPV

24242 Northwestern Hwy., South-
field, MI 48075 .

(313) 352-5353

Manager: Bruce Calmer
EQUIPMENT

Synchronizer: EECO, Time-Lynx.
Switchers/editors: (4) CDL 480; GVG
300/3.

Cameras: (2) Sony BVP-3; lkegami
EC3S5, ITC 730; Bosch FDLEO telecine.
Audio recorders: Ampex MM-1200,
ATR-100; MCI 110B; Otari MTR-90 II,
MTR-20, MTR-12; Dolby and dbx noise
reduction.

Audio mixers: Solid State Logic SL-
4000B, 24-channels and SL-6000E, 32-
ch ls (computer assisted consoles).
Other major equipment: (5) on-line
edit salons (CMX 3400/3400 A-M2); (3)
ADOs; 2-channel Vidifont V; Quantel
Paint Box; Ultimatte; (2) audio post suites
with SSL consoles; 1-inch VTR mix-to-

change, Toronto, Ont, Canada; MBC
Center, Winnipeg, Manitoba, Canada;
NBC PPS 1, CRs 2 and 4 Burbank,
Brookiyn 2, Brooklyn, NY (Bill Cosby
Show); National Public Radio, Washing-
ton, DC; ]BL, Columbia Academy, Van-
couver, BC, Canada; Granny's House,
Reno, NV; Starstudio, Hamburg, W.
Germany. Services offered: design,
consultation, seminars afid training,
TDS™ measurements, electronic and
product design consultation, marketing
and management services as well ason-
site supervision and turnkey services.

pix; full complement of EFX; (3) stages,
150 x 100, 50 x 60, 40 x 40.

Rates: On request.

Direction: Commercials—national and
network—for major Midwest agencies,
automotive and retail. High-end indus-
trial production and post-production for
tape and videodisc release (affiliated
with Technidisc Inc)) High quality film-
to-tape transfers. Ten years video EFX
experience. Six years experience in
audio post for video.

Important note: At the
request of listees, some
entries in the Directory
include only company
name, address, phone
and person to contact.
However, the majority of
facilities include detailed
information as shown.

KLIPSCH AND ASSOCIATES, INC.

AUdiO, Video and P.O. Box 688, Hope, AR 71801
(501) 777-6751

MUSiC Manufacturers Contact: P. Woody Jackson, Nat'l Sales

See order form
The names, addresses and Products manufactured: Audio &
phone numbers of over 500 next page ‘

manufacturers of equipment
for professional applications in

Important note: At the request of listees, some entries in the Direc-
tory include only company name, address, phone and person to

audio, video and music
production. contact. However, the majority of facilities include detailed informa-
tion as shown.

" ORDER NOW
AND SAVE ONE-THIRD OFF
THE RETAIL PRICE!
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Circle #072 on Reader Service Card

A British company
dedicated Lo the design and
manufacture of one of the
broadesl ranges of mixing
consoles in the World. We
offer ten individual models
in over fifty versions to suil
your specific requirements.

The choice is yours.

Features
SMPTE/EBU Time Code triggering
of patches, events and muting.
Channel. group and monitor
muting automation. Kight
external events controllers.
Accuracy to 1/251h seconds.
Visual display of track sheelts and
console status. Floppy disk
storage of information. Optional
hard copy information print out.

Applications:

24 Track Recording.

L 'l{[oudmsl Production.
Theatre and “On Air”.

Exclusive U.S. distributor:
AKG ACOUSTICS, INC.
77 Selleck Street, Stamford, CT 06902
Telephone: (203) 348-2121




Fill out, detach, and mail this order form/envelope today. It needs no postage.

2. Fold Here Second to Seal Envelope

Please send me

copies of the 1987 Mix

Annual Directory at the special subscribers-only
price of $16.95 per copy, or $11.95 each for orders
of five or more copies. (Please add $2.50 per copy
for postage and handling. California residents add

6Y2% sales tax.)

IENCLOSEDS

CHARGE TO MY: D VISA D MASTERCARD

ACCOUNT #

— O CHECK DO MONEY ORDER

EXP. DATE

SIGNATURE

NAME

TITLE

COMPANY

ADDRESS

CITY

STATE/ZIP

1. Fold Here First

THE
REFERENCE
GUIDE
YOU'VE BEEN
WAITING FOR!/

The most complete directory of
facilities and services for the record-
ing industry ever published can be

yours at the special subscribers-
only price of just $16.95! (For orders
of five or more copies, price is
$11.95 each.)

ORDER TODAY
AND SAVE

1/3 OFF

THE RETAIL
PRICE!

Use this convenient envelope to order
your copy today!

OFFER VOID AFTER APRIL 30, 1987

Mix Annual Directory will be shipped
REV 1 in February, 1987.
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by Terri Anderson

he formation of the APRS in
T 1956 announced that record-

inginthe UK was an established
profession in its own right, and that it
expected of itself professional stand-
ards—to be first defined and then
adhered to.

It, incidentally, made it clear that
there was a sufficient number of pro-
fessional studios to form such an asso-
ciation, and that those studios were
taking a long-term and wide-angle
view of their business. The APRS has
since grown to encompass profession-
al audio equipment manufacturers as
well as studios.

Many British professional recording
businesses see the APRS as a collec-
tive voice with which to speak to gov-
ernment, press, clients and other in-
dustry organizations. The first time that
the collective voice was heard was
when the APRS, very soon after its
formation, successfully fought the im-
position of purchase tax on the discs
which were originally part of a client's
recording package (they paid for re-
cording time and a certain number of

finished discs).

Trese days, APRS is speaking with
the British Overseas Trade Board (from
which it consistently wins the right io
administer government subsidies for
overseas exhibitions), with the Depart-
ment of Trade & Industry; with the
Treasury on the always vexed topic of
high tax levels, which push recording
artists into living abroad and record-
ing outside the UK; and most recently
with the British Home Office and De-
partment of Employment. These lat'er
discussions have been on the subject
of permits for overseas (non-EEC) vis-
itors wanting to work in UK studios;
the APRS is pressing increasingly
hard for shortening of the eight-week
application period, which studios be-
lieve is particularly deterring many
U.S. artists from working in the UK.

The APRS long ago perceived a
need for a regular course to which
working engineers could come fcr a
refresher. The APRS Engineers Course
is now in its 13th year. It has length-
ened by popular demand from the
original two days to a week, and nas
added more hands-on workshops cov

)

ering such topics as digital editing,
test equipment, analog mastering in
comparison with digital, noise reduc-
tion systems, classical and pop mix-
down. Several years ago an extra pre-
liminary evening was added, forthose
who wanted a quick trip back to Ohms
Law and other basics—usetul for those
who were about to plunge into five
solid days of instruction and demon-
stration in a language which was for-
eign to them.

The mix of “students” varies from
year to year, but has increasingly
leaned heavily towards film and TV
and radio broadcast, video production,
and maintenance (from equipment
manufacturers). Education chairman,
Clive Green, believes that this reflects
the little attention paid to audio engi-
neering training in the visual media;
and the whole industry’s voracious
appetite for maintenance skills.

The APRS Engineers Courseis held
atthe University of Surry, which offers
the only Tonmeister degree course in
the UK. The long association with the
University led to the setting up of the
annualJacques Levy Memorial awards

Photo above: APRS executive members and VIPs gather for the opening reception at the London Olympia 2
Exhibition Centre (seated, left to right): Leo Abse, member of Parliament; Peter Brook, member of Parliament; Bill
Foster, APRS Committee member; Philip Rase, APRS member; Bob Hine, APRS Committee member; (standing,
left to right) Edward Masek, APRS treasurer and organizer of ‘87 APRS show; Phil Dudderidge, APRS Committee
member; John Deacon, director general BPI; Stuart Nevison, APRS member; Colin Sanders, APRS member;
George Martin, APRS president; Mike Beville, APRS Committee member; Tim Cuthbertson, APRS Committee
member; Ken Townsend, APRS Committee chairman. (Not shown is Philip Vaughn, new APRS secretary general,

who replaces Edward Masek.)
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The Synclavier Tapeless Studio -
is available today!

Start with the industry-proven Synclavier Digital
Audio System. Now available with a 32 track digital
sequence recorder, 32 megabytes of high-speed RAM
and on-line storage support for up to 2000 megabytes of
sampled sounds.

The Direct-to-Disk System can be added at any time.
Operation is simple! The system is controlled by the
Synclavier's keyboard control panel. The easy-to-use inter-
face provides all standard tape recorder functions, and
more!

The finest quality 16-bit A/D conversion processes and
output filtering technology available are combined with vari-
able “stereo” sampling rates of up to 100kHz to offer audio
fidelity unequalled by any other system.

The Direct-to-Disk System stores large volumes of digital-
ly coded information on formatted winchester hard disks.
Once stored, this information can be accessed randomly at
any point in the recorded program material. This random
access technology provides virtually instant rewind and
sophisticated editing features that would be impossible using
conventional technology.

Why Leading

from Tap

Finally the true potential of the

digital studio can be realized,

No longer are you limited to stor

Ny ing and retrieving digital data o

N media designed for outdated lape

R technology. The Direct-to-Disk
AW Multi-Track Recording Syste

by New England Digita

uses multiple, high capa

city, winchester haro

When
comparing
the Direct-to-Disk
System with standard
tape-based digital record- -
ing there is a dramatic differ- SN ~
ence. For example, the Direct- SO
to-Disk System does not need
error correction. Its negligible error
rate contrasts sharply with tape-based
digital recorders which require error correc-
tion software to compensate for error rates of
up to 180,000 bits per hour. This dramatic differ-
ence in data integrity illustrates New England Digital’s
commitment to quality and audio fidelity.
Expanding the system is simple. Start with as few as
tracks for overdubbing vocals or live instruments onto you
Synclavier sequences; add on more tracks and recordin
time as needed. With configurations of up to 16 tracks an
almost half an hour of recording time large mulli-trac
projects can be easily completed. With the Synclavier'
advanced hardware and software architecture, you alway.
have the option to expand.
We invite you to stop by any one of our offices, worldwide
for a complete demonstration of this amazing product.




Studios Have Changed
to Direct- to:Disk '"

i — - - =
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“The Synclavier,” combined with the new Direct-
to-Disk ™ Multi-Track Recording System, provides
us with the most compact, reliable, upgrade-
able, and high fidelity recording environment
available today. For video-post, Foley, or music
recording, it’s a product which offers us tremen-
dous benefits, both sonically and financially.”

Murray Allen, President, Universal Recording Corporation

Using today’s advanced com-
puter technology, the Synclavier
Tapeless Studio now offers more
than just the ability to synthesize

and create music. Now you
can record “live audio”

!‘.’
‘u

7 ,‘vL"
|

e

y ier Is a reg od tradi rk of New England Digitsl
Direct-to-Disk and The Tapeiess Studio are trademarks

of New England Digital

© 1986 New Engiand Digital

Alk specificati are subject to ge without notice.

simultaneously onto as many as
16 separate tracks. Dialogue, ef
fects, vocals, and/or music tracks
can be SMPTE synchronized and
edited with word processing-like
ccntrol at a single workstation.

Seattle: 206/623-7860 London: 202-4366 Tokyo: 416/868-0528

Circle #075 on Reader Service Card

The fidelity, speed, and flexibil-
ity of this system make the
Synclavier Direct-to-Disk Multi-
Track Recording System truly the
most powerful digital audio sys-
tem available today.

For a complete information pack-
age, including an audio cassette
demonstrating the Synclavier and
the Direct-to-Disk System, send
$5.00 to New England Digital
Corporation, Box 546, White
River Junction, Vermont 05001.




to Tonmeister students—in memory of
the late long-serving and inspirational
chairman of the association.

The APRS has also produced a hand-
book forengineers, Sound Recording
Practice, now being revised for pub-
lication of its third edition with Oxford
University Press.

The Technical sub-committee, chaired
by Bill Foster (of London’s Tape One
Studios), also organizes pro-audio dem-
onstrations and discussions on tech-
nical subjects for members. Recently
Dolby demonstrated SR; and another
event invited debate on DATRs and
what standards and formats the UK
industry would want in the next gen-
eration of machines—and the first
generation of professional DAT cas-
sette recorders. Another seminar
which created considerable interest
was on ambisonic surround sound,
organized jointly by the APRS and the
British Technology Group.

Competition must be, and be seen
to be, free; any hint of collective price
fixing is out of the question. The APRS,
however, can and does regularly ex
hort members to charge the full and
proper rate in relation to facilities of-
fered. There is full recognition of the
need for the trade body to encourage
an understanding that higher stand-
ards must mean higher rates—and
those, in turn, mean better service from
APRS member studios.

In the service of these members the
APRS organizes occasional credit con-
trol meetings. These are deliberately
informal—open to all studio members,
with no taking of minutes and an
understanding that business discussed
will remain privy only to those who
attend. Cases of non-payment by cli-
ents are taken up by the executive at
the request of member studios (it has
long been found that a suitably stern
letter from the secretary is extremely
eftective). Beyond that, the APRS has
written a set of terms and conditions,
copyrighted to the Association, de-
signed to ensure that studios have
control over masters until fees are
paid. This document was a positive
response to a test case fought (and
eventually lost on appeal) by one mem-
ber studio against a debtor.

Forthe Association's manufacturing
members there are two main, and
major, aids to export offered. One is
the annual sponsorship of UK com-
panies to attend the European AES
Convention. This is done with the
APRS undertaking a “Joint Venture”
with the British Overseas Trade Board,
to collect and distribute practical de-
tails for exhibitors. The other main
thrust to the export drive is the annual
APRS Show. It grew from a very small
gathering of manufacturers, on APRS
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PHOTO: PAUL SPENCER

DIR satellite link live from London’s Abbey Road Studios to the States. Left
to right: DJ Jack the Wack, engineer Tim Mulligan, producers Richard
Robinson and Peter Kauf, Sting, and host Lisa Robinson.

initiative, in 1968 through four chang-
es of venue, to the biggest-ever show
at London’s Olympia 2 exhibition hall
in 1986. This show is attracting more
exhibitors annually, and pulling in
increasing numbers of overseas vis-
itors. APRS '86 had 2500 square me-
ters of stand space booked five months
before the event. The show is the
greatest recurring achievement of
Edward Masek on the Association's
behalf, and after retirement he has
agreed to act as consultant organizer
for at least one further show.

“The UK has an exceptional record-
ing studio and equipment base,” says
outgoing APRS chairman Mike Beville
of Audio & Design (who is to be suc-
ceeded by Ken Townsend of Abbey
Road Studios). "Embodied in APRS is
a unique, friendly relationship be-
tween studios, producers and suppli-
ers, based on mutual respect and a
genuine concern for the well-being of
the business as a whole.” ]

APRS
MEMBERS
LIST

The Association of
Professional Recording
Studios of the United Kingdom

Note: Studio track capabxllty is mdxcated
in parentheses before each listing.

(24-48) ABBEY ROAD STUDIOS
See also EMI Rpt‘ordmg Studios

3 Abbey Roa

London NW8 9AY 01-286 1161

(24) ABBOT STUDlO
1 Seahill Roa
Saughall, Ches'er 0244 881708

(24-48) ADVISION LIMITED
23 Gosheld Street
London W1P 7HB 01.580 5707

(24-48) AIR RECORDING STUDIOS
214 Oxford Stree
London W1 Ol 637 2758

(24} AMAZON STUDIOS

ISD Stopgate Lane

Simonswood, Liverpool LL33 4YA
051 546 6444/0434

(24) AOSIS
10a Belmont Street

London NW1 01-267-4680

(24) ATMOSPHERE RECORDING STUDIOS
6-1C Lexingion Street
London W1R 3HS 01.734 7443/4

(24) AUDIO INTERNATIONAL RECORDING
STUDIOS LT!

18 Rodmarton Stree

London W1H 3FW 01-486-6466

(2) BARCLAYS BANK

(Video Communications Section)

Park House, S:ation Road

Teddington, Middx. TW11 9AD 01-943 2431

(24-48) BATTERY STUDIOS
14-16 Chaplin Road
London NW2 5PN 01 459 8893

BBC TRANSCRIPTION RECORDING UNIT
Kensmgton Hause

Richmond Way, London W14 OAX

01 743 1272

(ﬁ;&glﬂfifi\’ STREET STUDIOS
London EC1 Ol 253 979

(24) BERWICK STREET RECORDING STUDIOS LTD
8 Berwick Strest
London W1V 3RG 01-734 5750

(16) BGS PRODUCTIONS
Lethame Road

Strathaven, MLIC 6EE 0357 21130
(24-48) BRITANNIA ROW RECORDING STUDIOS LTD.

35 Bntannia Raw

London N1 8QH 01-226 3377

(2) CABALETTA RECORDING
Fowlmere House, High Street
Fowlmere, Roysion, Herts. SG8 784
0763 82453

(24-48) CBS RECORDING STUDIOS
31 37 Whitheld Street
Londen W1 01-636 3434

(24) CHIPPING NORTON RECORDING STUDIO
28 30 New Strent

Chipping Norton, Oxon OX7 5W]

0608 3636

(2) CLAUDIO RECORDS
124 Lower Richmond Road
Londor SW15 ILN  01.785 9666

—CONTINUED ON PAGE 120
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® 4 Channel Multi-Trac
System

® 28 dB of Headroom

¢ Solid metal construction

® Overdubber™ Muiti-function pedal remote
control (optional)

® Monitor Mixer section

® 6 x 4 mixer for tracking and overdubbing

® 10 x 2 mixing capability for mixdown

k Cassette Recording

It you are serious about your multi-track r
professional recording equipment. See the

olby " 1s a Registered Trademark of
olby Laboratories Corporation

input

® Peak Hold Level indicators

® Electronic Stopwatch

® Insert “patch” jacks on each input

¢ Pan Pots on each in
3-4, or L-R)

® Overdub, Ping-pong and mixdown without
patching or changing signal cables

® 3 Band EQ (with Sweepable mid-range) on each

put (assignable to tracks 1-2,

ecording, the AMR System [ offers the features and
AMR System | at your local AMR mutti-track dealer a

Mute switch on each input
Auxiliary master send control

Assignable Auxiliary master return

High Power internal headphone ampiifier
Dolby® B and C Noise Reduction

Solencid operated transport function controls
® Zero Stop and Zero Play

° lnterconnecting cable harness (included)

® Manufactured in the USA.

nd hear the ditference.

Circle =073 on Reader Service Carg

™
4 M R AUDIO MEDIA RESEARCH. ROUTE 2 Hwv 503 DECATUR MS 39327 (6016352044
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(24-48) COMFORTS PLACE STUDIO
Comforts Place, Tandndge Lane

Nr. Lingheld, Surrey

0342 892538 823046

(24) CRESCENT STUDIOS
144 Walcot Street
Bath BAl 5BL 0225 62286

(24-48) CTS STUDIOS LIMITED
The Music Centre, Engineers Way
Wembley, Middx HA9 ODR  0l- 903 4611

(1) JRT. DAVIES
1 Walnut Tree Cottage
Burnham, Bucks 06286 4811

(24-48) EDEN STUDIOS LIMITED
20 24 Beaumont Road
London W4  01-99S 5432/3

(24) EEL PIE RECORDING
The Boathouse, Ranelagh Dnv:
Twickenham, Middx TW1 IOZ 01-891 1266

(24-48) EMI RECORDING STUDIOS
See also Abbey Road Studios

3 Abbey Road

London NWB 9AY 01-286 1161

(24) FARMYARD STUDIO

Bendrose House East, White Lion Road
Little Chalfont, Bucks (studio) 02404 3773
(ofhce) 02404 2812

(24) FITZ RECORDING STUDIOS
63 Charlotte Street
London W1 01-636 4840

(48) FLEETWOOD MOBILE
4] Kingswood Lane
Warlingham, Suney CR39AB 01-651 5108

GATEWAY STUDIO
1 Salcott Road
London SW11 6DQ 01-350 0340

(24) GENETIC SOUNDS

Wood Cottage, Streatly Hill
Streatly, Reading, Berks RG8 9AB
Gonng (0491) 873042

(24) GOOD EARTH PRODUCTIONS
59 Dean Street
London W1 01-734 0864

GREEN ROOM PRODUCTIONS
Pond Cottage, The Gree:
Harefield, Mlddx UB9 6NP 0784-58793

(2) GRIFFITHS HANSEN (RECORDINGS) LTD.
Sicom Conference Services

69A Parkhall Road

London SE21 8EX 01.670 9351

(16) GROSVENOR RECORDING STUDIOS
16 Grosvenor Road, Handsworth Wood
Birmingham 20, West Midlands

021 356 9636

(24) GUARDIAN RECORDING STUDIOS
26-27 Front Stret
Pity Me, Durham 0385 62396

(24) GUERILLA

16 Blomheld Road

London W9 1AD 01-286 0642 &
01-299 9224

GUILD RECORDS

The Ware-house, Portsmouth Road
Sond, Woking, Surrey GU23 7DB
0483 223706

HART STREET STUDIOS

4 Hart Street Lane

Edinburgh, Scotland EH1 3RN
031-557 0181

(24) HOLLYWOOD STUDIOS
38-40 Upper Clapton Road
London ES 8BQ  01-806 0071/4

(24) HORIZON RECORDING STUDIOS LIMITED
Honzon House, Warwick Road
Coventry, West Midlands 0203 21000

(24) HYDEPARK RECORDING STUDIOS

120 Coach Road, Templepatnck, Ballyclare, Co. Antnm
BT39 OHB, Northern Ireland  074-94 32711
(evenings) 074 943162

(16-24) ICC STUDIOS

(International Christian Communications)
4 Regency Mews, Silverdale Road
Eastbourne, Sussex BN20 7AB 0323 26134

(24) IMPULSE SOUND RECORDING STUDIO
71 High Street East

Wallsend, Northumberland NE28 7R]

0632 624999

IRISH INTERNATIONAL STUDIOS
(Outlet Recording Studios)

48 Smithheld

Belfast 1, Northern Ireland 0232 22826/7
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(24) JACKSON MUSIC GROUP
The Studios, 13 Denham
Rickmansworth, Herts 0923 772351

(24-32) JACOB'S STUDIOS
Ridgway House, Runwick
Nr. Farnham, Surrey 0252 723518

(24) JAM RECORDINGS LIMITED
106 Tollington Park
London N4 3RB  01-272 2906

(24) DICK JAMES MUSIC LIMITED
James House, Sallsbury Place
Upper Montagu Street, London W1H 1F]

(24) R.G. JONES STUDIOS
Beulah Road
London SW19 3SB  01-540 9881

(24) KINK PROPERTIES LTD.
84/86 Tottanham Lane
London N8 7EE  01-340 787374757

(16) KIRKLAND PARK STUDIOS
See BGS Productions

(24) LANSDOWNE RECORDING STUDIOS
Lansdowne House, Lansdowne Road
London W11 01-727 0041/2/3

(24) LILLIE YARD RECORDING STUDIO
6 Lillie Yard, 19 Lilhie Road
London SW6 01-385 9299/6254

(SDEIE\(I:) UgGUAPHONE INSTITUTE TECHNICAL
Beavor Lane, Hammersmith
London W6 9AR 01-741 1655

(24-48) LIVINGSTON STUDIOS LTD.
Brook Road
Wood Green, London N22 01 889 6558

(2) LYRITA RECORDED EDITION
99 Green Lane
Burnham, Bucks SL1 8BEG 06286 4208

(24) MAISON ROUGE RECORDING STUDIOS LTD.

2 Wansdown Place, Fulham Broadway
London SW6 1DN  01-381 2001

(24-48) MARCUS MUSIC UK
49.53 Kensington Gardens Square
London W2 4BA  01-229 9595/7752

(16-24) MARK ANGELO RECORDING STUDIO
27 Button Street
London EC1  01-251 2376

(24) MARQUEE STUDIOS
10 Richmond Mews, Dean Street
London W1 01-437 6731

(8) MARTAK SOUTHERN LTD.
86-94 High Street
Alton, Hants 0420 88011

(24-48) MAYFAIR STUDIOS
11 A Sharpleshall Street
London NW1 8YN 01-486 7746

(8) MIDLAND FILM PRODUCTIONS
Premiere Studios, Harrison Road
Birmingham, West Midlands B24 9AB
021-373 0450

(24) MILO MUSIC LTD.
43-46 Hoxion Square
London N1 6PB Ol 729 4100

(4) MULTICORD
1-3 Ravensworth View
Dunston, Newcastle 0632 609209

(24) MUSIC WORKS STUDIOS
23 Benwell Roa
London N7 7B[ 01 609 0808

(16) NETWORK MUSIC & MEDIA
Network House, 22A Forest Road West
Nottingham NG7 4EQ

¥602 384714/708622

(16) NORTHERN SOUND SERVICES LIMITED
Broad Chare, Quayside

Newcastle upon Tyne NE1 3EB

0632 26304/5

(24) NUPTOWN RECORDINGS
Crutchhield Manor, Ascot Road

Hawthorne Hill, Bracknell, Berks

(othce) 0344-885223 (studio) 0344-866059

(24-48) ODYSSEY RECORDING STUDIOS
26-27 Castlereagh Street
London WI1H 5YR 01-402 2191

(24) THE OLD BARN RECORDING STUDIO
39 Croham Road, South Croydon
Surrey CR2 7HD 01-680 9222

(24) OLD SMITHY RECORDING STUDIO
Post Ottice Lane
Kempsey, Worcs WRS 3NS 0905 820659

(24) OLYMPIC SOUND STUDIOS
117 Church Road
London SW13 01-748 7361

(24) PARK GATE STUDIO
Catsfield, Nr Battle, East Sussex TN33 9DT
04246 2151/3394

(24) PLUTO STUDIOS
36 Granby Road
Manchester 1 061-228 2022

(24) POLYGRAM STUDIO
Stanhope House, Stanhope Place
London W2 01-402 6121

(24) POWER PLANT
169:171 High Road, Willesden
London NW10 01-451 3727

(24) PRO LONDON WORKSHOP
15 Saint George Street
London W1R9DE 01-499 8686

(24) PRT STUDIOS
40 Bryanston Street
London W1 01-402 8114

(24) 'Q' SOUND STUDIO
1487 Melion Road, Quemborough
Leicester LE7 8FP  0533- 608194/608813

(2) RADIO LUXEMBOURG (LONDON) LIMITED
38 Herttord Street
London W1Y 8BA 01493 5961

(16) RADIOTRACKS LTD.

35 Portland Place

London WIN 3AG 01-637 2114
(bookings) 01-580 5663

(24) RAK RECORDING STUDIOS
42-44 Charlbert Street
London NW8 01-586 2012

(24) REDAN RECORDERS
23 Redan Place, Queensway
London W2 4SA  01-229 9054

(8) REDWOOD RECORDING STUDIOS
15 Neal's Yard Neal Street

London WC2H 9DP  01-836 1825

01 240 8568

(16) (REL) STUDIOS
40 Sciennes, Edinburgh
Scotland EH9 1NH 031 668 3366

(24) RIDGE FARM STUDIOS
Capel, Nr. Dorking
Surrey RHS 3HG 0306 711202

(24) ROCKFIELD STUDIOS
Amberley Court
Monmouth, South Wales 0600 2449

(24) ROUNDHOUSE RECORDING STUDIOS
100 Chalk Farm Road
London NW1 8EH 01-485 0131

(24) SAIN (RECORDIAU)
Cyt Llandwrog, Caernafon
Gwynedd, Cymru  0286-831 111

(24-48) SARM STUDIOS
Osborn House, 913 Osborn Street
London E1 6TW 01-247 1311

(24-48) SARM STUDIOS (WEST) LTD.
The Zit Building, 8-10 Basing Street
London W11 1ET 01-229 1229

(16) SARNER AUDIO VISUAL
32 Woodstock Gro
London W12 8LE OI 743 1228 (10 lines

(24) S.AV. STUDIOS LTD.
26 Harnson Stree
London WC1H BIG 01.278 7893/5

(24) SELECT SOUND STUDIOS LTD.
Big M House, 1 Stevenage Roa:
Knebworth, Herts SG3 BAN 0438 814433

(24) SNAKE RANCH STUDIO
90 Lots Road
London NWI10 01-352 6194/8988

(8) SNELGROVE'S
3 Thurd Acre Rise
Botley, Oxtord 08676 2733

(24) SOHO STUDIOS
187 Wardour Street
London W1V 3FA 01-437 2394

SONET STUDIO LONDON LTD.
121 Ledbury Road

London W1l 2AQ 0l 229 7267
(8) THE SOUND DEPARTMENT

38 Niton Road
Richmond, Surrey TW9 4LH 01876 3620

—CONTINUED ON PAGE 123
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Why is 1t dlways such a struggle to
link audio and video tape transporns
thiough most synchronizers? Because
each machine speaks a different control
language. Translating reel anc capstan
commands for one type of ransport is
complicated enough. Factor in a multi
tude of machine-specific commands and
transport design phitosophies, and you
have a real nightmare

Rethinking the synchronizer

That was our first step in unraveling
the machine communicauon and control
problems that complicate your work. What makes LYNX the
only truly universal synchrorizer and maching cuntol interface
IS an innovative design that uses distributed processing and a
unigue approdch to software architecture Timelme's U.S
technology is so advanced, LYNX actually overcomes the
“impossible” language barrier between audio machines and
video editors.

Hands-on, not hands-and-knees

The transport synchronizerfresolver intertaces witn your
tape machine in one step through the tront panet menu

Universel

V-
3

Take control

No DIP switches, no rotary switches.
No opening the unit to change
ROMs. No complicated alignment
procedures. Simply hook up the cable
and push two buttons.

Even the LYNX can't repair tapes or
transports. But when peripheral
problems do occur, LYNX has diagnostic
messages and status indicators to help
you track them down and get back to
work fast. LYNX even reads, generates,
resolves and translates timecode and
pilot

Next urme you catch yourself daydreaming about how easy
hfe would be 'f your tape machines could finally talk to each
other, try a LYNXx See how TimeLine’s universal machine
control interfacing, intuitive front panel operation and
outstanding reliability (our first production unit is stifl in constant
use} can make ail your audio and video transports work

together

and rnake them all work for you.

TimeLine, Inc.

'IME INE 270 Lafayette Street
New York, NY 10012 USA

(212) 431-0330

Circle #074 on Reader Service Card



MIX, THE ONLY BPA-AUDITED
PROFESSIONAL AUDIO AND
RECORDING MAGAZINE, GIVES
YOU MORE QUALIFIED BUYERS
FOR YOUR ADVERTISING DOLLAR

Take a look at the numbers from our BPA audit statement for the
six-month period ending June, 1986 (figures from May issue):

¢ 31,302 qualified subscribers — more than any other pro audio
magazine. (As of September, 1986, this number has increased to
31,771 — not counting nearly 7,000 copies distributed by
audio/video retailers and newsstands.)

* 10,979 subscribers (35 percent) gave Recording Studio as their
primary business.

¢ 4,103 subscribers (13 percent) were in Video/Film.

e 2,471 subscribers (7.9 percent) were independent engineers
and/or producers.

e 2,157 subscribers (6.8 percent) were in Broadcast.
¢ 2,143 subscribers (6.8 percent) were in Sound Reinforcement.

* The 31,302 Mix subscribers were involved in a total of 53,716
business activities. This indicates both the diversity of the audio
marketplace and the buying power of Mix readers.

DON'T TAKE OUR WORD FOR IT. If you're not currently advertis-
ing in Mix, call today for information on how you can make your
advertising dollars go farther in upcoming issues of Mix.

: MIX — THE WORLD'S LARGEST AND MOST EFFECTIVE
AUDIO AND MUSIC PRODUCTION MAGAZINE!

National Editorial, Advertising and Business Offices: (415) 843-7901
FAX: (415) 843-9540
Southern California Advertising Office: (818) 709-4662

Member, Business Publicali Ty -
e s THE RECORDING INDUSTRY MAGAZINE
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(24) SOUND DEVELOPMENTS LTD.
Spencer Court, 7 Chalcot Road
London NW1 8LH 01-586 1271

(24) SOUTHERN STUDIOS
10 Myddleton Road
London N22 4NS 01.889 6166/888 8949

(24) SPACEWARD LTD.
The Old School
Stretham, Cambs CB6 3LD 035-389 600

(2) SPEECH PLUS RECORDINGS
32 Pages Walk
London SE1 4SB  01-231 0961/2

(24) STRAWBERRY RECORDING STUDIO (UK) LTD.

3 Waterloo Road, Stoc!
Cheshire SK1 3BW 061 480 971/2

(24) STRONGROOM LTD
The Bank, 120 Curtain Roal
London EC2A 3P] 01 729 6165

(8) STUDIO REPUBLIC LTD.
47 High Street
Pinner, Middx 01-868 5555

SUTTON SOUND LTD.
111A Westbourne Grove
London W2 4UW 01-262 9066

(24-48) SWANYARD STUDIOS
12.27 Swan Yard, lslington
London N1 01-364 3737

(DISC) TAM STUDIO
13A Hamilton Way
London N3 0l- 346 0033

(DISC) TAPE ONE STUDIOS
29-30 Windmill Street
London W1P 1HG 01-580 0444

(24) TAPESTRY STUDIO

67 First Avenue

Mortlake on Thames

London SW14 8SP  01-878 3353

(l%lS(i‘) T{\PE TO DISC SERVICE
oolhil
Scotland AB1 1JX 0224 23557

(24) TERMINAL 24 RECORDING LTD.
Unut 4, 9A Amelia Street
London SE17 3PY 01-701 6644

J. WALTER THOMPSON CO. LTD.
40 Berkeley Square
London W1X 6AD 01-629 9496

(24) TMC RECORDING STUDIOS
118 Mitcham Road
London SW17 01672 4108/01-672 8468

(24) TRILION VIDEO LIMITED
36-44 Brewer Street
London W1R 3EW 01-439 4177

(24) UTOPIA RECORDING STUDIOS
Spencer Court, 7 Chalcot Road
London NW1 8LH 01-586 3434

(24) VIDEOSONICS
13 Hawley Crescent

London NW1 8NP 01-482 2855

(4) WARREN RECORDINGS
59 Hendale Avenue
London NW4 01-203 0306

(24-32-48) WESSEX STUDIOS
106 Highbury New Park
London N5 01-359 0051

WESTLAND STUDIOS
5-6 Lombard Street Easf
Dubhn 2, Eire 774229/778701/779762

(24-48) WEST SIDE STUDIOS
Olat Centre, 10 Olaf Stree
London W11 4BE 01 221 9494

(24) WEST 3 RECORDING STUDIOS
Impress House, Mansell Road
London W3 7QH 01-740 6060

(24) WINDMILL LANE RECORDING STUDIOS
4 Windmill Lane
Dublin 2, Eire 0001 713444

(24) WOOL HALL STUDIOS LTD.
Castle Corner, Beckington, Nr, Bath
Somerset BA3 6TA 0373 830731

(24) WORKHOUSE
488 Old Kent Road
London SE1 5AG 01-237 1737/8

(24) YELLOW TWO RECORDING STUDIOS
11-13 Bamtford Street, Stockport
Cheshire SK1 3NZ 061-429 8480

EFFECTS
AUTOMATION

THE NEXT CREATIVE WAVE.

The CLARITY MIDI/XLV is the professional interface for
effects automation.

Whether you are an independent producer or large automated
facility, that signature sound or time saving edge couldn’t be
more affordable.

The MIDI/XLV uses MIDI, the primary cross/company control
protocol, to bring automation to the 224 XL, 480L and other
high-end signal processors.

Fairlight, Synclavier and MID|
sequencerowners note: Use
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STRANGERS

STRANGE

LANDS

The Joys and Perils
of Overseas Recording

over the phone. After years of en-

gineering in top Manhattan studios,
you're contacted by an ltalian band
familiar with your work asking you to
come to Milan to help them record
their new album. It's a hard deal to
resist—the money is more than gener-
ous, plus it offers an excuse to see the
world, or at least Italy. No more over-
priced Madison Avenue [talian shoes
and flabby Upper East Side fettucine
for you!

It sounds too good to be true—and
unfortunately it is. In your excitement
to tackle the assignment, you neglect
to properly check out the Milan studio
in advance and itisn't until you arrive
at the first session that you learn that
Studio Milano is perfectly equipped—
for 1967, not ‘86. Fortunately you'd
trained on that kind of ancient 8-track
years ago, but even so, the monitors
are a mystery, the outboard gearnil. It
turns out the band doesn't speak Eng-
lish and has little studio experience.
Still, you slog through it all like a pro
and, remarkably, the record company
is delighted with your work.

A month later you go home, just a
bit broken and dispirited. A few pounds
heavier but the proud owner of some
great shoes, you vow that next time
you work overseas you'll do things
differently—if you go at all. Back in
Manhattan, the Lexington Avenue
subway has never looked so good.

This is the stuff of (bad) fiction, of
course (everyone knows that restau-

It sounds like a dream assignment
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by Blair Jackson

rants on the Upper East Side don't sur-
vive if their fettucine is flabby), but the
fact remains that recording in unfamil-
iarenvironments, particularly in foreign
countries, sometimes can take on night-
marish qualities for American engi-
neers and producers—not because
there is anything inherently bad about
working overseas, but simply because
itis always alittle unnerving to veerfar
from the places and equipment that
are part of your world. Working in an
alien recording environment is sort of
like being forced to commandeera car
with a clutch you've never driven—
usually you're in for a bumpy ride.”
At the outset, so there is no misun-
derstanding, we should say that most
technologically advanced nations
possess recording studios—sometimes
government-run, other times privately
owned—that are equipped to make
records that sonically rival anything
coming out of the hit factories in New
York and Los Angeles. There are those
who would even argue that the best
studios in London and Tokyo surpass
the most advanced America has to
offer, but this article isn't about super-
iority and inferiority. It is about prepa-
ration, acclimatization and lessons
learned the hard way by Americans
working outside the United States.
Itis a relatively unusual occurrence
for engineers to work outside the cit-
ies where they are based, let alone

overseas—rare indeed is the record-
ing budget that allows the expendi-
ture for such travel. Butit does happen
from time to time and the engineers
we spoke with emphasized that the
key to success in the occasionally
strange situation was to keep a cool
head and the ability to improvise. Alas,
sometimes they also had to lower their
exacting standards.

The engineers agreed that the most
difficult situations arose out of physi-
cal problems with the studios. "One of
the studios | used in Australia,” re-
members producer Harry Maslin (the
owner of Los Angeles studio Image
Recording), who worked “"down un-
der” with Air Supply and others, “was
built right next to a railway station. We
couldn't record strings or anything
that required much quiet because ev-
ery five minutes a train would go by.
Another studio there was built under
a book depository and people were
always dropping huge loads of books
on the ceiling of the studio. Another
one was built right nextto an exercise
studio that played loud music all the
time. It was really pretty bad all over.
Some of it was a lack of perception
about the kind of isolation a recording
studio needs, and some of it was just
miscalculation.”

According to John Stronach, a top
Los Angeles independent engineer
who has worked with the likes of Alvin
Lee, Jimmy Clift (including the singer's
best album, Give Thanks) and others,
“the studios | saw in Jamaica were

—CONTINUED ON PAGE 148
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&G SHAKERS

BRUCE LUNDVALL

His
Kingdom
For

A Song

by Neal Weinstock

e was high in the ranks of
one of the world's largest rec-
ord companies, and former-

ly on top of the biggest of the big. But
Bruce Lundvall quit the presidency of
Elektra/ Asylum/Nonesuch to run a
moribund jazz label and start a fusion
label. Put in such stark form, this does
not sound like a logical thing to do.
Even identifying the labels—Blue
Note, one of the greatest names in
jazz, and Manhattan, which in a few
short months of existence has put
several hits on the charts—it's hard to
understand the move. Unless, that is,
you understand the man.

Lundvall has been a jazz fan since
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“I'm not just a
lawyer or
businessman—
I'm a listener
and a fan.”

he was in high school in Englewood,
New Jersey, sneaking into Manhattan
whenever he could to hang out at the
legendary 52nd Street clubs. "Listen-
ing to Art Tatum and Bud Powell and
Charlie Parker as a kid trained my
ears,” he says. "They were magical.
They decided the direction of my life.”

Lundvall remembers, “"When [ was
14, I went into Colony Records and
bought my first 78s, and they were
Blue Notes, by Monk and MiltJackson.”

When he was in college, Lundvall
spent more time trying tc play the sax
than studying, but today he sadly ad-
mits his talents were more in being a
listenerthan a player. He gota degree
in business, and when he came out of
the military in 1960 joined CBS Rec-
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ords at the bottom, as a merchandis-
ing trainee. He was president of CBS’
domestic division from 1976 to 1981,
the years of the company's greatest
growth even with the industry’s slump.
He signed Willie Nelson, Herbie Han-
cock, James Taylor, Kenny Loggins,
Deneice Williams, Toto, Larry Gatlin,
and many other names on top of the
era’s charts. Lundvall put together a
pretty good jazz roster there, too.

He puts this on the top line of his
official company biography: "I'm not
just a lawyer ora businessman who is
just someone to make a deal with. I'm
a listener and a fan.”

Lundvall wasn't getting todo enough
listening to what he likes most at CBS.
He wanted to build something of his
own, too. So in 1981 he went over to
Elektra/Asylum on the promise of a
new jazz label of his own, Musician
Records. He brought out records by
Al DiMeola, Bill Evans, Bobby McFer-
rin, Clifford Brown, Billy Cobham, and
Material, signed Ruben Blades, How-
ard Jones, Steel Pulse and Rupert
Holmes, and brought Elektra/ Asylum/
Nonesuch back from Los Angeles to
New York. In 1984 he was about to
sign another contract when he got a
call from Bhaskar Menon, the chair-
man of EMI and Capitol.

"It was the kind of opportunity I'd
been working for all my life,” Lund-
vall says in his memorabilia-filled of-
tice high above 52nd Street. Ask him
to explain why and you get along and
lively discussion of what his current
labels, Manhattan and Blue Note, are
about.

"Blue Note is the pure jazz side of
this company. That company never
really died—there had been re-releas-
es coming out on the label in recent
years—Dbut it was not coming out with
anything new, or even making the
most of the old material. Bhaskar Men-
on realized that in this new era of su-
perior sound, there is a strong, relia-
ble market for the Blue Note material.
We put out about 40 Blue Note albums
in our first year, several of which had
sides of previously unreleased mate-
rial. This was not Grade B stuff, either,
but classic work by Miles Davis, Col-
trane, Wayne Shorter, Jimmy Smith,
several others. These things hadn't
been released because people thought
the market wasn'tthere. The market is
not an easy one, but if you handle it
right, if you give these things the atten-

tion they deserve, you don't have to-

lose your shirt.

"Part of that is bringing out hot new
releases on the same label. We've had
Kenny Burrell and Grover Washing-
ton's Togethering, George Russell, and
the Town Hall album, which hasbeen
a great commercial success. Not to
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“lazz labels have
foundered
financially, and
lost their way
musically, by trying
{o be too
successful

mention that the night at Town Hall
was the biggest lump in my throat in
my life, [ think.”

“One Night With Blue Note” was
the name of a concert and a four-
record album box of that Town Hall
show, given on February 22, 1985 to
celebrate the rebirth of Blue Note.
Lundvall hosted the evening, which
featured an incredible line-up of Blue
Note alumni—like Herbie Hancock,
Freddie Hubbard, Cecil Taylor, Art
Blakey, Jackie McLean and Joe Hen-
derson—blowing hot at the midtown
Manbhattan stage till dawn.

Lundvall has no dreams of the pop
charts for Blue Note. He believes that
“jazz labels have foundered financial-
ly, and lost their way musically, by
trying to be too successful.” The right
formula for a jazz label’s success, he
implies, is a pairing with a strong pop
and fusion label—like Manhattan.

"We've done extremely well with
Manhattan in our first year and a half;
better, [ think, than anybody thought
to hope,” he says. "Especially when
you consider that the first six months
we didn't release anything; it was a
time for building. You know, I've nev-
erhad to put together an office before.
There was always somebody to order
the furniture for me, find the space.
Here, we had to do all of that. And
more important, since we wanted a
tight operation, we had to get just ex-
actly the right people. Everybody here
is very good at what they do and ev-
erybody is here because they love
music and believe in what we're do-
ing. Even our lawyer has a music de-
gree from North Texas State and our
chief of finance hangsoutin the clubs
at nightlooking for new talent.” Lund-
vall, too, is known for club-hopping in
the wee hours in search of new talent.

Manhattan’s releases have included
a more pop kind of jazz than Blue
Note can put out, along with rock, fu-
sion, and a couple of Broadway shows.

In a way, the theater soundtracks, Ma
Rainey's Black Bottom and Me and
My Girl are the key to understanding
this label: both pop and sophisticated.
Lundvall says, "We're not going to
make a lot of money on Me and My
Girl but it's a statement about where
we want to be.” And the label’s rock
releases make that statement, too—
some more than others. Lundvall
jumped at the chance to do the anti-
apartheid extravaganza Sun City.
GraceJones' Slave to the Rhythm may
not demonstrate commitment, but it
certainly demonstrates a sort of sophis-
tication. Newcomers Rob Jungklas,
Bernard Wright's top five R&B hit, Who
Do You Love and Baltimora's top ten
CHR Tarzan Boy demonstrate their
own interpretation of sophistication,
while being more like standard fare
for any major label. Lundvall has dis-
tribution rights for the Philadelphia
International label, too (Philadelphia’s
only an hourfrom Manhattan by Met-
rolinertrain), bringing Phyllis Hyman
and the OJays onto the roster. And
then there are releases from the likes
of Tania Maria, Al DiMeola, and Stan-
ley Jordan’s phenomenal half-million
seller, Magic Touch.

“That sophistication is a lot of the
reason we're in New York,” says Lund-
vall. "This place was abandoned by
the record companies in the '70s and
they've all sutfered as a result. There's
more good new music coming up here
than anywhere, and I think the failure
to be here, to hear these artists and
bring them to the public, had a lot to
do with the hard times the business
had. You just can't divorce the music
from the business. And you've got to
have a presence in New York. Now,
Stanley Jordan has been playing in
Milwaukee for years and this is his
debut album. No, he certainly wasn't
living in New York; you could say Los
Angelesisjust as close to Milwaukee.
But not really. For one, he wanted to
come here to play because this is
where the action is. And on our side,
it's all part of being the kind of com-
pany that actively goes out seeking
new jazz talent. We've had phenomen-
al success with Out of the Blue; much
more success than we hoped for. If'sa
kind of Jazz Messengers thing with
the best of the new talent that we audi-
tioned. It's doing particularly well in
Japan.

“"Anyway, the majors have their of-
fices here, but for this kind of label,
this is the only place to be. Besides,
EMI and Capitol are both in Califor-
nia, and, of course, in London. This
was the uncovered base.”

Obviously, covering the uncovered
base involves some scrambling. For
example, Lundvall is an unashamed
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exponent of independent distribution:
"“We've got Philadelphia working with
us. Those guys decided to get back
into business, and they used to be
tremendous, just the best around. They
have their personal knowledge of the
industry, and they're forced to work
harder by the very nature of that bus-
iness. 'm very excited about working
with them.”

Isn't that relationship dictated by
Manhattan’s weak position versus the
majors? What else does Manhattan
have to do differently from the way
Lundvall might prefer to operate if he
were still helming CBS or Elektra/
Asylum?

"We do get a bit nervous some-
times. We don't release something ev-
ery week. In fact, months may go by
without a release. Sometimes you won-
der if you're still in the record busi-
ness. We can devote more energy to
a particularrelease or artist here, but
the flip side is that we have to. And
then, when you do put all that work
into something, you just don’t know
for a while how things are going to
turn out.”

Forjazz records as well as for Man-
hattan’s pop releases, "There has to
be a concept behind analbum,” Lund-
vall says. "I mean, you can't just get
artists in a studio and release what
they do anymore, even if it's great.
Bring together people who've never
played together but who the public
would love to heartogether—like Ken-
ny Burrell and Grover Washington.
There's got to be a reason for the rec-
ord. Economics at a major label means
decisions like this aren't so critical
each time around, so you can mutff a
few. Here we can't, for better or worse.”

Could Manhattan Records be de-
stroyed by success? If it grows quickly
into a major label, why wouldn't it be
like any other major label?

“I hope not,” says Lundvall. "I guess
anything can change, but I don't think
that Manhattan—well, I don't think
we'll grow quite so fast. But there’s an
optimum size. I think having a roster
ot 30 or 40 is manageable, and I don't
think we'll go beyond that.”

Lundvall takes such a close interest
in his artists—a fan’s interest, really—
that this last statement rings true. When
we met he was still glowing from his
experience with Round Midnight, the
film based on Bud Powell's life that
stars Dexter Gordon. Lundvall signed
Gordon to CBS "many years ago,”
and maintains a close relationship
even though Gordon has not recorded
for Blue Note or Manhattan—yet. He
introduced Gordon to the movie's di-
rector, Bertrand Tavernier, who was
quickly smitten by Gordon's star per-
sona. Lundvall and Tavernier worked
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to persuade the film's producer that
Gordon was the man to play Powell,
"but when Dexter came out of that
lunch,” says Lundvall, and he does a
creditable Dexter Gordon imitation,
“he said, '‘Man, Idon't think I got it. We
were talkin’ different languages in
there.” Needless to say, Gordon got
the part, and Lundvall commuted to
Paris several times during the shoot-
ingjustto hangoutonthe set. And he
had recently been at a cast party.
"There's so much music in the movie,”
say Lundvall, “though we don't have
the rights to the soundtrack—it was
already tied up—we'll bring out an-
other album in 1987 called After Mid-
night. But it wasn't really a business
thing at all. It was just a great pleasure

being involved with this whole beau-
tiful film.”

There's little point in asking Bruce
Lundvall whether he loves what he's
doing, orif he could imagine anyplace
else he'd rather be. Clearly he loves
music and musicians, and loves being
a mogul, too. An evening interview
with him was interrupted by constant
phone calls, with decisions made on
all sorts of life and death matters. A
sagging star wants to record a famed
relative’s signature hit. A well-known
rock group wants half a million for two
records. An agent offers a package of
the good, bad and ugly. "We're not
going to deal with the likes of the Roll-
ing Stones here,” says Lundvall. "But
we'll have fun.” |
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U P D ATE

by Craig Anderton

After months of rumors, Yamaha un-
veiled their new line of X-series prod-
ucts at X-Days, an educational con-
vention they hold twice yearly in Ja-
pan to familiarize the public with elec-
tronic music technology. These prod-
ucts were introduced to the U.S. mar-
ket at the Winter NAMM show, with
shipments to dealers scheduled short-
ly thereafter—as early as this month,
but probably nolater than March. (As
of this writing, prices have not yet been
finalized on the new products.)

The biggest news is that the DX7 is
no more, and was in factdiscontinued
last August. But it has been replaced
by two new DX7s, the DX7 IID and
DX7IIFD. These two are virtually iden-
tical except that the IIFD includes a
floppy disk (more on this later).

Musicians with DX voices they have
painstakingly tweaked over the years
will be happy to know that the new
DXs retain full voice compatibility with
existing DX voices. There is a new
cartridge, however, that holds 64 voic-
es and 32 performance memories; a
simple adapter allows old cartridges
to be used as well.

So much for what's the same; let's
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now look at what's different. The ma-
jor new features of the "Super DX"
models are:

Dual and split mode. By split, | mean
a true split, not one achieved by pro-
gramming tricks as with the DX7.
Thanks to 16 voices, you still have 8
voice polyphony in dual mode. The
splitand dual voices can be accessed
overindividual MIDI channels as well.

Improved sound quality. The old
DX7 used 12-bittechnology internally,
which has now been upgraded to 16
bits. Although this required a re-de-
sign of the custom VLSI chips used by
Yamaha, the results are worth it: the
high end is free of “grit,” and the low
notes no longer have that kind of
quantization noise. I had always found
the DX7 a little dirty to my ears, but
that problem has now been remedied.

Microtonal capabilities. Yamaha
wanted to introduce features that they
felt were missing from existing synthe-
sizers, and therefore included 11 pre-
set microtonal scales (just, mean,
quarter-tone, eighth-tone, etc.) and two
user-programmable scales. Note, how-
ever, that several user-programmable
scales can be stored on cartridge for
those who need more than two custom
scales. The microtonal resolution is

1.17 cents (14-bit). I'm very pleased to
see a company with Yamaha's influ-
ence include this type of feature, and
hope other manufacturers follow suit.

Panning. Yes, there are two outputs
on the back! Panning can be triggered
in a variety of ways (aftertouch, veloc-
ity, envelope, etc.). In dual and split
modes, where different sounds come
out the twodifferent jacks, panning pro-
duces a cross-fade effect where as one
sound fades out, the other fades in.

Additional memory. There are now
64 voice memories and 32 perform-
ance memories. Several global param-
eters are memorized as part of the
voice; performance memories include
such parameters as the selection of
voices to be used for split and dual
modes. Each voice can store one of
the 32 available performance mem-
ories.

Real time parameter change. Two
continuous sliders, called CS1 and
CS2, can be assigned to any param-
eter in edit mode and accessed in
play mode. CS1 can also be assigned
to the foot controller. This gives a taste
of the flexibility we used to have with
analog synths, where every parameter
had its own control or switch. With
this feature, it is possible to create ef-
fects such as footpedal-controlled se-
lection between two different voices;
or you could vary parameters in real
time with your left hand while playing
a lead line with your right hand. Be-
tween CS1, CS2, foot control, velocity,
aftertouch, and so on, you have a lot of
expressive control at your fingertips.

Thicker, fatter, analog-type sounds.
Apparently Yamaha took complaints
about a "thin” sound to heart, and
chose several approaches to solve this.
The first is the use of multiple LFOs
with individual delays. This does won-
ders to thicken up string patches and
the like, as each key brings in its own
LFO (however, there are norate varia-
tions between these multiple LFOs).
The new DX7s also feature random
detuning (similar to the OB-8's Page 2
Voice Detune function), and two uni-
son modes. Unison poly plays four
layers of four notes, while unison mono
layers four notes on one key.

Enhanced master keyboard capa-
bilities. The two sliders can be used as
real time parameter controls to send
out MIDI continuous controller data,
assignable to any controller number.
Also, the program select switches can
be "mapped"” so that calling up, say,
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Detail of the DXZIIFD’s side-mount-
ed 3.5-inch disk drive. TASCAM
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progr?m 114 over MIDI to a slave * E-Z TERMS
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Disk drive. The purpose of the DX7 « PROFESSIONAL ADVICE

[IFD's drive is not only to store patches,
but also, to help with big MIDI systems

et e RHYTHM CITY

this by storing MIDI system exclusive

data and sending it out to any individ- 287 East Paces Ferry Road N.E.
ualinstrument. Thus, sequence, patch, Atlanta, Georgia 30305

and similar information for songs can 1-404-237-9552 + 1-404-237-8526

be stored on disk and transmitted be- CALL TOLL-FREE IN GA 1-800-282-7995

fore starting the song. The disk uses
3.5-inch MS-DOS formatted disks and
stores 1 Megabyte (unformatted). And
of course, you can also store voiceson
disk as well.

Fractional scaling. Most DX7 own-
ers are familiar with the scaling curves
obtainable with a standard DX7. Frac-
tional scaling allows for specifying
very detailed curves—you can even
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MUSIC NOTES

X

N |
Bruce Hornsby (center right) and the Range

Bruce Hormnsby
Finds Success
Close to Home

by Derk Richardson

The backstage crush was worthy of
a superstar more like Huey Lewis than
a relative unknown from Virginia
named Bruce Hornsby. Male musi-
cians and songwriters jammed into
the dressing room, clutching bottles
of beer, and young women stood on
tiptoe to get a glimpse of this unlikely
romantic object. Hornsby hadjust fin-
ished his Northern California debut,
at Wollgang's in San Francisco, and
the audience had resporded to the
newcomer by cheering, stomping and
crowding the stage as if he were a
longtime heroor heartthrob. “If they're
swooning fora bald 30-year-old geek
like me,” Hornsby laughed after the
show, "they're hurtin’.”

Inthe summer of ‘86, Hornsby burst
outof nowhere with "Every Little Kiss,”
apiano-laden, rolling romantic anthem
that sounded like a cross between Don
Henley's "The Boys of Summer” and
Jackson Browne's best road songs.
Taken from The Way It Is, the debut
RCA album by Bruce Hornsby and
the Range, "Every Little Kiss” garnered
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heavy regional airplay, paving the way
for the fall release of the title track.
Hornsby found himself opening for
selected dates on Steve Winwood's
U.S. tour and preparing for a major
European and American stint open-
ing for Huey Lewis and the News.

No one was more surprised than
Hornsby himself. Just a few years ago
he was mired in an apparently dead-
end job as staff songwriter for 20th
Century Fox, doing session keyboard
and vocal work on the side. Butin a
classic Hollywood story, a combina-
tion of lucky breaks and persistence
brought Hornsby from behind-the-
scenes to center stage.

The luck started back in Hornsby's
home state of Virginia. “We were play-
ing in this steak'n’ale bar,” he remem-
bers, “and Mike McDonald of the Doob-
ie Brothers came and heard our band.
He and | became friends and he be-
came a fan of my songwriting and
through him [ met a bunch of people.”
Guided by McDonald, dornsby and
his band, which then included his old-
er brother Bobby, moved to Los An-
gelesin late 1979. Among the people
ne met was former Doobie Jeff Baxter,
who used his rehearsal studio to set
up showcase gigs for Hornsby's band.
Baxter, then an aspiring producer,
noped to win a record deal for Horns-
by and invited A&R and publishing
tolks to hearthe band. But then Horns-

by's career took an unexpected turn.
"The same thing that turned the record
companies off," Hornsby says, "was
what turned the publishers on, be-
cause they thought '‘Oh, these are
songs that we could get cut because
they're kind of like the songs that are
on the radio. What was good for one
type of thing was not good for the
other.”

Hornsby landed a deal with 20th
Century Fox as a songwriter and the
rest of the band, except for drummer
John Molo, went home. For nearly
three years, he and his lyricist, young-
er brother John, plugged away with
very little reward. "They come to you
and say write us a song just like Phys-
ical for Laura Branigan,” he says. "We
found that neither were we very good
at it nor did we have much interest in
that type of formula songwriting.” After
cranking out publishing demos for
20th and Chrysalis Music, and doing
session work on the odd milk com-
mercial or record debut by a soap
opera actress, Bruce and John decided
it was time to be truer to their hearts.
"Once we had a little experience try-
ing to do the other, we knew we wanted
to try something unique to us,” Horns-
by recalls. "My brother and [ tried to
write songs about things we knew
aboutin Virginia, going back tothose
sort of folk roots, bluegrass, even a
little jazz. Just being freer about it and
not worrying about, well, is this right
for the radio? Maybe it's a ballsy move
in the commercial area because it's
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“Sorry fo bother you, sir, but there’s
another salesman out here — you want
me fo fell him to go to heaven?”
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all so formulated for those commer-
cial niches.”

The Hornsby roots are in the South-
ern soil of Virginia. As a teenager,
Bruce played guitar, singing songs
by Neil Young, the Rolling Stones and
other favorites. But, he says, "l was
more into sports. | wanted to be like
the next Bill Bradley. | wanted tobe a
pro basketball player.” He didn't take
up piano seriously until he was 17,
finally succumbing to the grand piano
in his family home. "Once [ got inter-
ested,” he says, "l worked real hard at
it. | was kind of tunnel-visioned about
it His inspirations were exceptional-
ly diverse, from rockers Leon Russell
and Elton John, to classic blues and
R&B stylists Otis Spann and Professor
Longhair, and such jazz giants as Bill
Evans, Keith Jarrett, McCoy Tyner,
Chick Corea and Bud Powell.

When it became clear that the key-
board was to be his career vehicle,
Hornsby studied music atthe Univer-
sity of Miami, Florida. "Most people
think of itas Sun Tan U.," helaughs, "a
place for Northern rich kids to go get
afour-year paid vacation, but the mu-
sic school is great. Pat Metheny, the
Dixie Dregs, Jaco Pastorius all went
there.”

Backin Virginia after college, Horns-
by started performing, and it was then
that he formed the Bruce Hornsby
Band that would later evolve into The
Range. But it is only now, through the
circuitous route of working the local
clubs and then grinding away in the
Hollywood hit factories, that Hornsby
is getting to express himself as an in-
dividual talent.

"It took me a while to find my own
voice and figure out a certain vision
that worked for us,” he explains. But
he has no regrets about the dues he's
paid along the way, and he feels that
the hack work helped him and his
brother John, who still co-writes by
long distance from law school in Vir-
ginia, to develop discipline as com-
posers. "Going through that appren-
ticeship of trying to work within that
real constricted pop format of writing
sound-alike songs really taught us the
craft of songwriting,” Hornsby says.
"At this point, while we write songs
that are really for us, we're still very
aware of the cratft of writing.”

The Hornsbys gave up writing ge-
neric love songs and gravitated to
themes closer to the work, weather,
and search-for-meani