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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 distortion 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

The Intellig

A

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
intercnangeable equalizers and preamplifiers in each
170 module give instan: user selectability ard allow
the addition of new technclogy at any tire.
Automated EQs are scheduled to be available in
1987, with retrof't possible on all previously delivered
Westar Consoles.

Compumix PC Hard Disk Automation.

Compumix PC is a powerful and technically ad-

vanced autormation system, providing storage on

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

comes complete with IBM XT compatible PC (with

Dual Floppy and 20 MB Hard Disk Drives), Mitsubishi 13"
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color graphics monitcr, custom and standard
keyboard, and all cables and software. Compumix PC
is probably the mast cost-effective high-performance
automation system available today, and a perfect 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.

AV % MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION

Headquarters: 225 Parkside Drive: San Fernando, CA 91340 « Phore (818) 898-2341 « Telex: 311786
New York: Suite 1321, 555 W. 57th Street, New York, N.Y. 10019 * Phone (212) 713-1600 o Telex: 703547

Tennessee: 104 Eastpark Crive, Swite 306, Brentwcod TN 37027 * Phone (515) 371-6602 » Telex: 510617477
Canada: 260 " e Esplanaae, Toronto, ONT. M5A 1J2 « Phone (416) 365-3363 » Telex: 06219839
United Kingdom: Unit 13, Alban Park. Hatfield Road. St. Albans, Hertfordshire ¢ Phone 0727-40584

Westar—
The Best Console Buy Around.

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

Circle #0C1 on Reader Service Card
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FROM THE EDITOR
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"sually in our June issue
we take a look at developments in sound reinforcement
and remote recording. These are two drastically different
areas, for the most part, bul sometimes they get so similar
it is hard to tell one from the other. So often, when
recording concerts, remote recorders work hand in hand
with the live sound engineers —sharing equipment, work-
ing out miking schemes and cutting through the red
tape of a sophisticated production in a difficult venue.

Two articles in this issue deal with concert recording
in Africa, certainly a complicated locale for any North
American sound operation. For Paul Simon’'s Zimbabwe
concert, a television production for Showtime, the politics
of a racially troubled society added a new dimension to
the job of dealing with sound. In the story of recording
King Sunny Ade in Lagos, Nigeria, the sheer difficulty of
Jocal customs and environmental factors placed chal-
lenges on the sound crews that no one could have
anticipated. For example, the chief remote engineer for
Comtfort Sound, Doug McClement, writes, ". . .the pro-
moter had neglected to provide a stage large enough for
King Sunny’s 22-piece band, so the film crew spent the
whole day constructing a stage out of the type of wood
most readily available in Nigeria: mahogany. . . . Build-
ing the stage on a cement square in 100-degree heat
with no power tools was hard work, but it helped unify a
crew of strangers into a team.”

McClement goes on, "The air conditioner on our
truck had not worked for two days. . .inside the truck it
was atleast 120 degrees. The multi-track machines were
too hot to touch. . .in keeping with the rest of the week's
events, there was no power, no air conditioning and no
running water at the hotel.”

Many people take for granted the efforts required to
make a musical performance appear seamless in the
midst of chaotic conditions. We applaud these road war-
riors of summer and salute them in this issue.

Keep reading, [ ™\

N
//“
e\

David M. Schwartz
Editor/Publisher




URRENT

Chicago NAMM Show Expects
Big Turnout

More than 600 exhibiting compa-
nies are expected to show products,
ranging from musical instruments to
stage lighting, at the 1987 NAMM In-
ternational Music & Sound Expo.

The Expo, held June 27 through June
30 at McCormick Place in Chicago,
should draw more than 25,000 peo-
ple, representing all 50 states and
many foreign countries. "It's shaping
up as a good year for music dealers,
and we expect heavy attendance in
Chicago,” says Larry Linkin, NAMM
executive vice president. "This is going
to be a 'down-to-business’ trade show.”

The Expo will feature educational
sessions throughout the four days on
subjects ranging from music technol-
ogy and retail management to sales
training. Special NAMM speakers in-
clude Dr. Ken Blanchard, co-author
of One Minute Manager, and sales/
management trainer, Dr. Tony Ales-
sandra.

Registration fees are $5/NAMM mem-
bers, $25/non-members at the door.
For more information, contact the Na-
tional Association of Music Merchants,
5140 Avenida Encinas, Carlsbad, CA
92008, (619) 438-8001.

NAB Technologies Announces
First Project

The first project for the new, non-
profit NAB Technologies, Inc., a sub-
sidiary of the National Association of
Broadcasters, will be to participate in
the final development and marketing
of FMX™

FMX is a system that improves dis-
tant reception of FM stereo signals, pro-
viding fully separated stereo reception
where the stereo signal is too weak to
activate the receiver's stereo detector.
Itinvolves circuitry both in the transmit-
terand the receiver, yet the FMX signal
is tully compatible with a receiver that
doesn't contain the system.

According to Edward Fritts, NAB
Technologies’ president, laboratory de-
velopment and field testing have solved
some earlier FTX performance prob-

lems. Completion of development will
be conducted by Broadcast Technol-
ogy Partners in Greenwich, CT.

New Music Seminar
Set for July

The New Music Seminar began
eight years ago as a new wave-orient-
ed alternative to standard music in-
dustry conventions. Today, its scope
has broadened immeasurably and the
NMS has become one of the most im-
portant music business gatherings in
the U.S, drawing thousands of musi-
cians, producers, managers, label rep-
resentatives, instrument and equip-
ment manufacturers and plain old fans.
This year's convocation—to be held
July 12 through 15 at the Marriott Mar-
quis Hotel in Manhattan—promises to
be the biggest yet. Over the course of
just a few days, 64 panels and work-
shops will be presented, more than
130 different companies, bands and
organizations will host booths in the
exhibition area, and some 300 bands
will play special shows at 25 different
area clubs.

This year there will also be a pair of
seminars of particular interest to peo-
ple in the recording field: producer/
engineer/studio owner Arthur Baker
will be moderator for a special session
on engineers; and Paul Rice of NYC's
Sam Ash Music will host a panel titled
"Music Technology 1999,” which will
speculate about how music will be
played, recorded and transmitted in
the post-CD, post-DAT age. That one's
sure to whip up some controversy.

For information about attending the
Eighth New Music Seminar, contact
NMS at 1747 First Avenue, New York,
NY 10128, or call (212) 722-2115.

1986 Musical Instruments
Exports and Imports
are on the Rise

U.S. exports of musical instruments,
parts and accessories, in decline since
1980, last year made an upward swing
in value of 21% over 1985 figures,
according to the American Music Con-
ference's (AMC) annual analysis of
U.S. Department of Commerce data.

Imports reached their highest mark
yet, with a 30% increase over 1985.

Exports valued at $112.5 million in
1986 had averaged a 15% yearly de-
cline for the past six years after peak-
ing at $210.9 million in 1980. Leading
the way were all musical instruments
up a total of 43% to just less than $40
million. The synthesizer/electric piano
category, consistently strong, led the
pack with a 113% dollar value surge
to $3.3 million and a 76% rise in units.

Last year's 21% rise is a welcome
change for American instrument man-
ufacturers, who in 1985 saw the total
dollar value of exports sink to its lowest
point since 1973. Experts attribute the
1986 increase to more attractive prices
due to the dollar's decline against for-
eign currency.

NMPA, SGA & RIAA Petition
CRT for Royalty Rate
Adjustment

The National Music Publishers’ As-
sociation (NMPA), the Songwriters
Guild of America (SGA), and the Board
of the Recording Industry Association
of America (RIAA)jointly petitioned the
Copyright Royalty Tribunal to adopt
their proposal for adjustments to the
statutory mechanical royalty rate over
the next ten years.

The proposal calls for the present
mechanical royalty rate (five cents per
tune) to be adjusted in proportion to
changes in the Consumer Price Index
(CPI) every two years, beginning on
January 1, 1988 and continuing until
January 1, 1996. Regardless of chang-
es in the CPI, however, the rate can-
not decline below five cents or exceed
the previous rate by more than 25% in
any two-year span. Resulting royalty
rates are to be rounded to the nearest
1/20th cent. The “overtime" rate (pres-
ently 95 cent per minute of playing
time) would likewise be adjusted in pro-
portion to changes in the CPL

The initial rate adjustment would
be based on CPl changes between
December 31, 1985 and September
30, 1987, and every two years there-
after. |
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MX-80 32-CHANNEL TAPE RECORDER : q"

|

¢ Otan 1986

32 Tracks; & constant tension tape transport; ©F built-in autolacator; #F noiseless
and gapless punch-in/punch-out, and HX-Pro—at a price you can afford. ¥ We call it
“opportunity”. You'll call it “a killer”

We know getting started in the music business can't mean an MTR-90 in the first
month, even when your talent warrants it. #8 So 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 that new console you've been looking at. & And there's a 24
channel version too! # From Otari: Technology You Can Trust

Contact your nearest Otari dealer, or call Otari (415) 592 831"

Otan Corporation, 2 Davis Dr, Belmont, CA 94002 =

Circle #002 on Reader Service Card



INDUSTRY
NOTES

Mix Publications has named Ron Taff as
advertising director of Mix magazine. After
stints at Mother Jones and Rolling Stone, Taff
joined GPI Publications in 1980 as advertis-
ing director of Keyboard magazine. He sub-
sequently served as both corporate advertis-
ing director and corporate marketing director,
as well as advertising director of Frets maga-
zine...Allied-Signal Inc. and Lanesbor-
ough Corporation announced the sale of
Allied's Ampex Corporation to Lanesbor-
ough for $479 million, plus assumption of
certain liabilities. Ampex, headquartered in
Redwood City, CA, had 1986 sales of over
$500 million...Emerald, a new Nashville
entertainment conglomerate, has been
formed to incorporate diverse aspects of the
entertainment business under one corporate
wing. Under the Emerald unbrella is Emer-
ald Sound Studio, Robert Porter Manage-
ment, Moore Publishing Company, Moore
Aircraft Leasing and the Missoula, MT mu-
sic club, Park Place...Ron Rose Produc-
tions opened a new stereo television audio
post-production facility recently at Postique,
Inc., 23475 Northwestern Highway, South-
field, MI. . .Jerry E. Smith has been named
division vice president of Sony Professional
Audio, responsible for sales and marketing
to the recording studio and film and video
production markets. George Kuchmas has
been chosen general manager of manufac-
turing for Sony's Professional Products Com-
pany and Carlo Severo was named vice
president, customer service for Sony's Com-
munications Products Company ...Atlas
Sound and Soundolier, divisions of Amer-
ican Trading and Production Corporation,
combined their sales and sales support or-
ganizations throughout the US....Philips
established an office in Knoxville, TN, to
handle marketing, sales, service and custom-
er support for its line of optical disc mastering
equipment in North America. For more infor-
mation contact: David Pushic, director of
marketing, Philips, 1111 Northshore Drive,
Bldg. 2, Ste. 726, Knoxville, TN 37919, (615)
558-5267...Joseph Vayda has been ap-
pointed vice president of research and devel-
opment and quality assurance at WEA Man-
ufacturing Inc. of Olyphant, PA...In what
may be an industry first, Westlake Sales
Group, the Los Angeles pro-audio equip-
ment dealer unit of Westlake Audio, assem-
bled a hands-on digital audio equipment
demonstration room at its L.A. studio/office

complex. Access to the digital demo room
can be arranged by calling Westlake at (213)
851-9800. ..Ed Schummer has been named
vice president, marketing, of Dolby Labora-
tories...Full Compass Systems Ltd., Mad-
ison, W1, a dealer of audio and video equip-
ment, announced three appointments: Mark
Edelstein as service manager, and Michael
Beckon and Jeffrey Boardman, who have
joined the sales staff. .. Alpha Audio Auto-
mation Systems announced agreement with
GEXCO Technology International on in-
ternational marketing representation for
Alpha Audio’'s BOSS automated audio edit-
ing system...A Studio Designer's Work-
shop will be held June 12 through June 14 at
Master Sound Astoria in NYC. For more in-
formation contact Synergetic Audio Con-
cepts at (812) 275-3853...LaserVideo an-
nounced that its parent company, Quixote
Corporation and Dainippon Ink and
Chemicals, Inc. of Japan have agreed to
share results of their research and develop-
ment in optical disc technology. LaserVideo
is aleader in mastering and replicating com-
pact discs, laser videodiscs and CD-ROM.
Dainippon Ink's optical disc technology
focuses on the development of @ new Direct-
Read-After-Write (DRAW) optical disc and an
advanced erasable optical disc...The five
audioteams nominated for an “Achievement
in Sound” Academy Award were honored
by 3M at the sixth annual Lyra Awards in
Toluca Lake, CA...Louis P. Stricoff has
been named sales manager at E.J. Stewart,
Inc., a Pennsylvania film and video produc-
tion facility...CITICAM, NYC's location
services packager, has opened a West Coast
office in Hollywood, CA, which can be
reached at (213) 874-8940. . .Innovative
Television Equipment(ITE) hasopened an
East Coast regional sales office at 250 Gorge
Rd., #6, Cliffside Park, NJ 07010, (201) 943-
7470...En-Vision Productions is a new,
full-service video media communications
company in Southern California. For further
information call (714)951-5440. . . Perreaux
Sound Ltd., a New Zealand hi-fi company
marketing in the U.S. for four years, an-
nounced distribution of its "Pro” amplifiers
through G.M.IL Distributors, Inc. of New-
port Beach, CA. For more information on
Perreaux products, contact: G.M.1. Distribu-
tors, Inc., SO00 Birch Street, Ste. 3000, West
Tower, Newport Beach, CA 92660, (714) 476-
3606...
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PREOD

ngineer Rex Recker of Photomagnetic post production

facility in New York City is used to working with on-

location tracks. But he can’t imagine working without
the Neve 60 channel V Series console with Necam 96:

“It's great for cleaning up tracks and getting rid of un-
wanted background noise or room tone.

“And noise gating with the V Series is so simple. You can
get the quality and sound you want, quickly...when it
counts. It's a luxury which, once experienced, becomes a
necessity.

“We already have two Neve V Series consoles and we're
getting a third.”

Neve. ..Only the

The signal/ noise gate and limiter/ compressor combine to
produce an unsurpassed in-channel dynamics unit. There
is also a “key” input from the patch bay for external gating
to give greater control of effects. And all units can be linked
together for perfect stereo operation.

Neve makes it easy to remove spill-over, tighten up
rhythmic sounds and create dazzling special effects, whether
tracks are made in or out of the studio.

There's no clipping. No pumping. Just warm, compelling
sound from the most musical dynamics unit yet available.

The Neve V Series Dynamics is only one of the powerful
reasons top recording professionals like Photomagnetic’s Rex
Recker choose Neve.

Best for the Best!

AN Neve

ot e
A Siemens Company

RUPERT NEVE INC., BERKSHIRE INDUSTRIAL PARK, BETHEL, CONNECTICUT 06801, U.S A.
TELEPHONE: (203) 744-6230. TELEX: 96 9683, FACSIMILE: 203) 792-7663.

NY: TEL: (212) 956-6464 ¢+ CA: TEL: (213) 87-8124 FACSIMILE: (213) 874-1406 ¢« TN: THL. (615) 385-2727 TELEX: 78 6569

NEVE ELECTRONICS INTERNATIONAL LIMITED, MELBOURN, ROYSTON, HERTS $G8 6AU, ENGLAND
TELEPHONE: ROYSTON (0763) 60776. TELEX: 81381, CABLES: NEVE CAMBRIDGE. FACSIMILE: (0763) 61886
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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.

¢ 1987 3M Co.




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

E 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

1988 Olympic Games
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NORTH CENTRAL

At Soto Sound in Evanston, IL, "house” boys
George Karchmer and Michael Griffen
teamed up with Jerry Soto to record “Close
Your Eyes” on the new AKA Dance Music
label. Soto composed and performed the mu-
sic and also co-produced the 12-inch single
with Matt Warren...Solid Stage Logic
(SSL) relied on Producers Color Service
(PCS) in Southfield, M], for the post-produc-
tion of their 1987 Demo Reel. The demo was
used at trade shows for hands-on demonstra-
tions of SSL's audio consoles. . .Recent ses-
sions at Audio Graph Productionsin Oke-
mos, M], included Dave Collini for his up-
coming album on Optimism Records. . .The
Indiana musical collective The Balance, fea-
turing bassist-producer Mark Manley, re-
cently finished recording an EP at WA.K.
Studios in Chicago. Al Rowe engineered
the sessions, assisted by studio owner Bill
Keyes...At Tone Zone Studios in Chicago,
Haus Nouveau were in with Steve Boykin,
Reggie McFadden and Wayne Williams
producing for Music Systems Productions.
Roger Heiss was engineering with Roy
Montroy assisting. . . Meet the Pressfinished
tracking at Barn Burner Studio in Anna-
wan, IL, for an album to be released on the
Impression label in June. Harry Heath engi-
neered...In at Seller Sound in Sterling
Heights, MI, were John Eaton and Melvin
Riley Jr. (from Ready for the World) with Gary
Spaniola, co-writing and co-producing a
song for the movie Beverly Hills Cop II.
Spaniola also engineered the project. . . Ted
Wright, Travis Morris and Percy Bady have
been in Chicago producing their new proj-
ect at Paragon Recording Studios. A prev-
ious project by Percy and the Thompson
Community Singers was on the charts for 37
weeks. The sessions were engineered by
Scott Barnes and assisted by Tom Quin-
lan...AtSeagrape Studios in Chicago, The
Voyage Band returned to complete two more
funk dance demos. Both songs were written
and arranged by the band with Mike Konop-
ka and Tom Haban splitting the engineer-
ing chores. . . At Studio A, Dearborn Heights,
MI, heavy metal rockers Tommy Boyd put
down rhythm tracks for their first album with
producer/engineer John Jaszcz and assist-
ant Peter Prout....

SOUTHEAST

At Criteria Recording Studiosin Miami, FL,
Genuine Parts mixed a dance single for
Atlantic Records. Production was handled
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by Avy Gonzales for Pizzaz Productions. The
engineer on the project was Keith Morri-
son, assisted by Dana Horowitz. Also at
Criteria, the Everly Brothers began rehear-
sals for an upcoming album project on Poly-
Gram records. As yet no producer has been
named and road mixer Sparky Neilson has
been handling sound duties assisted by Kurt
Berge and Matt Gruber. .. At Morrisound
Recording in Tampa, FL, Deaf Dealer was
in mixing its latest album for PolyGram Rec-
ords, produced by D.U.A F. Productions. And
Dave Williams completed the movie sound-
track for Terror Squad, produced by Holly-
wood-based Matterhorn Productions. . . At
Cheshire Sound Studiosin Atlanta, Warren
Zevon was in laying tracks with members of
REM and Georgia Satellites quitarist Rick
Richards for his upcoming project for Virgin
Records. Niko Bolas produced and engi-
neered, with Lewis Turner Padgett assist-
ing...LRS. artists R.E. M. cut their fifth LPfor
the label at the Sound Emporium in Nash-
ville. Producers were Scott Litt and REM,
Litt engineering. The yet-untitled album is
due for September release. . . Mr. O Audio
Studios, a new recording facility in Colum-
bus, GA, had producer David Norman in
working on several projects, including engi-
neering/ co-producing for the group A.C.
Black & the Mean Katz. .. At Wally Cleav-
er’s Recording in Fredericksburg, VA, Goin’
Goin’ Gone finished work on their new sin-
gle with Peter Bonta engineering...At Re-
flection Sound Studios in Charlotte, NC,
producer Don Dixon made new mixes on
the L1l Eden album for Mega Records of
Denmark, MartiJones assisted. . . Atthe Mu-
sic Millin Nashville Gary Chapman worked
on his new album project for RCA records
with Mark Wright co-producing the album
with Chapman; engineering by Gene Eichel-
berger and Joe Scaife...The Fabulous
Thunderbirds were in Ardent Recording
in Memphis cutting tracks with Dave Ed-
munds producing. This will be his first com-
plete stateside album project. Dave Charles
did the engineering with Tom Laune assist-
ing...The Mystic Angels, an all-girl group,
were in Ft. Lauderdale’'s SoundShine Pro-
ductions recording a new single called
“O00 AH"....

NORTHWEST

At The Plantin Sausalito, CA, Island Records
artist Melissa Etheridge was in working on
her debut album with production being han-
dled by Jim Gaines. Engineering the ses-
sions was Gaines, assisted by Moira Mar-
quis...Producer Todd Rundgren hasbeen

working at Studio D in Sausalito, CA, cutting
tracks on Bourgeois Tagg...AtJopheir 12
studioin Los Gatos, CA, The Cha Chi Expe-
rience completed their latest project, which
included a four-song demo. It was produced
and engineered by Colby Pollard. . .Recent
activity at Crow Recording, Seattle, included
demo sessions for former Zappa band mem-
ber Jeff Simmons and Leroy Bell of Bell &
James. Also, Dominant Seventh vocal jazz
quartet was in producing demos requested
by The Tonight Show. All projects were en-
gineered by John Nelson...Canadian re-
cording artist Connie Scott was in at Inside
Trak Studios in Vancouver, BC, completing
her third solo gospel album. It was produced
by Roy Salmond, with veteran engineer
Dave Slagter atthe helm...Anthony "Sir
Mix-A-Lot” Ray was in Seattle’s Steve Law-
son Productions working with engineer
Terry Date on the single "] Want a Freak.”
The song is off of the computer scratch artist's
four-song EP release I'm a Trip, also recorded
at Steve Lawson Productions. ...

SOUTHERN CAL

LR.S. recording artists Wall of Voodoo have
completed their fourth LP for the label, en-
titled Happy Planet, at Hit City West studios
inL.A. Richard Mazda produced; Peter Kel-
sey engineered...At Hollywood's Sunset
Sound, George Benson and Earl Klugh
worked on their album project for Warner
Bros. Records, produced by Tommy Lipu-
ma. Engineers were Al Schmitt and Eric
Calvi, assisted by Stephen Shelton...At
Producers 1 & 2in Hollywood, Mark Isham
scored Made in Heaven for Lorimar, engi-
neered by Ben Rodgers, assisted by Andy
Harper. And Paul Rothchild and Ray Man-
zarek produced Synclavier sweetening of
The Doors at the Hollywood Bowl Greg
Townley and Andy Harper, engineers. . . At
its base in North Hollywood, Le Mobile host-
ed producer Neil Geraldo who worked on
overdubs for a forthcoming Pat Benatar
movie soundtrack project. Guy Charbon-
neau engineered the sessions...Action at
The Rock House inL.A.included The Cally
Boys mixing their debut single for Avatar
Records. Larry Robinson produced and
Vaughn Clay engineered. ..Natalie Cole
was in at Encore Studios in Burbank com-
pleting her first album for Manhattan Rec-
ords. The disc was produced by Reggie Cal-
loway with Craig Burbidge engineering
and Adrian Turjillo assisting. . . The Whis-
perswere in Skip Saylor Recordingin LA.
working with producer Gary Taylor on a
project for Solar Records. Skip Saylor engi-

MIXVOL 11, NO. 6



i

AND A REELIN'!

We're Westwood One Mobile Recording. On the
cutting edge of the remote recording art. And we rule
the road.

Our trucks are ready to roll. From LA, Cleveland
and Boston. Within 24 hrs. of everywhere. Equipped
with the best in mobile technology and crewed by
those who helped develop it. All at competitive rates.

We've earned our reputation. Our weork speaks for
itself. Like this year’s Grammy Certificate for Best
Audio in Long Form Music Video with Huey Lewis
and The News' “The Heart of Rock and Roll” And live

In Los Angeles. Contact:
Richard Kimball, V.P. Mobile Recording
(213) 204-5000

In Cleveland. Contact:
Dale Peters Sam Kopper
(216) 289-1900

)~

recordings for broadcast that became live albums,
including hit releases by Tina Turner, Brian Adams,
Tom Petty and The Heartbreakers and The Thompson
Twins. Or history making coverage of major events
like the Amnesty International tour, Farm Aid Il and
Radio USA for Africa.

We capture it live. The sound and spirit. When and
where it happens.

¥ WESTWOOD ONE

In Boston. Contact:

(617) 335-4208
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neered with Tom McCauley assisting. . . At
Rumbo Recorders’ Studio B in Canoga Park,
Elektra recording artists, X, finished up tracks
and overdubs for their new album, with Alvin
Clark producing, and Julian Stoll engineer-
ing...MixMasters Recording in San Diego
put the finishing touches on the first solo
project for Gregg Walker, former vocalist for
Santana. Other recent projects included the
national theme song for the "Just Say No to
Drugs" campaign and final mixes for Keith
Alexander's album project. . . Mixed at Stu-
dio MastersinL.A. was The Whispers' new
single, "Rock Steady” produced by Antonio
Reid, and “Babyface,” engineered by Jon
Gass. . .Producer George Duke was in at
Mama Jo’s Recording in North Hollywood
doing basic tracks on Sadao Watanabe and
Diane Reeves. Erik Zobler was at the con-
trols with Steve Ford assisting. . . Producers
Paul Fox and Skip Drinkwater completed
cuts for the new Princess album at Summa
Music Group Studios in West Hollywood. . .
At Master Control in Burbank, producer
Don Gehman was in mixing the new Cock
Robin album for CBS Records. Greg Ed-
ward handled the engineering, with assist-
ants Toni Greene and Dan Nebenzal. .. At
Harlequin Studios in Northridge, Buffalo
Springfield Revisited was in recording with
Scott Ross engineering. ...

SOUTHWEST

Arnett Cobb was in Houston's Sugar Hill
Recording cutting a soundtrack for a feature
length documentary titled This Is OQur Home,
It Is Not For Sale, produced and directed by
Jon Schwartz. .. At CAVE Productions{Cre-
ative Audio Video Engineering), Prescott, AZ,
new age group The Beamer Project{inished
recording and mixing their new album, Side-
tracked, on the Sphere label for the CAVE
Music Group.Joe Robertson and John Wil-
son produced, with John Wilson engineer-
ing...Producer/director Bill Cox, owner of
BCP International, and Tom Cunningham,
principal partner of Real-to-Reel Recording
in Dallas, produced a 30-second spot for the
annual Wildflower Festival in Dallas utilizing
the bluesy Rodney Johnson Band. ...

NORTHEAST

Dee Snyder of Twisted Sister was in at Cove
City Sound Studios (Glen Cove, NY) pro-
ducing a new act for Atco records called
Envy, engineered by Eddie Delaina...
Southside Johnny and the Asbury Jukes
were in at Shore Fire Studios in Long
Branch, NJ, recording a demo of "Express-
way To Your Heart” which will be featured in
a new Disney film. Staff engineer Jan Topo-
leski was at the controls. . . Washington, DC
gospel group Spiritual Defenders recorded
and mixed an album Made In Washington,
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DCatLion & Fox Recording. Alex McCul-
lough engineered. .. At RBY Recording in
Southbury, CT, the Little City String Band
completed their LP with engineer Evan Jones
...At Digitel in NYC, Michael Baker and
Axel Kroll were in producing cuts for ¥
Corporation on Chrysalis Records; and the
Fat Boys were in again with Gary Rottger,
who was producing another song for their
movie, Disorderlies. .. AtNYC's Secret Soci-
ety/Chung King House of Metal profile
artists Run-DMC have been working on their
soundtrack LP for Tougher Than Leather with
Steve Ett engineering...Recent activity at
Bearsville, NY's Dreamland Recording in-
cluded Genya Ravan producing four tunes
for Boston-based women rockers Mata Hari
(formerly Lizzy Borden & the Axes)...At
Quantum Sound inJersey City, NJ, produc-
er Reggie Lucas has been working with a
new artist on A&M Records, John Adams.
Gragg Lunsfordisengineering, Craig John-
son assisting...At Evergreen Recording
in NYC, producers Lotti Golden and Tommy
Faragher have been in producing Brenda
K. Starr for MCA Records, with Lancy
McVickar engineering and Andrea Bella
sampling/assisting...At Shakedown
Sound in NYC, Pete Warner and Rainy
Davis were in working on a 12-inch remix
from her debut album on CBS. Jay Henry
handled the engineering. . . At Calliope Pro-
ductions in NYC, Gerard McMahon re-
corded his album for major label release, as
well as several jingle projects, Chris Irwin
co-produced...Tom Lord-Alge mixed sev-
eral projects at Blue Jay Recording in Carli-
sle, MA: an album for The System (Atlantic),
a 12-inch single for Dance Like a Mother
(Virgin) and an album for Living In A Box
(Chrysalis). Rob Feaster assisted on all the
sessions. .. At Trademark Music in Browns
Mills, NJ, progressive rock trio Mastermind
finished recording their debut album for Im-
pact Records, Trademark’s new label. It was
produced by Bill Berends and Rich Ber-
ends...At Quad Recording in NYC, pro-
ducer Bill Laswell and engineer Bob Mus-
so have been feverishly busy on Herbie
Hancock’s next album for Columbia Rec-
ords, and they've been laying tracks and
mixing several cuts for Sly & Robbie's new
album on Island Records. . . Producer Duke
Bootee wasin I N.S. Recording (NYC) work-
ing on an album project entitled Beauty and
the Beats and Scratches. D] Cheese was in
recently to do scratching on a couple tracks.
Craig Bevan engineered...Activities at
Soundscape Studios in Poughkeepsie, NY,
included Audience cutting tracks for their
first album on the Dutchess Entertainment
label, produced and engineered by Rob
Sanderson...At Intergalactic Music in
Manhattan, Gregory Williams, formerly of
the group Switch, produced Double Vision
with engineers Jorge Esteban, Jeff Jones,
DJ Walker and Tony Cox. ..Suburban Dog
was in at Hackelbarney Studios, Chester,
NJ, finishing initial tracks for a future release
...At EARS in East Orange, NJ, PolyGram
recording artist Gwen Guthrie was hard at

work on her second album for the label. Be-
hind the board was Tom Zepp, with Michael
Van Duser assisting. . .Shatter Records re-
cording artists Aku-A ku have been currently
recording their second album at Rawliston
Recording Studios in Brooklyn, NY. "Capt.”
Carl Segalis producing, and Tommy Weber
is engineering...Dan Daley has signed a
long-term, multi-disc production agreement
with Parfaq, Inc. entertainment subsidiary of
North Coast Productions. Record production
is underway at several New York facilities,
including the newly opened Pyramid Re-
cording Studios...At D&D Recording in
NYC, producers Matt Noble and Kevin Cal-
houn were in working on tracks for Capitol
Recording artist Ava Cherry. John Leposa
assisted. ..

STUDIO NEWS

micro PLANT, a new computerized MIDI-
synth room, has opened its doors at the L.A.
Record Plant recording complex. The cost-
efficient independent operation is a compact
synthesizer studio designed for songwriters,
scoring composers and jingle producers. mi-
cro PLANT houses a TAC Scorpion 32x8 con-
sole, JBL and Yamaha monitors, with racks of
synthesizers, sequencers, and effects proces-
sors. A Macintosh Plus is the hub of the stu-
dio, linking MIDI data for keyboards, sequen-
cersand outboard gear. . . Air Craft Studios,
located in Pittsburgh, PA, has recently up-
graded from a 16- to a 24-track recording
facility with the installation of a Trident Series
80B 30x24x24 mixing console and Sony
JH-24 24 track recording machine. Air Craft
also now has digital mastering capabilities
with their new Sony PCM-3202, and Sony
PCM 501 and 601 digital processors, and
has upgraded their analog mastering with
the installation of an Otari MTR-10...D&D
Recording in NYC has taken delivery of a
new Sony/MCI JH-24 multi-track, as well as
a complete MIDI setup to be available at no
extra charge. ..The Warehouse in Philadel-
phia has opened its doors to MIDI production.
Studio XYZ incorporates over 14 different
brands of MIDI synthesizers and samplers,
all run by the most up-to-date and creative
software available...Sterling Sound in
Manhattan recently became the first facility
on the East Coastto install Neve's new digital
DTC-1 console. . . Fantasy Studios in Berk-
eley, CA, completed building a new CD Mas-
ter Preparation Room, equipped with Mitsu-
bishi X-80, Sony 1630, F1, and Harmonia
Mundisampling converter. . . Boutwell Stu-
dios, Birmingham, AL, is now offering 16-
track video sweetening services in addition
to 24-track music and 8-track broadcast and
A/Vrates...Soundwave in Washington, DC
has completed the first phase of its renova-
tions headed by Chips David LEDE Designs,
Inc. The renovations included the re-design
of control rooms B and C and the installation
of new monitors and amps in conjunction
with reflective and absorbent materials, con-
forming to LEDE principles. ...
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* Every Bit a Studer

Introducing the
D&820X DASH Format
Digital Audio Recorder

N
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The wait is over. Digital has finally entered the Studer era.

For over 35 years, Studer has concentrated exclusively on one goal:
designing and manufacturing the world’s finest audio production equip-
ment. So when it comes down to what professionals want, Studer delivers.

The D820X is no exception. Listen to it—carefully! You'll hear flaw-

N less sonic resolution, thanks to proprietary digital processing circuits
and uncompromising analog input/output electronics.

. Then do a razor-blade edit. Feel how the controls shuttle tape with

| effortless precision. Note how the meter overbridge panel provides com-

_ STUDER (=05 prehensive ccntrol of all operating modes and level adjustments.
| STUDER REVOX AMERICA, INC. Finallv. tilt the t tt : Bt iralt {

1425 Elm Hill Pike, Nashville, TN 37210 inally, tiit up the transport to examine construction and craftsman
ship. No other digital recorder can match what you'll see.

The D820X is built to last. It’s every bit a Studer.

® Robust Twin-DASH format at 15 ips ® 14" reel capacity ® PWM auxiliary tracks with config-
uration for CD subcode mastering data ® Fully programmable operating keys ¢ Service diag-
nostic displays ® Internal operating system provides RS232 access to transport and digital audio
operations.



What Price

I)repare to be suprised. OQur new
Emax™will make you rethink your
notion of what a digital sampling key-
board can do. And what one should cost.

Then again, we are talking about
magic. The magic of sampled sound.
Voices. Instruments. Sound effects.
Machines. Anything. All digitally re-
corded. Ready to be woven into a musi-
cal tapestry of unlimited colors.

We're also talking about a new key-
board from E-mu Systems. The leaders
in digital sampling technology.

Years ago, we invented affordable
digital sampling with the Emulator and
redefined the way music is made.

Now, with Emax, we're redefining who
will make it.

A sample of our power
Like all of our products, Emax

features our characteristic commitment
to superb sound quality. Sound qual-
ity that’s evident whether you sample
your own sounds or select disks from
the comprehensive Emax Sound
Library.

Either way, the music you'll make
with Emax is like nothing you've ever
heard before from an affordable sam-
pling keyboard.

You begin with a full 19 seconds
of sampling time at Emax’s standard
sampling rate. And you can take advan-
tage of our variable sampling rates to
allow up to 57 seconds.

Impressed? Just wait.The magic
really begins when you hear what Emax
can do with your sound. Emax packs
a full complement of analog and digital
processing functions. Like digital
splicing and merging, or filters and
VCAs with individual 5-stage envelopes
for dynamically modifying the timbre
of a sample. So one sample can be the
raw material for hundreds of sounds.

Once you have that sound, give
it motion. With Emax’s true program-
mable panning, you can place each
sound anywhere in the stereo image.
Or sweep it with a wide variety of
real-time controls.

The perfect loop

If you've been frustrated in your
search for a glitch-free loop, search
no longer. Emax has Autol.oop™a fea-
ture E-mu invented that ingeniously

enables Emax to help you locate the
best possible loop points.

But the magic doesn’t stop there.
With Emax you can even loop the
unloopable. How? Our new Crossfade
Looping” Which digitally modifies your
sound, smoothing it around the loop
points, to eliminate even the smallest
glitches.

Control at your fingertips

To ensure that you maintain total
. control, Emax’s keyboard assignment
scheme lets you place sounds wherever
you want them —up to 100 on the
keyboard at one time. And our Dual
Sample Mode™ enables each Emax voice
to consist of tuo individual samples.
(Think of them as the equivalent of two




VCOs on an analog synth.) What you
gain is a whole new range of effects —
stacked, chorused or doubled sounds —
with no decrease in polyphony.

What about a sequencer? Con-
sider Emax’s polytimbral, multi-track,
MIDI sequencer. With SuperMode? it’s
powerful enough to let you download
complete sequences from any dedicated
sequencer or software package. So you
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can carry around complex sequences
without having to lug around a ton
of extra gear.

And if you think you know what
an arpeggiator is, think again. You
haven't experienced anything like the
magic of Emax’s sophisticated
aroeggiator.

You also haven't experienced
anything like our RS422 interface for

The Emax Rack —
The power of Emax
sampling for any MIDI
controller.

high-speed computer data transfer. Put
this together with the Emax Sound
Designer™software and you wind up
with a remarkably powerful digital
music system with a data transfer rate
that’s 17 times faster than MIDI. So
you can spend your time working with
sound. Not waiting for it.

Stretch your capabilities
with our rack

Want to add the power of the
Emax to your current MIDI set-up?
Consider the Emax Rack. All the capa-
bilities of the Emax keyboard in a
compact rack-mounted package.

Or add an Emax Rack to your
Emax keyboard. With our MIDI Over-
flow Mode™you can link two Emaxes
for true 16 channel capability. And Emax
accepts a full seven octaves of MIDI
control.

While ideal as a keyboard ex-
pander, the Emax Rack also brings the
power of sampling to anyone with any
kind of MIDI controller. So it can
deliver sampling capabilities to a MIDI
guitar. Or function as the heart of a
digital electronic drum kit.

Affordable magic

So what price magic? Let’s just
say you'll be amazed at how easy it is to
afford this much power. Which is why
you should rush out to your local E-mu
Systems dealer for a complete demon-
stration. Now. ’

See and hear the magic.

Then practice some magic of

your own.

E-mu Systems, Inc.
applied magic for the arts

1600 Green Hills Road
Scotts Valley, CA 95066
408.438.1921
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Magnavox prototype CD Video player.

D VIDEO

by Ken Pohlmann

Something [ do notrecommend: fly
to Amsterdam Monday night, attend
a Philips press conference on Tues-
day and fly back to Miami Wednesday
morning. The body does not appreci-
ate this; the brain doesn't even know
what's happening.

Since it was for a worthwhile cause,
and because Insider readers deserve
to know the latest, and because the
flight was funded fully by Philips, I
took the trip, and brought home the
scoop on the latest CD incarnation—
CDYVideo.

CD-Videoc is the brainchild of Phil-
ips NV, co-inventor of the compact
disc. It is an optical disc format de-
signed to create a new retail market,
using a bridge between a new media
(compact disc) and a not-so-new me-
dia (Laservision). From that merger
comes a new media, the CD-V Single,
and a new hardware product, the CD-
V “combi-player.” The result is a multi-
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faceted marketing play, which makes
sense from most of the angles you
consider it:

The CD-V Singleis targeted precise-
ly atthe dwindling audio 45 rpm single
market; a few cuts of music will be put
on CD, along with a full motion video
cut. One immediately thinks of the
pop market, and buyers who would
be attracted to single cuts from an
album, and the music video as well.
From a marketing standpoint, the prod-
uct is too good to be true. First, a video
single promotes album sales, in much
the same way that audio singles and
music videos do. In addition, for the
first time, record labels are given the
opportunity to sell music videos to the
mass market; a unique situation of the
consumer lining up to pay for promo-
tional material. In short, the CD-V Sin-
gle transforms music video from a pro-
motional tool into a popularly priced,
saleable product.

The CD-V player will play these vid-

eo singles, along with conventional
full-length audio-only CDs, and 8-inch
and 12-inch video discs as well. Hence
the name, "combi-player.” The hard-
ware is thus particularly attractive to
its inventor, Philips. After considerable
investment, its Laservision system has
never achieved market potential. With
the combi-player, Laservision is given
a second chance, and a considerable
advantage from association with the
highly successful CD format. If Laser-
vision cannot succeed on CD's coat-
tails, it never will.

The longer playing times of the 8-
inch and 12-inch discs also access
other markets such as video classical
music, and feature films. If the con-
sumer is offered a CD player which
also happens to play Laservision discs,
itis certainly possible that these latent
markets could take oftf.

The marriage of video and digital
audio is being enacted in many prod-
uct areas, and the CD/LV union would
appear to make sense as well. There is
no question that video is @ major in-
fluence on the audio market; not only
does CD-V serve to strengthen LV, it
also could strengthen CD as well.

From still another perspective, the
introduction of CD-V is a smart move
in terms of insurance against R-DAT.
CD-V heightens awareness of the CD
format, brings new market applications
to it, and frankly does something that
R-DAT probably could never do very
well—namely, reproduce extremely
high quality video.

Of course, such an ambitious merg-
er must have a certain downside to it.
In this case, it appears to be limited
indeed. First, the introduction of CD-V
may create confusion in the mind of
the consumer. The idea of the once-
simplistic CD is now clouded with CD-
DA, CD-ROM, CD-], and CD-V. CDV
makes matters slightly worse by throw-
ing in two new disc diameters.

Worse still, CD-V violates the univer-
sality of the compact disc, the unique
advantage of playability and inter-
changeability between any discs and
any players worldwide. The problem
is video: the two standards, NTSC and
PAL, are incompatible. Thus a PAL
CD-V disc will be unplayable on a
NTSC player and vice versa.

Finally, in the debit side, there is a
chance of consumer nonacceptance
of the format. That failure may dimin-
ish the luster of the CD, lending a
marketing advantage to competing
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...IN THE FAST LANE

On the road to success, decisions have to be off-line. Individual faders can be instantly updated in
taken — fast. Demanding tasks must be performed —  rollback. A staggering 20 megabytes of audio mixing
precisely. information — equivalent to 80 floppy disks — can be

stored on just one SSL G Series disk, taking up less
space and weighing less than
a reel of quarter inch. And all
this data can be loaded,
processed, edited and copied
faster than ever before.

Today’s music business demands high
performance and instant
reaction from producers,
engineers and the systems
they use. Nothing less
than excellence will do,
whether you are in
familiar surroundings —
or in a studio you have
never seen before.

Life in the fast lane will
be sweeter than you think.

The new SSL G Series Studio Computer takes ° °
audio mixing systems into the fast lane. High-speed SOIld State loglc
processors and vast memory provide the fdeal vehicle Oxford o Paris » New York » Los Angeles
for a new generation of SSL software — tirmly based Begbroke, Oxtord, England OXS IRU @ (08675) 4353
on systems which have a]ready set the standard. Large | rue Michael Faraday, 78180 Montigny le Bretonneux, France ® 30 45 37 47

. 101 Park Avenue, Suite 2506 ® New York, NY 10017 @ (212) 315-1111
and complex mixes are handled effortlesslv, on and 6255 Sunset Boulevard @ Los Angeles, California 90028 @ (213) 463- 4444
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he 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!

p"

@ 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 signals. This
technique results in a very tight, punchy low end by
maximizing available energy in the usable portion on the bass
spectrum.

N
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@ Excursion Protection

In addition to the subsonic filtering 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!

%

For a complete look at the entire Peavey line, write for our magazine “The Monitor".
Please send $1.50 to cover postage and handling.

PEAVEY ELECTRONICS CORPORATION / 711 A Street / Meridian, MS 39301 / U.S.A. / Telephone: (601) 483-5365 / Telex: 504115 ©1986
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formats such as the R-DAT.

However, onbalance, CD-V appears
to be a gamble well worth taking. Cer-
tainly Philips is convinced of that; a
major marketing push will occur later
this year. Success, »f courss, will be
decided by the consumer in months
and years to come. However, an esti-
mate of its chances may come from
an analysis of the technical and prod-
uct design behind the format. Let's
take a look at CD-V, and try to decide
whetherit's an innovative media with
potential to open new markets, or a
reworking of old media destined to
die on the crowded battleficld of for-
mat war.

The biggest news about CD-V is the
new software format, the CD-V Single.
The CD-V Single appears similar to an
audio CD, but the substrate and top
lacquer are gold-tinted to distinguish
it visually. PolyGram, A&M, Capitol,
EMI, Manhattan, Angel, Chrysalis, Is-
land, MCA, RCA/ Ariola, Virgin and
Warner Communications Record
(Group plan to release titles on the
CD-V Single; CBS has expressed inter-
est. The CD-V Sing.e plays approxi-
mately five minutes (for NT5C) of full
motion, high quality video with digital
(CDsound, plus an additional 20 min-
utes of digital audio only. Because the
digital audio portion is placed in the
inner diameter, the audio portion of
the CD-V Single may be played on a
regular CD-audio player. Likewise the
CD-V player may play any audio CD.
Typical Red Book standards are used,
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including scanuing velocity of 1.2 to
1.4 meters/second, and track pitch of
1.6 micrometers.

Video information is contained on
the cuter diameter; encoded accord-
ing to the Laservision format, however,
digital audio is used instead of analog
audin. The videc signal itself is analog.
The scanning velocity is increased to
11 to 12 meters/second (for NTSC),
ard track pitch is 1.7 micrometers.
The player thus must sense the pres-
ence of either digital-only or video
signa., and adjust its operating param-
eters according'y. Typically, the play-
er's pick-up would read the audio lead-
in area, skip to the video portion, then
return to the audio-only portion. The

nals is shown in Fig. 1. You can see
that each informa:ion area consists of
three parts: lead-in, program and lead
out. Fig. 2 shows the specification of
the combined digital audio in NTSC
video formnat.

The 8-inch ana 12-inch discs are
denoted as CD-V EP and CD-V LP re-
spectively. They contain audio con-
forming to the CD standard and video
conform’ng to the _V standard. Analog
andio may be used in lieu of digital
audio. For NTSC both have a scanning
speed of 10.2 to 1:.4 meters/second.
The CD-V EP plays two 20-minute
sides, the CD-V LP plays two 60-min-
ute sides. Obv:ously these discs can-
not be played orn a CD player. The

allocation of the audio and video sic-  —CONTINUED ON PAGE 82
FIGURE 2 NTSC FORMAT
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Blossom Music Center

GONGERT VENUES

EVOLVE INTO THE '80s

OUR FAVORTI

by Linda Jacobson

When we asked sound reinforce-
ment engineers to name their fa-
vorite venues, the typical response
was, "lt's easier to remember the
halls I hate”” Most concert sound
engineers travel with their own
systems, so when they discuss their
top theaters, amphitheaters and
arenas, their reasons include every-
thing from acoustics and house
staff to ambience, balfling, seat
material and even color schemes.
And sometimes, it's simply a good
vibe that makes a good venue.

Alpha Sound & Light of Char-
lotte, NC, headed by Al Forbes,
covers gigs throughout the South-
east, including all shows with the
Charlotte Symphony. The 2,500-
seat civic auditorium in Charlotte,
Ovens Auditorium, scores with
Forbes: "It's a nice old hall with
good acoustics, like a small-time

I'E VENUES
Carnegie Hall. We do lots of jazz
there. It has everything you expect
to see in a goed hall—good load-
in, rigging facilities and stage crew,
and easy access to power.” But the
6,000-seat Fox Theater in Atlanta
is Forbes' favorite; that's where his
crew has worked such shows as
Bobby Womack and Lou Rawls.
Says Forbes, "It has fancy wooden
stair rails, lots of wood, padded
seats, real good acoustics. It was
built over 100 years ago, when
money wen: a lot further than it
does now.”

Showco's senior sound engineer
since 1976 has been arena special-
ist M.L. Procise IlII. In the last two
years alone he mixed 200 ZZ Top
shows. Procise likes a spacious-
sounding room, “with a lotof height,
but not a tremendous amount of
steel and reflective surfaces. Gen-
erally I look for padded seats, but
—CONTINUED ON PAGE 24
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by Mike Stande

The specialized facility requirements
of the touring entertainment industry
has brought major changes in the way
new concert venues are designed,
built and operated. Architects and fa-
cility management stafts alike have
begun to take the touring rock show
seriously; in fact, an entire network of
multi-million dollar concert amphithe-
aters has sprung up across the conti-
nent within the past decade or so, and
even established civic auditoriums
and arenas are upgrading their in-
house production facilities in an effort
to present an attractive package to
concert promoters.

In 1967, when touring acts such as
Peter, Paul & Mary, Herb Alpert, Elvis
Presley, and the Beach Boys were hit-
ting the road, many major cities did
not have ideal sites to accommodate
such events. Due to outmoded build-
ing policies and/or the lack of such
basic concert production tools as spot-
lights and adequate electrical circuits,
the infrastructure of auditoriums and
civic arenas was an environment that
was incompatible with rock and roll.

Today, that has changed. Not only
are the established facilities lining up
to bid for their chance at a percentage
of the Bon Jovi T-shirts that will be sold
or the Huey Lewis sunglasses, but
many are even advertising in national
trade publications, touting such things
as number of spotlight positions, and
type of acoustical treatment.

Along with the increased interest in
the touring concert business for civic-
owned auditoriums goes an entire new
generation of concert clubs and out-
door amphitheaters that has been built
specifically to service this trade.

Accommodating Today’s
Concerts

Traveling shows today roll into town
with custom-built stages, packaged
sound and lighting systems, and even
laser effects crews or video support
hardware. Equipment means trucks,
and trucks mean loading docks. More
care and attention is being given to
this critical part of the live show; if
docks allow several trucks to load or
unload simultaneously, that venue be-
comes more attractive to traveling
shows. Canvas awnings for rainy cli-
mates and heating units for cold ones
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keep crews and drivers happy.

With many shows requiring 400
amp 3-phase service for a major tour-
ing sound system and at least as much
forlights, contemporary buildings are
beefing up their electrical service
provisions.

Spacious, secure mixing console lo-
cations for traveling systems are a ne-
cessity; with several racks of outboard
processing, 40 to 64 main input desks
and auxiliary consoles for opening
acts, the need for audio real estate is a
primary consideration when a new
building is being designed that will
cater to the concert industry.

Sturdy, large sound "wings" [speak-
er platforms] are required for massive
touring loudspeaker systems; the best-
equipped outdoor amphitheaters also
offer permanently-installed towers with
rear-area delay speaker systems to
insure adequate musical coverage of
the farthest seating zones.

Many concert clubs offer entire in-

"Architects and
facility man-
agement staffs
have begun to
take the touring
rock show
seriously....”

house sound systems, complete with
multiple-mix stage monitoring systems
and hangingloudspeakerarrays; some
even offer the provision for live record-
ing and videotaping with separate ca-
ble systems and mixing consoles.

House sound, lighting and stage
crews made up of road-veteran tech-
nicians can be found now in most
maijor cities; many a veteran road crew
member has chosen a city, settled
down, and found himself or herself in
charge of a local concert venue. This
experience and expertise benefits to-
day’s touring shows.

While every region of the nation is
somewhat different, certain patterns
do emerge on a cross-country tour
today; whether the venue format is
500-seat concert clubs or 50,000-seat
stadium shows, a certain level of qual-
ity in available production facilities
has been reached that was only hoped
for in years past. As the production
managers for today's touring groups
continue to fine-tune and expand their
show needs, the new generation of
concert venues is striving to provide a
string of facilities from coast to coast
that effectively can showcase the best
that live music has to offer. [ |

THE NE'W AMPHITHEATERS

MAKING LIFE EASIER
FOR THE TOURING PRO

It's no secret that the touring
industry has changed over the
years and the complexity of even
an “average” concert has expand-
ed geometrically, with greatly in-
creased production requirements
in all areas: sound, lighting, video,
sets, rigging and staging. What
were once considered extravaganc-
es are now standard operating pro-
cedures, yet at the same time, the
economics of touring in the '80s
dictates tight scheduling with litile
time between venues.

Over the past five years, dozens
of outdoor amphitheaters have
sprung up across the country, and
besides the obvious audience ap-
peal of enjoying a concert under
the stars on a cool summer eve-
ning, these new facilities, designed
for quick load-ins and setups, have
also found favor with production
professionals.

“I'm sure it's true all over, but
particularly in the northeast part of
the country, people just look for
this type of environment when tak-
ing in a show in the summertime,”
comments Stephen Lombardi, gen-
eral manager of Great Woods Am-
phitheater, located on 100 acres of

woodland outside Boston. While
the 15,000 capacity facility was
designed by G.E. Ross Associates
(an architectural firm in nearby
Quincy, MA), production profes-
sionals were consulted for their in-
sight. "In terms of design,” Lom-

Shoreline: The
uniform building
code says you only
need about 7V2-
square-feet of lawn
space per person.
But ours is based
on over ll-square-
feet per person. It's
important to Bill
Graham that this
place be for the
people and the act.”

bardi continues, “our stage manag-
er Tom Bates and operations man-
ager Bruce Montgomery certainly
had quite a bit of input they've
been in and around the business
for years. The dressing rooms are
more than ample, the back of the
house load-in/load-out access is
more than adequate and quite a bit
of attention was paid to it because
ouroperations and stage managers
were involved in the process.”

When megapromoter Bill Gra-
ham acquired a site to build an
amphitheater by the San Francisco
Bay, he wanted to ensure that the
facility would be done right—for
artists, crew and audiences alike.
“The design concept wasn't ap-
proached in the traditional fashion,”
notes Steve Macfadyen, operations
manager of the resulting facility,
Shoreline Amphitheater, "Bill Gra-
ham has spent 20 years doing this,
and it was really a joint effort of all
of the senior people at BGP (Bill
Graham Presents), as well as poll-
ing every respectable person that
we work with in the industry. The
basic design was done [by archi-
tects of Blue Rock Partnership] and
then we took it around and made
little changes based on, that.

“We talked to bands and touring
production managers, asking them
to kibitz on what we did,” Macfad-
yen continues. "Consequently, this
facility's goteverything anybody has
everdreamed of from a production
standpoint: from more power than
anyplace else, to conduits under-

—CONTINUED ON PAGE 195

JUNE 1987

23



24

—FROM PAGE 22

even wooden seats are better than
metal or plastic seats. The rooms
that fill that role for me are the
Brendon Bymne (Meadowlands) Are-
na in East Rutherford, NJ, the Re-
union Arena in my home city of
Dallas, and lowa State University's
Hilton Coliseum in Ames, which
were all built around 1978. [ also
love the sound of the Vancouver
P&E. Both the P&E and Hilton in-
corporate wooden roofs, which has
a lot to do with the sound you get. |
don't have to guess at the intangi-
ble problems in these venues. None

. RS =
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of them have problems in the low
end with resonant frequencies in
tune with the room—none of them
have loading characteristics.”
When asked to name his favorite
venues, Roger Gans of the San
Francisco Opera sighs “that's a
tough one.” But when pressed, this
sound engineer (who also tours the
world doing shows for Pavarotti),
admits his fondness for Maple Leaf
Gardens, a hockey arena in Toronto
where he mixed a show with Pava-
rotti and Placido Domingo. Like
Procise, Gans also approves of Dal-
las’ Reunion Arena. 'l also like the

PICTURE AURA SONIC’S
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UNIT AT YOUR NEXT
PRODUCTION

VENTURE

HIGH QUALITY

MOBILE A/V
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MORE INFORMATION
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P.O. BOX 791, FLUSHING, NY 11352-0791
(718) 886-650Q0 TELEX 271382 ASL UR
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Market Square Arena in Indiana-
polis, the Spectrum in Philadelphia,
and the Omni in Atlanta. In all
these spaces they play basketball
and they have the standard size
floor. But the rooms are pleasant,
clean, have a cooperative, profes-
sional staff, and don't have bad
echoes or excessive reverb. We
tune the rooms with SIM™ (Meyer
Sound's Source Independent Mea-
surement), and the only thing you
can't fix with SIM is discrete echoes
or excessive reverb.

"We're very fortunate,” adds
Gans, "that rock and roll has toured
in all these places before, so they're
used to a show like ours; we use the
same stages, and we rig just like
rock and roll.”

Speaking of rock and roll, sound
engineer Buford Jones reports that
he enjoys places with their own
natural energy: specifically, the
Forumin L.A. and Madison Square
Garden. Jones has mixed since
1970, cutting his teeth on Linda
Ronstadt and James Taylor tours as
a Showco engineer. He left Showco
in "79 to go independent. Now he
works with various sound compan-
ies, and recently handled Audio
Analysts’ gigs with Jackson Browne,
Pat Benatar and Don Henley. Dis-
cussing the Garden and Forum,
Jones explains "For their size, both
sound really good, with a little
preparation—placing the speakers
correctly, determining the cover-
age and dispersion. There's some-
thing about a big live show in those
towns—they're always fun for me.
The crowd’s energy really accents
that, and the sound layers in with
that, psychologically. There's a lot
of excitement, which is what a live
show ought to be about.

"The shed circuit is growing
more popular—Merriweather Post
in Baltimore, Pine Knob in Detroit,
Blossom Music Center in Cleve-
land,” lists Jones. “They're popping
up all over. I'm really pleased with
a new one here in the Dallas/Fort
Worth area—the Music Mill at the
Six Flags amusement park, of all
places. We played Jackson Browne
there, and it's one of the few places
that really considered sound, try-
ing to contain it within the theater.
That's a problem in outdoor sheds,
because when the sound gets too
loud the neighbors complain. You
have to mix atlowerlevelsin ways
you wouldn't normally. At Music
Mill they put up a large wall that

folds inward and contains the
—CONTINUED ON PAGE 26
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sional Dual Channel Power Amplificr is designed turn on the 2233. its logic
for dependability. And engineered for performance. controlled timing circuit

Goahead. Push the 2235 to 200 watts at S ohms. waits for 2 to 3 sceonds so
350 watts at 4 ohms. Or 700 watts at & chms in vour other equipment can
the bridged mode. It take it. And deliver at less stabilize.
than 0.1% THD. These specs are as conserva- Fender’s new 2235 puts per-
tive as the performanee is unbelievable. formance in your budget. too.
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—FROM PAGE 24, VENUES
sound within the theater. The dress-
ing rooms weren't even completed
when we played it, and | was still
really pleased with it

The Blossom Music Center
(19,000 capacity) that Jones men-
tioned is a favorite of Chuck Pat-
ton’s. He's the operating manager
of ELI Audio, based in Cleveland,
and says "Blossom is a gorgeous
place.” ELI Audio handles gigs
nationally, from Donna Summer
and Pure Prairie League to lots of
what Patton calls "corporate rock.”

Patton appreciates a handful of
theaters and amphitheaters, in-
cluding "a theater-in-the-round in
St. Louis, I believe it's called the
Westfield Theater. A great place to
work. [t demands more out of you
because you don't have a single
point source. You deal with 360-
degree dispersion; the band rotates,
so the sound source rotates. Once
in a while the band can be behind
you, which is wild, lots of fun. The
band doesn'thave any place to yell
at each other or blow their nose
without someone seeing. It's great
to see how a good act works that
room. As far as pure sound of a
room, [ like Royal Oak Music The-
ater in Detroit, a real old place with
load-in that's a little funky, but the
place sounds great. That one and
the Westfield are just so intimate. |
also like Red Rocks Amphitheater

a lot, outside of Denver. lt's carved
in red rock in the mountains, in a
canyon, absolutely beautiful!”

Amphitheaters rate with jazz
sound mixer Zero Nylin, a San
Francisco-based engineer who's
recently worked shows with Bill
Withers, Herbie Mann, Dave Gru-
sin and Lee Ritenour. He started
mixing professionally in 1971. "]
really like the unpressurized, out-
side environment of amphitheaters.
The Greek Theater in Berkeley is
one of the best. It's a nice deep
horn that sounds potent for its size,
about 10,000 people, regardless of
where you sit. Qutdoor theaters
with covered stages and big lawns
are becoming popular, and they're
all OK. I have certain preferences
that just regards the crew—some
places have a really professional
crew, where you pointat something
and it's done. The Concord Pavil-
ion (CA) is like that, ‘though it has
weird sound. All Bill Graham [pro-
moted] dates are like that, and the
Pacific Amphitheater in Southern
California is like that.”

Nylin also mentions a controver-
sial spot in San Francisco, the new
Louise M. Davies Symphony Hall,
source of ire to more than a few
symphony musicians because of
its acoustics. Says Nylin, "In jazz
gigs, we're usually better off in a
proscenium environment; Davies
Hall is a beautiful, predictable

St. Paul Civic Center

sounding room, and if it had a pros-
cenium, it would be perfect. We
overplayed it a bit because it's so
different than the other places, but
if we went back a second day we
would have played to the room a
lot better. A symphony hall usually
is strident and harsh, but thisone is
real even, and flexible—they have
banners they can fly in, to shorten
the reverb time.”

Richard ]. Peck of R] Recording
in Geneva, IL, entered the mixing
biz in 1976. He covers the entire
Midwest. Peck names the Para-
mount Art Center in Aurora, IL as
“the nicest place for me so far.”
Built in the 1920s with an art deco
flair, the Paramount holds an audi
enceof 1,900. It was there that Peck
mixed sound for Tony Bennett, the
team of Mel Torme and Jack Jones,
Judy Collins, and others. He says,
‘They refurbished the place in the
"70s and recently had it tested
acoustically. It's within 1/10th of
1% of being 'pertect.’ It's an easy
room to EQ, and you get unbeliev-
able clean sound that blasts with.
out a lot of stacks. The people are
really easy to work with, they help
you unload and stack and tear
down. | like it because the place
has only one balcony, and it ac-
cepts the sound system and doesn't
change anything. [ like theaters
best, because in them you can have
the PA system do its work.”

The president of Minneapolis’
Southern Thunder Sound (dare you
to say that five times fast) is Art
Welter, whose work ranges from
local concert clubs and 60,000-
seat arenas to White House gigs
Welter says he is "fond of the local
club First Avenue, because of the
ambience. It's a real fun place,
capacity about 1,500, with a musi
cally daring roster and consistently
good acts, from Tina Turner to the
Fleshtones. That's where Prince
filmed a lotof Purple Rain. It'sin an
old bus depot. It's a good venue to
train people in—it's large enough
to have a big sound, large enough
to get bass waves developing with-
out too much reverberant prob-
lems. It's a fairly live room but rea.
sonably tight, not overly boomy.”

Moving to larger spaces, Welter
reports "The St. Paul Civic Center
isa very good room. It'soval, so the
acoustics are reasonably good. It's
a very easy room to work as far as
rigging a system; you can bring in
any size system easily. I like work-
ing with their staff. Other than that,
[ like theaters—and there's a good
one in just about every town.” 1
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UT OF AF RICA

The Recording of Paul Simon
Live in Zimbabwe

by Dan Daley

aul Simon'’s most recent album,

Graceland, has achieved as

much notoriety for its oblique
socio-political statement as it has
acclaim for the powerful music it con-
tains. Reactions have been heated to
the point that the music itself has, to a
degree, been overshadowed. Simon's
choice of recording in South -African
studios with African players has been
hailed by some as an acknowledge-
ment of musical roots and condemned
by others as a de facfo endorsement
of apartheid. And regardless of the
considerable musical achievements
that make Graceland what it is, poli-
tics have continued to play a part in
Simon’s career, seemingly whether he
likes it or not

Last February 14 and 15, Simon and
his touring entourage put on two con-
certs at the 20,000-seat Rufaro Sta-
dium in Harare, the capital city of Zim-
babwe. Formerly the British colony of
Rhodesia, Zimbabwe sits due north of
South Africa. On either side of their
common border can be found the
yin/yang thatis emerging Africa: Zim-
babwe represents a growing, thriving
nation after a (relatively) orderly tran-
sition from the colonial government;
South Africa looms as a memento mori
of an Africa past that refuses to budge.

Not Gonna Play Sun City

"Paul wanted to perform this show
in South Africa,” says Randy Ezratty,
owner and chief engineer of Effanel
Music, the mobile recording studio
that recorded the show fora Showtime

special. "He basically wanted to this'—
Ezratty raises the middle finger of his
right hand— "to the South African gov-
ernment with his South African band.”

Ironically, South Africa invited Si-
mon to play its Sun City resort. Not
welcome, however, would have been
two very visible members of Simon’s
troupe: vocalist Miriam Makeba and
trumpeter Hugh Masekela, both con-
siderable draws on three continents
and political exiles from South Africa.
So Simon accepted an offer from white
Zimbabwean promacter Neil Dunn for
two shows in Harare. "The idea was to
take the music to where it had origi-
nated,” says Ezratty.

Zimbabwe, though, haslaws against
taking any earned currency out of the
country, and given the costs of trans-
portating a large revue, with sound

Photo above: Showtime cameras capture Paul Simon and the band in Zimbabwe.
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reinforcement and recording, to Africa,
the project would require sponsorship,
especially since Simon and company
wanted ticket prices kept low to insure
accessibility to all the performances.

Enter Showtime, which underwrote
many of the costs. They also brought
in director Michael Lindsay Hogg and
the London-based Visions Mobile vid-
eo recording crew who executed a
complex nine-camera shoot of the
show, scheduled to be shown on the
cable channel in late spring. Mary-
land Sound of Baltimore prepared to
go in with main mixer David Morgan,
complemented by Steve Guest and
assistant engineer John White. Simon'’s
longtime engineer Roy Halee would
be the primary mixer for the live re-
cording, with Stacey Fosterin the role
of audio director.

Randy Ezratty was no stranger to
recording in Africa; in 1981 he took
his young company to Ghana in west
Africa torecord Mick Fleetwood's The
Visitor. "It was a good way to start up
and show that the concept [of a re-
cording studioin flight cases] was cred-
ible,” recalls Ezratty.

(Since then, Effanel's credits have
included over 100 King Biscuit Flower
Hour live broadcasts, Bryan Ferry’s
Boys and Girls LP, The Unforgettable
Fire by U2 and George Thorough-
good's Maverick. While Effanel main-
tains two trucks [one of which is the
East Coast's first 45-foot mobile control
room] for the more traditional mobile
configuration, the flight case approach
keeps Ezratty ready for the more exotic
field trips.)

Ezratty sent his crew—Mark Shane
and John Harris—ahead to Zimbabwe
with the equipment a week before the
planned shows. Ezratty flew first to
Europe to take in a few Simon shows in
Milan and London. Working with Simon
wasn't a completely new experience
for Ezratty; he had done live recordings
of Simon & Garfunkel in Tel Aviv, Israel,
during their reunion tour.

With all his recording in third world
countries behind him, Ezratty knew
this wasn't going to be like setting up
in a clubin Cleveland. Over 16 tons of
electronics and instruments were con-
verging on Harare's single airport from
several points on the globe (almost
everywhere except South Africa). And
the first hurdle is invariably customs.
"All of us were made to feel as though
anything could happen at customs,”
says Ezratty. "We made sure we had
an extremely together freight mani-
fest. But after all this, the roulette wheel
spun our way: they looked at only one
piece of equipment and passed the
rest on through.”

Customs was anticlimatic; the rest
of the project took its cue from that, it
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seemed. Ezratty was pleasantly sur-
prised by the lack of surprises during
the pre-show set up and the concerts
themselves. He attributes this to a
touch of benign paranocia. "In a nut-
shell,” he states, "as far as a video
concert shoot goes, it was straightfor-
ward and trouble-free because we
were so overprepared for problems
that never arose that we were ready
for anything.”

Effanel set up shop in a pre-fabri-
cated, air-conditioned hut at the rear of
the stage area. Ezratty's crew had spent
a week acclimating itself to an environ-
ment where it was sunny one minute
and raining torrentially the next. Every-
one became experts with tarps.

Soundcheck and rehearsal were
slated for the day before the first show.
Simon and his group arrived, exhaust-
ed after a 12-hour flight from London
onan Air Zimbabwe Boeing 707. Roy
Halee arrived with them. It was at this
point that Ezratty hit the only glitch
during the project. "I brought a spare
set of Rogers BBC monitors with me,
as usual,” says Ezratty. "They're used
for classical recording. I set up both
pairs with a subwoofer, figuring that
would sound great in that particular
setup. And | set up the speakers
stacked because it sounds better. Now
you have to understand that Roy Halee
is a real mixer, with a capital ' M'—he
really gets into it. And Halee likes the
board left in position after he leaves it.
Someone from the stage crew turned
off Paul's wireless guitar while it was
plugged in and the resulting hiss blew

out all four tweeters on the Rogers, the
main set and the spare pair. So here |
am stranded in Zimbabwe without
speakers and knowing that Roy Halee
is very particular about the way he
likes his equipment set up.

“After a lot of calling around, we
found a local record pressing plant
that does the government-sanctioned
records. The guy there had a beauti-
ful set of K&H tri-amped bookshelf
monitors. He came and opened up
the store at 10 p.m. that nightand gave
them to us.”

The next day was dedicated to co-
ordinating the connections between
Effanel, Maryland Sound and the vid-
eocrew. Maryland Sound had shipped
over house and monitor consoles, out-
board gear and monitor speakers in
an attempt to duplicate the sound Si-
mon had achieved on the European
leg of the tour. The P.A. in place was
used, though in Ezratty’s estimation it
wasn't anywhere near the level he
expected. But during the previous
week, Maryland Sound engineers
John White and Steve Guest literally
went over every inch of the PA, ac-
cording to Ezratty, checking phaseand
distortion on every component and
ultimately re-wiring and refurbishing
the local PA. (much to its owner's de-
light, he adds).

Video towers were erected, their
crews assigned to shooting spots by
director Hoggq. Ezratty set his array of
equipment: he had a pair of both Otari
MTR-90 and Stephens 821 B 24-track
machines (for a total of 96 available

The Week of Living Dangerously

A Canadian Film Company Goes to Lagos, Nigeria
to Film a Juju Music Festival

by Doug McClement

Last December, Comfort Sound was
approached by Jacques Holender of
Nemesis Films to submit a quote for a
remote concert recording in Africa.
The original plan called for a dual
24-track 2-inch system complete with
console and all necessary processing
and monitoring gear to be crated and
flown to Lagos, Nigeria, to record a
dress rehearsal and two concerts by
five Nigerian “juju music” bands, in-
cluding the internationally popular
King Sunny Ade and Chief Command-
er Ebenezer Obey. The film was fi-
nanced by National Geographic mag-
azine, the National Film Board of Can-
ada, and Telefilm Canada.

Comfort Sound has been a major
independent audio remote studio in
Canada for the past ten years, having

worked on live LPs, television music
specials, and film soundtracks in cities
across the country. | looked on this
job as an interesting challenge, espe-
cially as it would be my first remote
outside of North America, so | was
pleased when our bid was chosen and
Comfort was contracted by Nemesis
for the job.

A series of production meetings fol-
lowed, and a major budget cut forced
us to downscale the equipment require-
ments. Shipping costs at $4 (U.S.) per
pound became a major factor. Our
standard remote package of two Amp-
ex MM1200 recorders and an MCI
636 console would have cost $10,000
alone to ship to Lagos, and that didn't
include snakes, stage boxes, outboard
racks or monitor amps.

The production team of me, engi-

—CONTINUED ON PAGE 66



RECORDING STUDIOS

WHEN YOU GO
THE AUDIBLE
DISTANCE

(DN .Dunr

TAKE ALONG A
TOUGH
TRAVELER.

* The Plant Mobile Recording Unit

is built to travel . . . anywhere.
It delivers and records consistent,
translatable audio in a com-
fortable, functional atmosphere.
We know there are no second
chances on the road so we aim
for nothing less than perfection.

* When.your questions of remote-

production turn to audio, choose
the right tool for the right job.
Choose The Plant, a proven, cost-
effective facility.

* We have enjoyed being part of

2200 BRIDGEWAY - SAUSALITO, CA. 94965
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some great projects over the
years and we would like to be a
part of yours.

(415) 332-6100
A SKYELABS COMPANY
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tracks, although 48 were used) through
the 64-channel Sound Workshop Se-
ries 34/Logex console. "The Stephens
machines have proven themselves to
me for five years now—we've taken
them around the world a few times,”
says their owner. "The machines are
very rare, actually; | think that there
are only about 100 of them around
and most of them are found in small
audiophile-type studios. They were the
basis of the original Effanel system.
We had just taken delivery of our new
Otaris when this job came along which
called for the four 24-track machines.
We had flight cases made for the Otaris
and, like the Stephens, they proved to
travel quite well, too.”

The decks were loaded with 3M
250 2-inch tape. The system was sup-
plied with 50 reels of tape, each reel
5,000 feetlong. "As on all video shoots
with multi-track audio,” says Ezratty,
"they give us SMPTE time code, but
this being an English sytem, they also
gave us theirstandard, EBU time code.
So on both 24-track machines we re-
corded two different times codes so
that different reference points in mix-
ing would be allowed for later on with
whatever system was used.

"We also always paired the multi-
tracks like this: one Otari, tracks one-
24, and one Stevens, tracks 25-48,
less the time code tracks. When you're
using two different brands of tape re-
corders in tandem, you have to keep
consistency in terms of what tracks
are assigned to which machines. You
always want to keep your kick drum
in the same place, for example, since
different machines sound different.
And the reason you use two different
brand decks brands in the first place
is because if a problem develops with
one make, chances are good that it
won'taffect the othermake. Asitturned
out, the Stevens deck didn't really get
used much. Halee managed to get
most of the show on the Otari and the
Stevens was used to hold audience
mics and some back-up tracks.”

Very little was changed from house
mixer David Morgan's 52 stage input
assignments, according to Ezratty. “We
simply put our splitters in-line and
gave David the transformer out and
added ten house mics in stereo pairs
throughout the stadium which Roy
Halee likes to use for ambience and
imaging. As a matterof fact, they were
so well placed that he never turned
on the Lexicon 200 reverb we had in
the recording room.”

Ezratty found that when all the tech-
nical wizardry was finally in place, it
all came down to one pair of ears, at
least as far as the live recording was
concerned. "The difference between
an engineer and a mixer is really per-

sonified by Roy Halee,” he says. "He
is a mixer and he's quite intense about
it. And we're there in Zimbabwe in a
sort of commando, frontier recording
thing where the idea is to get it record-
ed and worry about the mix later on.
Roy can't work that way. He wasn't
concerned really so much about tech-
nical things. All he worried about was
how the music sounded. That's all he
wanted to know about. He set up the
recording equipment like a little cock-
pit back behind the stage.

"In Paul Simon’s manager's office
back in New York before we left he
showed me where he wanted to put
his hands on the console to reach for
Paul's acoustic guitar, and his hands
for Paul's voice, and so on,” Ezratty
continues. "When he did that I thought,
'He'll never remember all this stuff.’
Sure enough, when we got there ]
mispatched something—two tom-toms
that weren't the way he showed me
he wanted them back in New York.
He spotted it immediately. He was
amazing. When the show starts he
doesn’'t want to know about tape re-
corders or anything else—he's there
to mix a show.

"He did something else very unu-
sualin live recording— he virtually did
a mix to multi-track. That is, he mixed
the level changes onto the 24-track
machine. He gave me a track list with
monitor pan positions for each track.
We then set the monitor pots at unity
gain on each channel with an oscilla-
tor and then never touched them
again. The monitor section was basic-
ally being bypassed with each 'moni-
tor' move going direct to the multi-
track. As we recorded, he made level
changes with the slide pots and sent
them to the 24-track. So when there
was a guitar solo, it got louder on the
24-track; the hi-hat was low in the
house mix and he put it that way on
tape. He was literally mixing to the
multi-track. And it was like ‘Roy, are
you sure about this? We're in Zimbab-
we and if we blow it....’

"Theoretically, you could take those
master tapes and put them up for play-
back, set unity gain and pan for each
track, and then have the 48-track
tapes 'mix’ themselves with the added
insurance of being able to alter any
moves that weren't exactly right dur-
ing tracking. Roy was the first engi-
neer that I had ever worked with who
approached a live recording in this
manner. He's also one of the few guys
who could have pulled it off as well as
he did. He has such an intimate knowl-
edge of Paul and the Graceland mate-
rial that it was possible to get it very
close to pertect on the fly. In the begin-
ning, I was skeptical, but he proved to
me it could be done, and done incred-
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Ever tried to get a busy dis-
count music store to set up a Midi
recording system so you can sce it
brand X is compatible with Y brand
software?

Ever heard that famous ‘no
problem’ answer to a question about
a teature on a product that you take
home, and find that there is 'no prob-
lem’ ‘cos there's no teature?

Recorders: Commlete Mud:
compuatilde Fostex

ystents are set wp tor demo.
Ve a ell Tascam, Otari, Akai
@id Studer Revox

we'll hook up all the cables you want

hooked up to see if that Synchronizer really
does and the Song Pointer

Points when it's supposed to.
Where we've been

selling the finest in professior.al
recording equipment for twelve
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Software: AEA's Midi Works
oftware from Mark of the Unicorn, Digidesign,
and Opcode

peaahizes m Mac

Ever noticed how noisy it gets
in the keyboard department you go to
when you are ready to buy, but want
to hear something?

Ever noticed how quiet it gets
when you're not ready to buy? (Like,
you can't even get a 'no problem!)

Welcome to the saneness of
AEA's MidiWorks. Where you can sit
Where it's quiet. Where you can
listen. Where you can fiddle. Where

AUDIO ERGINEZR,

€dit] (Rdd] Delrte

>
» Distorted Prana
>

Electraphone

years.

Then when you are
sure that it all works, you can

And, if a problem
develops, you'll get fast service,
fromn our fully equipped in-house service and
computerized test facility, or we'll assist you in

1,45

: take it home, probably at an
i even hetter price than you

G thought you could get from
s Humoungous Keyboard and
g Recording Supermarket, Inc.
y

1

getting prompt factory warranty work, if necessary.

Consoles: The Logest range of consoles anyioh
Tiwde ihe new Trident 24 & 65, up to 80
inputs, Soundcraft, and Neotek for the larger studio

'
i

c e e B PR EE O N R TS A NN

7 ASSOCIATES’

From a digital sampler, to a
fully equipped 24 track MIDI studio
no one can offer the unique combina-
tion of technical and sales expertise
available right here.

Keyboards, Samplers: We carry the full line of
Sequential, incliding the 2002+, Studio 440, and
new VS Rack, and the Akai range ot Samplers
and Kevboard Controllers Watch for new prod-

uct announcements soon.

[ think you'll find dealing
with us a difterent and mutually prof-
itable experience. If you have any
specific questions regarding a Midi
Recording system you are putting
together, or problems you are having
with an existing system (even if you
bought it from Midi R Us), please
don't hesitate to call.

Ask for Karl Wirz

1029 N. Allen Ave., Pasadena, CA 91104
Call 818-798-9127 or 213-684-4461
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26 DX7 #1 Countryman D' 31 Kick Beyer M88 37 Rack tom 3 55 Francis conga low 60 Asante conga low
27 DX7 #2 Countryman D | 32 Snare top Shure SM98 Sennheiser MD 409 Sennheiser MD 409
Shure SM57 38 Floor tom 1 56 Francis conga high 61 Asante conga high
B oGk coupliymgmBX 33 Snare botiom Shure SM98 Sennheiser MD 409 Sennhesser MD 409
elCqusloy GoupiegTa ey Beyer M201 39 Floor tom 2 57 Francis falking drum 62 Asante bell tree AKG C451
) ESVAISECESE)dIa\?' 5 34 Hi-hat AKG 414 Shure SM98 Shure SM98 63 Asante chimes AKG C451
(2) E- S G 40 Overhead L 58 Francis overhead .
35 Rack tom 1 AKG 414 AKG 414 64 Asante cowbell AKG C45
ShTEISMI 65 Asante falking drum
36 Rack tom 2 41 S&gr:gid R 59 ergczgverhead Shure SM57
Shure SM98
KEYBOARD RISER DRUM RISER PERCUSSION RISER
20 Sax 1 21 Sax 2 19 Trumpet 24 Electric bass: Countryman D.| 8 BG vocal 1 9 BG vocal 2 10 BG vocal 3
Sennheiser MD 421 MD 421 Beyer M88 1 Paul's electric guitar- Shure SM58 Shure SM58 Shure SM58
Shure SM57
HORN RISER ] ) BACKGROUND VOCAL RISER
2 Paul's wireless acoustic
g diiect 22 Ray's guitar: 23 John's guitar:
Shure SM57 Shure SM57
3 Spare vocal: Sennheiser MD 431 7 Miriam wireless vocal: Nady
13 Ladysmith bass: 15 Ladysmith basses
Shure SM78 Shure SM78
12 Ladysmith tenors: 14 Ladysmith basses: 16 Ladysmith baritone 4 Paul's vocal: 5 Ray'svocal: 6 John's vocal
Shure SM78 Shure SM78 Shure SM78 Sennheiser MD 431 Shure SM58 Shure SM58

11 Joseph lead vocal: Nady wireless

LADYSMITH BLACK MAMBAZO

Mic/console input layout for Paul Simon’s Graceland Live: Zimbabwe '87.
Note: numbers before each item indizate console input number.

ibly well.”

Asintricate as the technological end
of things were, the show itself tran-
scended those considerations—two-
and-a-half hours of Paul Simon’s wry-
-y lyrical angst counterpointed by the
Alting, mellifluous vocal and instru-
mental colorings of native southern
Afr.can music, as rich in texture as
the colored cloth canopies that framed
the stage. Simon paced the show well,
using different combinations of artists
along with his band. The male a cap-
pella group Ladysmith Black Mam-
bazo came close to stealing the show
with their feisty brand of vocals, danc-
ing and joie de vivre. At times, Simon
would sing a duet with Miriam Make-
ba as Hugh Masekela played in the
horn section, who would in turn come
down front now and then for a solo. It
was loose enough for Simon to occas-
ionally stop backstage at the record-
ing room and listen in.

At the close of the performance, Si-
mon brought onstage the wife of Zim-
babwe Prime Minister Robert Mugabe
to present to her a donation of $15,000
{or her favorite charity.

Once the show was over, Ezratty
tound a couple of things that had im-
pressed him as much as the music
itself. One was Simon’s grace under
‘he pressure of the flak he was catch-
ing at home and abroad from some

32

critics for his approach to Graceland.
"Paul has maintained a lot of integrity
through all this,” he says. "Both he
and lan [Hoblyn] have stood up well
throughout.”

Ezratty was also struck by the sense
of racial harmony that pervaded the
atmosphere in Rufaro Stadium and
throughout their stay in Zimbabwe; a
peaceful ambience that made the
small storm of ink in the American
and European press dissecting Si-
mon's intentions seem even more re-
mote. "When my wife came over for
the show,” says Ezratty, "she realized
that the control room was the wrong
place to hang out, so she went up into
the stands for a seat. At first, she told
me, looking at the mix of people made
her a bit uncomfortable, especially
since she was coming right from New
York. The whole racial thing in Amer-
ica is so tense compared to here. But
within minutes, she said she felt in-
credibly comfortable with the people
around her. It really is an amazing
country. This was the perfect place to
do this project.” [ ]

Dan Daley is a contributing editor of
Mix. Address all correspondence c/o
Yankee Stadium, the Bronx, for the
restof the summer. (And with any luck,
part of the fall).

Audio To Go

Effanel Music's Portable Recording
System as used for "Graceland Live”:

* 64-channel Sound Workshop
Series 34

¢ 34/Logex console (modified for
portability)

* Two Otari MTR-90/2 24-track
recorders

* Two Stephens 821B 24-track re-
corders (portable version)

¢ Two Studer B-67 2-track
recorders

* Rogers LS35A/ Ace Bass Moni-
tor System

¢ Quad 405 stereo monitor amps

¢ dbx 900 processing rack with
eight 903 limiters

* Two UREI 1178 limiters

* BTX Cypher Time code reader/
regenerator

* Lexicon 200 digital reverb

* HME 2-channel 8-station inter-
com system

* Four Kenwood UHF
walkie-talkies
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THE POWER BEHIND THIS DRIVE
COULD EXPAND YOUR MUSICAL
- HORIZONS BEYOND ANYTHING

UCURRENTLY KNOW




INTRODUCING THE M(

THE FIRST COMPUTER DEDICATED TO TH

The Goal: Total MIDI Control/We'd like you to spend
a few minutes reading this ad. Because what we have to
tell you takes a little time — but your time will be well
spent. Because no matter what kind of music you play,
you could play it better with the help of the amazing
new MC-500
MicroComposer. The
advent of MIDI has made
incredible progress
possible for all kinds of
musicians — giving them
power they never had
before. But in order to harness that power, musicians
need the proper tools. The MC-500 was created to fill
that need — to harness the power of MIDI and give all
musicians the power to control and use MIDI to their
best advantage. In recent years, there have been various
alternatives to controlling MIDI music systems. Some
people have used personal computers equipped with
MIDI software and interfaces. Some have turned to
dedicated sequencers. Each has had its disadvantages.
For all the power they offer, PC’s are built for the
businessman’s environment, not the musician’s, and as
such they don’t take well to life on the road. Also, they
can be quite slow in performing MIDI functions, and as
we all know, interfacing a computer to a MIDI system is
often clumsy at best. Dedicated music sequencers are
built for the musician’s environment, but usually lack
the features and flexibility of personal computers.
Simply put, they can’t be upgraded with new software,
which means they can become obsolete before you've
finished paying for them.

The MC-500: A Computer with MIDI Jacks/To solve
this dilemma, Roland’s engineers have created an
engineering masterpiece —a powerful personal
computer, with more memory capacity than the average
PC, that is designed inside and out (from the front
panel controls to the back panel jacks) for the

MIDI musician. Like a computer, the MC-500
MicroComposer has no functions of its own — its
functions are loaded off a software disk via its disk
drive. In this way, depending on the software you load
into it, the MC-500 MicroComposer can become
almost any type of MIDI control device you require: a
sequencer, a sound librarian, a live performance system
controller, and a MIDI interface system —all in one
compact, roadworthy unit.

In the Creative Process/The benefits of this type of
engineering become apparent almost immediately, as
the MC-500 MicroComposer allows you to create and
control music with seemingly effortless keystroke
commands. In many ways it’s more like working with
tape recording than computer sequencing, because the

MC-500 BACK PANEL

MC-500 MicroComposer is laid out in much the same
logical manner as an advanced digital tape recording
system. The beautiful ergonomics of the MC-500
MicroComposer make it apparent that you are working
with an instrument that was designed for musicians,
from such easily-understood controls as
Record/Load, Pause, Play, Stop, to the
Alpha dial which speeds you through
tasks which might otherwise slow down
your creativity, to the speedy 3.5" disk
drive, to the back panel —full of MIDI
and tape interfaces, as well as footswitch
jacks for those tasks too important to tie up your hands.
MRC-500 Software/The MRC-500 Software Disk is the
first in a series of software products for the MC-500

e

MC-50
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00 MICROCOMPOSER

LTIMATE IN MUSICAL PERFORMANCE

MicroComposer. It offers the ability to perform highly
advanced MIDI sequencing, editing, disk storage of
programs, as well as system exclusive control over
patching and assigning your MIDI instruments. Simply
load the MRC-500 Software Disk into the MC-500 and
you’re ready to create music exactly as you’ve imagined
it. The MC-500 can hold performance data for roughly
25,000 notes — up to eight songs—in its internal
memory, with additional storage of up to 100,000 notes
on the Disk. The MRC-500 allows musical data to be
entered from either your MIDI instruments, the ten-key
keypad or the alpha-dial, which are then played back
through your MIDI set-up. Songs can be named, and
linked together, while the 40-character LCD prompts
your next command. The accuracy with which the

MC-500 records your performance nuance is simply
breathtaking. No glitches, no weird or unnatural
error-correction, just simply what you’ve played. The
faithful re-creation of your performance is truly one
of the hallmarks of this amazing tool. In fact, so good
is the quality of the recording, that you’ll prob-

ably notice aspects of your SOFTWARE DISK
technique that you never
noticed before.

Recording Tracks/At first
glance, you will see that the
MC-500 MicroComposer has
four polyphonic recording
tracks plus a rhythm track. But,
as is the case with most of the
MC-500, there is a lot more
here than meets the eye. A special Merge function
allows you to combine the information on one track
with the information on another (similar to “bouncing”
tracks on a multitrack recorder). Using this function
you can record up to 256 musical parts (16 MIDI
channels times 16 voices) and MIDI channel
information is retained for each merged track. Later,

if you desire, you can un-merge tracks using another
function called Extract. The MC-500 allows you to
merge and un-merge as many times as you like, and
because it is all digital information, none of your
performance is ever lost.

The Rhythm Track/The rhythm track gives you the
programming power of the most advanced rhythm
machines, by creating individual rhythm patterns and
then organizing them onto a track. In this way you

can control sound sources such as Roland Rhythm
Composers, Digital Samplers and Drum Modules, as
well as most other MIDI-equipped drum machines. Up
to ninety different Rhythm patterns can be created in
step time, and then combined at will by using the
MC-500’s Copy, Insert and Delete functions. And, for
the first time, you can not only create, but store your
rhythm tracks along with the rest of your performance
data— all on the convenient disk drive. No more
separate loading of rhythm and program data.

Tempo Control/The MC-500 MicroComposer allows
you to modify freely the tempo of any recorded
performance. Using the alpha dial it is easy to change
in real time, the tempo of the entire piece (which is
displayed in beats per minute). But the MC-500
MicroComposer also contains a separate Tempo Track,
which is capable of altering the tempo over the course
of the piece. In this way, it is possible to create
continuous tempo changes such as accelerando

(a gradual increase in speed) ritardando (a gradual
decrease) or even immediate abrupt tempo changes.




Recording a Performance/The MRC-500 Software
allows a performance to be recorded in Real time or in
Step time. Overdubs on additional tracks can be made
within a few keystrokes of recording the original track,
so you can never lose the feel for the music due to
complex record set-up. If you make a mistake, the
Punch In/Out feature can fix it with minimal fuss (just
like on tape) but faster and more reliably than on any

tape machine. For FIGURE 1 EDIT FUNCTION CHART

equally at home in the studio as well as on the road.
Because of its flexibility, edits can be made to stored
programs with breathtaking ease. Does the producer
want you to change your song to drop one verse and
add another chorus? It only takes a second. For film
work there has never been anything in this class before.
By synchronizing the MC-500 to Roland’s SBX-80 Sync
Box, SMPTE sync is perfect. Plus, the ability of the
MC-500 to allow

sequenced parts or Track | Merge Disk Editing Rename | parameter editing in
others that are hard to Editing | Extract Delete real time means that
play in Real time, the MIDI Channel Reassignment Transfer you can Change
MC-500 all S’ Transpose Back-Up hil

-500 allows Step Change Velociy Nore parameters while you
programmmg—and Measure | Quantize Polyphonic are watchmg your
since Roland invented Editing g’:l“ CO’:,;;'Tci:;‘,f;e performance. On the
this method of pro- Performance <2 MIDI Program Changs g/i:f;g- road, the MC-500 can
gramming, you can be ne Copy Edting | Chgonel Afier | Functions|  handle as many
sure that it is done here Note Name Brch Bender keyboards as you can
in a manner that is both Note me i’e’e"gl:h Exclusive throw at it. Need to

. o] ote n, i -
easy and precise. Editing | (Gare Time) Soo Tunc Request change programs and
Precision Editing/The Delete Function parameters on all your
distinction between a Insert instruments eight times
Timing (CPT)

good and a great
program comes in the attention to detail, and it is in the
editing process where the MC-500s detail shines clearly

through. Any performance, whether recorded in Real or

Step time can be fully edited down to the most precise
detail. (Figure 1) An exclusive feature built into the
MC-500's controls is the Microscope function. By
entering the Microscope, you can then manually walk
through your performance (event by event, forward
or backward) simply by turning the alpha-dial.
Microscope can be used to isolate any unwanted notes

for eight different
songs? With the MC-500’s Chain play ability, you can
string eight different songs together for access in three
keystrokes. And with the speed of the MC-500’s disk
access, you won’t ever wait long for new material.

The Result: Total MIDI Control/If you need to control
a MIDI system, there is no better choice than the
MC-500 MicroComposer. For not only will it fill your
needs today, but it will fill your needs in the future
through software updates and new uses. Plus, at only
$1395.00 the MC-500 must also rank as one of the

or MIDI events, and then they can be  FIGURE 2 MIDI MESSAGE TRANSMISSION CHART world’s

easily deleted, corrected or re-written. Settingof  |Both MIDI Out connectors | MIDI channels can be
transmit MIDI messages on assiﬁned individually for

all MIDI channels

Advanced MIDI Implementation/In its f\)s“s'ig,‘,"
MIDI implementation, the MC-500 is

MIDI Qu;v[llf)olnnector greatest
transmits messages on
MIDI Out connector | all MIDI channels and MIDI| COMputer

QOut 2 connector transmits 1
only MIDI clock message bargalns’

eac

perhap s the most advanced MIDI Functions  |Timing [Exclusive [Soft- |Timing [Exclusive |Soft- Timing |Exclusive |Soft- €sp ecially
control device ever made. It can receive Clock Thru | Clock Thru | Clock Thre | when

or send MIDI messages on any or all of [MIP1Out1 Sl ekt On/Off |OwOff—|On/Off| compared
the 16 channels, and can receive or MIDI Out 2| OO |On/Off - |On/Off 51~ On/Oft F 5 o off | tothe
filter polyphonic aftertouch, pitch Connector cost of a

bend, channel aftertouch and system exclusive (even
for instruments not made by Roland). (Figure 2)

The MC-500s system exclusive features alone

could save you hundreds of dollars in the cost of
memory cartridges.

In the Studio/On the Road/The MC-500 is designed to
be at the heart of any MIDI system, and as such it is

© 1987 Roland Corporation US

personal computer, software and interfaces. If you
think it’s time you mastered MIDI, rather than the
other way around, the best way to do that is with the
incredibly versatile, amazingly affordable MC-500
MicroComposer. The MIDI Computer. RolandCorp
US, 7200 Dominion Circle, Los Angeles, CA 90040

Roland
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A BUYER’S GUIDE TO
PROFESSIONAL HOUSE
MIXING CONSOLES

by Mark Herman

In today's high-powered sound rein-
forcement business, the heart of any
sound company's system is the house
mixing console. No other single piece
of equipment commands as much at-
tention from the audio engineer, as it
allows him to directly contribute his
professional expertise to the perform-
ance. Given the current new sounds
and effects, plus the attempt to recre-
ate the studio sound in a live environ-
ment, it is important that the house
engineer be provided with a modern,
up-to-date mixing console with as
many inputs, functions and options
necessary to get the job done right.

Sound reinforcement companies
must be responsive to both engineers’
needs and progressive technological
trends to maintain their client base
and deliver quality pro sound. When
it's time to purchase a new house con-
sole, factors such as performance, cli-
ent demand, prestige, reliability, con-
struction quality, serviceability, war-
ranty and cost must be evaluated. An
understanding of the available choices
is always key to such an important
decision. The companies that manu-
facture professional, portable touring
audio mixing consoles offer many
models often similar to each other in
many of their fundamental functions.
Yet wide variations do exist in all phas-
esof this very essential, usually expen-
sive, piece of equipment.

We've prepared a buyer's guide us-
ing a chart formaton 21 different mod-

RN
e o e B B B e

els made by 12 leading live sound
reinforcement console manufacturers.
This listing is for new 1987 house con-
soles that are available directly from
the manufacturer or from their local
distributors. Only house mixing con-
soles designed specifically for profes-
sional live concert sound reinforce-
ment are shown. "Specifically de-
signed"” in this case refers to electronic
functions, portability and ease of mov-
ing/shipping required by the live pro
sound reinforcement business. The-
ater and crossover recording/live con-
soles are not included.

The charts are divided into two sep-
arate sections. The first chart contains
price, functions, physical characteris-

JUNE 1987

tics and warranty. The consoles are
listed in order of List Price (highest to
lowest), then broken down into col-
umns. The Unit Price column refers to
the total cost of the console divided by
the number of input channels. Itis not
the price of a single input module sold
by the manufacturer, but a figure pro-
vided for comparative purposes. In
the Group column, "S" refers to stereo.
Mix refers to the main output, where
"S" is stereo and "M" is mono. Matrix
refers to the number of matrix mod-
ules. The Gain Control is the type of
control and the range in dB. Since
almost all consoles have individual
muting, the muting column covers
only Programmable Muting. Metering
gives a brieflook at the type and num-
ber of VU meters, usually LED VU or
needle VU. Fader type shows conduc-
tive plastic or carbon, and manufac-
turer. The lights that illuminate the
console for indoor and night shows
are covered under Lights. This may
seem unimportant to some, but if you
have ever mixed a show with a flash-
light, you appreciate a well-lit console.
Intercom has its own column, not to
be confused with talkback (talkback
is not listed because it is standard on
almost all boards). If a Patch Bay is a
standard feature, then the number of
points are given. A few manufacturers
offer standard Multi-Pin connectors,
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Model List Price  Unit Pr puts Groups
Gamble Series EX 100000 1785 56 8s
Harrison HM-5 89500 2796 32 8s
Harr:son HM-4 658C0 2056 32 45
Amek /TAC SR9000 65000 1625 40 16
Midas Pro 40 58560 1627 36 12
Soundcraft Series 4 56750 1419 40 8s
M:das XL 52162 1304 40 8s
Harrison Alive 44000 1375 32 45
Yamaha PM3000 42500 1063 40 8
Wheatstone MTX 1080 34200 8%5 40 8s
Hill Audio 4400 33485 698 48 16
Soundcraft 8000 32500 812 40 8
Wheatstone MTX 88 30500 763 40 8
DDA D Series 25050 626 40 8
Yamaha PM1800 23500 588 40 8
Amek/TAC Scorpion 20950 524 40 8
DDS Series 2 20360 509 40 8
TOA RX7 328 19842 620 32 8
Soundcraft 500 15950 399 40 8
Soundtracs M Series 13995 437 32 ]
DDA § Series 13500 422 32 4

Mix
Outs

Aux Aux

Matrix SD RTN VCA GainControl Pad (dB) Muting Metenng
8 10 [T Var 55dB -15 [ 74 LED VU meters, 20seg, peak reading -33 to +24
8 16 16 8 Var 50d8 =20 8 44 LED VU meters, 40 segment
4 8 4 8 Var 50dB -20 ] 28 LED VU meters, 40 segment
8 16 L] 8 Select33ddd -24 8 19 LED VU meters, 20 segment
4 4 0 Ko Var 50ds -30 NO 8 VU meters:L,R,Matrix,Aux. Input:8 single LED
opt 8 8 NO var 35dB =20 8 InputReturnSend:LED20seg.GroupMaster :LED40seg
2 8 8 NO Var 50d8 -30 8 Input:LED10seg. GR,Master,Matrix,Solo:LED 20seg
NO e 4 8 Var 54dB =20 NO 8 LED WU meters, 16 segment
8 8 4 8 Var 34dB -10-20-30-40 8 14 VU meters.
8 8 2 NO Var 35d8 -20 8 19 VU meters
8 12 8 NO Var 40dB =20 2 66 LED 12way. Solo: WU
opt 8 Opt Opt Var 45d8 -20 NO 10 WU meters
] L] 2 NO Var 35dp =20 NO 14 VU meters:8GR, L, R, Mono, Solo, Sendl-4,Send5-8
[} 8 8 NO var 3548 ~20 NO 10 VU meters: 8 Group/Matrix,L,R. Input: 5 LED
4 € 4 NO var 34dB -20,-40 8 13 VU meters
8 -] 4 NO Var 4048 -20 NO 11 LED VU, 10 seqg: 8 Group.L,R,PFL
8 4 2 NO var 46d8 NO NO Input:3 LEDs. Group:LED 10seg. Matrix 3/10 LED
NO 4 4 NO Var 30d8 -60,-40,-20 NO 14 VU meters
Opt 8 NO Var 40dB -20 NO 10 VU meters: 8 Group,L,R
4 6 L] NO Var 40d8 =20 NO 11 LED WU meters, 10 seg: 8 Group,l,R, 5010
4 ] [] NO Var 35dB ~20 NO 6 VU meters: Group/Matrix,L,R. Inputs: 1 LED

Professional Touring Consoles: Features and Functions

while most have it as an option only.
Other columns are self-explanatory.
Optional (Opt) in any column data
indicates that the manufacturer can
offer that function on the listed model
(the option’s additional cost is not in-
cluded in the given list price). Some
options can drive up the price of a
new console considerably.

Functions provided by every con-
sole do not appearon the charts. Phase
reverse and +48 phantom power are
standard on today’s professional house
consoles. Cue/solo and talkback are
on every console, but variations exist
on many makes and models.

The matrix column is a simplified
figure. Many models have matrix
functions that should be explained in
more detail. Contact the manufacturer

or dealer for complete information.

Technical specifications (distortion,
dynamic range, frequency response,
crosstalk, and noise) are not included
because manufacturers use different
ways to measure and record their re-
sults, and there is no way at this time
to verify the accuracy of the claims. In
the future, non-biased standard tests
will be conducted and the results
reported.

Many of the manufacturers offer dif-
ferent configurations and options for
the models shown. The matrix, meter-
ing, number of inputs and aux/eftect
returns, faders, other functions and
price may vary. Contact the manufac-
turer or dealer for complete details of
the configurations and options avail-
able for each console.

Professional Touring Consoles: EQ at a Glance

The second chart highlights input
channel equalization and takes a de-
tailed look at the controls, frequencies,
and bandwidth of each band, show-
ing the four standard EQ bands: High,
High-Mid, Low-Mid, and Low. Each
band is broken down into frequency
range and control, gain of boost/cut,
type of equalization (peak or shelving),
bandwidth in octaves and bandwidth
control. Controls are sweepable, var-
iable, selectable, or fixed. "Sweepable”
and "variable” both mean the control
is continuously adjustable. "Selecta-
ble” is another name for switchable,
and allows a choice of fixed positions.
"Fixed" is just that—one fixed position.
The High Pass/Low Cutfilter is includ-
ed and covers the rolloff frequency,
control type, and rolloff slope.

Model

Gamble Series EX
Harrison HM-%
Harrison HM-4
Amek /TAC SR9000
Midas Pro 49
Snundcraft Series 4
Midas XL

Harrison Alive
Yamaha PM3000
Wheatstone MTX 1080
Hill Audio 4400
Sounderaft 800
Wheatstone MTX 88
LiA D Series

Yamaha PM1800

A-ek /TAC Scoipion
DDS Series 2

TOA RX7 328
Soundcraft 500
Soundtracs M Series

DDA S Series
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High EQ

Sweep lk-16kHz
Sweep B800Hz-17kHz
Sweep 800Hz-15kHz
Sweep 600Hz-20kHz
Sweep 2k-20kHz

Sweep 1.25-20kHz

Select5,8,12,18,kHz

Sweep 800Hz-14kHz
Sweepl.6kHz-16kHz
Sweep B50Hz-10kHz
Fixed at 12 5kHz
Sweep 1.2k-20kHz
Sweep B00H2-16kHz
Fixed at 10kHz

Sweep 1,6k-16kH2
Selert 6xHz/12xHz
Sweep 2k-20kHz

Fixed at 10kHz

Fixed at 10kHz

Fixced at 12kHz

Fixed at 10kHz

Gain/Type
-15d8, peak
18d8, select
-18dB, select
1448, shelf
-16dB shelf
15d8, peak
-15d8, shelf
10dB, select
-15dB, shelf
16dB, select
-12dB, shelf
15d8, peak
-16dB, peak
-15dB, shelf
-15dB, shalf
1548, shelf
~16d8, peak
15dB, shelf
-15d8, shelf
15dB, shelf

-15d8, shelf

Bandwidth High-Mid EQ Gain/Type Bandwidth Low.Mid EQ
var 0,10-2.0 oct. Sweep 450Hz~7.5kHz -15d8, peak var 0.10-2.0 oct. Sweep 140Hz-2.3kHz
sh/pk Var 0.33-2.0 oct. Sweep 40CHz-BkHz -18¢B, peak Var 0.33-2.0 oct. Sweep 400Hz-BkHz
sh/pk Fixed N/A oct. Sweep 500Hz-10kHz -18d8, peak Select 0.33/2 oct. Sweep 350H2-TkHz
——— Sweep €00Hz-20kHz 14d8, peak Var 0.50-3.5 oct. Sweep 60Hz-1.4kHz
oo Sweep 500Hz-5kHz -16dB, peak Fixed 2.0 octave Sweep 100Hz-1kHz
Var 0.50-2.5 oct. Sweep 45CHz~7.2kHz -15dB, peak Var 0.50-2.5 oct. Sweep 150Hz~2.4kHz
oo Sweep 400Hz-BkHz -15d8, peak Select 0.33/2 oct. Sweep 100Hz-2kHz
sh/pk Select N/A oct Sweep 350Hz-6.5kHz -10dB, peak Fixed N/A oct. NCNE
=== Sweep 800H2-8kHz -15d8B, peak var 0.50-3.0 oct. Sweep 160H2-16kHz
sh/pk Fixed 1.0 octave Sweep 250Hz~3.5kHz -16dB, peak Select.33/1.5 oct. Sweep 125Hz-1.7TkHz
T Fixed at 4.5kHz -12d8, peak Fixed N/A oct. Fixed at 500Kz
Select .6/1.1/1.6 Sweep 8.7k-1lkHz -1538, peak Select .6/1.1/1.6 Sweep 70Hz-1.lkHz
Fixed 1.0 octave Sweep 400Hz-BkHz -16d8, peak Fixed 1.0 octave NONE
T Sweep 600Hz-10kHz -15dB, peak Fixed 1.5 octave Sweep 150Hz-2.4kHz
coes Sweep 800Hz-8kHz -15dB, peak Fixed N/A oct. Sweep 160Hz-1.6kHz
T Sweep 500Hz-18kHz -15d8, peak Fixed N/A oct. Sweep 100Hz-5kHz
Fixed 1.0 octave Sweep 1kHz-10kHz -16d8, peak Fixed 1.0 octave Sweep 100Hz-2kHz
Tt Sweep 20CHz-5kHz -15dB, peak Fixed N/A oct. NONE
T Sweep 600H2-10kHz ~15dB, peak Fixed 1.5 octave Swaep 150Hz-2,4kHz2
T Sweep 500Hz-10kHz -15dB, peak Fixed 1.5 octave Sweep 5CHz-1kHz
Tt Sweep 600Hz-10kHz -15dB, peak Fixed 1.5 octave Sweep 150H2-2.4kHz

MIXVOL. 11, NO. 6



Inter.

Faders Oxcillator Lights com
P£G3200 con.plastac KO 4 YES
P&G3200 con.plastic Var 20Hz-20kHz,PN opt NO
P£G32C0 con.plastac Var 20Hz-20xHz opt NO
P&G3000 con.plastic 100Hz, 1kHz, 10kHz 3 NO
PG con.plastac Var 10H7-20kHz Opt YES
P&GI200 con.plastic HO NO YES
PLG Pink Noise only opt YES
P&GI200 con.plastic var 20H2-20kHz opt YES
Yamaha design carbon  100Hz, 1xHz, 10kHz,PHn 4 YES
Wheatstone con.plast NO opt NO
Alps carbon 1kHz, 10kHz opt NO
Alps carbon, PiG opt var 45Hz-15kHz NO YES
Wheatstone con.plast HNO opt NO
Alps carbon, P&G opt. 50,100, 1k,10kHz NO YES
Yamaha design carbon  100Hz, 1kHz, 10kHz,PN 4 YES
Alps carbon, P&G opt. 100Hz, lkHz,10kHz 3 YES
DDS carbon, P&G opt. 1kHz 3 NO
Alps carbon 400Hz, 1kHz, LOkHz NO NO
Alps carbon, P&G opt. 7004z, 10kHz HO NO
Alps carbon, PiG opt 30Hz, 1kHz 1 NO
Alps carbon, P&G op*. 1kHz NO HO

So you own a sound company or
you're an audio engineer, and you're
looking for a new house mixing con-
sole that really can do large gigs and
tours. Chances are business is so good
that you've been turning away busi-
ness and have decided to assemble
an additional PA system, or your cli-
ents demand (ordeserve) better sound
quality and service because your cur-
rent consoles are outdated, trashed,
or lacking enough inputs. You've de-
cided to get a new one, but what are
your choices, and what console best
suits your needs?

What do you look for?

To do medium to large venues and
touring in the late '80s, you need at
least 32 input channels and six or

Patch.  Multi- Dimensions Weight
bay pin Frame (inches) (1bs) Warranty Model
4B0pt YES Extruded Aluminum 62 x 39 14 210 Unconditionall yr,5 yr service Gamble Series EX
NO YES Steel & Aluminum 71 x 40 11 400 Limited 3 month parts & labor Harrison HM-§
14 YES Steel & Aluminum 75 x 35 21 375 Limited 3 month parts & labor Harrison HM-4
144pt opt 'rub;alu Steel B84 x 38 15 380 6 month parts, 3 month labor Amek/TAC SR9000
Cpt e Steel 93 x 31 12 600 12 month parts & labor Midas Pro 40
288 opt Extruded Aluminum 78 x 45 13 350 12 month parts & labor Soundcraft Series 4
Opt opt Steel 73 x 34 13 550 12 month parts & labor Midas XL
NO opt Aluminum 63 x 33 B 233 Limited 3 month parts & labor Harrison Alive
s o Aluminum 76 x 38 12 302 Limited 12 month parts & labor Yamaha PM3000
NO opt Aluminum 84 x 36 12 275 36 month parts & labor Wheatstone MTX 1080
NO op* Extruded Aluminum 95 x 36 x 12 N/A 3 yr parts,lyr labor/moving parrs Hill Audio 4400
NO opt Extruded Aluminum 78 x 30 13 230 12 month parts & labor Soundcraft 8000
op* Aluminum 84 x 36 12 240 36 month parts & labor Wheatstone MTX 88
No Opt Steel 84 x 36 12 250 12 month parts, 3 months labor DDA D Series
HO Aluminum 72 x 34 12 220 Limited 12 month parts & labor Yamaha PM1B0O
opt opt Steel 68 x 33 x 10 250 6 month parts, 3 month labor Amek /TAC Scorpion
NO i Steel 87 x 31 x 11 225 12 month parts & labor DDS Series 2
NO NO Steel 67 x 33 x 15 303 24 month parts & labor TOA RX7 328
NO opt Extruded Aluminum 65 x 34 x 12 220 12 month parts & labor Soundcraft 500
NO opt. Extruded Aluminum 66 x 31 x 9 132 12 month parts & labor Soundtracs M Series
NO opt Steel 61 x 30 x 11 0 12 month parts, 3 month labor DDA S Series

more auxiliary/effect sends to handle
the increased use of delay, reverb,
compression, gates and other goodies.
Past experience shows that every few
years, house engineers require more
input channels to keep up with ever-
changing client demands. With the
advent of electronic drums, sophisti-
cated keyboards, and advanced mik-
ing techniques, 32 inputs often may
not be enough. Ifthe headliner doesn’t
use all the available inputs, the open-
ing act surely will take what's leftover.
The trend is toward 40 or more inputs,
with eight or more auxiliary/effect
sends. If cost is a factor, but expansion
a certainty, consider short-loading a
new console with fewer inputs. A
sound company can get a larger
frame size, then purchase additional

Gain/Type Bandwidth Low EQ Gain/Type Bandwidth
-15dB, peak var 0.10-2.0 oct. Sweep 30-500Hz -15dB, peak var 0.10-2.0 oct.
-18dB, peak Var 0.33-2.0 oct. Sweep 40-B00Hz 18dB, select sh/pk Var 0.33-2.0 oct.
-18dB, peak Select 0.33/2 oct. Sweep 40-800Hz -18dB, select sh/pk Fixed N/A oct.
14dB, peak Var 0.50-3.5 oct. Sweep 60-1.4xHz -14dB, shelt ==
-16dB, peak Fixed 2.0 octave Sweep 20-200Hz ~16dB, shelf i
15dB, peak Var 0.50-2.5 oct. Sweep 30-500Hz 15d8, peak Var 0.50-2.5 oct.
~15dB, peak Select 0.33/2 oct. Sel 30,50,100,200Hz ~15dB, shelf m=—-
NONE NONE Sweep 30-650Hz 10dB, select sh/pk Fixed N/A oct.
-15dB, peak var 0.50-3.0 oct. Sweep 40-400Hz -15dB, shelf —-—-
1648, peak Select.33/1.5 oct. Sweep 45-600Hz 16dB, select sh/pk Fixed 1.0 octave
-12dB, peak Fixed N/A oct. Fixed at 60Hz -~12dB, shelf ===
15d8, peak Select:.6/1.1/1.6 Sweep 20-320Hz 15dB, peak Select .6/1.1/1.6
NONE NONE Sweep 40-1kHz ~16dB, peak rixed 1.0 octave
15d8B, peak Fixed 1.5 octave Fixed at 100Hz 15dB, shelf -
-15dB, peak Fixed N/A oct. Sweep 40-400Hz -15d8, shelf OO0
15dB, peak Fixed N/A oct. Select 60-120Hz 15d8B, shelf e
-16dB, peak Fixed 1.0 octave Sweep 20-200Hz -16dB, peak Fixed 1.0 octave
NONE NONE Fixed at 100Hz 15dB, shelf e
-itdB, peak Fixed 1.5 octave Fixed at 60Hz -15d8, shelf D000
15dB, peak Fixed 1.5 octave Fixed at 50Hz 15dB, shelf e
-15dB, peak Fixed 1.5 octave Fixed at 100Hz -15d8, shelf OOCe
JUNE 1987

inputs at a pace that suits its pocket-
book. Some manufacturers offer ex-
tender units with additional input
channels. Extenders require another
shipping case and must be connected
to the house board.

Now available on most consoles as
standard features are variable gain
control, 4-band EQ, high-pass filters,
complete muting and solo/cue, talk-
back, phantom power, phase reverse,
input pad, external rack-mounted
power supply, and multi-pin options.
Adjustable bandwidth on the EQ, ma-
trix outputs, and programmable mutes
are prevalent on high end consoles.

Matrix outputs are becoming more
common as standard features of many
consoles, which make the house con-
sole very versatile. With them, you

High-Pass Fiiter
var 15-300Hz,24dB/oct .

Model
Gamble Series EX

Var 5-400Hz, 12dB/oct. Harrison HM-5

var 5-400Hz, 12dB/oct. Harrison HM-4

20Hz-1xHz, 12dB/oct . Amex /TAC SR9000

20-200Hz, 12dB/oct . Midas Pro 40

20-320Hz,12dB/oct . Soundcraft Series 4
20-400Hz,12dB/oct . Midas XL
25Hz=-3,5kHz, 12dB/oCct . Harrison Alive

20-400Hz, 12dB/oct . Yamaha PM3000

Var 10-250Hz, 12dB/oct . Wheatstone MTX 1080
Fixed 7SHz,l2dB/octave Hill Audio 4400

Fixed B80Hz,12dB/octave Soundcraft 8000

Fixed 125Hz,12dB/octave Wheatstone MTX 88
Fixed 100Hz, 12dB/octave DDA D Series
Var 20-400Hz, 12dB/oct . Yamaha PM1800
NONE Amex/TAC Scorpion
Fixed 100Hz,12dB/octave DDS Series 2
Select 60Hz/120Hz, 12dB/oct TOA RX7 328
Fixed 100Mz,12dB/octave Soundcraft 500
Fixed 100Hz,12dB/octave Soundtracs M Series

Fixed 100Hz,12dB/octave DDA 5 Series
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TRUST THESE GUYS
WITH YOUR EDUCATION.

Fred Munch Larry B. Cook

During the past five years as Director and Chief Administrator of a
Los Angeles-area recording school, Fred and Larry have
guided the education and placement of recording
engineers, studio managers and video
technicians. The culmination of their
experience has resulted in the
Recording Academy.

. Career training for the recording industry.
Audio and Video

A C A DEMMY

Los Angeles. California

Circle #014 on Reader Service Card
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can create separate mixes for special
speaker arrangements, live radio and
television broadcasts, lobby, tape, etc.
Matrix programs are so useful, they
surely will become standard in a few
years.

The important input channel EQ
section should have a high-pass filter
and four bands of EQ with boost/cut
control, and at least two sweepable
bands. The patchpoint insert should
be after the high-pass filter in the cir-
cuit, not before. This prevents low fre-
quencies (such as stage rumble) from
entering the device (e.g., limiter) in
use. High- and mid-priced consoles
typically have an adjustable frequen-
cy high-pass filter and four EQ bands
of sweepable frequencies, boost/cut,
and bandwidth adjustment on at least
the mid-range controls. Each manu-
facturer's EQ hasits own "sound” due
to circuit design and components.
Console equalization is either shelv-
ing or peak/dip.

Simply put, “shelving” EQ is similar
to treble and bass controls on home
sterecs. If the EQ has a sweepable
frequency control, then the point
where shelving takes place can be
adjusted accordingly. “Peak/dip” EQ
has a center frequency, and rolls off
both sides of that frequency. The fre-
guency can be fixed, selectable, or
sweepable. When the gain is boosted,
it is "peak,” and when cut it is "dip.”
The bandwidth determines the amount
of rolloff. A fixed peak/dip EQ setsthe
bandwidth at one setting (usually 1.5
octaves on a mixing console). If there
is a select switch, several bandwidth
settings are available. A sweepable
bandwidth control allows the band-
width to be adjusted continuously. Ad-
justable bandwidth is important be-
cause it lets the engineer control a
precise portion of the audio spectrum
without affecting the surrounding fre-
guencies. Feedback occurs at one
particular frequency, so the ability to
cutjust that small part of the sound by
using a narrow bandwidth is extreme-
ly useful. A large chunk of the sound
is affected by shelving, since every
frequency beyond the indicated point
is boost or cut the same.

“"Semi parametric’ means the peak/
dip EQ hassweepable frequency con-
trol and boost/cut with a fixed band-
width. With true "full parametric,” the
peak/dip EQ has sweepable center
frequency control, boost/cut, and ad-
justable bandwidth. Full parametric
EQ is more desirable and usually
found on high-end consoles.

On the EQ chart, all High-Mid and
Low-Mid EQ bands are peak/dip on
all of the consoles. Shelving equaliza-
tion becomes more prevalent on the
High and Low EQ bands. Since equal-
ization is one of the main functions of

MIX VOL. 11, NO. 6
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b Many of the world's top artists regard

“? Soundcraft touring consoles as outstanding.
However, that hasn't made us complacent.

We've made a few enhancements to the
Series Four, derived from listening to the people
whouseit.

And based on the world's most successful
live sound desk, the 8008, we've developed an ex-
ceptional new touring console — the Series 8000.

Both possess the advanced ergonomics,
operational simplicity and reliability you've grown
toexpect.

Series Four and Series 8000. Technology
created for music.

For further information, contact us today.

Soundcraft

Soundcratt USA JBL Professional, 8500 Baltoa Boulevard Norsheiage CASY #1633 4351
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INTEGRATING DIGITAL

Gamble Series EX

a mixing console, why don’t consoles
generally have better EQ on the High
and Low bands? The technology is
here now and end users would cer-
tainly benefit from having more com-
plete equalization. Equalization type
and quality are important considera
tions in choosing a console.

Faders are made of conductive
plastic or carbon. Conductive plastic
faders have lower distortion and a
higher degree of linearity over the
operating range. Carbon faders cost
much less and wear out sooner. Both
types are available in different grades.
Environmentally shielded faders also
are available; when dirt or ash falls
into the fader slot, it doesn’t affect the
slider mechanism. This is desirable
on a hard-working touring conscle.

Many sound companies use multi-
pin connectors on their snakes, con-
soles, and racks, because these con
nectors save time and help avoid mis-
takes. The trend is toward streamlined,
efficient operation during setup and
breakdown. It takes a minute to hook
up one prewired connectorinstead of
a panel of XLRs and !4-inch jacks,

and almost anyone can do it. Think of
all the times someone has screwed up
the soundcheck by incorrectly con-
necting the console, snake, or rack! If
you buy a new console, do yourself a
favor—get the factory to install a
standard multi-pin connector.

Physical features such aslength and
weight can be factors in choosing a
model. A compact console is more
desirable in terms of operating ease
and in saving prime seats at a venue.
It also needs less truck space in the
pack. A large console can be difficult
to operate if you can't quickly access
all controls. If vour console must be
shipped or moved often, a lighter
weight board is more economical and
easier to handle.

The warranty is often overlooked
when buying a console. It is not un-
common to hear about someone who
bought a new board only to find that it
had major problems. Imagine your
horror if your new console dies at (or
right before) the gig, or develops an
incredible buzz that no one can fix!
Make sure the manufacturer stands

—CONTINUED ON PAGE 45
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PCM 70 parameter settings
Program Row 3

REVERB
Concert Hall DESIGN

LEVELS

REFLECTION
DELAY TIMES

REVERB

TIMES

SPACE SHIFTER" Dynamic MIDI patches
for use with the YAMAHA DX7
MIDI | PARAMETER | SCALING | LIMIT
CONTROLLER| + VALUES
DATA |10 13 2.8/
SLIDER | RT Low | ‘L 52
DATA 1 e 1
SLIDER RT M ‘ 6
| SLIC | d 1 2
MOD 12 v17 | 350 Hz
WHEEL Crossover 4 85 kHz
MOD 21 15/
WHEEL Attack l A [_ 9% |
FOOT 08 +17 51/ |
PEDAL Chorusing 68
3L vt ‘
LAST P Off/
VELOCITY | Reflecto | *33 | Bs
S - ,r -
33Rt V3
LAST oft/
VELOCITY | Hetlecton +30 65
- | Leve ] |
MIDI 13 298 @ |
CLOCK 100 BPM |
MIDI 40 Delay 10 0@
CLOCK | Master 100 BPM

pace Shifter” was wnilten by Lexicon
Apphcations Engineer Will Eggleston

MIXVOL 11,NO. 6
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‘FECTS INTO MUSICAL PERFORMANCE: A LEXICON

We developed Dvnamic MIDI® to
take digital effects bevond static environ-
ments and flat textures. With it. vou can
use MIDI controllers to change vour
music’s sonic space or texture as vou're
playing.

With the PCM 70 Digital Effects
Processor. we pioneered the concept of
parameter control through MIDI: it’s still
the most MIDI-responsive effects device
available. Each program and register
has 10 MIDI patches that assign any
controller to any parameter. One control-
ler can change two parameters. or two
controllers can affect the same parame-
ter. Dvnamic MIDI makes possible dra-
matic unusual techniques that add
impact to your music,

Why do we give vou more MIDI
patches than most effects have parame-
ters? Because the PCM 70’s algorithms
{like the Concert Hall algorithm shown
here) give vou more parameters than
some units have programs, Complex as
it is. Concert Hall is onlv one of six
{seven if you have optional Version 3.0
software) PCM 70 algorithms.

“Space Shifter” is based on Concert

Hall: it’s a good example of how ynamic

MIDI adds new dimensions to perform-
ance. The Data Entry slider
lengthens the Mid and Low
reverb times. The Mod
Wheel moves vour
audience farther
away by

controlling

Circle #015 on Reader Service Card

APPLICATIONS BRIEF

two parameters at once. As it raises the
Crossover frequency. sending more
reverb energy into the longer RT Low
decay, it lengthens Attack time. The foot
pedal choruses the reverb. while key-
board velocity controls the level of left
and right reflections.

MIDI clock (included as a controller
in our optional Version 3.0 software)
adjusts Room Size and Delay Master for
different tempos. The chart at bottom
left shows that most controllers are
scaled to varv the effect from a “mini-
mal™ space to one with a powerful
impact. But the MIDI Clock patches are
negatively scaled: as tempo goes up. size
and reflection levels go down, to keep
the reverb from “washing over™ the
beat.

For PCM 70 owners. “Space Shifi-
er's” parameter settings and MIDI
patches are in the charts on the left. The
tenth MIDI patch is empty: it’s yours
to experiment with. In fact. the whol(‘

program is a
stamng pomt for

Trv adjusting the Scaling function to
get the polarity and range of control you
want. If vou need a wider range than a
controller offers. vou can “double
assign™ it to the same parameter for up
to twice the variation.

These are by no means the only con-
trollers vou can use. Pitch Wheels. Sus-
tain pedals and over 120 others are
included in Dynamic MIDI. Engineers
often use Last Note when recording
parameter changes to a MIDI sequencer
for automated plavback during mix-
down.

Now a word of warning: If you don't
vet own a PCM 70. don’t drive yourself
crazy trying to duplicate *Space Shifter”
or other PCM 70 sounds using less
advanced devices. With 30 to 45
parameters, every PCM 70 algorithm
gives you multi-dimensional control
that’s simply not available in simpler
units. Concert Hall alone generates
many more sounds than we could dis-
cuss on one page.

Everv PCM 70 has five more

algorithms (six with optional Version
3.0 software. including Inverse
Room). All of them are equally
e powerful. equally complex.
“_equally ready 1o take you
imo new musical
spaces. Which
|s why thousands
/ of creative studios.
innovative producers and
/ productive musicians agree
thdt the PCM 70 has no (‘qudl
If you think your music is
something special, discover the
PCM 70 at your Lexicon dealer.

Lexicon hne.. 100 Beaver Street. Waltham, MA 02154 (617) 891-6790




In sound reinforcement,
there are no insignificant details.

An infinite capacity for
taking pains

It's an apt description of genius,
especially in the arena of sound rein-
forcement. Each job comes with its
own endless list of minor obstacles, all
ready to become major headaches at a
moment’s notice. That would be rea-
son enough for us to design every sec-
tion of D Series consoles for maximum
performance; even if we weren't com-
mitted to finding out just how good
sound reinforcement consoles can be.

Technical advances are
raising audience
expectations

CDs, digital recording and related
developments have created higher
fidelity in the home - and higher
standards for live sound reinforce-
ment. Still, some consider our
approach to console engineering
extremist. They think it unnecessary
to reduce crosstalk between groups to
a level typically 17 dB below conven-
tional mixing consoles. Or to utilize a
military multiple grounding system
that virtually eliminates hum genera-
tion. To offer transformer halanced
mic inputs and line outputs as options,
or use rigid steel center trusses and

g)ll\

.7 " e A Td e

: Y
1 e ii
PRLR AR M BOR B4 & B LN <

DETAIL:

All input modules
give positive LED
visual indicatior
ot ¥0) infout
stalus

DETAIL:
Auxiliary modules
have three band
FO with variable
Mid frequency tor
more usable, func
tional outputs

DETAIL:
Standard mputs
have LED level
meters next to
input taders for
accurate, timelv
sigral monitorirg

flexible “mother loom” wiring har-
nesses to minimize meehanical stress
on circuit cards.

We consider all these steps essential,
because exceptional performance is
the most reliable way to deliver accu-
rate sound under less than ideal condi-
tions. We share that attitude with
Klark-Teknik, our parent company.

' v %

Options for job-specific
configurations

Your live sound console must have
the flexibility to do the job your way
— and the versatility to cope with
unexpected difficulties. The informed,
insightful design of D Series consoles
gives you a selection of eleven differ-
ent module types, each optimized for
a different job. Configure 36-, 48- or
56-space frames with any combination
of Standard, Monitor, Theater or
Stereo inputs, Recording, PA or Matrix
outputs and Stereo, Monitoring or
Auxiliary Master modules. All achieve
audio performance that is equal to the
most demanding applications, includ-
ing live-to-digital recordings. D Series
consoles are presently used by major
British sound companies and studios
for reinforcement and remote record-
ing applications.

The extensive features and functions
of D Series modules and consoles are
detailed in an eight page brochure. To
get one, send your business card or
letterhead to:

B]PJ.Y D SERIES

Klark-Teknik Electronics Inc., 30B Banfi Plaza North
Farmingdale, NY 11735 (516) 249-3660

Unit #1, Inwood Business Pk.. Whitton Rd.
Hounslow, Middlesex, UK TW3 2EB




—FROM PAGE 42, CONSOLES

behind its product. Sometimes your
dealer can give a better warranty than
the manufacturer.

Don't underestimate the power of
owning a good mixing console. House
mixers for bands often have much to
say about which equipment and sound
companies should be used for certain
events. If the mixer has a choice, he
usually asks for a top-of-the-line con-
sole, so the sound company with a
good modern console has a better
chance of getting the gig.

If you're leaning toward a certain
model and not sure that it's what you
want, rent that console model for a
short time to get a feel for the layout,
EQ, and overall sound. Spending
some money now can save a lot of
headaches later. If a company knows
you are seriously considering pur-
chasing a console, they will usually
help you find a rental. Use a PA and
effects rack that you know, so you can
judge the demo console fairly.

Otfthe 21 house consoles listed here,
five are offered for the first time: the
Amek/TAC SRO000, Midas XL, Hill
Audio 4400, Soundcraft 8000, and
Yamaha PM1800. The Gamble Series
EX debuted in late ‘86, and the Yama-
ha PM3000 in early '86. DDA (now
distributed by Klark-Teknik) came out
withthe D and S Seriesin 1985, as did
the Soundtracs M Seriesand the Amek/
TAC Scorpion. Wheatstone's MTX88
has been out fortwo years, while their
MTX 1080 debuted last fall. The re-
maining models have been on the
market for several years, with few
changes except for the Soundcraft
500 which recently expanded to 40
channels.

The Gamble Series EX, Harrison
HM-5,HM-4 and Alive, Wheatstone (Au-
dioArts) MTX 1080 and MTX 88, and
the DDS S Series are made in the
USA. Midas Pro 40 and XL, Amek/TAC
SR9000 and Scorpion, Soundcraft
Series 4, 8000, and 500, Hill Audio
4400, DDA D and S Series and Soun-
tracs M Series are produced in the United
Kingdom. The Yamaha PM3000 and
PM1800, and the Toa RX7 328 are
made in Japan.

As you can see by the charts, prices
range from the DDA S Series at
$13,500 to the Gamble Series EX at a
cool $100,000. Quality, performance
and options range as widely. Check
out all the consoles and consider ev-
ery possible factor before making any
decision on what to buy, rent, or use.
The choice is yours. |
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DDS Series 80

DDA S-Series
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Soundtracs M Series

Author Mark Herman co-owns Hi-
Tech Audio, a Northern California-
based sound reinforcement company
specializing in console rentals.
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Editor's note: As this issue went to
press, we received information on the
Sigma series consoles from Allen &
Heath Brenell. The new series is avail-
able in mainframes ranging from 32
to 44 inputs with optional expanders
allowing larger sizes. Standard fea-
tures include 4-band sweepable EQ,
six aux sends, PFL, AFI, solo, stereo
and mono outputs, tubular steel frame,
Alps faders and microprocessor-con-
trolled muting. A 32 x 8 version is
$28000; a 52 x 8 model is $42,000.
Optionsinclude VCAs (DC group sys-

tem)and P&G faders; stereo input mod-
ules will be available later this year.
Another late-breaking development
1s the formation of CA.D.D, a new
manufacturing company headed by
Audio Analysts partner Pierre Pare in
Brossard, Quebec. C.A.D.D. isnow in
production on three prototypes of their
SM-1H house console, which will be
road-tested this fall before the official
unveiling at the AES Convention in
New York City. Initial console deliver-
es are slated for late-1987.
-G.P
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WOMEN:

SOUND
REINFORCEMENT

Four
Success

Stories

Rebecca Fields has mixed at ven-
uesranging from Farm Aid to Lon-
don’s Royal Albert Hall.

46

by George Petersen

While careers in teaching and nurs-
ing have traditionally been popular
choices of women, sound reinforce-
ment engineering hardly comes to
mind as a vocation recommended to
girls by their high school counselors.
Infact, the number of successful wom-
en working in this area could probably
be counted on two hands, with a few
digits remaining. Women are far more
commonly seen in the film, video,
broadcast and recording studio fields
(especially in editing and production)
than their sisters in sound reinforce-
ment. And the reasons for this under-
representation are many, ranging from
prejudices and attitudes about women
keeping up with strenuous touring
schedules and the physical rigors of
the road, to a lack of role models for
other women to emulate.

Though there is still scant recogni-
tion that women can be valuable mem-
bers of the audio industry, a significant
amount of progress has occurred in

this area over the past half-decade, as
increasing numbers of qualified fe-
male engineers enter the workplace.
Recently, we talked to four women
who chose sound reinforcement as a
vocation. Not surprisingly we discov-
ered four very different viewpoints
about surviving and prospering in this
male-oriented profession.

Rebecca Fields

They say that showbiz runs in the
blood, which may be true for Rebecca
Fields: herfather played trumpet with
Artie Shaw, while her sister (Joanna
Stingray) has been involved in bring-
ing Russian rock music to the West
(see the Feb. 1987 Mix). Fields, whose
credits include mixing tours for The
Chambers Brothers and Glen Camp-
bell, is probably best known for her
engineering work with Rita Coolidge.
Over the past four years, that job has
literally taken her around the world,
in venues of every size, shape and
imaginable description, ranging from
Farm Aid to London’s Royal Albert
Hall, from Carribean cruise ship per-
formances to extensive Asian tours

MIX VOL. 11, NO. 6



Boden Sandstrom, the owner of City
Sound, has toured with Odetta,
Pete Seeger, Lily Tomlin and Cris
Williamson.

(including the mandatory police board
auditions in Jakarta) and everything

in between. When not on the road por

with Rita, Fields does freelance work
for A-1 Audio in Hollywood.

How did you get started in sound
reinforcement?

[ was majoring in music at the Uni-
versity of Alabama and performing
with a Top-40 band. [ used to help the
guys set up all the gear, so l had some
understanding of how the stuff worked.
When [ decided ] wasn'tgoing to make
it as a singer, [ started helping other
bands with their sound and getting
paid for it. | was making more money
doing that than singing, so I stuck
with it.

[ left school to go on the road with a
band as a roadie. First they taught me
to do lights and later I started mixing
monitors. l moved back to Los Angeles
and wanted to do lighting, because it
seemed to be more acceptable for a
woman to do lights;  hadn't seen any
women doing sound. In LA, [ was
offered a job doing lights and sound
at the Troubador and [ started work-
ing at the club. The next thing [ knew,
a bunch of the bands wanted to hire
me to do their sound at other clubs,
and eventually [ stopped doing light-
ing. [ think doing sound is more stress-
ful: nobody ever yells at the light man.

[ worked at almost every clubin Los
Angeles. At one point, | was working
three different nightclubs at once, and
I spent about three years working sev-
ennights a week in the clubs. I worked
at a place in Hollywood called The
Central. Rita’s backup band played
there and at some of the other clubs |
worked, and Rita came to the shows
once in a while and got to know me.
They felt that if [ could make them
sound good in a small club with a
terrible PA, then I could do a greatjob
in a real place with a good sound

system, so they asked metogoon the
road with them.

Have you experienced any problems
as a woman on the road?

In the beginning, it was rough. My
first year with Rita, we cid a tour of
clubs and small theaters in America,
and for some reason, these house men
resented the fact that | was there. |
was really intimidated by these guys
and [ didn't know how :0 stand up to
them. They gave me a hard time—it
was as if they were trying to test me all
the time. After a soundcheck [ would
sometimes find that the guy had
changed the limiter on the house to
see 1if | could figure it out. I went
through a lot of that.

Anocther thing [ got was the "Oh,
you're somebody's girlfriend in the
band" attitude, where they thought the
only reason [ was out there was be-
cause | was somebody's girliriend.
They'd want to set everything up far
me and only have me move the fac-
ers during the set. It was ridiculous.

What advice would you offer women
interested in sound reinforcement?
You have to be strong—you can't
be sensitive. The worst thing you can
do is cry in front of somebody. That's
sudden death: it makes everybody else
uncomfortable. It's too bad that you
can't be yourself. Maybe things will
change and it won't be as though ev-
eryone expects you to be like a sound
man. You're a sound woman and you
have to be tough, and not be intimi-
dated by all the other men out there.
You definitely have to be confident,
because there are s0 many people

who wauld love to take your job and
will do it for half of what you're getting
paid. The comipetition is rough and if
you're riot confident, you don't stand a
chanee.

Moast of what [ learned was through
experience, actually doing sound,
teachmg myself. Working in the clubs

sa great background, with three ar
four different bands every night. [ also
went :0 Sound Master[Recording En-
gineer School, North Hollywood, CA]
for a while, taking basic engineering
and tneory while | was working the
clubs. ] also took theater arts classes at
L.A. City College and basic electron-
ics at UCLA at night. It's helpful to get
thatbackground, because while you're
growing up in school all the girls are
taking homemaking, while all the guys
are :aking shop. You grow up being a
step behind the guys.

One of the good things about work-
ing at A-1 Audio is | get to fix cables,
amplifiers, mixers—I have a better un-
derstanding of how things work. When
I goout on shows with A-1, it'll often be
jus: me and one guy. We'll load the
truck, drive it over, set up the gear,
tearitdown anddrive back.I'vedriven
trucks all overthe country and worked
crew on many gigs. | don't mind deing
it: | actually like the physical work.

What would you like to be doing five
or ten years from now?

Hopetully Ill be doing somebody
like Journey or Bryan Adams. | love
being on the road and traveling. I'm
very adept at living out of a suitcase; |
love being in hotels. I'm really spoiled:
I dan't cook, I don't like cleaning up

JUNE 1987
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after myself, and you have maid serv-
ice being on the road.

I've been with Rita for years and it's
been great, but you always wanttodo
something else after a while. I like
doing arenas and I'd like to do a rock
and roll band that does bigger venues.
One of the things that holds me back
is the fact that I'm a woman. More
often than not, someone will refer me
for a gig—maybe they don't give my
full name or something—and when
the road manager calls and finds out
I'm a girl, then all of a sudden they've
changed their mind and end up get-
ting someone else. It's not usually prej-
udice; sometimes they have good rea-
sons: you can't expecttoliveonabus
with 12 guys for six months. With some
bands, like Rita's or Glen's, it works
outfine. You may have yourown room,
orspend a week ortwoon a bus, soit's
no problem. But with a lot of the big
acts, where it's night after night with
not much sleep in between, they don't
think a girl can handleit, but youdon't
know until you try it. I'm hoping that
eventually it won't make any differ-
ence and going on the road with a big
rock and roll band won't be a big
thing.

Things are changing. I've been do-
ing sound for Rita for a while, and
people are starting to recognize me
because of touring somuch. And since
I'm working with A-1 now, more peo-
ple are familiar with my name and |
can leave an official business card,
which is nice, so they don't think I'm
just somebody's girlfriend.

Boden Sandstrom

A formerlibrarian turned entrepre-
neur, Boden Sandstrom operates
Washington, DC-based City Sound
(formerly Woman Sound), handling
events ranging from small embassy
parties to large rallies, such as the
National Gay March on Washington
(over 200,000 attended that demon-
stration/concert). While specializing
in acoustic and folk music, Sandstrom
has also mixed concerts for Max Roach,
Laurie Anderson, and The Police
(among many others), and teaches au-
dio courses at American University.
A steady stream of local festival and
concert work, as well as providing
sound for civic events, prompted
Sandstrom to change the company's
name to City Sound last year.

How did you get started in sound
reinforcement?

I'm a musician, a classically trained
French horn player. | really didn't
know what to do with music, and be-
came a librarian. I really missed being
involved with music and was trying to
decide what to do when | attended

48

my first women's music concert—it
was with Cris Williamson, Meg Chris-
tian and Casse Culver.] saw a woman
mixing with a little high-impedance
system, and thought I would enjoy
doing that, so I talked to her and she
said Casse Culver needed an engi-
neer. Casse had a small system and
taught me how to useit for her sound.
Other people asked me to do their
sound and I started renting equipment.

I enjoyed it tremendously and with-
in a year or so | decided to start a
business. In that period of time, 1975,
there was a lot of support and interest
in women starting businesses, and |
might not have gotten the idea in an
earlier timeframe. | actually started
Woman Sound in the partnership of
Casse Culver: eventually she dropped
out and it became a sole proprietor-
ship; later I expanded with stockhold-
ers as a corporation. But my main in-
terest has always been as a mix en-
gineer, doing it as an art that | equate
with being a conductor.

Did you have any background in au-
dio or electronics?

No,  was a strong science and math
person in school and had that apti-
tude, but all the information I needed
to know about equipment and how it
interfaces came from asking questions
to other engineers. I would also rent
different systems when was hired, so
I could check them out. A lot of the
guys who rented to me were really
helptul, answering all my questions
and helping me troubleshoot overthe
phone. By then, | was teaching a class
on how todo sound, because I realized
that since it took me so long to get the
information, it would be a good thing
to teach. | offered to teach that at

American University, because they
didn't have that in their program. They
gave me a Master's degree in ex-
change for teaching three years part-
time. I also picked up some electron-
ics courses at the school, as well as
the Synergetic Audio Concepts [Syn
Aud Con] courses and some record-
ing studio classes.  gotinformation in
bits and pieces as | went along.

Have you experienced any problems
as a woman on the road?

I've toured with Casse Culver, Cris
Williamson, and Lily Tomlin, and I've
never encountered any problems.
Actually it was the other way around
in a certain sense: in most of the union
halls | went to, where you might think
there would be a problem, the guys
were pretty supportive and interested.
It was the reverse of what you might
expect. It's a different situation that
probably makes their day more inter-
esting: how many women sound en-
gineers come through town everyday?

Do you have any advice to offer other
women in sound reinforcement?

It's still very difficult and I'm dis-
tressed by the small number of women
that are actually doing sound reinforce-
ment. I've been doing this for 12 years
and there are hardly any women en-
gineers who have stuck with it. My
advice is to be tenacious and aggres-
sive aboutit: keep plugging away. Part
of the discouragement is because the
knowledge is very hard to get and
you need hands-on experience to get
the knowledge. l's a contradictory sit-
uation, because you must have the
knowledge before you can get that
experience.

Sound reinforcement is a compli-

€€ If sound
reinforcement is
something you really
want to do, and you
love doing it, then

you should go for it.”

—LOKRI BOLENDER
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cated field, involving so many differ-
ent areas—acoustics, electronics, mu-
sic—and generally speaking you must
have enough muscles to throw atleast
some equipment around, and also be
a mixing artist. I's difficult and takes a
lot of perseverance, which might be
the explanation of why few women
are in it.

There may also be alack of role models
for other women to look up to.

That really is true, because | really
would have wanted to be a conductor
if  had a role model as a woman con-
ductor. It never occurred to meto be a
conductor, yet some of the people ['ve

learned the most from in life have been
male conductors. Itis hard to conceive
of doing something if you don't know
it's possible to do it.

Lori Bolender

Working with Pro Media in San
Francisco for the past five years has
brought a wide variety of assignments
to Lori Bolender. These have included
mixing pops and outdoor classical
concert series, the Palo Alto Jazz Fes-
tival and working with the La Scala
Opera at last year's World's Fair in
Vancouver. Industrial shows are an-
other part of the usual workload at Pro
Media, and at press time, Bolender

EFFANEL MUSIC

NEW YORK

Location Multi-Track Analog/Digital Recording Services Worldwide

2 TRUCKS

Our compact |8-FOOT unit goes where the bigger ones can’t. . .

Our spacious new 45-FOOT (the east coast’s largest) 2-room mobile
recording studio offers what the smaller ones can't. . .

PORTABLE

Effanel’s modular, 64 channel, 24/48 track system is the only proven system
of its kind.
All components are designed or modified for
efficient shipment and quick set-up.
World-class recording, anywhere.

For system specifications, credits and rates, contact Randy Ezratty or Mark Shane.
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EFFANEL MUSIC, INC.
66 Crosby Street, 4th Floor
New York, New York 10012

(212)807-1100
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was about to go on the road for a large
trade show featuring a performance
by the Pointer Sisters.

How did you get started in sound
reinforcement?

I got involved through my guitar
teacher, who toock me to his friend’s
studio. ] wasn't a great guitar player,
but I was really interested in record-
ing and sound gear. | became friends
with the guy who owned the studio
and he told me I should go to college
and get my education as a way to
break into the business. | went and
got my B.A. in Broadcast Communi-
cation Arts from San Francisco State.
The real world was a lotdifferent once
I graduated, but it was a good founda-
tion, and along the way you pick up
what you can in terms of experience:
doing on-campus shows, projects and
that kind of thing.

I worked for a TV station for a while
and did the club circuit for a while.
Once I got involved in live sound, |
liked the spontaneity of it and hooked
up with Pro Media here about five
years ago. I've learned a lot in that
time: it's a good company with a com-
mitment to state of the art.

Have you experienced any problems
as a woman on the road?

Not really. Most people give you
the benefit of the doubt it you prove
you know what you're doing. Some of
the older men may have a macho
attitude about a woman being in
sound, but | haven't really had prob-
lems with that, and I've traveled quite
a bit and have worked with crews
across the country. Most of the time
the crews are great; 've made a lot of
friends in my travels.

Do you have any particular goals or
aspirations for your career?

One nice thing about Pro Media is
there's quite a variety of mixing jobs,
which is great; on the other hand, you
aren’t doing the same thing over and
over with an act, where you could
really getfancy with eftects cues. Work-
ing with one particular act is some-
thing I'd like to do at some point, being
able to customize an ideal system for
one group, travel with that, and really
refine it.

What advice do you offer to women
interested in sound reinforcement?
If this is something you really want
to do, and you love doing it, then you
should go for it. There aren’t many of
us out there and it's always a pleasure
to meet and work with other women
in the field. Generally, people get ex-
cited about the idea of women in sound
reinforcement. There's an element of
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Audio Performance Dual Reverb/Effects Combinations
Many digital processors force a Each DRV-3000 program is a com-
trade-off between enhancing the hination of two effects in series or par-

sound witk effects and degrading it allel. Choose from five Reverb spaces
with noise or timbral coloration. Not or plates, two Early Reflections, two
this one. Frecuency response of the Echoes, Auto Pan, Flange, Chorus,
wet signal is 20 Hz — 20 kHz and dy- Ensemble, two Pitch Shifters and a Pa-
namic range at the effect output is rametric EQ/Driver. Combine reverbs
94 dB: specs equivalent to a CD. ‘or rich and complex ambience, create
The DRV-300¢'s impeccable sound is dual effects that go beyond special to
made possible by a pair of high perfor-  unique.

i ‘l‘fgi‘;‘ iﬁ‘;“aﬁ'zzglpggzessors Assignable Control Jacks + MIDI
i ' ' Real time response adds more effec-
Wireless tiveness to any signal processor. The
Remote Control DRV-3000’s two assignable footswitch
We designed it into the DRV-3000 for Jacks can step through programs,

fast, easy operafion. But most of all for t_:hange reverb times or cancel thg ef-
creative results. Work on an effect lect. The program memory and pitch

without leaving your chair and you shifter speak MIDI as well.
can work on it longer, get closer to the Stretch Your Imagination
sound in vour head. This remote puts Start exploring the possibilities at
every configuration and combination  vour Korg dealer. But be ready. The
of 32 programs, every programmable  DRV-3000 is so powerful, so respon-
parameter of 16 effects, right in the sive, so quiet, it will expand vour idea
palm of your hand. of what effects can be.

For a free catalog of Korg pr.«ducts, send your name and address, ius $1.00 for postage and handling, to: Korg U.S.A., 89 Frost St

Westbury. NY 11590. Korg U.S.A. West, 7886 [eering Ave., Canoga Park. CA 91304 Exclusively distributed in Canada by: Erikson Music
378 Isabey Street, St. Laurent. Quebec HAT 1W1

®
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The NEW Eq. system featured on the

CONCEPT 2200 - 3200 - 4400 - 6400 and 8400
range of consoles
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‘Sidetraker’ 6 fixed frequency active filters with centres at:
12.5kHz, 4.5kHz, 1.5kHz, 500HDZ, 150Hz and 60Hz. + 12dB
AN
1 high-Q filter sweepable from 50Hz to 5kHz and adjustable
from -24dB to + 6dB
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Although varying in pertormance and complexity, most Eq. designs have tollowed either of two
classic principles:

N

parametric: or more usually ‘semi-parametric equalisers are almost universally used on console
input channels, Normally comprising tour filters, two (or sometimes four) of the filters can be
‘swept’ up or down the audio band to centre on the exact frequency needing attention.

Proven to work very well, semi-parametric eq’s have two major disadvantages:

1. A tendency for audible phase shift 'ringing’

2. A limited ability to control the entire audio band at one time

For example: having used the ‘high mid’ to suppress the ‘edge’ on a singer’s voice, there is no
facility lett to boost the critical ‘presence’ Irequencies that lie either sidh‘ of the unwanted
frequencies that have just been cut.
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graphic: normally used for system and room equalisation, graphic equalisers use multiple, fixed
trequency, fixed bandwidth filters, to generate gentle, essentially phase-iree control over the
entire audio band.

The graphic principle has one major disadvantage:

1. A limited ability to control narrow band problems.

For example: although frequencies in the ‘presence’ band can be easily and cleanly boosted,
that annoying ‘edge’ to the singer’s voice gets boosted as well.

Up until now Hill Audio has uniquely offered the graphic solution on their consoles, believing
the ability to keep good control over the entire audio band is preferable to having greater
control over just part of it.

Now Hill Audio has the best of both worlds! ‘Sidetraker’

The ‘Sidetraker’ Eq. system provides continuous control over the entire audio band via
multiple, phase-coherant, fixed frequency active filters, PLUS a sidetracking, high-Q filter that
can be swept over 7 octaves, enabling narrow band ‘spot’ frequency correction without any
effect or compromise of the main Eq.
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Now you can cut the ‘edge’ AND boost the ‘presence’ at the same time!
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Total Audio Transparency
Manufactured in the UK:

Hilt Audio I td., Hollingbourne House, Hollingbourne, Kent MET7 1Q) England
Tel: (062 780) 555/6/7 Tix: 966641 HILL
U.S. Sales Office:
Hill Audio Inc., 5002B N. Royal Atlanta Dr., Tucker, GA 30084 USA | o H
Tel: (404) 934-1851 Tix: 293827 HLAD - Hill AUd'O
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surprise, but if this is something you
really wantto do, then by all means go
for it.

Cecilia Kelly

The co-owner of Tree Top Sound &
Lighting (Portsmouth, Virginia), Ceci-
lia Kelly learned monitor mixing the
hard way, when the engineer for a
Kool & The Gang concert didn't show
up and she was the only person avail-
able to do it. However since that first
difficult encounter, she’s refin