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COMPUMIX IV

The Fourth Generation Console
Automation System is here. Compumix
IV advances dynamic automation tech-
nology far beyond the capabilities of
other systems, to a level of sophistica-
tion and accuracy demanded by tomor-
row's digital recording techniques.

The FORTH realtime software run-
ning in a 32-bit 68000 computer pro-
vides 4 simultaneous mixes on-line as
well as write command recall accuracy
of 1/10 frame. SMPTE time code driven,
Compumix [V stores every frame (not
only changes) making it possible to per-
form editing functions on-line. This
requires an 80 Mbyte hard disk storage
system designed for fast access in both
read and write modes.

Compumix 1V is designed to control
up to 256 IDF fader functions in
realtime through easy to operate touch-
sensitive plasma control panels. An
optional Graphics Display System is
available.

INTELLIGENT DIGITAL FADER

The IDF is a microprocessor-based
module that utilizes the most advanced
technology available. The super smooth
fader is a 10-bit digital encoder that
supplies 0.25 dB resolution and 119 dB
of dynamic range. The grouping func-
tions are the most extensive ever sup-
plied in a music recording console. 16
groups are assignable with 4 levels of
operation: slave, group master.
submaster and grand master.

Up to 256 IDFs run independently
through a revolutionary "back door con-
trol bus” without the need for external
computer automation. Realtime display
of dB level. groupings, status, fader
position and mutes are available at all
times. 9 membrane switches allow for
selection of up to 160 software defined
functions.

CENTRAL ASSIGNMENT

This electronic output assignment
cross-point switching system assures
fast and reliable connections from the
console to your tape machines with full
routing or mixing capability. 64 output
busses are assigned from each input
module by a central touch control
plasma display panel controlling up to a
96 by 64 electronic switching matrix.
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Completely software driven, the panel Stockholm

allows instant selection and display of :
the bus assignment with 10 presets in Salzburger Festspiele
local memory. Optional unlimited stor- e

age to disk is provided. Easy to use. the Bosanova Hotel
system prompts for bus assignments Los Angeles

and provides help through informative Sigma Sound Studios

menu displays. Philadelphia




SUPERSTAR

dvanced technology and unparalleled flexibility  affordable price. Field expandable, the SUPERSTAR
come together in the SUPERSTAR music record-  provides ergonomical positioning of the console

ing console. Development of this console centered modules. allowing you to satisfy your own configu-
around the requirement for high definition sound, ration needs. High resolution meters, central bus
improving that most important quality as necessary  assignment, Intelligent Digital Faders. and the most
for digital recording. comprehensive automation system all add up to

No other single console offers the combination =~ SUPERSTAR-your next console.
of desirable sound. size, and flexibility with an

Be a Leader,
Not a Follower.

® Superb Sound

® 36, 44, 52, 60 or 68 1/Os

® Fully Parametric 4-Band EQ
® 32 or 64 Bus Outputs

® 16 Auxiliary Sends

® Intelligent Digital Faders

® Automation Accuracy 1/3 Frame —%
® 4 Automated Mixes On-line "5 | womgenr
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FROM THE EDITOR

Il's surprising how similar the in-
side of 4 recording studio looks, no matter where you are in the world.
While a typical international traveler must adjust to major shifts in
environment, culture, language and behavior, those who muake their
way into foreign studios usually find themselves within famitiar
surroundings.

The names and models of equipment are approximately the same
anywhere, coming from the US,, England, Australia, Japan, Germany,
France, and a dozen or so other countries. The studio is rare that prefers
domestically manufactured equipment to the broad array of internation-
ally produced recording tools. And in the thinly spread market of
professional recording worldwide, it behooves the manufacturers of
finer equipment to export vigorously.

The rooms themselves offer few surprises to the traveler. With the
laws of acoustics being observed internationally, most studios use
common materials and construction techniques. Studio designers have
likewise exported their services to such a degree that it has become
common practice for some engincers, producers and artists who find
themselves abroad to seek out studios by their designer of choice, in
order to work in a more predictable environment.

There are some important differences, however, that the traveling
recordist should realize. Some formats, electrical standards, session
procedures and client arrangements vary from country to country.
Subtleties can make the difference between a smooth, productive
session and a frustrating, costly debacle. Finding out how to make the
most of the international recording industry is complicated and de-
manding, and there are few ways to gain this understanding other than
direct experience.

Inthis issue we take another look at international recording, pointing
out some of the differences as well as showcasing some of the similar-
ities. We salute our friends attending the AES Convention in Paris,
working on making the market for recording a little larger by making
the barriers to international cooperation a little bit smaller. As more and
more people learn to work on an international basis, we will soon take
advantage of such mouth-watering concepts as satellite overdubbing,
universal formats and truly “world class™ recording projects.

Keep reading,

David Schwartz
Editor ‘Publisher

WE'VE MOVED

Mix Publication’s mailing address is now
6400 Hollis St., Ste. 12, Emeryville, CA 94608.
New phone: (415) 653-3307 / New FAX: (415) 653-5124
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CURRENT

Record Plant

Joins Chrysalis Group

The LA. Record Plant, one of the
nation’s oldest and most successful
recording studios, has sold 50% of
its operation to the UK-based rec-
ords, music and entertainment com-
pany, Chrysalis Group PLC. On De-
cember 8, the multi-million dollar
studio complex officially became
“Record Plant, a Chrysalis Group
PLC Company.”

On hand at the signing ceremony
were Chrysalis Facilities Division
chairman, distinguished producer
George Martin and his partner John
Burgess, managing director of AIR
Studios, as well as Paul Hutchin-
son, senior VP of finance for Chrys-
alis Records, and Terry Connolly,
managing director of Chrysalis
Group PLC.

“It's a dream come true,” stated
the Record Plant’s Chris Stone, who
will be president of the new divi-
sion. “We've been looking for the
best way to expand our operation
on Sycamore and our scoring stages
at Paramount, and Chrysalis has
been looking for a top facility base
on the West Coast. They have the
massive funding needed for amove
like this and we can expect the
growth to extend beyond audio in-
to video and film post-production.
The Record Plant will continue with
business as usual, but this affiliation
will create a vital European/Ameri-
can entity.”

George Martin said, “Having pro-
duced records in the past at Record
Plant, I know how good they are,
and [ am particularly pleased to be
involved inthis top line studio oper-
ation staffed and led by quality peo-
ple. We aim to build on this busi-
ness base in the Los Angeles audio/
visual facilities industry.”

In a similar move in 1974, Chrys-
alis acquired an interest in AIR Stu-

dios in London, co-owned by George
Martin and John Burgess. Beyond
its significant music industry pres-
ence, Chrysalis recently has moved
aggressively into film and television
facilities management. The com-
pany is also known for its owner-
ship of the “Max Headroom™ phe-
nomenon.

Atadinner reception following a
day touring Record Plant’s facilities
and two remote recordings, George
Martin added, “It’s interesting that
Record Plant is similar to AIR Stu-
dios in London. We've gone through
parallel courses and we've both
worked with the creme de la creme
of recording artists. Now that we are
partners, I knowwe'll be incorporat-
ing an exchange of ideas and per-
sonnel, and building towards a
common aim. In England, we are
heavily into the video side as well
as the audio and I expect that will
develop further out here. By pool-
ing our ideas and resources, we
will develop even better ways of
working.”

“We think of this new structuring
as hands across the ocean, both ar-
tistically and financially,” added
Stone. “It’s an absolutely beautiful
arrangement.”

Philips/Sony Announce CD
Write-Once Specs

Last November, Philips and Sony
announced their agreement on the
basic specifications for a Compact
Disc Write-Once (CD-WO) system,
with the release of the draft specifi-
cations to licensees set for early this
year, according to CD Data Report.
Based on the physical standard for
CDs, the write-once version will
permit the one-time digital record-
ing of data or audio information
onto a blank, single-sided, write-
once disc. The recorded data can
then be read repeatedly by the same

recorder/reader drive. Groove and
tracking characteristics necessary
for writing onto the optical disc
have been added to the basic CD
specifications, says the CD Data
Report.

The CD-WO system, intended as
an extension of CD-ROM, would also
be able to play conventional CD-
ROM discs. Similarly, the profession-
al audio CD-WO system would also
be able to play conventional CD
audio discs.

Sequential Circuits

to Merge With Yamaha
Sequential Circuits, Inc., creators of
the first intelligent musical synthe-
sizer, and currently producers of
one of the most advanced music
samplers, is being acquired by Ya-
mabha. Sources cite poor marketing
and tough competition as reasons
forthe company'’s faltering business
and subsequent plans to merge with
Yamaha.

APRS Expands in '88

The annual APRS exhibition, June
22 through 24, will occupy one ex-
tra floor at the Olympia 2 in London,
allowing for more space for grow-
ing manufacturers, and enabling
wider sections of the music and re-
cording industries in hardware and
services to take part.

“After moving to Olympia 2 from
the Kensington exhibition center
in 1986, we regarded 1987 as the
year of consolidation in the new
venue,” says Ken Townsend, chair-
person of the APRS. “We believe
that the industry has a strong need
for a single major show on an inter-
national scale, and we are develop-
ing APRS 88 to fill that need.”

The ’88 event will feature differ-
ential rates for each floor, with the
average increase in site cost at 5.6%
above last year’s show.
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o UPER-SONIG TRANSPORT

Fast, accurate and powerful. Someday, all audic machines will be built this way, but
consider what the MTR-90s advanced technology can do for you right now.

A capstan motor thats designed to be speed-slewed designed so well that it stops
faster than it starts—and it starts in 600 milliseconds 10 30 ips! (We can also give you our Specs
for 1510 30 ips and from 15 to 75 ips if you think wefe just kidding around)

Think about what all this means when you want your audio machine o be externally
controlled. Do you want a heavy flywheel working against you, or a light-weight printed circuit

motor of the latest design working for you?
And the signal electronics? Well, here we go again: GSPIPO—in vari-speed! Dynamic

Now get the full story about the audno machine theyte all still trying
to catch. Call Otari, Technology You Can Trust (415) 592-831. Lﬂﬂﬂﬂ”

Circle #011 on Reader Service Card

® 1987 Otari ‘Gapless, seamless punch-in. punch-out {GSPIPO is a trademark of Otar Corp)




INDUSTRY NOTES

WaveFrame Corporation named
Courtney Spencer vice president of
sales and Joe Kelly was appointed to
the board of directors of the Boulder,
CO, company. . .Shape Video recent

ly opened the Shape Midwest Media
Center in Indianapolis, IN. Shape, one
of the pioneers in videocassette manu

facturing and the largest independent
manufacturer of VHS videocassettes in
North and South America, also has facili

ties in LA. and the Northeast. For more
information contact Steve Callahan at
(800) 345-4029, FAX (207) 282-1906
...Edward T. Dell, publisher of Au

dio Amateur and Speaker Builder mag:
azines and Vance Dickason, author of
Loudspeaker Design Cookbook, are col

laborating to produce Voice Coil, a
monthly newsletter for the loudspeaker
industry. Topics will include new pat

ents, books, software, and product an

nouncements. Subscriptions are $50/
year, $90/two years. Contact Voice Coil,
PO Box 176, Petersborough, NH 03458

0176,(603) 924-9464 . . . Nashvilles Val-
ley Audio buried the hatchet with
Showcase Audio (Atlanta, GA) and
brought aboard Showcase Audio’s
Lewis Frisch and Joe Perry after the
Georgia firm announced plans foranew
professional audio dealership, officially
closing its audio division in October
.. .Fuji Photo Film USA, Inc. in NY
has promoted Thomas Shay to dir-
ector of communications. . . Patrick
Murray has been promoted to vice
president sales, Consumer Tape and
Floppy Disk Divisions, Sony Magnetic
Products Company . . .Scott West-
over has been promoted to director of
advertising for Sony Communica-
tions Products Company and Gerrie
H. Schmidt has been hired as adver-
tising manager, Professional Video Divi

sion...Dynair Electronics, Inc.
named Lorrie Davis as marketing com-
munication manager. . .Lucas Film
Limited chose David Carroll Elec-
tronics, specialists in custom audio/
film studio design and construction, as
principal engineering consultant/con-
tractor for the installation at the Sky-
walker Ranch Technical Building. ..

Audix has been appointed as the exclu

sive North America distributor for the
Tect line of mics manufactured in Japan

The pre-polarized condensers were set
to be officially introduced at the winter
NAMM show in Anaheim. . .Jeff Lin-
ville has joined Flite Three as video

tape post-production manager. The
Baltimore-based company is a con

sumer-oriented multipurpose produc-
tion facility. . . Neutrik USA has been
formed by its parent company to dis

tribute its electrical signal connector
devices and audio measurement sys-
tems in the U.S. Jim Cowan has been
appointed general manager. The com

pany is located at Millville Municipal
Airport, 1600 Malone Street, Millville, NJ
08332, (609) 327-3113, FAX (609) 825

4804 . . .Joe Boerst was hired as service
manager for Allen and Heath Brenell
USA Ltd. Former service manager
Kevin Macdowell has joined AMS
Sales of Southern California as a repre

sentative and product specialist. . .
COMMWEST, the expo and conference
devoted exclusively to visual communi

cations technologies, will be held April
26 to 28 at the Vancouver Trade &
Convention Center. The show, with new
product displays and seminars, is expect

ed toattract over 3,000 professional com

municators. For exhibition or confer

ence information, contact COMMWEST,
209-77 Mowat Avenue, Toronto, ON
MOK 3E3, (416) 536-4621...Remote
Recording Services has moved. Its
new address is PO Box 334, Lahaska, PA
18931,(215) 794-5005. . .Joel T. Hepp-
ting has been promoted to artists rela

tions manager of Nady Systems Inc.
of Oakland, CA.. .Solid State Logic
recently appointed two new sales man

agers: Nick Cook will be responsible
for studios in the UK and Germany;
Peter Woolliscroft will look after the
Latin countries and the Middle East. . .
John A. Zimmerman has been named
partner and chief financial officer at
Pacific Video Resources in San Fran

cisco. .. Ashly Audio has promoted
Bill Thompson to senior vice presi

dent in charge of marketing. ..
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SESSIONS

AND STUDIO NEWS

SOUTHEAST

AtNew Age Sight & Sound in Atlanta, the
blues/jazz group Lou’s Blues Revue
mixed their new album, produced by Wil-
liam Bell and engineered by Gary
Hamm. . .Morrisound in Tampa had
New York-based Whiplash in working on
their new album, produced by D.U.A.F.
Productions. . . At Music Works in Hol-
lywood, FL, John Martyn and Michael
Shiner produceda score for Burdines. . .
Sound Emporium in Nashville was the
site for some remixes for Sawyer Brown,
produced by Ron Chancey and engi-
neered by Les Ladd...Tyka Nelson,
sister of Prince, recorded a track for her
Chrysalis debut LPat CMC Studios in Zeb-
ulon, North Carolina. Benny Dellinger
and Rock Wilk co-produced. . . At Wally
Cleaver’s Recording in Fredericksburg,
VA, Mark Wenner of The Nighthawks cut
tracks for his forthcoming solo album. ..
Larry Nevilles was in Cotton Row Re-
cording in Memphis with producers Ho-
mer Couch and Arthur Liggins tracking
on some tunes to shop to major labels.
Nikos Lyras and Eric Patrick engineer-
ed. . .The Christian metal group Apostle
finished recording their fourth album at
Key Recording in Jacksonville, VA. Matt
Harding produced,John Key engineered
.. .At Cheshire Sound in Atlanta, Midge
Ure recorded bass tracks with Level 42’s
Mark King. Thom Kidd engineered. . .
At Musiplex Atlanta, Candi Staton did
some recording with producer John Ses-
sewell and engineer Thom Kidd. . .My-
lon LeFevre worked on a new album
with producer/engineer Joe Hardy at
Ardent Recording in Memphis. . At
Soundshop Recording in Nashville,
Bobby Goldsboro worked on a chil-
dren’s project with producer Timmy Tap-
pan and engineer Mike Bradley...At
Criteria Recording in Miami, The Risk
cut a four-song EP with Eric Schilling

producing and sharing the engineering
with Patrice Carroll-Levinsohn. Kurt
Berge assisted...U2 dropped by Sun
Studio in Memphis to do some work on
their upcoming movie. Jimmy lovine
produced and David Ferguson engi-
neered with Sun’s David Aron assist-
ing. ..Nicolette Larson cut tracks at
Bennett House in Franklin, TN, with
engineer Rocky Schnars at the board
.. .At Mangum/Alford Studio in Jack-
sonville, FL, country artist Ric Steel re-
corded “Third Time’s the Charm.” He pro-
duced, with engineering by Jeff Alford
.. .Jimmy Buffett was in at New River
Studios in Fort Lauderdale tracking with
producers Mike Utley and Russ Kunkel.
Jeff Rifkin engineered with assistance
from Dave Barton and John Portuon-
do. . .At Memphis Sound, Donna Lee
Powers has been recording with produc-
er/writer Tom Jones IIl. Robert Jack-
son engineered, with Dan Pfeifer, Rich-
ard Scott and Roosevelt Green assist-
ing. . .Emmylou Harris joined Earl
Thomas Conley for a duet on Conley’s
new album, recorded at Emerald Sound
in Nashville. Emory Gordy, Jr. produced,
while Steve Tilisch and Jeff Coppage
engineered. . .

NORTHEAST

The New Edition cut their anti-crack song
“Don’t Be Pushed” at Normandy Studios
in Warwick, Ri. Bobby Jones and Dan
Serafini produced and Tom Soares engi-
neered with assistance from Mike Skef-
fington. . .Larry Gittens recently pro-
duced jingles for Absolut Vodka and Lin-
gense Ice Cream at Mirror Sound in
Cinnaminson, NJ. Ken Fordyce engi-
neered, assisted byJon Udell. . .Claudja
Barry was in Counterpoint Studios in
NYC doing overdubs for her new album

with producer Jurgen Korduletch and
engineer Arty Skye. . . Anita Baker and
Peabo Bryson recorded a song called
“Without You” at Electric Lady Studios
inNYC. Dean Grant and Michael Powell
produced, with Barney Perkins engineer-
ing. . .Chubby Checker has been twist-
ing and recording at Kajem/Victory Re-
cording near Philly. He’s got a new song
coming out that was produced by Ritchie
Reinhardt (Ramones) and engineered by
Mr. Mitch, assisted by Brooke Hend-
ricks. . .Steve Martin, Jane Curtin and
Gilda Radner have been in Giant Sound
(NYC) working on an LP called Free To Be
a Family Marlo Thomas is producing;
Doug Epstein is engineering. . .Oliver
Twist was in Manhattan’s I.N.S. Record-
ing working on a few songs with producer/
engineer Jonathan Davis...Vernon
Reid & Living Color did some work with
producers Ed Stasium and Paul Haming-
son at Sound on Sound Recording in
New York. Mike McMackin and Steve
Immerwahr assisted. ..Airto Moreira
recorded a promotional piece for Fred-
erico Percussion at Iris Sound in Royers-
ford, PA. . .Pro Audio mobile recording
(based in Wheaton, MD) recorded a live
concert featuring The Nighthawks, John
Hammond, Jr. and others for Rounder
Records. . .Warner Bros. artists Book of
Love have been working hard at D&D
Recording in NYC with producer Flood
(engineer on U2's joshua Tree). Mike
Rogers is engineering, assisted by Bill
Mansfield and Kieran Walsh. . Jim
Christopher of Nova Express was in at
Third Story Recording in Philadelphia
recording tracks for a new tune called
“Psychomania.” Christopher produced and
Dan McKay engineered. . . At Omega Stu-
dios in Rockville, MD, Billy Brady has
been working on a new project with Nils
Lofgren. . .Sinn put down a few songs
with engineer Jim Roberts at JLJ Produc-
tions in Yorktown Heights, NY...Deo-
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The SC31 is a powerful signal processing
tool designed for professional use. It fea-
tures 31- 5 octave centered bands of equali-
zation with selectable 6 dB or 12 dB of boost
and cut. But that’s just for starters.

Take a look at the chart: It shows how
the SC31 stacks up against the competi-
tion in the specs most important to audio
engineers and sound contractors.

Maximum output. Dynamic Range.

incomparable sound quality, for consider-
ably less than any other professional
graphic equalizer. And that’s what galls the
competition most of all.

For a hands-on demonstration of the
SC31, visit your professional audio dealer or
sound contractor. Or write
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City, Utah 84107. e et
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dato finished up production work on the
Dazz Band’s latest at Duplex Sound in
NYC. Jon G. engineered. . . New age musi-
cian Michael Gregory finished his new
Novus/RCA album at New York’s Quad
Recording. Joe Ferla engineered. . .Is-
land recording artist Millie Scott has been
working with producers Bruce Nazarian
and Duane Bradley at Gnome Produc-
tions in NYC....

NORTHWEST

At London Bridge Studios in Seattle,
True 2 Life completed a recording project
with Rick and Rajan Parashar produc

ing (and Rick engineering). . . The Jamai-
can reggae group Defenders was in Triad
Studios in Redmond, WA, cutting some
new tunes. Charlie Morgan produced,
with Larry Nefzger engineering. . . Car-
los Santana has been working on a big
anthology album at The Plant in Sausa-
lito, CA, working hand in hand with co-
producer/ engineer Jim Gaines, assisted
by Stuart Hirotsu...SF Bay Area jazz
piano fave Denny Zeitlin has been work

ing on an album for Windham Hill at Star-
light Sound in Richmond, CA. Bill
Thompson engineered. . . The score for
the recent Alex Cox film Walker was
completed at Russian Hill Recordingin
SF by the studio’s Sam Lehmer. Joe
Strummer (formerly of The Clash) wrote
the music. . .Studio D in Sausalito, CA,
had the band Heist in working with pro-
ducer Ann Fry, engineer Jeffrey Nor-
man and assistant Rob Beaton. . .Hope
Sterling completed her first album at
Inside Trak Studios in Burnaby, British
Columbia, with producer Roy Salmond,
recording engineer Gary Tole and mixer
Dave Slagter . . . Producer Jan Kurtis was
at Ironwood Studio in Seattle working
with engineer Jay Folette on a project
with Ron Gardner (of Whaler fame). . .
Thomas McElroy and Denzil Foster of
Club Nouveau recorded tracks of the new
group Toni, Tone, Tony at Live Oak
Studio in Berkeley, CA. . .Dov Christo-
pher and David Pfaff were in SF's Pow-
erstroke Studio with engineer Tom
Knox working on Dov’s solo project. . .

NORTH CENTRAL

At Opus Recording in Gurnee, IL, pro-
ducer Eric “Griffy” Greif worked with
the metal acts Arch Angel and Realm,

with engineering by Al Pangelinan. ..
Malcolm McLaren did some recording
and mixing at Pearl Sound, near Detroit,
with producer Bootsy Collins and engi-
neer Ben Grosse. Michael Fitzsimmons
and Chris Andrews assisted. . . At Studio
A in Dearborn Heights, M1, David Ruffin
worked on vocal tracks with producer Ron-
nie McNeir and engineer JohnJaszcz. . .
Hard rockers Black Medallion returned
to Breezeway Studio in Waukesha, W1, to
record a new album. ..The Phantoms
have been working on their debut album
at Comfort Sound in Toronto. The ses-
sions are being produced by Michael
McDonald and engineered by Stephen
Traub. . .Producer Alan Glass was busy
in the SSL room of Detroit’s Sound Suite
working with The Spinners. Engineer
Mike Brown worked with Glass on that
one. . .AtSeagrape in Chicago, the thrash
band Abomination tracked six sides for
an upcoming EP. Mike Konopka was at
the board, assisted by Puck. . .The Chi-
cago Post completed editing and sweet-
eningon a series of 15 interactive children’s
programs for Connor Toy. Audio engi-
neering was by Michael Minuskin; off
line editor was Tracy Wilson. . . The Mad-
ison, W1 band E-I-E-I-O did some mixing
on their new album at Royal Recorders
in Lake Geneva, W1. Phil Bonanno is the
producer/engineer on that one. ..

SOUTHERN
CALIFORNIA

The Waters have been mixing.tracks for
their first album at Baby-O Recorders in
Hollywood. Oren Walters is producing,
while Fil Brown is handling the engineer-
ing...The Bangles were in LA’s Skip
Saylor Recording with producer Steve
Beltran and engineer Keith Cohen do-
ing a 12-inch re-mix on their hit “A Hazy
Shade of Winter,” from the film Less Than
Zero. Assisting were Clif Jones and Pat-
rick MacDougall. . .At Red Zone Stu-
dios in Burbank, producer Bill Maxwell
was in working on a posthumous Keith
Green LP for Sparrow Records. Denis
Degher engineered with Steve Shep-
herd assisting. . .Roy Thomas Baker
utilized The Enterprise’s (Burbank) 72-
channel $SL for a project with an unsigned
Irish band whose name is being kept se-
cret—no doubt to attract hype like this
...Kevin Cronin of REO Speedwagon
was in North Hollywood's Sound Image
cutting tracks for singer/songwriter De-

nise Cronin with producer/engineer
John Henning at the controls, assisted by
Peter McCabe. . .Poison is working on
the follow-up to their multi-platinum de-
but at Conway Recording in Hollywood.
Tom Werman is producing, with Duane
Baron at the board...Devonshire
Sound Studios in No. Hollywood has
been getting a lot of TV soundtrack work of
late, including episodes of The Real Ghost-
busters, Alf and Hello Kitty. . .Rod Stewart
recorded a new single with producer Chas
Sandford at Secret Sound L.A. on their
new SSL 6048 console. Gary McGachan
engineered, with Daren Chadwick assist-
ing. . .The Bonedaddys recorded tracks
for an upcoming release on Chameleon
Records at Mad Dog Studio in Venice.
Dusty Wakeman co-produced (with the
band) and engineered. . . Mitchell Froom
has been producing ex-Split Enz member
Tim Finn's album for Capitol Records at
Sunset Sound Factory in Hollywood;
Tchad Blake engineering, assisted by
Mike Kloster...IRS artists The Truth
were in at Image Recording in Holly-
wood tracking with producer Roy Thom-
as Baker. Jerry Napier engineered, with
Don Dasilva assisting. . . Take One Re-
cording in Burbank had Japanese saxo-
phonist Kanzaki in working with engi-
neer Alan Hirshberg, assisted by Mica-
jah Ryan... Jeff Lynne helped out
Brian Wilson on his solo debut at Lar-
rabee Studios in LA. Bill Botrell engi-
neered. . . At South Coast Recording in
Costa Mesa, ex-Black Sabbath drummer
Bill Ward was in working on a solo al-
bum, engineered by Jim Dotson. . . Boz
Scaggs worked on some demos for his
long-awaited next LP at Lion Share in LA.
David Williams produced, with Csaba
Petrocz engineering and Karen Siegel
assisting. . .Extensive scoring and post-
production work for the 12th Circus of
the Stars was done at Sunwest Studios
in Hollywood. Smokey Robinson’s pro-
ducer, Stephen Tavani, wasamong those
involved in the sessions. Session produc-
ers included Bob Stivers, Bunny Stiv-
ers, Tim Kettle and Tracy Abott. . .Ex-
Police drummer Stewart Copeland was
in at TMF Communications in Toluca
Lake recording the score for Oliver Stone’s
Wall Street. . .

SOUTHWEST

At Goodnight Dallas, the local group
Three on a Hill have been cutting and
-CONTINUED ON PAGE 178
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depend on it. ..

The essence of a Professional

is finesse under difficult

conditions. Reliable

performance day after day,

night after night. At QSC, we

believe that you shouldn’t have

to worry about your amplifiers.

They should sound great and

operate flawlessly. Always. Because

we are committed to building the best

Professional high performance amplifiers, we

make reliability the number one criteria for our
products, our service, and our company. We know that
the reliability of your performance depends on the
reliability of our performance.
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SL 4000 G Series
Master Studio System

G SERIES AUDIO SYSTEMS—
UNPARALLELED SONIC PERFORMANCE

G SERIES STUDIO COMPUTER~
A NEW GENERATION

THE WORLD’S ONLY TOTALLY
INTEGRATED MASTER STUDIO SYSTEM

G Series Audio systems are the launched Studio Computer, the
result of a complete reappraisal of G Series Master Studio System is
cach and every stage between the the only totally integrated audio
microphone and the recorder. system in the world for both
Together with the recently tracking and mixing.

Now, and for many years to come, the G Series Master Studio
System will have no equal.

Solid State Logic

Oxford - Paris - Milan + New York - Los Angcles

Begbroke, Oxford, England OXS5 1RU - (08675) 4353
1 rue Michacl Faraday, 78180 Montgny le Bretonneux, France - (1) 34 60 46 66
Via Cesarc Cantu’ 1, 20092 Ciniscllo Balsamo, Milan - (2) 612 62 8]
320 West 46th Strect, New York, NY10036 - (212) 315-1111
6255 Sunsct Boulcevard, Los Angeles, California 90028 - (213) 463-4444

SSL Representatives - Acusnlsb, Venczucla (58) 2-987 4845 - Audio Consultants Co Ltd, Hong Kong (852) 3-7125251 S Ing Benum A/S. Norway (47) 2:145460 - Canac, Eastem Gomocon (41) 24 71-1600 - EMT, West Germany (49) 78251001 - Dr W A. Gunther,
Switzerland (41) 1-391-3939 - Savana Comuncacacs Lida, Brazil (55) 21-274 5009 Seuder Revos fapan Lid, (81) 3-320-1104 - Syntey Intvmational FTY 1.ed, Australia (61) 2-406-4700 - TER, Turkev (90) 41-380296  Trans Europcan Musi, Belgium (32 2-569-1823



INSIDER - AUDIO

by Ken Pohlmann

HE

WORKSTATION
CoMETH

ttention studio owners: while you were
busy booking sessions, trying to make
the monthly payments so the bank
doesn’t repossess your new console
(an exciting new concept in banking:
a full-service bank with cash machine,
drive-up window, and a 64-input SSL),
the requirements for a world class stu-
dio just changed again. Now, unless
you have several CRTs, personal com-
puters, hard (or optical) disk drives,
and a workstation, you just aren’t
happening.

It’s the workstation idea that has par-
ticularly inspired engineers and adver-
tising directors alike. While not exactly
a new concept, it is one which has
come of age in the audio workplace.
Whereas in the past a studio was com-
prised ofa collection of diverse equip-
ment, the workstation integrates the
functions of the equipment into a
sleeker, more efficient package. The
trend toward studio integration proba-
bly began with console automation,
picked up speed with synchronizers,
added a new dimension with MIDI
software controllers, and is now emerg-
ing as a full-fledged product in its own
right.

This month, let’s consider the basic
requirements of an audio workstation
to see what it can and cannot do, why
it is better (or worse) than existing
collections of equipment, and in which
direction it is taking the audio market.
Also, to help define the notion of the
emerging all-digital studio, I'd like to
tack on a brieftechnical description of
the AES/EBU serial transmission for-

mat, the protocol by which digital
equipment may communicate, and
achieve further integration.

A digital audio workstation is an in-
tegrated collection of hardware de-
vices driven by software programs to
create an audio tasking system. At least
in theory, it should provide greater
flexibility and efficiency, as well as fi-
delity and creativity, compared to the
traditional assortment of studio gear. It
isarguable that only with a workstation
can the full potential of digital audio
technology be realized. The early dic-
tate that digital components be made
to emulate analog ones severely re-
stricted utility; with a workstation de-
sign, a fresh approach to production
needs can be made.

A workstation should be a multi-
function device, limited by its hard-
ware and software implementation, yet
upgradable via modular expansion to
perform other tasks. Ideally, all of
these functions should fall under its
command: signal processing, synthe-
sis, editing, mixing, mastering and stor-
age. More specifically, a diverse range
of production and post-production ap-
plications are addressed: music scor-
ing, recording, video sweetening,
sound design, effects edit-to-picture,
Foley, ADR and film mixing. To achieve
this, a workstation must combine ele-
ments of a multi-track recorder, se-
quencer, drum machine, synthesizer,
sampler, digital effects processor, and
mixing board, with MIDI, SMPTE and
clock interfaces to audio and video
equipment.
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How much Fairlight
do you need?

If all these Fairlights look the
same it's because they are.

Each one is designed and hand-
built to the same exacting standards,
with the same 16 bit sound quality, as
our much-praised 16 voice, 14 mega-
byte Series III.

The difference is, now there’s a
Fairlight to suit your exact need and
budget.

We call them
a-b-l-e Fairlights.

Not a set model range. Instead a
series of compatible options that
allow you to choose any configuration
and expand its capabilities. Right on
up to an 80 voice, 140Mb RAM Ser-
ies I with Gigabytes of Hard Disc
and Optical WORM Disc Storage.

There are no limitations. You
don't pay for features you don’t need.
But you do get the exact Fairlight for
the job.

Just decide what you require for
your composition, arrangement or
production role and we’ll build the
Fairlight to suit.

Even our basic Fairlight is far
from basic.

For $39,950" you will start with a
rack-mounted or portable Fairlight
that is unchallenged by anything near
its price.

16 bit Digital audio quality with
oversampling capability ensures the
sound that has made Fairlight the
world's leading digital audio produc-
tion system.

Eight voices provide the versatil-
ity required for most session work.
And, if required, Fairlight’s multi-port
MIDI capability allows the control of
up to 64 external, sampled or synthe-
sized voices.

Advanced software.

This is sampling in its purest form
from the people who invented it.

Stereo sampling, Page R and CAPS
Sequencers, Waveform Editing, FFT
analysis and resynthesis, and an extensive sound library
are all included.

SMPTE chasel/lock provides the ideal setting for
structuring musical scores, laying-in sound effects, and
synchronizing to multi-track tape and disks.

A time-code trigger/event generator also lets you pro-
gram complex SMPTE cue lists for film and video post-
production.

Real time effects allow complete control of attack, de-
cay and vibrato for a realistic acoustic feel.

You have at your command every major section of the

e-x-p-a-n-d-

$39,950 system does not include music keyboard,

“Prices effective as at fuly 1, 1987 subject to change without notice. Systems above 16 voice require external rack-mount units {not showni, delivery lare 198

$39950°

8 VOICE/AMb RAM
DUAL 20Mb FLOPPY

$75,000

16 VOICE/14Mb RAM
150Mb DISC, 60Mb TAPE

AL BMABLAAIEAATALAL VLA L AXIRANLAL

$175000" |

40 VOICE/50Mb RAM
600Mb DISC, 400Mb WORM*

orchestra, and just about any synthetic and composite
sound you could ever use.
Design your own Fairlight.
For full details of the new e-x-p-a-n—d-a-b-l-e Fair-
lights, call your nearest Fairlight office. Los Angeles (213}
219-2656,

470-6280, New York
(416) 964-1885.

{212) Toronto
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FOR HiGH
PERFORMANGE
APPLICATIONS
REQUIRING UPTO
16 INPUTS, STUDIO
CONSOLE SPECIFI-
CATIONS, INA
PORTABLE, RACK
MOUNT DESIGN...

THERE 1S ONLY ONE

RACKMAX

e 16 input channels in a
19-inch rack.

e \elvet-glide 100mm faders

® 48 volt phantom power —
switchable each channel.

¢ Complete solo system.

e 3 auxiliary sends per
channel - all jumperable.
Pre EQ
Post EQ/pre fader
Post fader

o EIN: <—128 dBv
THD: 0.05% any input
to any output
Frequency response:
+0.5dB 20 Hz t0 20 KHz

T X

RACKMAX is now
available for your
review at your
favorite Biamp
dealer.

>C IR ACD

H AMERICAN
biamp D))oy
CRAFTSMANSHIP
Biamp Systems, P O. Box 2160, Portland, Oregon 97208 (503) 641-7287
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Direct-to-disk recording capabilities
allow the workstation to compete with
the multi-track recorder. The benefits
of random access are obvious—instan-
taneous fast forward, rewind, locate,
and punch-in and punch-out make for
fast session work. Talent can no longer
slack off while you rewind tape; you
can work them to death moving from
one take to the next as fast as you can
hit the button. Likewise, software edit-
ing allows the user to jump from one
cue to the next for fast, non-destructive
edits.

Soundtracks for film, corporate vid-
eo or commercials all benefit from the
inherent nature of sync and random
access in a workstation. Instantaneous
lock-up and the ability to lock to vari-
speed time code make life easy, as
does the ability to slide individual
tracks or cues back and forth, and the
ability to insert or delete musical pas-
sages while maintaining lock. How
about fitting effects to picture in slow
motion, while preserving sync? Easy.

Optical disk sound effects libraries
provide on-line storage of indexed and
cross-referenced sounds. Users can as-
semble a time code hit list, then audi-
tion sounds and effects while locked
to picture. Disk recording expedites
dialog replacement; master takes can
be assembled from multiple passes by
setting cue points, then fitted back to
picture at locations logged from the
original sync master. Room ambience
can be taken from location tapes, then
looped and overlaid on re-recorded
dialog. Track space is automatically al-
located by the system.

Composers are attracted to worksta-
tions for writing and pre-production;
additive, FM, sampled and resynthesis
sounds may be mixed and enhanced
to suit even the most complex orche-
stration. Notation, step-editing, cut-
and-paste, splice, bounce, slide, loop,
copy, panning, chorus, tempo and key
change, fade-ins and fade-outs all pro-
vide flexibility for different arrange-
ment and production ideas.

Aworkstation can be used as a mas-
ter MIDI controller and sequencer; the
user can remap MIDI outputs, modify
or remove messages such as aftertouch,
and transmit patch changes and vol-
ume commands as well as song posi-
tion pointers. It may be advantageous
to transfer MIDI sequences to the
workstation because of its superior

timing resolution. For example, a de-
lay problem could be solved by sliding
tracks in fractions of milliseconds. Bor-
ing drum sounds? Replace them with
custom samples.

Commercial production can be
made more efficient. For example, an
announcer could be recorded to mem-
ory, assigning each line its own track.
This way, tags and inserts can be ac-
commodated by shifting individual
lines backward or forward; transfers
and backtiming are eliminated. Like-
wise, doughnuts can be cranked out
by switching sounds, muting and solo-
ing tracks, changing keys without
changing tempos, cutting and pasting,
and manipulating tracks with fade-ins
and fade-outs. Electronic hard disk
editing expedites any audio editing
task. For broadcast, segments can be
assigned to different tracks and trig-
gered via time code from the terminal.
A workstation offers new production
tricks in music production. For exam-
ple, a vocal fix is easily accomplished
by sampling the vocal to memory,
bending the pitch, then flying it back
to the master—an easy job when the
workstation records time code while
sampling.

A catalog of workstation production
examples could extend as far as the
price list of workstation options, but
the nature of the workstation should
be evident. A workstation is, in es-
sence, a memory recorder. It records
not only sounds, but performance pa-
rameters as well. In that way, the sys-
tem may manipulate the data in ways
not available in traditional tape tech-
nology. Whereas a tape recorder may
be considered a one-dimensional de-
vice, a workstation is a three-dimen-
sional one; recorded audio informa-
tion becomes a cue, an organized play-
back creates an event, and a timetable
that schedules playback of cues is an
event list. Thus, when recording, ran-
dom access and editing (as well as
synthesis) are combined under a uni-
fied controller, the benefit is more than
tripled. In the same way that a word
processor makes a typewriter obsolete,
an audio workstation makes a tape re-
corder and peripherals obsolete.

Of course, even the most complete
workstation would still lack total facil-
ity. The need to interface the work-
station to peripheral gear, other work-
stations, and to the output storage me-
dium will always be with us. Therefore,
ahigh quality I/O method is crucial to




Introducing the
D820X DASH Format
Digital Audio Recorder

L 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-
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

A EEVoE effortlesg precision. Note how the meter overbridge panel. provides com-
37 e prel.lenswe‘ control of all operating ques and level adjustments.
Eim Hill Fike, Nashville, TN 37210 Finally, tilt up the transport to examine construction and craftsman-
- . ship. No other digital recorder can match what you'll see.
(818) 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-

l‘atibn 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. v



dbx

'Ir'le future is modular . .

902 de-esser with auto threshold sensing 911 Type I noise reduction, 1-channel encode/decode

903 OverEasy® compressor/limiter, stereo strappable 941 A Type Il noise reduction, 2-channel encoder
904 Fully adjustable noise gate expander 942A Type Il noise reduction, 2-channel decoder
905 Precision parametric EQ with “infinite notch’” mode F900A 9-slot mainframe, modular power supply
933 1-3/3-1 distribution amp/mixer FS900 Two-bay powered mini mainframe

What next—the 9 __??! The future IS modular!

&)I PO Box 100C, 71 Chapel St., Newton, Mass. 02195 USA
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the workstation's overall performance.
Of course, analog audio signals can be
conveyed from one device to another
with a minimum amount of confusion.
However, the transmission of digital
data is a great deal more complicated,
owing to potential disagreements on
sampling rate, synchronization meth-
od, block length, and many other fac-
tors. To permit an orderly exchange of
data between digital devices, the Audio
Engineering Society has established a
standard transmission format for lin-
early-represented digital audio data.
Many manufacturers have adopted the
format; for example, most workstations
include this AES format.

The digital audio format transmits
both left and right channel data using
one digital cable. Atime-sharing multi-
plexing transmission transmits or re-
ceives frames, each containing leftand
right channel data alternatively. The
transmission rate corresponds exactly
to the source sampling frequency.
When the sampling frequency is 48
kHz, 48,000 frames are transmitted per
second. The length of one channel
data period is thus 11.34 microseconds.
One frame consists of two subframes,
labeled A (left channel) and B (right
channel), each with 32 bits.

Each subframe carries data for one
audio channel. The first four bits are
used for synchronization, and for iden-
tifying preambles, as described below.
The next 24 bits carry audio data, with
the MSB transmitted last. Since most
devices use only 16-bit words, only the
last 16 bits in the field are used. Addi-
tionally, the first four bits in the field
are set aside for auxiliary audio or oth-
er data.

The last four bits form a control field
which carries special information. The
validity bit indicates if the previous
audio sample is error-free. The user
data bit is used for data associated with
the audio channel. The channel status
bit is used to form a data block: for
each channel, one block is formed
from the channel status bit contained
in 192 successive frames. The start of a
block is identified with special forms
of the subframe preamble. The parity
bit is used to provide even parity for
each subframe; this permits simple er-
ror detection.

Three preambles are used to desig-
nate three types of events. One pre-
amble marks the start of subframe A

and start of a channel status data block.
One preamble marks the start of sub-
frame A otherwise. One preamble
marks the start of subframe B.

Each channel status data block con-
sists of 192 bits (times 2) organized
into two 24-byte sequences. These 8-
bit bytes convey a considerable
amount of information pertaining to
the transmission.

The data is modulated with biphase
mark, in which a zero corresponds to
one inversion and a one corresponds
to two inversions. However, the pream-
bles ignore the inversion correspon-
dences to provide unique identifica-
tion and recognition. The receiver in-
put section uses this preambled por-
tion for synchronization.

The digital audio waveform is trans-
mitted through a coaxial cable with 75
ohm impedance, at a level of 0.5 volts
p-p- An ordinary audio phono cable
can be used to convey the data.
Through this transmission standard,
different digital audio devices from
different manufacturers are insured of
compatible interconnection and trans-
fer of the digital audio information.
Adoption of the AES standard is an-
other step toward the all-digital stu-

dio, and directly benefits the worksta-
tion concept as the nucleus of the
all-digital studio.

Clearly, studio equipment is under-
going yet another hardware (and soft-
ware) transformation. The workstation
offers ahighly efficient method to inte-
grate and expedite audio functions.
While some may object to a mono-
lithic approach to audio design be-
cause of up-front cost, difficulty in up-
grading, complexity, and downtime
considerations, the advantages appear
to outweigh the disadvantages. The
studio-in-a-box workstation, highly
portable, uniquely flexible, and cus-
tom-programmable is the unmistaka-
ble trend. As the hardware coalesces,
the next step is more unified, intelli-
gent software. That leads us to topics
such as artificial intelligence and ex-
pert systems. But that’s a column for
another month. |

Ken Poblmann is an associate profes-
sor of music and director of music
engineering at the University of Miami
in Coral Gables, and vice president of
U.S. Digital Disc in New York. He is
author of Principles of Digital Audio
and The Compact Disc Handbook.

You might think that because SONEX is
a professional acoustic foam, specifically
designed to control sound, it would

At just $18/yard, SONEX is one-third
the cost of good quahty carpeting. Yet

% "% it twice as deadly to
noise. And even if
you order special
i SONEX in low quan-
tities, it’s still only
half the cost of carpet.
So you can't lose. It’s
less expensive, yet
more effective. Call
or write for the SONEX brochure,
complete with acoustic charts and

all the facts.

SONEX is manufactured by Ubruck and distributed exclusively
to the pro sound industry by Alpha Audio.

SONEX sweep
costs less money,
Kkills more noise.:

cost more than carpet. Logical but wrong.

Alplgg;ésudin

Richmond, Vlvgsnll 23220 USA (804) 358-3852
9037 (ALPHAAUD Cl)

Acoustk: Products for the Audio Industry
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JUXTAPOSITIONS

by Mel Lambert

DESIGNING
TuE FUTURE

n last month’s column I identified
some of the primary players in the
blossoming market for digital record-
ing and random-access editing sys-
tems. Now, as promised in the January
“Juxtapositions,” I plan to follow up
that detailed examination of innovative
hardware unveiled at the AES Conven-
tion in New York with some thoughts
on the basic design philosophies being
utilized by the developers of such
systems.

I would like to preface the follow-
ing comments, however, with a note
of clarification. I do not consider any
of the hardware that is currently or

digital processing and editing can
guarantee a radical improvement in
overall audio quality.

That caveat off my chest, to busi-
ness: why am I left with such a feeling
of disappointment when I study the
operation of a current-generation digi-
tal editing system? I pride myself on
being reasonably computer literate,
not to mention familiar with the re-
quirements of today’s increasingly
complex studio sessions. Yet I find my-
self wondering out loud to these man-
ufacturers about the viability/desirabil-
ity of using certain control surface to-
pographies and operating systems.

Why am I left with such a
feeling of disappointment
when I study the operation
of a current-generation
digital editing system?

soon to be made available as being—
how should I put it tactfully?>—*“ill-de-
signed.” In fact, I would go so faras to
state that all of the digital recording
and editing systems I have examined
so far in the studio, or at trade shows,
are capable of getting the job done
and, in the hands of competent pro-
duction engineers, will streamline the
task of manipulating audio. Not to
mention the fact that the use of all-

It still remains a mystery, for exam-
ple, why such firms still insist on tying
our eyes toa conventional CRT display
for system interrogation and, more of-
ten than not, a less than ergonomic
QWERTY keyboard for system control.
And while I applaud at least one manu-
facturer’s use of a touch-sensitive, elec-
tro-luminescent screen display, the lat-
ter is somewhat restrictive in terms of
the amount and complexity of infor-
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/3 OCTAVE HAND HELD
REAL TIME AUDIO ANALYZER

The model 30B is a professional /3 octave real time audio
spectrum analyzer at an affordable price and the ideal
machine for:

B THE STUDIO; to check room response and monitor the mix.
B LIVE SOUND; to eliminate feedback and easily set ioom EQ.

built-in microphone, aux line input, SPL in A or C
weight, Decay settings. /
FILTERS: 30 bands on ISO centers to ANSI Ciass Il

double tuned specifications,

SUGGESTED RETAIL $599.95 ~

Circie #003 on Reader Service Card

B SOUND CONTRACTING. to analyze rooms, set EG and SPL / f:\.f
levels, eliminate feedback, verify system performance. £ a
B BROADCAST; to adjust cart machines and check line quality. )
AVAILABLE ACCESSORIES: Carry case & remote ;'{
instiument microphone with phantom power source. D
FEATURES INCLUDE: built-in rechargeable batteries; “rn

" JOIN THE WINNING TEAM!

FREQUENCY COUNTER
OSCILLATOR ¢ dB METER

%=_| Three audio test instruments combined in one unit.
Features include:
"¢f B Low distortion audio oscillator with frequency range
BN, 10Hz to 30KHz.
’rf)\' B Frequency counter with response of 1Hz to 99.99 KHz.
ir

B DB meter with range of -50 to 24dB from 20Hz
to 20KHz.
e\

{ 7S-1 - Balanced in $299.95

\Q TS-1RM - Rack Mount Balanced In $359.95
TS-IRMX - Rack Mount Balanced In

ad and Out with XLR Connectors $399.95
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GREAT SOUNDING
CROSSOVERS / LIMITERS

Loft technology brings you advanced crossovers designed to satisfy even
the most critical listener.

Featuring: * state-variable LINKWITZ-RILEY filters to disperse sound
better ¢ calibrated level controls for precision settings * electronically
balanced ins and outs ® DC control on all pots * subsonic filters ® extra
gain (without the extra noise) * LED headroom indicators ¢ high slew
rate circuitry for digital sources ¢ transient muting to suppress on and
off spikes.

If your application requites limiting and you want to save both space
and cost, LOFT offers single rack space models with soft-knee limiters.

So listen to a LOFT crossover. You'll hear for yourself how LOFT's ad-
vanced technology assures superb, uncompromising sound. Then discover
how LOFT's affordable price is just as impressive as its performance.
SUGGESTED RETAIL Crossovers: $299.95 to $569.95

with Limiters: $529.95 to $629.95

Ciicie #004 on Reader Service Card

LOFT SERIES 400
PROBLEM SOLVING QUAD GATES

Whether your problems are leakage, ambient noise or rumble in the
studio, or instrument amp and pickup hum, or background noise in con-
cert, LOFT 400 Series gates provide the solutions. The 400 Series is
perfect for gating drums, reducing multi-mike crosstalk and PA feedback
and shutting off unused outputs.

The LOFT 400A offers comprehensive envelope control with a choice
of attack settings, and extra wide —80 to —8dBv threshold range, full
5 sec release, plus variable range (attenation) to soften the gating effect.

The model 400B has 4 built-in limiters for those applications and
special effects where limiting is heloful.

Both the 400A and 400B are complete with 4 key inputs allowing multi-
ple creative effects.

Discover how LOFT's affordable price is another problem solver.

SUGGESTED RETAIL Model 400A $419.95
Circle #0064 on Reader Service Card Model 400B $599.95

CONTRACTOR PRICES

-

Enclose $2.00 for postage and
handling for full literature Iine./

P.O. Box 115, West Redding, CT 06896. (203) 938-2588&, FAX (203) 9388740
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mation that can be displayed simulta-
neously. A touch-sensitive display does
offer, however, the advantage of simpli-
fying the user’s responses to menu se-
lection, because all you need do is
point an appropriate digit at the desired
screen-labelled task or function.

Which brings me to the primary ob-
jection I have to using CRT displays in
the studio: aside from their physical
size and current resolution quality—
both of which mean that a cumber-
some device needs to be located rea-
sonably close to the engineer at the
center of the monitoring system—very
few, if any, contemporary designs ac-
knowledge the fact that display and
control are two complementary rather
than separate functions. Just as a sim-
ple control knob provides a means of
altering an electronic circuit, such as
an equalizer or effects-send level, it
also displays its current value. (And
that is why, to my mind at least, few
designers of digitally controlled, as-
signable or virtual analog consoles
have solved the vexing problem of
how to automatically reset rotary con-
trols to display previously memorized
settings.)

What I would like to see is a display
technology like atouch-sensitive, elec-
tro-luminescent screen, which would
show us information about the produc-
tion task being performed, such as a
listing of available digital sound effects
in a library of 5,000 samples. Then,
without moving our eyes away to a
separate control panel, it would allow
us to replay an effect for auditioning
purposes, or to drop the selected effect
into an EDL at the current time code
location (which, usefully, should also
be displayed on the screen).

The way in which information is
presented need not be restricted to
conventional alphanumeric characters
—although these would be necessary
for providing descriptions of input as-
signments and track outputs, for exam-
ple, as well as time code locations and
EQ center frequencies. What about an
icon-based display scheme, such as
those featured on Apple Macintosh,
Commodore Amiga and Atari ST per-
sonal computers? I personally consid-
er the use of pictorial illustrations of
routine functions to be much more
efficient in terms of screen space and
instant recall of the kinds of tasks as-
sociated with specific projects. Suit-

ably designed, touch-sensitive screens
definitely offer a great deal of flexibil-
ity. Or consider trackball-driven LCD
screens with areas around the edges
that dynamically relabel correspond-
ing softkey buttons or controls, there-
by extending the static function of one
permanent knob or switch per task.
(Note that I opt for a trackball rather
than a mouse for controlling on-screen
selection tasks; finding a flat surface
near a production console is never
goingto be easy, I predict.) Alternative-
ly, a light pen or a graphics tablet
would enable interrogation and con-
trol functions to be streamlined.
When the time comes to label a
composite track, for example, or desig-

Digital control, if
effected properly,
not only simplifies
the tasks that we
perform routinely
during a session,
but also extends the
types of operations
we can undertake
in the studio.

nate the title of a production session,
then a pop-up menu-based environ-
ment could provide an on-screen key-
board, ora conventional QWERTY key-
board assigned temporarily via, for ex-
ample, a cordless IR link. Either way, I
would prefer to work with a system
that relies almost totally on screen-
driven displays and menus, without
lengthy input sessions from an exter-
nal keyboard.

There are also first-generation digi-
tal recording and editing workstations
available today that have evolved from
complex digital synthesizers. What I
hope to see in the very near future,
however, is amove by such companies
towards offering dedicated systems for
audio post-production and editing,
and which do not include a musical

keyboard. Both of the major players in
this field are developing—or have al-
ready shown at major trade shows—
control consoles that more closely
mimic, or at least emulate, the more
conventional types of functions avail-
able in analog-based recording and
editing systems.

I would be more than naive, of
course, if I failed to acknowledge that
the primary reason why most, if not
all, of the currently available systems
utilize a modified minicomputer en-
gine, CRT display, hard-disk storage
and QWERTY keyboard is simple.
Such workstations are readily availa-
ble at low cost, and can be easily
modified with the addition of high-
quality A-to-D/D-to-A converters and
suitable software to manipulate 16-
bitaudio, as opposed to handling, for
example, conventional word process-
ing, spreadsheets, databases and
CAD/CAM tasks. The problem I have
with such a rationale is that it side-
steps the fact that most of us do not
consider it reasonable to have to
change the way in which we normally
work with audio in the studio.

Again, to be fair to at least one manu-
facturer—and the only one, to date,
that has shown a combined digital re-
cording, mixing and random-access
editing system using hard-disk tech-
nology— the development of a suit-
able control surface is not to be under-
taken lightly. Such a design has to ac-
knowledge that recording and produc-
tion engineers need to be presented
with a control surface that bears a pass-
ing resemblance to conventional ana-
log designs, but which incorporates
the necessary advances capable of be-
ing included with a virtual or assign-
able design.

Digital control, if effected properly,
not only simplifies the tasks that we
perform routinely during a session, but
also extends the types of operations
we can undertake in the studio. With
analog designs, such tasks as the dupli-
cation of EQ and dynamics control
across a selection of channels/tracks
can be cumbersome, to say the least.
Whereas the control signals derived
from an all-digital console can be rout-
ed simultaneously to any number of
functions.

Acouple of years ago, one company
developed a displayand control philos-
ophy which represented an excellent
first attempt at combining operator

—CONTINUED ON PAGE 179
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ith over 200 different
brands of pro audio/
E— S video equipment, we offer you
the best selection in the west.
What LA’s And we carry a much larger
— inventory so chances are we
Largest have what you need in stock.

We’ll keep you abreast of
T new developments, new
Pro Audio options, and updates for your
equipment so you're always
current and usually ahead of

Dealer the rest of the industry.
o New Demonstration
Can Do Rooms
Since we moved to larger
For You quarters here in Burbank we’ve

opened two new fully equipped
showrooms. In the Pro Room
are three complete, operating
production systems—consoles,
monitors, tape machines
(including 32 track digital), and
signal processing/effects gear.
Our second room has three
more complete production sys-
tems set up to hear and com-
pare. This room caters to the

audio/video needs of musicians
and production studios.

Just the Facts, Ma’am

Things change quickly in pro
audio. To make sure everyone
here knows all the facts about
the latest equipment, we’ve
added a Product Specialist to
our staff. His only job is
researching equipment—read-
ing brochures and tech man-
uals, going to trade shows, talk-
ing with manufacturers—and
sharing that knowledge with
our customers.

New Central Location

We're easy to get to from
Hollywood, LA, and the val-
leys. And with more room,
we’ve enlarged our technical
and parts departments for even
better service and support.

Come by and visit us in our
new building. Turn some knobs
in the demo rooms. Or just call
and we’ll be happy to discuss
your pro audio needs.

Sales Consultants (I to r): Jon Beachdell, Michele
Schwartz, Paul Freudenberg, Paul Svenson, Ben

Ing, Carl Marinoff, Bruce Bell, Mark Lever, Thom
**Coach’” Ehle, Elmo Ponsdomenech. (Not pictured:
Con Psorakis.)

Our Pro Demo Room: Three different fully
operating production systems, plus a vast
array of outboard gear

Some of our support staff (I to r): Brian
rvice/Design Cornfield, President; Niki Simpson,
Sales/Service/Desig Accounts Manager; Darrin Miller, Pur-

. . chasing Agent; Carol Gumbel, Control-
e a Everything Audio ler; Vanessa Perea, Purchasing.
Advancing with Technology

2721 West Burbank Boulevard « Burbank, California 91505
Phone (818) 842-4175 or (213) 276-1414 * Fax (818) 953-2908
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by Paul Potyen

he piano sound has always
been one of the most difficult
and challenging to record, and
as technology becomes more
sophisticated and an increasingly di
verse musical world finds new settings
for the piano, that challenge results in
a surprisingly varied number of solu-
tions. We recently talked to a number
of people with recording backgrounds
in various settings, including remote
broadcast, commercial, film and rec
ord production. This forum included
Jan Eric Kongshaug of Rainbow Stu
dios in Oslo, Norway, John Hudson of
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Mayfair Studios in London, Paul Chris-
tensen of Omega Audio & Productions
in Dallas, veteran jazz producer Orrin
Keepnews in San Francisco, Fred
Weinberg of Fred Weinberg Produc
tions in Stamford, CT, Joseph Magee of
Joseph Magee Audio Engineering in
Culver City, CA, and several others.
Their views were enlightening and
often reflected some very creative
thinking. They also underscored the
fact that there are many ways to skin
the pianistic cat.

Jan Eric Kongshaug
When I heard the voice of Jan Eric
Kongshaug I was reminded of the liter

NG A
PIANO SOUND

ally dozens of ECM albums he has
engineered for Manfred Eicher over
the last 15 years. There is an air of
peaceful confidence and unadorned
clarity about his words. Those same
qualities have been attributed to the
1971 Keith Jarrett solo piano album,
Facing You, which he engineered and
which received rave reviews in the jazz
world. The piano sound on this and
other ECM albums is one which has
been emulated on many new age pi

ano recordings. He has just completed
an ECM project with the Paul Bley
Quuartet at his own Rainbow Studios in
Oslo, Norway.

“The piano is always the most im
portant element in achieving a sound,”
he says. “I have a Steinway C and |
have someone come in frequently to
tune and maintain it. I prefer to use a
pair of Schoeps microphones, but any
good mic will suffice on a quality pi
ano, and there is no technique which
will help an inferior piano sound
good. I have also used AKGs and Neu
manns to record piano. 1 generally
place them about 25 centimeters above
the strings and ten centimeters apart,
angled in. Of course, phasing is more
important in solo piano work, and it is
more prevalent when you increase the
distance between mics.

“Currently, ECM does about eight to
ten records per year. You can't survive
in Norway just doing jazz, and I like
variety anyway. So I do other kinds of
music as well, including rock, folk and
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“When I'm
home, relaxed
and at the peak
of creativity, the
AMR System One
is everything I
need to

capture my

ideas on tape.”’

Narada Michael Walden is a world-class drummer,
keyboardist, singer, composer and performer. If there’s a
musical role he can't handle, no one has thought of it yet.
As a producer, he's turned out such hits as Aretha
Franklin's "Freeway of Love” and Whitney Houston’s
“How Will I Know" {which he wrote and co-wrote
respectively). As a drummer, he's played jazz, fusicn, and
rock with the likes of John McLaughlin, Jeff Beck, and
Weather Report, and R & B with Rick James and Teena
Marie.

Narada is an extraordinary musical craftsman. He
demands the very best from his music and his equipment.
His choice in personal multi-track recording gear is AMR.
Naturally.

NARADA MICHAEL WALDEN recent awards:
1986 ASCAP Songwriter of the Year:
‘“Freeway of Love'" Aretha Franklin

1986 ASCAP Song of the Year:
““How Will | Know’’ Whitney Houston

1986 Billboard’s Producer of the Year
1985 Grammy
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NARADA MICHAEL WALDEN

AMR"” System One
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THE ADVANTAGES
CONDENSER WITHOUTA

For all of its virtues, the typical
studio condenser imparts a definite
character to any recording. These impo-
sitions are often considered inevitable
technical imperfections: accepted, ig-
nored or tolerated by audio engineers.

Characteristic anomalies o/gcondenser
performance such as exaggerated high
end response or distortion have even
been rationalized as compensation for
the high frequency losses inherent in
typical analog formats. Nowadays, how-
ever, they are increasingly viewed as un-
necessary intrusions in critical analog
and digital recording situations.

A Condenser For The Digital Era:
The Difference is Nothing. The in-
creased dynamic range of digital record-
ing is perfectly complemented by the
self-effacing nature of the MC 740. The
microphone is virtually inaudible. No
coloration, no self-noise — no sonic
footprint, not even a fingerprint. All

ACCURACY IN AUDIO

Canada: ELNOVA 4190 rue Sere, St. Laurent, Quebec H4T 1A6

Tel. (514) 34169 33  Telex: 5824086
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five of its pickup patterns are equally
uniform, identically transparent. We
feel your prior experience with large di-
aphragm condensers will confirm this as
a unigue achievement.

An Atypical Approach To Con-
denser Sound. Beyer has never relied
on conventional technical solutions. A
manifestation of this kind of thinking,
the MC 740 eliminates the icy, strident
quality typical of most condensers to
reproduce voices and instruments with
warmth and intimacy. It's no coinci-
dence that these are characteristics often
ascribed to our ribbon microphones.

The MC 740's freedom from exagger-
ated sibilance or graininess and its
greatly reduced distortion are immedi-
ately apparent to critical listeners. Euro-
pean and American engineers have
already commented on the startling ac-
curacy of the 740, and the way it reveals
the subtle differences between instru-

Photographed on location at
Clinton Sound, New York, NY

ments and ambient environments.

Accuracy And Versatility Without
Compromise. Uniform (<2 dB: from
actual machine specs, rot just published
specs) frequency response curves for all
five polar patterns may seem a remark-
able breakthrough. To Beyer, this is
simply a design criterion for the micro-
phone. Similarly, there is no contradic-
tion in the fact that the 740 is exception-
ally sensitive, yet also withstands
extreme SPLs (up to 144 dB with the 10
dB attenuator in circuit).

Hear What You Could Be Missing.
The MC 740's unconventional design
offers a clear alternative. The best way to
evaluate the difference the MC 740 can
make is to work with it in your studio.
To arrange a hands-on audition of this
remarkable new audio instrument, con-
tact your Beyer dealer or write us:

Beyer Dynamic Inc., 5-05 Burns
Avenue, Hicksville NY 11801.

beyerdynamic))))

Great Britain: beyerdynamic Ltd., Unit 14, Cliffe Industrial Estate

Lewes, Sussex BN8 6]L  Tel. 2/3-47 9411
Germany: Eugen Beyer Elektrotechnische Fabrik GmbH & Co., Theresienstrasse 8,
Postfach 13 20, D-7100 Heilbronn Tel: (07131) 617-0 Telex: 728771




classical. Sometimes for classical piano
music the producer wants a different
piano sound, so in that case I move the
mics farther away. I will soon be re-
cording a Swedish band that plays Afri-
can music. That should be very inter-
esting. Most of my projects are records,
but I have done some sessions where
we sync to video for various purposes.
And I've done a few commercials, but
in Norway there are no commercials
on TV. You pay a license to watch TV
here. However that situation will be
changing soon.”

John Hudson

Mayfair Recording Studios is the home
base for engineer/producer John Hud-
son. Among his recent projects there
have been albums for Tina Turner and
for the Norwegian group, a-ha. He
summed up his philosophy this way:
“There isn’t a hard and fast rule. You
never just mathematically do the same
thing twice, because it’s really how the
instrument is played. You have to listen
toitand go fromthere. It’s like saying,
‘How do you write a song?’ Some peo-
ple can tell you they use the same EQ
and the same mics every time they
record a piano. That’s not being very
creative, is it?”

The studio piano at Mayfair is a 9-
foot Bosendorfer. For both the Tina
Turner and a-ha albums it was record-
ed as an overdub, so leakage was not a
problem. “The guy who played on the
Tina Turner tracks really digs into the
piano a lot,” Hudson says. “I think
PZMs sound better for that kind of
player. In that case I used two PZMs on
the inside of the piano lid with the lid
slightly open. If the person is playing
more pianistically, you want a sound
that is not so close. For the a-ha session
I used a pair of AKG 414s with the lid
all the way up.

“When you're recording you get a
sound while you're listening to the
person playing live. Once you're com-
mitted to tape, obviously if you go to
analog and then you play it back it’s
totally different. When you deal in dig-
ital it sounds the same as it did when
the guy was doing it. So when you're
mixing using analog you may have to
work a bit more than with digital. 1
sometimes will EQ when I'm record-
ing,and might use compression when
I go to mix.”

Joseph Magee
Since 1985 Joseph Magee hasbeen the
audio production engineer for the Los

Angeles Philharmonic Orchestra. He
has also recorded chamber music with
pianist and conductor Andre Previn,
and an international broadcast series
called High Performance with Previn
as host which was scheduled fora Janu-
ary premiere. Some of his other proj-
ects have included the Los Angeles
New Music Festival and the 1984
Olympics.

Much of his recording takes place at
either the Dorothy Chandler Pavilion
in LA. or at Royce Hall on the campus
of UCLA, where some of the Philips
and TelArc work is done. “In classical
music you generally don’t want the
piano to sound percussive,” he notes.
“You want the sound to come together
first. So I start with a traditional 3- or
4-way omni system, which I believe
gives the most honest perspective. At
Royce, for example, Bruel & Kjaer or
Schoeps mics work well. Dorothy
Chandler is a brighter hall, and a bit
tinny, so there I'll go with Sennheiser
MKH 20s or MKH 40s, which I find are
a little warmer. If I'm recording a live
situation with piano and orchestra I
might use the 4-way system with the
inner omni or ORTF for the orchestra,
and slightly cheat the main left and
right mics up, to back off the piano a
bit. That doesn’t always work, so I
might touch up the piano with a pair
of Schoeps MK5s a foot apart on a
stereo bar six to eight feet away from
the piano. I'll position them about
eight feet high, looking into the instru-
ment to give it more definition. If I
need to get closer I would use two
B&K 4006s, but by jumping in the lid
I've already violated several classical
recording concepts, so now I'm hold-
ing on for dear life.

“If I use directional mics such as
C-24s, Coles 4038s or Schoeps hyper-
cardioids for the entire ensemble, I've
found that the mic position for that
ensemble generally has nothing to do
with a good piano sound because of
the frequency response of those cap-
sules and their position in the hall. In
the past, I've used such a system for
the ensemble and a separate omni sys-
tem for the piano. With ribbons like
the Coles 4038 I get a pretty respect-
able sound, but a condenser mic ac-
centuates the percussiveness of the pi-
ano. Ribbons are softer and the transi-
ents are better. For solo piano work in
a live situation, I've used Coles 4038s
and omnis together and gotten a very
nice sound.

“In classical recording you run into
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Ray Charles, Jerry Lee Lewis and Rolling Stones member Ron Wood,
relax on stage at Storyville Jazz Hall in New Orleans during the

production of the recent HBO Special Fats and Friends, recorded by
Paul Christensen of Omega Audio.

a lot of different, really fine pianos. It’s
important to capture the truest and
best aspects of each piano, and each
one is an individual. The first thing 1
do is take into account the character of
a Baldwin, Steinway, Bosendorfer or
what have you. The second thing I do
istalk to the piano technician to under
stand how he’s going to voice the in
strument, and I listen to him tune and
voice it. Finally I listen to the artist
practice on it. I have heard some in
credible pianists who are able to sit
with a piano for two or three hours
and coax the best out of it. Others who
are world renowned will sit down and
beat it regardless of what the instru-
ment may be saying back to them. You
never know what you're going to get
out of an instrument, so each has to be
approached individually in the end.
“I also want to say that I find that
cable and preamps have a lot to do
with getting a good sound as well as
the other things we've talked about.
Right now I'm using Jensen mic pre-
amps and Monster Cable M1000.”

Fred Weinberg

Occupying the other end of the spec

trum is producer/engineer/composer
Fred Weinberg. He has won 21 Clios
for his musical contributions on com-
mercials for Excedrin, Eastern Airlines,
Volkswagen, Mobil, TRW and many
more. He has also recorded albums
for Blood, Sweat & Tears, Tito Puente,
Mongo Santamaria and Eddie Palmieri;
and he has written themes for the ABC
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Evening News and motion pictures in

cluding Rosermary'’s Baby. He has a rep-
utation in the industry for creating un-
orthodox sound effects using imagina

tive techniques and his adventurous
spirit manifests itself when he records
pianos, too. Listening to him enthusi:
astically describe his experience, you
can tell that this is obviously 2 man
who enjoys his work.

“We've tried some pretty wild things,
like throwing a bunch of firecrackers
inside the piano with the sustain pedal
down and recording the explosions,”
he says. “Also we had a 6-foot by 10-
foot room. We put a piano in there and
tried taking as much wood off the pi-
ano as possible and using the room
acoustics. We just hung mics in various
corners of the room. It was a pretty
interesting sound.

“Idoalot of Latin dates using piano.
I use a lot of different mics, but I might
use Neumann U47s or U87s close:
miked. Sometimes [ use PZMs. For Ed:
die Palmieri I use an old RCA ribbon
44 on the low end. With Eddie, often
he just comes in and there’s very little
time even to get levels. So we're pre-
pared for anything. He does a lot of
humming and singing, and we tried to
minimize that by putting blankets over
the piano or by putting cardboard in
front of his face, but in the end we felt
that it’s part of his sound. Most of his
stuff is done live, with very little over
dubbing. I just have the horns facing
away from the piano and I open the lid
and cover the back end with blankets.

I'm from the old school where we did
everything mono and 2-track live, so 1
don’t use limiting, and very little EQ.
Maybe I'll roll a little off at 20 to 30 Hz
if I'm getting the bass player on the
piano track.

“For solo piano work we can use
the room acoustics. I'll still mic close
with either Neumann or Schoeps. For
ambient mics, I'll use either Neumann
or Sennheiser 405s. I tryto getas live a
room as possible for that type of
situation.”

Paul Christensen

Engineer and producer Paul Christen-
sen has worked with over 200 major
artists over the last 14 years, including
Ray Charles, Lynyrd Skynyrd, Joe Jack
son, Willie Nelson and Al Jarreau. His
company, Austin-based Omega Audio,
does extensive live remote recording
as well as in-house work.

“The kind of piano sound I get de-
pends on the job I'm doing,” he says
in his appealing Texas drawl. “When
we do the mobile stuff, many times we
have to trade-off air for isolation. Often
you've got pretty loud monitors so you
cannot use the mic of choice. So what
we use in that situation is stereo C
ducer tape mics [made by C-Tape De
velopments, Inc.]. They give you an
excellent, ballsy sound. You get the
fundamentals, the presence and the
articulation you need, but they lack
the air you might get if you couple
them with PZMs or a relatively tight
condenser mic. I used C-Tape on Lyn-
yrd Skynyrd’s 10-year reunion tour for
their live album. Then I put a little bit
of high end back in when I mixed.

“For medium loud stage situations
I'll couple that with AKG 451s or 414s.
I'll use two more tracks and bring in
enough of the mic sound for the air
but not enough to bring in a lot of
bleed. lalso built a little box, that goes
over the hammers, out of black formica
50 it matches the piano. It sticks up
about six inches right behind the mu-
sic stand. There are mouse holes on
each side, and it’s got Sonex [acoustic
foam material] inside. So you put your
mic stands in from each end with the
414s over the hammers facing down.
You get a very bright percussive sound
with very little bleed. I use this along
with the C-Tape. Or I might use PZMs
with the tape. If I do, I usually put 'em
on the rim inside the piano, one on
the high end and one at the foot of the
piano. A lot of times if I'm doing a TV
gig and the director wants the lid off
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Producer Orrin Keepnews in the studio with planist Muigrew Miiler (seated).

‘cause he thinks it’s real sexy to shoot
into the piano 1 go with just C-Tapes,
which attach to the wood underneath.
C-Tape is sensitive to phasing. You can
get a great sound in stereo, and it will
suck in mono. You have to watch your
phase, and move the tape around to
minimize it.

“I use EQ quite a bit. I EQ to the
max whatever 1 want to see on tape.
You can't have any preconceptions
about how to EQ. I'm running into all
kinds of pianos out there. Every one of
them is different. I put the piano onto
tape dry 99% of the time. My experi-
ence with pianos is that there are com-
panies that simply make better pianos,
but there’s no guarantee that you can
walk in and buy such and such brand
with a great reputation and be sure
that it's a killer piano. I find that some
of the ‘Rolls Royces’ sound terrible,
and some of the ones without that
reputation will knock your socks off.”

Raine Shine

British producer and engineer Raine
Shine is probably best known for her
association with Vangelis, having
worked with him on Chariots of Fire,
Friends of Mr. Cairoand several other
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projects over a three-year period. She
also has worked with producer David
Lord on the last two Icehouse albums.

“Vangelis had a fantastic piano, a
Steinway,” she recalls. “You could put
a mic anywhere in the general vicinity
of the piano and it would sound amaz-
ing. What we did was put a very direc-
tional AKG 451 on the treble end, four
to six inches from the strings, and an
AKG 414 on the bass, crossing them
over in the middle. If you want a nice
stereo image it really does work well.
Sometimes I'd put an extra mic out-
side the piano to get an ambient
sound, but normatly not.

“I recently did a project with jazz
sax piayer Courtney Pine at Island Rec-
ords’ in-house studio called the Fall-
out Shelter. It was a quartet which was
recorded live and mixed in one day.
The piano in that case was not as bril-
liant as Vangelis’. Because it was an SSL
desk and I don’t like using EQ or dy-
namic sections on an SSLdesk, l useda
pair of Pultec parametric EQs and
brightened the piano that way. I put
screens up in the room, closed the
piano lid and propped it up with a
book The separation was good enough
to doa fix on the piano after the basics

were done. But ultimately the answer
to getting a good piano sound is de-
pendent on having a good piano.”

Steve Williams

Wool Hall in rural Beckington, Eng-
land was the site of Van Morrison’s
most recent effort. The setting for the
basics included seven musicians, in-
cludingacoustic piano. Says Wool Hall
engineer Steve Williams, “We're start-
ing to see a return to the use of acous-
tic piano. We’re realizing one can’t get
the perfect piano sound from a sam-
pler.” In the Van Morrison situation he
used a pair of AKG 414s in tight, closed
the lid and put acoustic deadening
materials in the gaps. “Forsolo piano 1
might open the lid up at 60 degrees
and use a pair of 414s, one at the top of
the keyboard, about six inches away,
and one at the bottom about 12 inches
off. And then I'll set up a Neumann
U87 about ten yards out.”

Orrin Keepnews

One of the most notable jazz record
producers of the last 20 years, Orrin
Keepnews has worked with everyone
from Thelonius Monk to Bill Evans
and a lot of people in between. He
currently devotes much of his time to
his own record label, Landmark Rec-
ords, but throughout the years he has
worked on a freelance basis as well.
He brought a perspective to this forum
which fittingly is not unlike that of a
jazz musician:

“You're never recording jazz piano,
you're recording a specific jazz piano
player. 1 think the whole concept of
‘Well, I know how to record a piano, 1
always do such and such’ is bullshit.
I've seen too many situations over the
years where you end up getting the
sound of the studio or the sound of
the engineer. It’s an important point
about jazz recording that may not be
true elsewhere; I believe in letting the
musician play the date and letting the
engineer record the date. The key to
jazz recording has always been flexibil-
ity—not going in with a preconceived
notion or procedure. You've got to go
in saying only, ‘Thisiswho I'm record-
ing, this is the kind of material, this is
the size of the group, etc.’ All of these
things will influence what I'm going to
do with the piano.

“Budget is also a factor. Often you
use the mics you've got. And besides, a
lot of the mics I used when 1 was
starting out aren’t around anymore. I've
been fortunate to have established a



wonderful working relationship with
engineer Danny Kopelson at Fantasy.
And on the East Coast I work a lot with
Rudy Van Gelder, and also a young guy
named Tom Mark, who recorded jazz
pianist Mulgrew Miller’s last three al-
bums with me.”

David Baker

David Baker’s production career be-
gan in the late '60s. He was affiliated
with the Vanguard Jazz label until 1975,
and has freelanced since then. The
majority of his work is for the German
and Japanese market. His recent cred-
its include Richie Beirach’s Ballads I,
Landscape with Kenny Barron, Cecil
McBee and Al Foster, as well as releases
for Blue Note, Inja, Japanese RCA affili-
ate RVC, and CBS Sony in Japan.

“Iuse Sanken mics a lotwhenI'min
a concert hall situation. There, I tend
to go with B&K 4003s outside and
Sankens very closely crossed inside
the piano two-and-a-half feet above
the strings facing down towards the
front of the harp. I did that for Richie
Beirach’s Ballads I, which was record-
ed at New York’s Masonic Hall straight
toaSony 3202 with a small Amek board
and no equalization. I really love San-
kens. I don’t own a lot of mics, so I'll
rent Sankens for those special solo situ-
ations. When I'm in the studio I'll use a
4-mic technique if I have good isola-
tion from the drums, with B&Ks or
Schoeps outside the piano lid about
six feet apart and a pair of Neumann
87s or 89s relatively close.

“And this is something I learned
from Manfred Eicher when we worked
in New York: he’ll put the inside mics
through a pair of Pultecs. He'll do a
broadband boost at 8 kHz with the dial
about halfway up on the Pultec, and
then kick up 100 Hz to about 3 on the
dial. And he loves those tube equaliz-
ers because they round out the sound.
I've actually had my mics up and had a
pretty decent sound and he’s said, “Vait
aminute. Let’s go to de tubes.” We plug
inthe Pultecs at 100 and 8k and boom,
there’sthe ECM sound. He's one of the
few producers that actually calls for
things, rather than saying, ‘Make it yel-
low.” So I might do this with the inside
mics, but I'll leave the omnis flat. They
give you that blossom and that sense
of space and reality.” |

Mix associate editor Paul Potyen is a
veteran keyboardist who currently
leads bis own Latin jazz band,
Canoneo.
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PRODUCING
A

by Thomas Appell, Michael
McCone, and Ate Rojas

Back in November ‘86, we wrote about
a few suggestions and ideas for pro-
ducers to improve the quality of the
vocal performances in their sesstons.
In this issue we take it a step further
and itemize a seven-point plan to make
the relationship between the producer
and vocalist more productive and
emotionally satisfying.

Producers and engineers who direct
or record vocal sessions should realize
that even talented singers who bave
lots of ability, experience and emotion
will do a better job with intelligent di-
rection from the control room.

Step 1: Look for weak lyrics.
Find the phrases that don' fit. If the
songwriter is trying to convey a mes-
sage, it should come through loud
and clear. If the song was made inten-
tionally ambiguous, it should leave
you wondering in a clever way. Every
word, phrase, verse, bridge and chorus
should be scrutinized.

Don't just point out the problems,
either. Think of solutions—new words
or phrases that will improve the song.

Step 2: Analyze the
arrangement.

Now that the lyrics are in their best
possible shape, it's time to step back
and take a look at the structure of the
song. Is it too long or too short? Does
the chorus repeat too many times or

Thomas Appell (center left), Ate Rojas (left), and Michael McCone
(right) working with Pomona vocalist Steve Mercado at Vocal
Dynamics West Covina studio.
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not enough? Should there be a bridge
between the verse and chorus? How
about an instrumental solo, and if so,
where, and for how long? You may
need to scratch out a few new lyrics.

You'll also need to find the best key
for the song—the one that makes high
and low notes fall where the singer
will sound the best. To accomplish
this you should have the vocalist try
the tune in every key that could be
reasonably considered before making
a firm commitment.

When the lead vocal line is correctly
keyed and arranged, review the song
from start to finish and plan the best
places for background harmonies.
Think of how many parts to use, the
harmonic structure, and whether or
not there will be male or female voices
singing the parts.

Step 3: Plan the breath points
and exhales.
Consider the length of each phrase,
along with the degree of difficulty.
Also, consider the expertise of the art-
ist you will be working with. Every
breath point marks a possible place to
punch in later on when recording, and
you should probably plan on breaking
up difficult lines with a breath pointto
facilitate the tracking of inexperienced
singers. On the other hand, an unnec-
essary breath can chop up the feel and
flow of an otherwise tasteful phrase,
so you'll want to exercise discretion
when planning their placement.
When the breath points have been
located, you can start preparing your
vocal production worksheet. Write the
song in phrases ending each line at a
breath point, one breath per line. Leave
enough space between each line for
the notes you will be adding later.
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Write the words out as they would be
sung, in order. If the chorus repeats
three times, write it out three times.
Even though the lyrics may be the
same, there will no doubt be signifi-
cant changes in the ornamentation of
each repeating part which should be
noted on the worksheet.

Even though we know the song is
arranged in phrases ending at breath
points on the worksheet, it’s helpful to
see avisual reminder, so at each breath
point in the song we’ll put a symbol—
a capital “B” in a circle.

We're also going to note what's
called an exhale—a place where the
vocalist blows out the air left in the
lungs after singing a short phrase. Ex-
hales lend a lot of emotion to what-
ever word they're attached to.

Step 4: Check the enunciation
and pronunciation.
Look at each word starting with a vowel
sound on the worksheet and decide
which ones are to be enunciated, and
which ones are to be run together with
the preceding consonant or vowel. If
you decide to enunciate a vowel sound,
you might put a vertical “tick” on the
left side of the vowel. If you want torun
it together with the preceding conso-
nant or vowel, place a dash between
the two words. Stressed consonants are
noted by placing a vertical tick on the
left side of the letter being stressed.
Another useful pronunciation trick
is to cry when pronouncing a word.
Cries are physically produced by a
quick drop in pitch, and like exhales,
can lend a lot of emotion to a phrase.
They are noted by writing the word
“cry” in a circle on the left side of the
word on which they're used. Note all
of the cries, stressed consonants, run
together, and enunciated vowels on
the production worksheet.

Step 5: Improve the melody
using grace notes and runs.

We usually indicate all of the pitch
changes on each vowel sound using
quickly drawn stick figures with few
timing markings, if any. Grace notes
serve as a mental jog for complicated
dips and runs, 7ot as an exact musical
representation of the piece.

There are two kinds of grace notes
—fast ones and slow ones. A fast grace
note is so fast that it almost seems like
a part of its adjoining note. This quick
little rise or drop is noted by a 45
degree slash through the stem of the
grace note. Slower grace notes are
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noted by a stem without a slash.

We also note what are called “trails”
—places where the artist allows the
pitch to go down or up with a lot of
portamento at the end of 4 note. Trails
are noted by a quarter circle drawn in
the direction of the pitch movement.

You should probably start your pro-
duction work in this department by
noting what the artist did on their
demo, and then customize as neces-
sary, adding grace notes, runs and trails
as your wit guides you.

Step 6: Plan where vibrato will
and will not be used.
During pre-production, you should go

over every line asking yourself, “Does
this line need vibrato or not? If the
vibes here are necessary, how is their
quality? Is the vibrato depth too great,
leading to an operatic sound, or not
great enough to properly enhance the
melody? Are the vibes even, unstable,
or too even—mechanical sounding?”
Work with the singer, planning vibrato
in light of their ability to produce it.

If you want to count vibes, they're
noted by writing 5V, 6V, 7V (short for 5
vibes, 6 vibes, etc.) above the word or
sylluble on which they occur. Vibrato
rate is written 2V/B, 3V/B, etc., symbol
izing two vibes per beat, three vibes
per beut, etc.
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every time, plus secure plug retention
and long term reliability. Talk to

t

don’t settle for
anything less.

W noise free
operation
every time

W secure plug retention
A self cleaning action
B palladium contacts

W audio and video
jackfields

M audio jack sockets

/Penny%G//e§

Penny & Giles Inc

Santa Monica California 90405

1
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One plus point for counting vibes is
when tracking a tight punch-in. For
example, vou may find the hole for
your punch effectively eliminated
when a singer puts seven vibes on the
end of a note where six vibes leave just
enough room. Noting the number of
vibes above the word on the produc
tion worksheet also acts as a visual
memory jog for the singer and helps
instill confidence. Vibrato rates are us-
ually specified when the number is
not critical, but the vibrato timing
needs to be uniform and predictable,
as when syncing the vibes of harmony
parts, and when the duration of vibrato
is longer than would be feasible for
counting,.

Counting vibes and specifying vibra-
to rates will lead to a smooth, even
vibrato which is usually, but not al-
ways, what will best suit a song. There
are times when perfectly executed vi
brato sounds too even, like a drum
machine that leaves you longing for
the subtle changes inherent to real
drumming. For those times just write
the word “vibes” above the word
they're exccuted onand ask the singer
to add vibrato by feel with no regard to
timing.

Step 7: Plan the dynamic
changes.

Once again, go through each line look-
ing for places where the singer should
come on stronger or back off to en
hance the interpretation of a particular
phrase. Using a scale from one to ten,
you can easily note dynamic changes
by putting a small number represent-
ing the desired intensity under the cor-
responding lyric.

Early in the pre-production sessions
you should get a feel for the caliber of
artist vou're dealing with. Try not to
embarrass inexperienced singers by
insisting on complicated ornaments
that are too much for their present
ability level. Try to produce a version
of the song that’s spicy enough to sell
but simple enough to record in a rea-
sonable amount of time. You might
plan on recording a simpler version of
the song, but give the artist some juic-
ier parts to practice in the meantime. If
he or she woodsheds between pre-
production and production, then may
be you can record that spiced-up ver-
sion after all.

Anyway, it’s time to jot down the
dynamic changes on the production
worksheet, using the numbering scale
mentioned earlier.

"CONTINUED ON PAGE 178



TESTED. PROVEN.

The Carver PM-1.5 Magnetic Field Power Amp—For performance, reliability and sound.

On the Road Sincethe professional debut in 1983 of
the Carver PM-1.5 Low Feedback High Headroom Mag-
netic Field Power Amplifier, the sonic excellence and relia-
bility of this 21-Ib., 450 watts per channel* powerhouse has
been tested—and proven—on some of the biggest and
toughest tours ever to go on the road. 108 Carver PM-15's
were used by Clair Brothers on the Bruce Springsteen tour,
and 180 PM-15's on the Michael Jackson “Victory” tour.

In both cases the result was purely awesome power.

“Our new Carver amp racks pack twice the number
of channels in about the same truck volume as the conven-
tional racks they replace. In addition the average power per
channel has increased while the average weight per chan-
nel has decreased. Inthe low end, for example, we now have
1,200 watts per cabinet where 650 watts were previously
available. They take less room on the truck, they weigh less
and our systems have more headroom than before. The
Carver amplifier has allowed us to take a significant step in
improving our sound systems.” CLAIR BROTHERS

And not only a sound industry giant like Clair Brothers
tours with Carver.

“We have toured Carvers with the following artists:
Softcell, Paul Young, Johnny Mathis, Donna Summers,
Howard Jones, Pointer Sisters, Psychedelic Furs, Lee
Greenwood, General Public, George Thorogood. This is
exclusive of our numerous one-nighters. The consensus of
the performers is that the equipment sounds great. They
have been amazed by the sound of the amps as well as
their size and weight. As for reliability, out of 50 amps we
had only one fail in the past year of tourin? Thisis by far
the best record we've had with any manufacturer of ampli-
fiers. Sonically, the extra headroom is readily apparent. We,
at Manticore unanimously agree that the PM-15is incredi-
ble and is the only amp we intend to buy.”

Tom Whisner (owner) MANTICORE

In the Laboratory The Carver PM-15 was rigor-
ously tested by Len Feldman for MODERN RECORDING
(February 1985). His laboratory test results also {)rove that
the PM-15 really delivers. The following quotes from the
Lab Report are reprinted with permission of MODERN
RECORDING & MUSIC:—

“The first thing we noticed when we began to work
with the Carver PM-15 was the ease with which the ampli-
fier delivered almost limitless power to speaker loads which
we had previously considered to be difficult to drive to loud
levels. This is the sort of amplifier that just refuses to quit”

CARVER

| in.deep. Weight: 21 Ibs.

“The amplifier delivered a clean 480 watts per chan-
nel into 8-ohm loads with both channels driven for its rated
harmonic distortion level of 0.5%. Even at the frequency
extreme of 20 Hz. power output for rated THD was 470
watts as against 450 claimed by Carver. Furthermore, at
rated power output, distortion decreased to an insignifi-
cant 0.015% at mid-frequencies and 0.007% at 20 Hz.
When connected to 4-ohm loads, the PM-1.5 delivered 750
watts per channel for rated THD of 0.05% — far more than
the 600 watts claimed by Carver. Clearly, when it comes to
specs for a professional amplifier, Carver has taken a very
conservative approach... All (manufacturer's claims)
equaled or exceeded published specifications — usually by
awide margin.’

“Carver has managed to deliver a tremendous amount
of power in a small lightweight package at a very reasona-
ble cost...”

“For the professional audio engineer or technician who
has to move a lot of gear around much of the time and who
expects total reliability and circuit protection, come what
may, the Carver PM-15 represents, in our view, a real win-
ning product. We will probably see it used increasingly by
professionals in every area of sound reinforcement”

Now—don't you think you owe it to yourself to hurry
over to your local Carver Pro Sound Dealer and test your
own PM-1.57 Whether you run a megawatt sound com-
pany, a struggling bar band, or a recording studio gearing
up for digital, the Carver PM-1.5 will pay ycu. In increased
portability and reduced freight costs. In greedom from
expensive blown drivers. In sheer sonic excellence.

*Power: 8 ohms, 450 watts/chan. 20 Hz-20 kHz both channels driven
with less than 0.5% THD, 4 ohms, 600 watts/chan. rms 20 Hz-20 kHz
both channels driven with less than 0.5% THD. 16 ohms, 300 watts/
chan. 20 Hz-20 kHz both channels driven with less than 0.5% THD. 2
ohms, 525 watts/chan. at clipping, 1 kHz, with less than 0.5% THD.
Note: 2-ohm specification for information purposes only. Operation at
2 ohms is permissible but not recommended. IM Distorfion: Less than
0.1% SMPTE. Frequency Response: -3 dB at 3 Hz. -3 dB at 80 kHz.
Damping: 200 at 1 kHz. Gain: 26 dB. Noise: Better than 115 dB below

450W A-weighted. Input: Balanced to ground, .
XLR or phone. Impedance: 15k-ohm each .

leg, balanced to ground. Bridging: 1200W into
8 ohms, 1000W into 16 ohms, accessed
through rear-panel recessed switch. Dimen-
sions: 19 in. wide, 332 in. high, 101516

POWERFUL MUSICAL

ACCURATE Circle #023 on Reader Service Card

For more information write to CARVER CORPORATION19210:88d:Avenue West, P.0. Box 1237, Lynnwood, WA 98046
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ew at Parls’ Salon

The Salon International de la Musique,
held last September in Paris, may not
yet have the drawing power of Frank-
furt in the European instrument indus-
try, but it is becoming an increasingly
popular event. Its growing internation-
al importance was shown this year by
Yamaha's decision to stage the world
launch of its TX16W sampler there.

The Salon is organized not by a re-
tailers’ association as in the States, nor
by a distributors’ association as in Bri-
tain, but by a French magazine publish-
er—Bernard Becker Communication,
which produces a clutch of instrument
magazines.

The Yamaha TX16W sampler isa rack
mount unit similar to the Akai S900 in
appearance and price. It's obvious from
its features that Yamaha, which only a
year or so ago was denying any interest
in sampling, has thought long and hard
about how to make its debut machine
different.

What it has come up with is Dynamic
Digital Filtering which enables a wide
range of tonal effects to be manipulat-
ed in real time. Examples demonstrat-
ed were programming a velocity-trig-
gered ring modulation on a guitar
voice, emphasizing a narrow frequen-
cy band on a pipe organ sound while
controlling the amount of emphasis
by footpedal and programming a real-

YAMAHA
=)

Sameling merw

select 1 -- 3
1. Parameters 2. Level set 3. Record

istic simulation of vocal vowel for-
mants to make the TX16W “speak” as
you play.

Controlled by LFO, EG or any MIDI
control data which can be stored in
internal memory, the Dynamic Digital
Filter isa powerful musical tool which
obviously makes the TX16W much
more of a “real” instrument.

Other features of the sampler in-
clude up to 16.3 seconds of sampling
time at 16 kHz mono, assignment of
upto 32 sampled sounds to one “voice”
for preservation of natural sound char-
acteristics across the keyboard range,
layering of up to 16 of these voices,
key-crossfade functionto allow gradu-
al tonal changes rather than abrupt key
splits across the keyboard, and touch-
crossfade to permit up to 16 voices to
blend in and out of each other as a
function of key velocity.

Invariably, the majority of the show
was filled with U.S. and Japanese
equipment—most of the U.S. compan-
ies such as E-mu, Hybrid Arts, etc. en-
joyed the relative calm of sealed off
and soundproofed booths courtesy of
their French distributor MLD (Music-
land Distribution).

Italian newcomers Fatar showed an
interesting new 88-note MIDI master
keyboard, the Studio 88, featuring 100
patch programs and multiple splits.
The keyboard is weighted and velocity

Yamaha TX16W
Digital Wave Fil-
fering Sampler
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WHAT YOU DO
WITH THE M-600 MIXER IS
YOUR BUSINESS.

That's why we've designed it to meet or exceed your
most demanding requiremants. And made itthe easiest, mos
flexible professional mixing console you'll ever work with.
The M-600 is modular. WWhich means you can custon
configure the console to your audio or video production
needs. The M-600 lets you choose up to 32 input channels, of
you can start with 16 or 24 input channels and expand

the board as your needs change. Optional stereo modules
can also be added to provide even more line inputs for MIC
instruments and'video production convenience.

Installation and wiring is exceptionally easy. The
M-600 is the only modular mixer that's availdble with alf the
necessary finished cables and installation hardware. And that
can eliminate a lot of installation hassles and expense. At the
same time, no other mixer at its price gives you multi-pin,
computer-type connectors for quieter, more secure
connections.

But the real pleasures of the M-600 will only be
evident after it's in your studio. Up to 64 stereo or 128 mono
inputs can be accessed directly from the top panel. A patch
bay can be added for fast, flexible routing. That's convenience
The M-600 has all the features youd expect in a
professional mixing console. Like balanced insert patch point
on all inputs, PGM busses as well as the stereo master buss
for increased signal processing capability. Plus sweep-type
parametric EQ, balanced inputs and outputs, phantom powel
talkback/slate channel and all the audio performance you'll
ever need. Without the exorbitant price you don't need.

So check out the M-600 modular mixing console.
It's ready for fame when you are.

TASCAM

€ 1987 TEAC Corporation of America, 7733 Telegraph Road, Montebelio, CA 90640 213 726 0303
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THEN WE DEVELOPED
S/A SYNTHESIS
TO RE-CREATEIT.

If you play piano, it’s something you almost take for

granted —you press a piano key, and a felt hammer strikes a
string, which then vibrates. A sound is produced. But behind
this seemingly simple event are a myriad of issues, all of
which determine the nature and character of the sound. How
hard did you strike the key, and at which part of the

. ©

keyboard, and how long
was the note held?
Sampled piano sounds, as
good as they are, can
provide only part of the
answer. A sampler only
locks at a small part of this
process (for a very short
time) and then simply
loops it to create the whole
event. That’s why sampled ,

- i ONLY SEES A
pianos lack the dynamic SMALL PART
response and sound oF Ths
character of a real piano, N0
they don’t see the whole
picture. (Don’t get us wrong — we like samplers — it’s just that
they don’t provide the best solution to reproducing
percussive keyboard sounds.) We felt there musr be a better
way, and that’s why we developed S/A Synthesis
Technology — the basis for all of our Digital Piaro products.
S/A (Structured Adaptive) Synthesis Technology began with
years of research. Roland engineers analyzed the striking of
each of the 88 keys on several of the top concert grand pianos
using a computer-assisted three-dimensional anzlysis process.
We hit the keys hard, we hit them
soft, and hundreds of in-betweens.
First came the discovery of several
distinctive waveforms that essentially
characterize each acoustic piano
sound. But then we saw that the
harmonic structure of these
waveforms changes dramatically
with how hard the key is struck or
where it is on the keyboard. Also
realized was the effect of sympathetic
vibrations, soundboard resonance,
damper and sostenuto pedals.

From this analysis, Roland engineers
created advanced digital algorithms
of these complex harmonic
relationships — for each key on the
piano. These were then refined to
the ultimate degree, taking out all
unnecessary noise and coloration.
Finally, these algorithms were combined with our proprietary
VLSI (Very Large Scale Integration) hardware and software

ASAMPLER

© 1987 Roland Corporation US
Circle #008 on Reader Service Card

S/A SYNTHESIS
TECHNOLOGY
ANALYZES
THE WHOLI
EVENT

technology to produce the S/A Sound Synthesis Chip, the
circuit used in all Roland Digital pianos.

The result is already making musical history as the most
faithful digital re-creation of the acoustic keyboard
experience: the RD-1000, RD-300S and RD-250S Digital
Pianos and the MKS-20 Digital Piano module — three
keyboard instruments and one MIDI module
that provide the fundamental sounds essential
to any keyboard set-up.

Just sit down at one of these instruments and
experience grand pianos that are truly grand,
ringing with life, brilliance and clarity, but
with simultaneous depth and fullness on the
low end of the keyboard. Strike a note hard
and actually hear the sound of the hammer
hitting the string. Play it gradually softer, and
feel the tone get rounder. Hold down the
damper pedal and experience the sustain and
natural decay. But Roland engineers didn’t
stop with pianos, in addition to the two grand
pianos and one electric grand piano, we’ve
applied the same S/A Technology to create flawlessly realistic
Vibes, two rich Electric Pianos as well as vibrant Harpsichord
and Clavichord.

The three S/A keyboard instruments make great MIDI
motherboards with their great action as well as their ability to
be split and kandle MIDI information to and from other
equipment. The RD-1000 has 88 weighted wooden keys, and,
like the MKS-20 Module, has the facility to store 56 edited
equalization and effects settings of the digital sounds. The
88-key RD-300S and 76-key
RD-250S incorporate the
newly-developed SK-6
dynamic keyboard along
with the same great

S/A sounds.

If you haven't already
experienced the
breakthroughs of Roland’s
S/A Synthesis Technology,
do it now. Play any one of
these incredible
instruments and compare
them to any sampled

piano — even those costing
three times as much. Your
ears will quickly tell you
what thousands of
musicians have been telling
us — that our years of
exhaustive research were well worth the effort. RolandCorp US,
7200 Dominion Circle, Los Angeles, CA 90040 (213) 685-5141.

Roland

WE DESIGN THE FUTURE
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sensitive, responding to both attack
and release velocity.

Elka demonstrated their FM sound-
alike EK44 synth. They too have an
88-note master keyboard, the MK-88,
which features a highly innovative re-
peat function whereby 4-bar phrases
can be instantly programmed for re-
peats that then allow you to keep play-
ing over the top. Also shown was the
Elka-financed Lynx—a 16-bit Atari
based stereo sampler similar to Hy-
brid’s ADAP. With this system the Atari’s
memory is not needed and so remains
available to run a sequencing program.

From France, RSF’s 12-bit SD140
Sampling Digital Drum Machine attract-
ed considerable attention. It comes
complete with 14 built-in drum sounds,
14 user memories, and room to store
some 99 patterns and 30 songs.

Fittingly, the most outlandish prod-
uct of show also came from France,
from Maison Musicales. Basically they
constructed a series of “African” wood-
en huts like giant marimbas which were
built into a series of wooden chimes

and other “instruments” you could

bash about. When several people were

London.

inside thrashing about, the combina-
tion of instruments and rhythms plus,
of course, the resonance created by
the hut itself was simply staggering. A
brilliant idea for studios—perfect for
those “let’s get crazy on percussion”
12-inch remixes.

In all, the Paris show is well worth a
visit, and as this pleasantly located,
well presented event gathers momen-
tum, I suspect the opportunity to show
new international lines to Europe will

= LY e
Farmyard Recording Studios, a residential facili

ty 30 minutes from central

prove more irresistible each year.
—Tony Mitchell

Australia Gets a “Tunable”

Live Room

Metropolis Audio Pty. lid. of South Mel

bourne has recently completed con
struction of a live acoustic environ-
ment in Studio One. Traditionally, live
rooms in studios have been of fixed
size and shape, thus producing only
one type of reverberant quality unique
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The Studiomoster IDP1 represents o new
nteligent’” approach  to  dynamics
processing. It is a two channel MIDI
compatible mult-effects unt.

The IDP1 con compress, expond, limit,
gate, and duck. MIDI can be used to
tngoer these functions and perform auto-
fades, pitch-bend auto-fades and auto-
paNNINg.

The IDP1 loses none of the user-
friendhness of old anclogue effects units
and gives the advantage of being able to
accurctely  store frequently used
parameters. 100 memory posttions are
available to the user, ond in addition to
these there are 28 commonly used ones
pre-programmed.

For a full colour brochure, contact Poul
Reeve or Tony Allen ot STUDIOMASTER
INC, 1340-G Dynamics Street, Anaheim,
(A 92800. Telephone: (714) 5924 2997
Facsimile: (714) 524 5096
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to that room. One such studio is Lon-
don’s Townhouse, whose live room
has become so famous for its distinct
sound that bands fly in from all over
the world to record their drums in it.

The design of a good live room can
be a somewhat hit-or-miss affair, as the
actual sound of the room is not known
until it has been completed. The ap-
proach taken by Metropolis Audio al-
lows the live area to be continually
changed to create an infinjte number
of rooms of various sizes and shapes.
This is achieved through the use of
large hinged panels which can be piv-
oted to form the rooms. The floor is
timber, the walls and ceiling are mainly
plasterboard and the hinged panels
are glass to provide visual contact be-
tween areas and add to the liveness of
the environment. On one wall are vari-
ous sized door panels mounted in the
wall. When closed they create a very
“live” environment. As each panel is
opened the reverb time is progressive-
ly shut down. Attention to good acous-
tic design has been meticulously main-
tained to the point of building a bass
absorber capable of absorbing energy
down to 16 Hz.

The first use of the live room facili-
ties at Metropolis Audio was made by
international record producer Nick
Launay, producing a new album for
the Australian group Big Pig. Launay
commented, “Working with Big Pig is
a huge challenge to any engineer sim-
ply because they've got three drum-
mers and the whole thing about their
sound is that the drums are acoustic
and you can't really cheat a lot by using
drum machines. It was very important
from the outset to find a recording
studio that has a lot of variety in acous-
tic rooms and there aren’t that many
studios in the world, let alone Austral-
ia, that have different sounding rooms.
I have always wanted to say to the
assistant engineer, ‘Can you move that
wall slightly to the left?, and here we
can actually do it.”

British Royalty Attends
AMS/Calrec Opening
The opening of the new AMS/Calrec
premises in Burnley, Lancashire last
November was awtended by Queen
Elizabeth and the Duke of Edinburgh.
During the visit the Duke performed
the official opening of the new plant
in a ceremonial unveiling of a plaque
commemorating the event.
Preceding the ceremony the Duke

was escorted by AMS managing direc-
tor M.V. Crabtree and AMS sales and
marketing director J.S. Nevison on a
tour of the research and development
and production departments. Prince
Phillip was introduced en route to
heads of departments and a number of
staff. Along the way he conversed in-
formally with a number of the more
than 100 dignitaries, distributors and
guests in attendance.

School of Audio Engineering

in the USA

The Australia-based School of Audio
Engineering, the largestaudio training
school in the world, with branches in
15 major locations including London,
Sydney, Vienna and Munich, will soon
be expanding to the United States. The
SAE will open offices in the U.S. in the
spring of 1988 with three fully equipped
studios located in Los Angeles, and

The new resizeabie live room
area at the Studio One recording
facility at Metropolis Audio Pty
Ltd., in Meibourne, Australia.

will include the latest model 48/32
Neve console and Otari multi-track, as
well as the necessary outboard equip-
ment. The studios will only be availa-
ble to students and will also feature a
complete MIDI and digital tie-up.
The SAE will be the only school in
the US. offering the full Tonmeister
program which is also available at the
German schools. It will be possible for
a student to begin studies in Los An-
geles and transfer to any of SAE’s other
locations worldwide. Tom Misner,
president of SAE Inc. said, “We are very
excited about our opening in the USA.
It represents a major step for the com-

pany and will provide us with a truly
international school network.”

Intemational Studio News

In Quebec, a self-contained Synclavier
suite was implemented at Le Studio
Andre Perry. The suite includes Lynx
TimeLine to sync audio to audio and
audio tovideo. . . Studio 1 at CTS Stu-
dios in London, arguably the largest
recording room in the UK, has just
undergone a major console refit. The
new centerpiece in the control room
is the Mark III Neve V Series 60-input
48-track automated in-line mixing con-
sole, the first of its kind in the United
Kingdom. . . Mayfair Studios recent-
ly announced the opening of a new
24-track residential recording facility
150 yards away from its main studio in
London...Farmyard Recording
Studios, a residential facility 30 min-
utes from central London, has pur-

5

chased a Studer A820 24-track rnachine
with Dolby SR installed. . .Steve Win-
wood has taken delivery of a Mitsubi-
shi X-850 32-track digital recorder for
use at Netherturkdonic, his private
studios in Gloucestershire. . . In other
British news, DDA consoles were re-
cently purchased by Geoff Westly at
Parsifal Studios of West London,
who installed a 44-input AMR24 unit,
and composer/musician Christopher
Cross, who had a 36/24 console in-
stalled in his private studio. . .In the
Far East SSLreports that it has delivered
56-input G Series consoles to Aoi Stu-
dios, Sound Inn, and Vincent Stu-
dios in Tokyo, and Jigu Records in
Seoul, Korea...The government of
Thailand has acquired 12 Harrison con-
soles for use in recording, on-air and
broadcast production. |
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A REPORT ON THREE STUDIOS

by Fiorella Terenzi

The music recording business in Italy
is actively involved in incorporating
the latest digital and analog technolo-

gies with traditional ltalian classical
compositional and production tech

niques. For this reason, European and
international artists alike ure attracted
to Italian studios. Featured in this arti

cle are three studios which manifest
this spirit.

Cetra Art Recording Studio

Cetria Art Recording is the newest stu

dio designed by Fonit Cetra, and is a
good example of an innovative Italian
facility. Trulya full service studio, Cetra
Art is equipped to do music scoring,
electronic and live music recording
and mixing, and LP and CD mastering.
Itis the only studio in Ttaly (and one of
the few in all Europe) to feature a full
complement of digital recording equip-
ment. Through every phase of record-

Corrado Rusnm producer of
Iltaly’s No. 1 pop album Blue’s.
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ing and production, the artist has the
option to work purely in the digital
domain

The studio is open—aund busy—24
hours a day. Clients may commission
musical pieces and they can receive
full, high-level technical assistance in
recording their own music. Each year

A
D
,-Q

TEREERA
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Above: Cetra Art Recording Studio

Man with Two
Countries

If you live in Italy, you've heard his
name. If you live in America, you've
heard his guitar. Corrado Rustici is a
man with two countries: most of
the year he makes his home in San
Francisco, USA, where he works as
Narada Michael Walden’s main stu-
dio guitarist and as the leader/gui-
tarist of his own band, Holiday of
Hands. Part of the year Rustici lives
la dolce vita across the Atlantic,
where he is a hugely successful pro-
ducer and musician.

Today, Italy's Number One pop

many film scores are recorded at the
Cetra Ant facility, both because of the
reasonable production cost and the
efficiency of the studio’s equipment
and staff.

In addition to the digital studio, fea-
turing 24-track Sony PCM and 24-track
Telefunken analog recorders and a

Fyryts 1

album is Blue’s by vocalist Zucchero
Fornaciari, and produced and ar-
ranged by Rustici. Billboard recent-
ly reported that it “links brilliant
musical contents with outspoken
lyrics.” Since its ‘87 release by Poly-
Gram, nearly a million copies have
sold (mighty rare in Italy). And un-
like much of Italy’s popular dance
music, its lyrics are sung in Italian.
Rustici also asked his studio pals to
help out: Blue’s is earmarked by
saxman Clarence Clemons, key-
boardist David Sancious, Paul Jones,

and drummer Giorgio Francis.
Rustici started out early in profes-
—CONTINUED ON PAGE 48



As You Might Expect, No $700 Amplifier
Has Ever Equalled The Performance, Quality
And Reliability Of The

S1000 BGW 7500...

Until Now!

Introducing The BGW 7500T.
S1000 Performance At A $699 Price.

here are thousands of BGW 7500 amplifiers in the field today
In every case, our $1000 model 7500 was chosen over a number
of lower priced alternatives, for its superior quality, durability
and sonic performance.

But BGW knows that you don't always have the luxury of choosing the
higher quality, higher priced amplifier. Until now, the price-sensitive
buyer has had no choice but 1o settle for a less expensive, lesser
performing unit.

Not anymore. Because BGW's new 7500T amplifier delivers exactly the
same performance as our legendary model 7500, at a price that

goes head-to-head with any U.S. or foreign competitor—just 5699
professional list.

The model 7500T is a price/ performance breakthrough. You get
the same conservatively-ated 200,250 Watt-per<hannel power
(@ 84 ohms), the same performance specs—in fact the exact same
amplifier design, circuitry and components as our no-compromnise
model 7500 — at a $300 savings.

How did we do it? We selectively trimmed a few of the model 7500's nice
but non-essential frills. The 7500T has a steel front panel instead of a
fancy aluminum one, and uses cost-effective barrier strip terminations.
The 7500's LED indicators are omitted on the 7500T. The lower-priced
model accommodates one optional BGW internal crossover card

for biamp applications, while the 7500 can take two cards. These
differences aside, our new economy model is a BGW madel 7500
through-and-through.

The 7500 and 7500T are the most rugged and reliable amplifiers you can
buy. Inside, you'll find no trouble-prone relays and no sound-

degrading IC's.

And here's an important difference between the 7500/7500T and other
competitive units: Many use inexpensive MOSFET designs which require
high bias, and consequently run very hot. Other brands use inadequate
heat sinking. These competitive amplifiers can't live without

forced air cooling.

BGW's exclusive copper header output devices don't require bias at all.
We mount them directly on highly efficient heat sinks. As a result, the
7500 and 7500T run cool and efficient—so they don't require forced air
cooling. And that means you can forget about replacing burned-out

fans every tew years.

BGW's 7500 has always been the ultimate choice for quality and
dependability. Now that our 7500T gives you the same unmatched
performance at just $699, there's really no reason to settle for anything
less than BGW. Call us toll-free at 1-800-252-4800 {in CA, 213-973-8090)
to arrange for a demo trial.

BGW SYSTEMS INC.

13130 SOUTH YUKON AVE.

HAWTHORNE, CA 80250
| SYSTEMS |

ENGINEERED TO BE THE BEST
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“The truest
reproduction of ,:
horns and vocals
I've ever heard!”

Tom Scott
Composer/Session Man

Cardioid Unigus
membrane capsule.

For more information, call:

EXP

11288 Ventura Blvd,, Suite 304
Studio City, CA 91604
(818) 843-1830
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sional music. By age 15 (1972), his
fusion band Nova had released their
first album. Later Nova moved to
London and signed an Arista record
deal. It was while Nova was record-
ing at AIR Studios that Rustici met
Narada Walden, who then was work-
ing with Jeff Beck on Wired The
two discovered that they spoke the
same language. On Vimana, Nova's
third release, Walden played drums,
and he produced the fourth, Wings
of Love(his first production effort).
It hit the charts in America.

Where to go next? Rustici and
Nova moved to Colorado, and then
Los Angeles. Nova released one
more record before disbanding. In
1979, Rustici moved to San Francis-
co to help Walden put together a
band. Since then, we've all heard
Rustici’s guitar on Aretha Franklin
and Whitney Houston hits.

On Rustici’s first vacation back to
Italy, he met Fornaciari. This led to
Rustici’s producing the singer’s sec-
ond album and arranging and pro-
ducing Blue’s. But he doesn't regu-
larly do the transatlantic trip. *Zuc-
chero sends me cassettes with him
singing with a little keyboard, and I
arrange it and rewrite some stuff
here,” says Rustici. He did fly to
Bologna to record Blue’sinstrument
tracks at Fonoprint and vocals at
Umbi, aresidential studio builtina
farm villa. Rustici says Blue’s “went
against the trend in Italy towards all
those big echoes. 1 tried to give him
as dry a sound as possible, really
like a quartet, very warm. It sounds
so different when it comes on the

Soundcraft mixer, Cetra Art also pro-
vides a Sony CD) mastering system with
PCM 1610, BVU 800 DA and DAE 1100,
and an LP mastering system featuring a
Neumann VMS 70, an SAL 74 cutting
amplifier and a Sony DDU 1510 digital
delay.

A full mobile recording facility is
also available for recording any type of
music or audio event in any location.
One of the most complete mobile stu-
dios in Italy, it has been used to record
classical concerts and opera with full
orchestra. Again, the client benefits from
the high fidelity of the digital process,
as the truck is equipped with a 24
track Sony PCM and 2-track Studer ana
log recorders, and Soundcraft mixers.

radio, everybody notices.”

Always in demand in Italy, Rus-
tici’s production talents have graced
an all-digital LP done at Splash Stu-
dios in Naples for pop vocalist Gian-
luigi DiFranco (“This album has
Middle Eastern, jazz and pop influ-
ences, all put together in unbe-
lievable vocat work™), and another
LP for famous Italian rock singer
Loredana Berte.

In the Bay Area—where Rustici’s
techno-pop/rock band Holiday of
Hands scores major local gigs—he
is gaining notoriety for his charis-
matic stage presence and his or-
chestra-in-a-guitar. This unique per-
formance system, designed by Rus-
tici, is based on a customized Jack-
son guitar with a Charvel MIDI inter-
face, linked to a Roland D-50 key-
board, Akai S900 and 612 samplers,
and custom outboard rack. He’s cur-
rently working on a new system
based on the Axxess Mapper, so he
won’t be “swamped with things to
do on stage.”

Talking about how his roots influ-
ence his producing, Rustici notes,
“Being born in Italy, I listened to
different kinds of music, like Nea-
politan and classical. I think it’s im-
portant to travel and get different
influences from everywhere, be-
cause there’s truth everywhere.”

When asked if he plans to set up
residence in Italy again, Rustici says
“I want to break this country first.
Also, I don’t think I would be happy
just moving back there. I think that
my destiny is to lie somewhere in
between, and be a bridge.”

—Linda Jacobson

Psycho Studios Recording

and Sampling

Completed in Milan in September,
1985, Psycho Studios is located on the
ground floor of a three-story building
whose upper floors offer furnished
rooms and kitchens to the recording
artists. The studio itself is comprised
of a control room and two separate
recording rooms. Psycho was designed
along the lines of Studio One on Abbey
Road in London, although its dimen-
sions are slightly smaller. In fact, it is
constructed of the same materials and
features the same monitors and ampli
fiers as Studio One. Psycho features a
full complement of synthesizers, sam
plers and MIDI equipment, as wellas a



Eventide Re-Invents The Harmonizer

%7 tall started on a dark and stormy night. We locked our
453 engineering staff into the lab and told 'em they
A< wouldn't get out until they created a monster—the
ultimate Eventide Harmonizer.

Well, they're out now, and so is the fruit of their labors—
the H3000 Ultra-Harmonizer. There's never been anything like it.
If you're using an Eventide Harmonizer now, you're in for a
shock. And (perish the thought) if you've never used one before,
you're in for a thrill.

To begin with, the H3000 is the first STEREO
Harmonizer. Not just two independent pitch shifters, but fully
deglitched, in-syrc suitable-for-broadcast, stereo pitch change.
Plus, the H3000 gives you the world's best pitch change quality.

And the H3000's incredible Diatonic Pitch Change
program does what no other pitch changer ever could—it
generates musically correct harmony lines at any interval.

You specify the key; the H3000 takes your single input and
tums it into the correct triad chord. Neat, huh?

But now, listen to this: The H3000 Ultra-Harmonizer
packs so much on-board processing power. those not-so-mad
scientists at Eventide also gave it the capabiiities of a high-end
reverb and effects processor. You get dozens of superb quality
factory programs. including a wide variety of Reverb, Multitap,
Digiplex® and Chorus programs, and the potent Death Flange.

The H300C is fully MIDI programmable, of course.
Not just MIDI program change, but complete performance
MIDI control of all parameters. And you can use most any
MIDl-controlling sequencer.

We all know that most multi-effect boxes sacrifice audio
quality for versatility. But not the H3000. It doesn't give up one
iota of performance. We're talking typical 5Hz-20kHz + .5dB
frequency response, >>92dB A-weighted signalto-noise, full 16 bit
resolution at 44.1kHz sampling rate, and the most advanced
effects algorithms in the business. Now you can see why we
call it the ULTRA-Harmonizer.

OK. how much? That's the really uncanny part. The
H3000 is almost HALF the price of our previous top-of-the-line
mono Harmonizer! Hmmm, maybe we should lock up our
engineers more often. And definitely, you should see your

Eventide dealer, pronto. .
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One Alsan Way Little Ferry, N.J.07643 (201) 641-1200
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1O us, it's sheet music.

begins with great design.
And that mixing console
designs are judged by the
most critical performance
standard: Great sound.

Still, you may not care
that Neotek designed
transformerless consoles
years ahead of everyone
else. Or that we introduced
state variable equalizers.
Or that circuits that others
would say are revolutionary
are pretty much old hat
with us. Our new hybrid
amps, for example.

But you do care about
sonic quality. That's how
your own work is judged.
It's how you judge ours.

.
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It goes without saying Neotek’s reputation for
that great performance performance is built on

outstanding circuit design.
It’s the reason no other
console sound compares.

Our sound is the reason
Abbey Road bought their
first American made
console. The reason you
find Neotek credits on the
finest classical CDs. Why
top mic and synthesizer
manufacturers demonstrate
on Neotek consoles.

You can put our designs
to work in your studio.
Whether you need to
capture a perfect vocal,
get every nuance of a
drum kit, or input a hot
sample that makes your
svnth sound its best,

1154 west belmont avenue
chicago, illinois 60657
(312) 929-6699
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your Neotek sound will be
remarkably brilliant, clear,
and musical.

That's why we work so
hard to put our console
designs at the leading edge
of technology. It puts your
sound ahead of all the
muddy and fuzzy
alternatives.

Great composers write
each note carefully on the
page. Every passage leads
to their vision of the whole.
So it is with Neotek’s
artists of circuit design.

We suspect that Brahms,
Beethoven, and Mozart
never wrote a schematic.

But if they had. ...

NEOTEK



Studer A-80 MKk IV 24-track recorder, a
Soundcraft TS-24 32x24 board and an
impressive array of outboard
equipment.

A second studio, Psycho 11, is cur-
rently being constructed in Milan. Vin-
cent Van Haas, the designer of Psycho
I, also designed A&M Recording Stu
dios and Conway Studios in Los An-

geles. Psycho II is designed in two.

parts. The first will be dedicatedto live
recording, and to support this, the
room dimensions will be comparable
to those of a movie theater. The studio
will feature a 56-channel Neve Series V
mixer and either an Otari 24-track ana

log or an Otari 32-track digital record-
er. The second part of the studio will
be devoted entirely to digital sound,
and will include a facility for synthesis
using the Fairlight Series I11. It will
also include a 48-channel Soundcraft
TS-24 mixer and an Otari 24-track ana-
log machine.

Claudio Dentes, owner of Psycho
Studio, is very interested in staying on
top of new digital technology, although
often the finished product at Psycho is
the result of a combination of natural
acoustically produced tracks and se-
quenced, sampled and otherwise elec-
tronjcally produced tracks. Psycho's
sound library for its Emulator (one of
several sampling devices available) in-
cludes nearly 10,000 sounds. A Mac-
intosh computer is available with se-
quencer software, as well as librarian
programs for many of the studio’s
synthesizers.

Some of the most notable artists
who have recorded at Psycho are John
McLaughlin & the Mahavishnu Orches-
tra, Bill Evans, Airto Morreira, Larry
Coryell, Danny Gottlieb, PFM and Dee
Lewis. The studio also has its own rec-
ord label which has produced numer-
ous records.

Carimate Castle

Recording Studio

Located in a 13th century castle near
Lake Como, just outside Milan, Cari-
mate Castle Recording Studios is situ-
ated in one of the most beautiful areas
of the Lombardia region of Italy. The
castle itself was first restored in the
1800s, and then more recently refur-
bished to become the home of a major
recording studio and a favored site for
many artists. The castle is 4,000 square
meters, and is located on 50,000 square
meters of park and garden, making
this recording studio truly unique.

-CONTINUED ON PAGE 120

Noise Gates Should be Seen
& Not Heard

With its unique application of optical switches (rather than

the noisier VCA's used conventionally) the Opnni Craf: offers
very low noise & high performance - at an
affordable price 7

Just $395.00 buys you four noise - !
gates in an AC powered/rack- -
mounting package, with facilities
to “key' the gates from external
triggers as well as adjustable Range,
Threshold and Release Time.

Also avallable are plug-ins for
most popular rack systems. Studio
performance for the budget-
conscious! Call us for literature
& information.

Omni Craft - - -
the quiet one!

CALL 1-800 CT AUDIO

/

In Florida Call (305) 738-0622
CT Audio Marketing Inc., 3050 S.W. 14 Place, #3
Boynton Beach, FL 33426
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ASSOCIATED PRODUCTION MUSIC

888 Seventh Avenue 6255 Sunset Blvd.
New York, NY 10106 /A Hollywood, Ca. 90028
(212)977-5680 /// (213)461-3211

See us at Booth 319—Video Expo
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“From inspiration
to installation,
Centro is the key.”

With Centro, your next broadcast, teleproduc-
tion or post-production facility can capitalize
on years of experience. Your project begins
with a Centro Professional Services contract,
where your needs are carefully translated into
formal design and engineering plans.

With approved plans in hand, Centro can
complete every aspect of systems integration,
construction, fabrication, and installation.
With meticulous attention to every detail,
Centro can put your new or renovated facility
on-line, on time and within budget.

Centro, worldwide systems
integration specialists in
building the finest broad-
cast, teleproduction and
post-production facilities.
In short, turning ideas and
dreams into reality.

369 Billy Mitchell Road
Salt Lake City, Utah 84116 CENTRO

(801) 537-7779

« 1987 - Centro Corporation
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BRITISH STEREO

In a move that is viewed by many as
astonishing, the BBC in Britain has
frozen plans for stereo TV sound until
1991. The broadcast and electronics
industry had expected limited service
to start this spring (1988) and are now
reeling from the BBC's shocking an-
nouncement. Programs are ready. So
are receivers.

The man behind the highly contro-
versial decision is new BBC top dog
and director-general, Michael Check-
land. He trained as an accountant,
worked as an accountant and is now,
for better and worse, applying account-
ing principles to Britain’s public tele-
vision service. Every day it becomes
clearer that Checkland was badly ad-
vised. The question now seems to be
how scoon he will seek a second
opinion.

Britain was scheduled to be the first
country in the world to use a digital
audio system for terrestrial transmis-
sion directly into viewers” homes. Cur-
rently, all television programs in all
countries are broadcast with analog
picture signals on one carrier and ana-
log mono sound signals on a second
carrier of higher frequency. The spac-
ing between carriers differs from coun-
try to country but is usually around 5
or 6 MHz.

For stereo, Japan chose a multiplex
system similar to that already used
around the world for stereo radio. In
piggyback fashion, the FM sound car-
ries an extra sub-carrier for the stereo
sound.

Europe, led by West Germany, re-
fused to adopt the Japanese system.
Engineers argued that it could not ade-
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////////
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TV

At A Standstill

quately separate two different language
channels, and politicians wanted to
limit low-cost imports from the Far
East. The West German system puts
the stereo signal on a second sound
carrier which is transmitted at a slightly
higher frequency than the main sound
carrier.

The U.S. modified the Japanese mul-
tiplex system. The essential difference
is that the stereo sub-carrier is dbx-
processed.

The BBC then added digital tech-
niques to the West German system.
There are two carriers. One, with mono
sound, is analog and picked up by
existing receivers. The second carries
digital code, for reception by a new
generation of sets. It is transmitted at
6.552 MHz above the vision carrier.

For stereo hi-fi, the sound is sam-
pledat 32 kHz and encoded into 14-bit
words which are then compressed to
10 bits. The system is called Nicam 728
because it relies on the “near-instan-
taneous companding” techniques used
by the BBC for 20 years to send radio
signals 'round the country, and the

overall data rate is 728 kilobits per
second.

Separation is so good that instead of
carrying mono and stereo music, the
three channels (mono analog, digital
stereo) can each carry completely dif-
ferent full-bandwidth audio for multi-
lingual programs. The third possibility
is for one or both digital sound chan-
nels to be replaced by data for teletext,
graphics, paging signals or even still
pictures.

The Nicam system was designed to
mesh with the stereo sound system
which will be used for MAC satellite
transmissions. For both MAC satellite
transmissions and Nicam terrestrial
stereo, the stream of digital informa-
tion is divided up into packets. The
packets for MAC are the same as the
packets for Nicam. So the stereo sound
chips ina satellite receiver will be com-
patible with the chips in a Nicam
receiver.

By 1984 the BBC had proved Nicam
728 by test transmissions from Wenvoe
in South Wales (to check the effect of
multipath caused by local mountains),
in London from Crystal Palace, and
from Rowridge on the Isle of Wight,
aCross water.

The digital signal is so robust that
clear stereo is heard even when the
pictures have been spoiled by noise
and interference. In September 1986,
the BBC proudly announced that the
British government had approved this
system as a new standard. The elec-
tronics industry trade body BREMA
(British Radio Electronic Equipment
Manufacturers Association) passed the
good news on to its members—and
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“Nicam is probably the most impor-
tant development since color. The
public have been made aware and

they want it. The market is ready, but
who gets egg on their faces?
The manufacturers.”

all the major manufacturers started to
design stereo TV receivers, recorders
and decoders.

An experimental Nicam service has
been operating in the London area
from Crystal Palace for at least a year.
Unannounced, talk shows, sports
events, music programs and selected
feature films have been transmitted in
stereo for the benefit of engineers and
designers. Although no official launch
timetable was ever published by the
BBC, the electronics industry has been
expecting the engineering tests to roll

amps, and other audio modules

e Westlake — monitor speakers

facilities and broadcasters.
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Studio Consultants specializes in a select group of exceptionally tine
professional audio products, including:
¢ AMS AudioFile —hard disk-based digitul recording and editing svstem

o API—uall-discrete equalizers and microphone preamplitiers, distribution

e Bryston —professional power amplifiers, preamplifiers, and crossovers
e T.C. Electronic —digital delay/sampler, automated equalizers, and effects

Also: Aphex, Audio Digital, Audio Kinetics, Fostex Professional,
Rane, Valley International, White Instruments

Spec sheets, prices, and in-studio demos are available on request. And
for short-term needs, Studio Consultants rents API und Bryston.

studio consultants, inc.
321 West 44th Street New York, NY 10036 (212) 586-7376

Equipment, support, and design services for professional audio

out this spring into an official service
which expands over the next three
years.

But in October, when Michael Check-
land unveiled his strategy for the 1990s,
he talked only of “formulating a policy
on the introduction of stereo sound for
television in the 1991 triennial review.”

“We have been led up the garden
path,” says a spokesperson for JVC,
whose Japanese engineers worked
closely with the BBC. JVC already has a
Nicam video recorder on sale in Brit-
ain; it contains microchips custom-

made by Toshiba. Mullard (a subsidi-
ary of Philips) and Texas Instruments
are also making chips.

Ferguson’s commercial director
Peter Brice adds, “Itisashame thatina
field generally dominated by Japanese
inventions, the BBC is prepared to sit
back and see Britain’s leading position
eroded.”

Most of the TV manufacturers in Brit:
ain are now owned by Japanese com-
panies. Peter Hamblin is marketing di-
rector for Panasonic, which employs
about 850 people at TV factories in
Cardiff. Since May 1987, Panasonic has
been making all higher-price sets con
vertible to Nicam. “We have done an
enormous amount of work at ourtech
nical centers both in Cardiffand Japan,”
says Hamblin, “and it’s all to no avail.

“Nicam is probably the most im
portant development since color.
The public have been made aware
and they want it. The market is ready
but who gets egg on their face? The
manufacturers.”

“We are very disappointed,” says a
spokesperson from Hitachi. “We have
lost export potential because our fac:
tory at Hirwaun would have produced
Nicam sets for all Europe.”

“Iregret the situation,” said Michael
Checkland recently at an industry con
ference “whereby you have sets and
we don’t have programs, and I hope it
never occurs again.”

The trade body BREMA has proved
singularly ineffective and seems wor
ried about offending the BBC.

The bottom line is that Checkland
has been poorly advised on the amount
of stereo program material available
for transmission—his own staff esti:
mates that at least 20% of the BBC's
output is already available in stereo.

Most modern cinema feature films
now have Dolby stereo soundtracks.
Almost all music video programs in
Britain are made in stereo, either for
domestic release on tape or the new
CDV videodisc format or for transmis-
sion in countries which already have
stereo, or are due to start soon. Most
soaps and mini-series from America
are available in stereo. If the BBC gets
mono copies of this material, it is only
because that is what the U.S. suppliers
think the BBC wants.

The Shepherds Bush Theatre in Lon-
don, where most talk shows are taped,
has already been converted to stereo
for The Wogan Show. Pop programs
like Top of the Pops have already been
simulcast in stereo with BBC radio.
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BRYSTON POWER AMPLIFIERS
CONTINUE TO DEFINE THE STATE-OF-THE-ART
IN MUSICAL ACCURACY, LONG TERM RELIABILITY
AND PRODUCT INTEGRITY.

ryston design philosophy
incorporates three
general concepts.
1. Musical accuracy
2. Long term reliability
3. Product integrity

MUSICAL ACCURACY

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

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

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

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

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

In the United States:
: VERMONT

RFD *4, Berlin, Monpelier, Vermont 05602
(802) 223-6159

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

STANDARDS OF RELIABILITY

e consider this criterion
to be exceedingly
important. We have

applied techniques
and materials in our evervday
construction of electronic
equipment more typically utilized
in the military and aerospace
industries.

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

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

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

Circle #040 on Reader Service Card

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

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

INTEGRITY

ryston contends that
the term ‘best’ should
apply to the honesty

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

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

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

In Canada:

MARKETING LTD.

57 Westmore Dr., Rexdale. Cniario, Canada M9V 3Y6
(416)746-0300



The BBC's outside broadcast teams are
equipped to cover events in stereo.
Music concerts are routinely covered
in stereo for simulcast, radio or foreign
transcription sales.

On the Continent, Germany is pay-
ing the penalty of being the first coun:
try in Europe to go stereo—with an
inferior system. Shelving Nicam in its
country of origin does little to inspire
confidence in uncommitted countries!

The good news for the broadcast
and electronics industries—and the
bad news for the BBC—is that the In-
dependent Broadcasting Authority and
its commercial TV companies have
been spurred into action by Check-

land’s decision. Commercial TV sta-
tion TVS, which serves the South of
England, typifies the get-up-and-go
spirit which is now running through
ITV. Says Robert Edwards, deputy head
of sound at TVS:

“Now that the BBC has gone cold
on stereo, ITV can take the lead. Adver-
tisers already use stereo on radio. If
companies like Pepsi and Coca-Cola
can transmit musical TV commercials
in stereo, they will pay more to do so.

“The availability of stereo is equiva-
lent to the change from 405-line black-
and-white TV to 625-line color in the
late "60s.”

The IBA had originally planned the

Aphex Avral Exciter Type C

It’s for Anyone Who Performs,
Records or Listens to Music.

‘I recommend Aural Exciternent to those of you looking for that extra zing. "
Eddie Ciletti, MUSIC & SOUND OUTPUT

ﬁx Aphex Systems Ltd. « 13340 Saticay St. « North Hollywood, CA 91605
® (818) 765:2212 « TWX: 910:3215762

Aural Excrer 1S a registered trademark of Aphex Systems Ltd

© 1987 Aphex Systems Ltd
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leisurely introduction of stereo after
the BBC. Now there is a crash pro-
gramto convert the ITV'stransmitters,
production centers and distribution
links to stereo. But this is nowhere
near as easy as the independent pro-
duction facilities and electronics in-
dustry assume.

The BBC is already set up for net-
working TV programs around Britain,
starting mainly from London. This is
done with a system called Nicam 3
and “sound-in-syncs.” For distribution
between transmitters, the TV sound is
converted into digital code and slot-
ted into the gaps in the video wave-
form which are conveniently formed
by picture synchronization pulses.
This means that both sound and pic-
tures can be sent over the same single
vision link.

Nicam 3 samples the mono sound at
32 kHz, and converts it to 14-bit code
words which are then compressed to
10-bit words, to give a data rate of 338
kilobits/second. This fits neatly into
the PAL TV system 4.7 microsecond
sync pulse gaps.

Obviously the distribution links
must be able to carry stereo if the trans
mitters are to broadcast stereo. The
BBC has developed a new sound-in-
syncs system which squeezes a quart
into a pint pot, by widening the time
slot and using quaternary coding—the
signal changes through four steps in-
stead of two. So stereo sound at 676
kilobits/second is carried in the vision
syncs. Work has already begun on con-
verting the BBC's mono distribution
links to stereo. It will continue despite
Checkland’s freeze.

Here is where the ITV stations have
a special problem: ITV programs orig-
inate from all over the country and
bounce around a cobweb network of
land lines and microwave links. The
signal from TVS' Maidstone studios
goes to Southampton; from there, back
to the British Telecom microwave tow-
er in London; and from there to Dover
and back from Dover toa small relay at
Bluebell Hill.

Currently, the mono sound and vi-
sion signals travel separately, along
landlines and radio links. This is ifn-
practical for stereo, because sometimes
British Telecom will route the left and
right legs of the link along different
routesand so destroy phase coherence.
Even with sound in syncs, every link in
the chain and node in the network will
degrade a Nicam signal by adding 3 dB
in noise and a 13-millisecond delay



due to digital buffering. For the BBC
there are not enough nodes to matter.
For ITV there are far too many.

The IBA wants to use 16-bit linear
coding instead of companded Nicam
for sound in syncs. It isjust possible to
squeeze 16-bit stereo into the sync
pulse spaces but there is less room for
error correction, so the signal is not
robust. The IBA is currently experi-
menting with prototype linear encod-
ers, but all this delays the start of work
on a stereo network.

Also there is disagreement inside
the IBA on how best to produce the
mono signal for transmission for a ster-
eo feed. Instead of simply summing
the left and right legs at the transmitter,
the IBA is experimenting with the idea
of shifting the right channel through
90 degrees before summing, to narrow
center front dialog. Sound engineers
are not happy with the idea, which
means another potential source of
delay.

Already TVS is experimenting by mak-
ing programs in both mono and stereo
versions, and stockpiling opera in ster-
eo from Glyndebourne. TVS also tries
out stereo techniques with live bands

The bottom line is that
Checkland has been
poorly advised on the
amount of stereo pro-
gram material available
for transmission—nhis
own staff estimates that
at least 20% of the
BBC'’s output is already
available in stereo.

and studio talk shows. Drama is mixed
using film techniques, with mono dia-
log and stereo effects and music. Neu-
mann M/S mics have been tried, with
one channel used for mono and the
other recorded as a separate difference
track to leave the options on stereo

width open for later mixing.

Because the BBC has both radio and
television networks, television can rely
on radio people to have stereo experi-
ence. But it’s not the same for com-
mercial television, because commer-
cial radio and TV stations are quite
separate bodies.

“So we are doing rough mixes on
stereoto learn,” says Robert Edwards.
“For instance, we found that moving a
wide stereo mic on a boom quite lit-
erally makes viewers feel sick. The
best results so far are from using the
M/S mic with an artificially narrowed
image.”

Best estimates are that the IBA will
be running on-air tests before the end
of 1988, and will start a limited service
from London and a few other areas
around Britain in 1989. This will put
commercial TV at least a year ahead of
the BBC. When the inevitable happens,
and ITV wins viewers from the BBC,
accountant Checkland’s decision will
be judged a disaster for the BBC. W

London-based Barry Fox specializes in
writing digital audio perspectives for
leading European technical magazines.
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Inform

Britain’s

gital

by Richard Elen

|

The Digital Information Exchange is
fast becoming one of Britain’s most
interesting and useful pro audio
events. Now in its third year, the Ex
change began life primarily as a show
case for Sony digital audio products (it
is held by Sony Broadcast, Sony’s pro
fessional wing in the UK; and HHB
Hire & Sales, one oftheir main distrib-
utors). With experience behind it, the
Exchange broadened last November
to include a wide range of manufactur
ers, in a pleasant and reasonably inti-
mate atmosphere—the Private Mem
bers' Suite at the London Zoo, Regent’s
Park, an excellent location for the com-
bination of lectures, question-and-an-
swer sessions, and “hands-on” experi:
ence concerning digital (primarily dig-
ital audio) techniques offered by DIE.

The event was expanded to four days
this year, two days of recording indus:
try-related topics sandwiched between
a first day concentrating on broadcast
and video applications of digital tech-
nology, and a final day concerning sci-
entific and industrial applications.

Highlights of the first day included
the new Code of Practice introduced
by the Independent Broadcasting Au-
thority, controllers of Britain’s com:
mercial radio and television network.
These supersede previous specifica
tions which covered analog techniques
only, and these in a context of mono
TV sound on poor-quality sets.

Then Gert-Jan Vogelaar of Philips
DuPont Optical gave a modified ver
sion of his recent AES paper on CD
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Video production considerations. Mak:
ing a CDV master is not a simple busi
ness: from the international standard
of the audio compact disc, we move
into an area where differing video
standards once again complicate mat-
ters. The problem lies in the fact that
digital audio CD’s 44.1 kHz sample
rate does not sit easily with either NTSC
or PAL video frame rates—so at the
very least, “template” tapes must be
pre-prepared with at least two differ
ent time code formats recorded on
them, to sync the various machines
and systems required. And that compli
cation could dooman otherwise excit-
ing format.

Noted international technical jour-
nalist, and occasional contributor to
Mix, Barry Fox, continued the tale of
system failure due to differing video
“standards” in a discussion of Euro-
pean DBS plans. DBS, he says, stands
for “Don’t Bother Starting,” or “Don’t
Buy Shares.” By the time the official,
highly expensive 3-channel British sat-
ellite has gone on the air in 1989 there
will already be a 16-channel independ
ent bird up there—in a different part
of the sky and with a different broad
cast standard.

Guy McNally discussed the benefits
of direct-access (i.e. hard-disk) audio
editing in the context of the Digital
Audio Research Soundstation I, and
described the requirements of this
type of system in operational terms:
the need, for example, for varispeed,
level adjustment and mixing; the abil

ity to slip tracks and change crossfade
edit lengths, and so on. And there must
be a useful and productive human
interface.

Later in the day, after a rundown of
the possibilities of DAT, we heard from
David Smith on the penetration of dig
ital technology into U.S. broadcasting.
“Not very much” was how he put it,
but those who were using digital audio
were using it extensively—compact
discs for jingles, effects, music libraries
and special compilations sent to broad-
casters by the record companies; CD
as the standard format for on-air music,
AM and FM, despite the lack of a truly
“pro” player; R-DAT in use by classical
music stations and by CNN for circulat-
ing their specially-commissioned mu-
sic cues. And Smith supplied a survey
of just a few U.S. production facilities
using digital. We were all impressed.

On Day Two, Dr. Roger Lagadec in-
troduced the facts of R-DAT in a profes-
sional environment. It was a consum
er format, he said, and couldn’t be
expected to offer everythinga pro user
required. Editing, synchronization and
other features promised in the hype
might take years to appear. And R-DAT
is not the best way of doing everything

—CD mastering, for example, might
be better performed on a stationary-
head system. And it should not be for
gotten that R-DAT, as a consumer sys
tem, was not built with longevity in
mind.

David Smith re-appeared to talk
about the benefits of good filter de
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sign—with the help of Christoph Hei

delberger from Apogee—and later, on
the topic of oversampling converters:
common practice in home CD players
but underexploited in the studio. Tony
Griffiths of Decca gave us a useful un-
derstanding of the fundamentals of
digital signal processing, with practical
examples: why you need dither in your
digital faders, and what happens when
you overload a digital system (all the
ones turn to zeroes with a nasty bang).

Haydn Bendall of Abbey Road and
producer Mike Hedges took a look at
the problems and benefits of digital
audio systems, and why record com-
panies are unwilling to spend the
money on digital multi-track. They say
it could increase recording costs by a
third and wasn’t necessarily always de-
sirable—for example, for 4 band’s first
album. But it was pointed out that re-
cording costs were only a few percent
ofthe overall budget foranalbum. . . .

The day closed with a discussion of
the need to integrate the capabilities
of a digital studio system combining
digital audio processing and hard-disk
recording/editing, given by someone
who should know, Bill Aitken of SSL.
Their design system is quite well
known now, but Aitken focused on the
need to put storage, processing power,
and control sophistication together in
the right balance—and at the right
place at the right time.

His lecture was preceded by an ex-
tended presentation of Fairlight’s MFX
post-production system and the new
Fairlight cards. Impressive they were
too, especially the Apogee-equipped
D/A board, the AES/EBU digital inter-
face, and the 68020-based multi-task-
ing Waveform Supervisor card which
offers multi-track hard disk recording
and the capability of having two peo-
ple using the machine at once.

Day Three was packed with presen-
tations, led off by Cary Fisher’s survey
ofthe state of digital multi-track world-
wide. Fisher has the useful perspective
of having worked for both the major
manufacturers, and estimates that to-
day there are 190 machines in North
America, 70 in Britain, 110 in Europe
and 110 in Asia, including a very high
penetration in Japan.

Then Nick Hopewell-Smith, DIE
producer, gave one of his interesting
presentations about what the record
industry was doing wrong. In this case,
he went through all the business fears
about DAT and dismantled them one
by one—so efficiently, in fact, that we




were left wondering whether DAT was
any use for anything in the consumer
field. What was there that you couldn’t
do more easily and effectively with
compact disc, apart from making com-
pilation tapes? And with the highly
disappointing sales of DAT machines
to Japanese consumers, it looks to me
as if the record company boycott of
the digital tape format might just as-
sist the demise of the system. All they
have to do is keep it up: no unpleasant
copy-code outcry or legislation to wor-
ry about.

Hopewell-Smith feels the time is
right for the record industry to reduce
the price of CD software and make it
into the mass-market medium it should
be—and believes the “threat” of DAT
might just bring that about.

After Andy Hilton—one of Britain’s
digital equipment rental specialists—
had given us all the good reasons for
renting digital rather than (or perhaps
before) buying it, and after a hasty
lunch, we saw the return of Dr. Laga-
dec, this time tongue firmly in cheek,
relating the findings of his colleague
“Professor R. Lecoq,” who had extend-
ed Dr. Diamond’s dubious research by
using “studio personnel and, where
possible, humans” to find that the
male response in intimate situations
was impaired by digital audio. Fre-
quencies around 3.8 kHz were to
blame, he related metaphorically, and
of course they couldn’t simply be re-
moved with a notch-filter applied to
the master tape! So a “lower-level” so-
lution had been found by utilizing the
latest “thin-film” techniques. Like the
WORM optical disk this “audio prophy-
lactic” could be “used once, but not
re-used.” A good time was had by all.

On more serious matters, we re-
ceived a useful overview of the Neve
Digital Transfer Console (DTC) and of
the superb AMS Audiofile—and how
they could be used together—from
Andy Proudfoot and John Andrews of
Neve, Stuart Nevison of AMS, and Ian
Gillespie of Tape One Studios, who
are users of the system.

Then we heard from Bob Ludwig of
Masterdisk, another DTC owner. In a
fascinating presentation we heard how
he had moved from analog to digital
disc-cutting, and we gained glimpses
of some awesnme monitoring in the
facility. The day was completed by the
least worthwhile presentation of all
(Mark Varney reading a lecture which
could have been copied verbatim from
the Philips “Red Book” of CD specs.
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Nominally about quality control in CD
pressing, it was actually the specifica-
tions, pure and simple). A far more
interesting, succinct report came from
Paul Leader of Otari UK on Pro-digi
developments—howa potential DASH
manufacturer had gravitated to the op-
posing camp, and why.

The last day, mainly devoted to sci-
entific and industrial applications, in
fact had a wider appeal, not least be-
cause it gave those of us in the record
ing industry a fascinating insight into
fields of which we would otherwise
see very little. Of special interest was
Francis Rumsey’s description of digital
audio projects in Britain’s universities,
from the Composer’s Desktop Project
to digital filters in Wales. Martin Russ
(of British Telecom Research) gave a
remarkable presentation with the aid
of a special HyperCard stack on his
Macintosh computer on how to in-
crease quality and reduce the bit-rate
in digital telephone transmission.

Jim Wilkinson of Sony described the
D1, D2 and HD video recorder specifi-
cations and their audio capability; Dr.
Klaus Genuit of Head Acoustics de-
scribed the use of dummy-head tech-
niques for measurement applications;
and Andy Harding described Sony
Broadcast's “Interactive Knowledge
System,” a linking of IBM PC and video-
disk technology to produce a visual
database—which could, for example,
be a reference manual on a complex
machine.

The session closed with an examina-
tion of the practicality of R-DAT as a
data storage medium from Bill Boles
of Hewlett-Packard, preceded by one
of the best presentations of the day,
the inimitable John Watkinson of Am-
pex instructing us all in a clear, practi-
cal and fascinating way how error cor
rection was carried out in digital tape
formats—from simple truth tables to
cross-interleaved Reed Solomon codes.
And we understood every step.

With so much going on in four days
—plus more that is not mentioned
above—it is hardly surprising that the
Digital Information Exchange is be-
coming a vital day at the Zoo for Bri-
tain’s audio professionals. |

Recording engineer and producer
Richard Elen, former editor of Studio
Sound, lives in Glastonbury, England
and works as a “Creative Technology
Consultant,” dealing in recording, ad
production, music, computers, and las-
er holography.
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LONDON’S TAPE ONE
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Digital Suite One at London's Tape One.

by Richard Elen

In 12 years, Tape One Studios has pro-
gressed from being a small company
producing children’s records to Lon
don’s best-known independent cut-
ting and pre-mastering facility. With a
major investment in digital audiotech
nology—including a Neve Digital
Transfer Console (DTC) and an AMS
AudioFile as recent acquisitions—part
ners Barry Ainsworth and Bill Foster
have become experts in the arcane
field of digital audio post-production:
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from conventional disc-cutting with
digital masters to the whole business
of CD pre-mastering. This article charts
the facility’s development and brings
to light some of the company’s experi

ences at the leading edge of the profes-
sional audio industry.

Tape One was founded in 1975 by
Foster and Ainsworth. Savs Ainsworth,
“We had a market for children’s rec
ords, and we decided that we needed
a studio to record them in. We made
the first records, and because we had
tape recorders, and because of my con

nection with Sarm Studios, we ended
up doing a lot of tape copying for
companies like K-Tel. And we kept
those sort of clients. So when we had
finished the first 12 children’s albums,
we decided to look for copying work,
for when we weren’t making records.
So the copying built up.”

Then the facility decided to purchase
a used cutting lathe, and in 1976 Tape
One became 2 mastering facility. “We
went into speech recording, but that
field was rapidly sewn up by a small
number of companies with large sound




effects libraries, so we weren't too suc-
cessful at that,” says Foster. “But we
were doing copying in our downtime,
and eventually put two machines in
our speech studio, turning it into a
second copying room. Every time we
had a session, we drew a curtain over
them to hide them.”

Foster, himself a veteran cutting
engineer, ran the lathe for two years,
until they employed Denis Blackham
in 1978. “Then we decided it wastime
to look for new premises,” says Foster.
At that time the facility was operating
out of a seedy basement on Carburton
Street, off London’s Euston Road.

“We found the Windmill Street
premises in 1978, and construction was
completed the following year. We had
two floors of this building—about
3,000 square feet—and we didn’t know
how to fill it. So we put in one disc-
cutting room, and one room for putting
compilation albums together,” Ains-
worth recalls. By this time the com-
pany was gaining a reputation for assem-
bling masters for companies such as
K-Tel. “We were becoming known for
‘20-hits-on-one-record’ compilations,”
says Foster.

“We soon had one straight tape copy-
ing room, and a room dedicated to
doing audition cassettes—six ma-
chines hooked up together,” continues
Foster. “We hung onto the idea of put-
ting a speech studio in the basement,
and we installed that in conjunction
with the usual ancillaries such as a
library. Then we were asked if we could
use the 8-track in there to make loop-
bin masters for cassette duplication.
So gradually, once again, the speech
studio got phased out. It finally died in
1980.

“In 1978, before we moved, we had
decided to improve our cutting facili-
ties, and ordered a Neumann VMS-80,”
says Foster. “We were the second
people inthe UK to place an order. We
took delivery in August 1979—it was
the turning point. Suddenly we started
to be regarded as a serious mastering
facility. We put the old lathe in the
basement and installed the VMS-80 in
our number one room. Later on we
added a third lathe—a VMS-70.

“Then in 1981,” Foster says, “we
were approached by Roger Cameron
of Feldon Audio to consider the pur-
chase of a Sony PCM-1600. We looked
at the system and, quite frankly, we
didn’t like it. We heard horror stories
about drop-outs and other problems,
S0 we passed it by.

“We had a market for
children’s records, and
we decided that we
needed a studio. We
ended up doing a lot of
tape copying for
companies like K-Tel.”

“About the beginning of 1982,” Fos-
ter continues, “Roger came to us with
the 1610 for us to try out. We ran some
tests, and immediately realized it was
a much more serious proposition. So
in April 1982 we installed a PCM-1610
and two BVU-200B video machines.
We also ordered a DAE-1100 that wasn'’t
available until the summer.

“So by August 1982 we had a com-
plete 1610 system and editor,” Foster
remembers, “and basically it sat there!
We did virtually nothing with it—ex-
cept rent it back to Feldon.” Says Ains-
worth, “People were still scared of this
new technology. To begin with, no
one wanted to use it.

“Then one day,” Foster resumes, “in
the fall of 1982, someone from a rec-
ord company called up and asked,
‘Have you got something called a one-
six-one-zero? We said that we had,
and she said, ‘That’s good, because
I've got about 20 tapes I've got to send
to Japan for compact disc. ...’

“All we did was straight copies onto
1610,” says Foster, “because we had
no idea of subcode formats and that
sort of thing. Then we had long dia-
logs with PolyGram and other people
inthe industry and came to understand
what was required for CD master tape
production. We began to produce mas-
ter tapes for quite a few companies,
writing down the timing information
on a sheet of paper and so on.

“During that stage we began to come
across faults on some 1610 tapes com-
ing in, and we had to make decisions:
for example, should we take the tape
throughthe deskand EQ out a rumble,
risking the problems of the conversion
process at that time, or should we let it
go through? In many cases the pro-
ducers tended to prefer to leave slight
imperfections on the recording, par-
ticularly in the classical domain,” notes
Foster.

“But we were always trying to im-

prove the way we handled digital mas-
ters,” Foster continues. “We heard
about the DSP and called Neve in late
1982.”

Afew months later, Neve approached
Ainsworth, and asked if Tape One
would be interested in adigital console
for the truck, Mobile One, which they
were operating then. “Neve was doing
one for the BBC and thought we might
like to have a look,” says Ainsworth.
“We went to see them in February,
1983. After a good deal of discussion
we declined, but did ask if they could
doallittle box capable of taking a Sony-
compatible signal in and out and offer-
ing a limiter, EQ and fader, and nothing
else. And while they were about it,
how about a quote on an all-singing,
all-dancing digital disc-mastering
console?”

Two weeks later Neve came back to
them. “They said yes, they were inter-
ested in both, but we couldn’t have
one without the other. If we wanted to
have the little box—essentially a cou-
ple of channels of their DSP—we had
to order the big one as well. They
quoted a figure which was the com-
bined price of the two consoles. And
there was little or no variance in spec.
We couldn’t have different EQ curves
from the BBC, for example. It was basi-
cally have that, or wait two years. We
decided to go for it.”

The equipment was ordered in the
spring of 1983. “Atilla,” the small con-
sole, was delivered in May 1984, at the
same time as another piece of the CD
mastering jigsaw puzzle, a Philips PQ
Subcode Editor, arrived on the door-
step. “We felt that at the time a lot of
CDs were going out with very ham-
fisted subcodes on them,” says Foster.
“There were a lot of people in the
factories who knew everything about
pit profiles but didn’t know where to
put the break-point between two tracks
in a crossfaded concept album.

“We had the choice of the Sony or
Philips subcode editors, and we chose
the Philips partly because it printed
out on paper the information which
the record company could understand,
and it was all there if something hap-
pened to the data on the tape.”

So Tape One became the first facil-
ity in the world, outside of CBS/Sony,
to be able to offer digital EQ, limiting
and level correction as well as editing,
assembly and compact disc PQ sub-
coding to customers. “It was that, plus
the upcoming disc master console—
which attracted a lot of interest at the
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New York AES in 1984—that really put
Tape One on the map,” says Foster.

“The disc mastering console was
rather late. It suddenly dawned on
Neve—as with a lot of other manufac-
turers—that digital audio equipment
is incredibly software-based. And soft-
ware is not written in 20 minutes. But
when the console was finally delivered,
it worked very well. The first session
was done in November '85, and the
room officially opened in January 1986.
It's been working ever since and we're
very pleased with it.”

Foster goes on, “Then before we
could sit on our laurels, Graham Bos-
well and Andy Proudfoot came down
from Neve and asked us for input. They
were designing a production master-
ing console—which was to become
the DTC. We decided to sit this one
out. After all, we were doing well with
our two consoles, and we had added a
Harmonia Mundi system for some of
the smaller jobs that didn't require a
complete digital console system. But
then people started to order DTCs,
and Barry and 1 started thinking about
ordering one ourselves. Because we
had this master plan.”

Their plan revolved around the busi-
ness of digital audio editing. Since
1985, Foster and Ainsworth had been
thinking about the usual approach to
the subject. They knew they were not
happy with the business of shuttling
videotape machines backwards and for-
wards. “It was all that was available,”
says Ainsworth, “but it took a long
time to get from A to B. None of the
clients complained, because it was the
only route: but a lot of time and effort
goes into it, and you don't always get
what you want. We both thought there
must be a better way.”

“I saw the AudioFile the first time it
appeared at the AES in Hamburg,” says
Foster. “We talked to Stuart Nevison
but he said he wasn't interested in
doing a studio version ‘yet.’ It was a
digital cart machine—asensible course
for AMS. It meant they could get out
some units and start to recoup some of
their development costs. Stuart said he
would talk to us when he was ready. In
the meantime we looked at other sys-
tems. Disk-based editing isn't a new
concept: Tom Stockham was doing
something of the sort years ago with
SoundStream. And several companies
were developing systems.”

“Then we went to the International
Broadcasting Convention (IBC) in
Brighton in 1986, says Ainsworth, “and
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we saw Stuart there. ‘I'm ready totalk,’
he said. That was the trigger that started
itall.”

It turned out there were four or five
hard disk editing systems on show at
IBC. Foster recalls, “We ended up talk-
ing seriously to Lexicon and AMS. At
the end ofthe day, when it came to the
matter of writing checks, we asked both
manufacturers, ‘Can you deliver now?'
AMS was the only one to say yes. So in
February 1987 we installed the AMS
AudioFile: one hour of storage (we
now have two hours), without the final
Cut and Splice editing page. We builta
new room at the beginning of 1987.
We refurbished the original speech stu-
dio control room—by that time called
‘Digital Suite 1’—and installed the
AudioFile.”

By the summer of 1987, Tape One
boasted four digital suites: Digital Suite
1, with the AudioFile and DTC, plus a
1630 and DMR-4000 U-matic system,
and redesigned acoustics and monitor-
ing by Tom Hidley; Suite 2, with a
Harmonia Mundi BW102 interface,
1610 and DAE 1100 with Philips sub-
code editor; Suite 3 with the smaller
DSP, 1630 DAE1100 and Harmonia
Mundi system; and Cutting Room 1,
with the large DSP, VMS-80, 1630, Mit-
subishi X-80, sampling rate converters,
and analog systems including A820
machines with Dolby SR. In addition,
there are four analog rooms available.
From having two floors in the building
when they moved in, Tape One now
uses all five.

“We ordered the Neve DTC when it
was announced, and it was delivered
in June 1987, says Foster, “and it was
hooked up to the AudioFile, which
included some modifications to let us
run, from the AMS into the DTC, two
digital stereo signals and one analog
stereo channel.”

Despite the commitment to digital,
there’s still room for analog at Tape
One, particularly Dolby SR. “A lot of
compilation albums are being done
on Dolby SR because the production
companies don’t want to pay digital
rates,” says Ainsworth. “And these
companies still want to resequence
the albuma half-hour before they mas-
ter it: it is still faster to do it with
Va-inch tape, despite the AudioFile.”

The latest news, announced at the
last AES convention in New York, is
the acquisition by Tape One of Tri-
dent Studios. It will be called Audio
One. Says Ainsworth, “The work at
Tape One was going fine, but we found

we needed something else. It was
logical to look for another facility. We
wanted a studio with extra rooms: and
Trident has the studio, 4 remix room,
two cutting rooms, high-speed cassette
room, tape copy room and so on, just
what we wanted. So we decided to
give ourselves another load of facilities
and some more headaches! Because
that's the way we like to work.”

“Trident was a real state-of-the-art
London studio originally,” says Foster.
“It was the first 8-track studio in Lon-
don; ‘Hey Jude’ was recorded there.”
And in fact Ainsworth worked there for
a few months. The purchase involves
only Trident 1; the second facility, at
Strutton Ground (formerly Strawberry
Mastering and now a remix room), is
not part of the deal.

“We plan to refurbish it from top to
bottom, over a period of time, as we
have done with Tape One,” say the
pair. “Work will start in the early
spring.”

Says Foster, “Basically, we see an ex-
tension of the post-production chain.
In five years’ time, stereo tape may not
be the start of post-production. I think
now that recording, remix, cutting, and
CD mastering are all separate stages, it
isn't necessarily the case that post-
production should start at the point
that the tape has been mixed. There
might well be areas where our post-
production expertise can be brought
to bear on stages before the damage
has been done.”

For the foreseeable future, the stu-
dio and the remix room at Audio One
will remain just that—'‘But who
knows?” says Ainsworth. “What we
would like to do is something state-of-
the-art, but different. But we are in
business to make money as well as to
push back the boundaries. So if the
most viable combination was still an
SSL and a Studer, we wouldn't decline
to put one in just because other peo-
ple had them.”

“But there are some very interesting
possibilities out there,” Foster con-
cludes. “There are very, very bright
people around in our industry. It will
be quite interesting to watch this
space.” ]

Recording engineer and producer
Richard Elen, former editor of Studio
Sound, lives in Glastonbury, England
and works as a “‘creative technology
consultant,” dealing in recording, ad
production, music, computers and las-
er holography.
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by Dan Daley

ook around any recording studio

these days and it won't take long

to notice a preponderance of
names like Yamaha, Sony and Mitsu-
bishi. At sessions over the last few
years, you've also probably noticed
that sushi and sashimi have replaced
burgers and fries as the most-ordered
take-in food. This two-pronged Japan-
ese assault of technology and cuisine
has established an irreversible beach-
head here in the States.
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One of the major differences in how
the two cultures perceive things is evi-
dent in the way those at Kampo Cul-
tural Center, New York's first Japanese-
owned audio and video facility, look at
both consoles and raw fish as works of
art. And it’s not just that the sushi is
analogous to software.

KCC Audio/Video, located near the
dividing line between the East Village
and Greenwich Village in Manhattan,
takes a holistic approach to technol-
ogy and culture. The cultural center
was founded by Kampo Harada, a 76-
year-old Japanese artist regarded as

perhaps the world’s foremost master
of calligraphy, the ancient art of letter-
ing. Kampo’s art-cum-philosophy has
garnered him over 520,000 students
worldwide, given him the impending
status as one of Japan’s “Living Treas-
ures,” and provided him with a sub-
stantial income.

That last benefit is apparent in the
cultural center, a six-story building, for-
merly a run-down furniture factory
built in 1869 and recently renovated. It
serves as a base from which Japanese
arts are promoted. It also houses an
SSL- and Studer-equipped audio re-
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cording studio and an interformat on-
line/off-line video editing suite.

Technology at KCC

Terri MacMillan, KCC’s director of
sales and marketing, led me on a trip
through the rectangular building,
each level of which is dedicated to a
different aspect of KCC. Beyond the
reception area on the first floor,
guarded by a 1,000-year-old suit of
samurai armor, is Kampo Hall. The
21-foot by 54-foot room is a multi-
purpose space: dance, art exhibits,
film and the like share time with vid-

eoandaudio production (where wide
open space is necessary). Koto player
Sakamoto recently used the room to
record an LP. Inputs for 16 micro-
phones and up to six cameras line the
long walls, with splits to an enclosed
balcony which doubles as a control
and projection room for video shoots.

The second floor houses the record-
ing studio. The control room is built
around a Solid State Logic 4000E con-
sole with Total Recall. The multi-track
is the Studer A820, with Otari, Tascam
and Ampex 2- and 4-track mix decks.
Monitoring is through UREI 811Bs and

813Bs, along with pairs of Auratone,
Fostex and Yamaha speakers. Out-
board gear includes the Lexicon Prime
Time II and 224X.

The recording room, 21 x 28 with a
121-sq. ft. isolation booth, was de-
signed by Antonio Argibay of Merid-
ian Design and features manually
operated folding walls and motorized
ceiling panels for varying reflective
and absorptive surfaces.

The third floor houses the video de-
partment, with multi-camera switched
video and 24-track audio capability, de-
signed and wired by renowned video
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tech expert Steve Rutt. Production
equipment includesthe half-inch Beta-
cam format with broadcast-quality Tke-
gami Unicam. The edit suite holds a
CMX 340XL computerized edit control-
ler which commands a Grassy Valley 100
SEG, a Sony BVH-2000 one-inch edit
recorder, and %-inch 2-track or one-
inch 16-track SMPTE synchronized au-
diorecording. The system is supported
by high-resolution character genera-
tion, title camera and compact disc
sound effects library.

The fourth floor holds the cultural
administration offices. The fifth and
sixth floors are reserved for living quar-
ters, with one floor available, at addi-
tional cost, to artists working in the
studios.

The Kampo Family

The different elements at KCC reflect
the different interests of the Kampo
family. KCC is presided over by Kam-
po’s son, Hiroshi, a Berklee-trained
jazz guitarist who has spent the last 14
years in America. He first opened a
recording studio at the site in 1984.
“Hiroshi is a musician, and his original
idea was to have a studio he could

“The Japanese are
looked at as
economic animals.
But we want
everyone to know
it’s the people we
think are
important.”

work in, not a commercial place,” says
MacMillan. But Hiroshi traveled in mu-
sicians’ circles and soon buddies like
the late Jaco Pastorius were working
there.

Hiroshi's brother Shokei owned a
video editing facility in Japan and part
of his gig was to follow his father
around the world and shoot him teach-
ing calligraphy. His father, known as
Soshi (“Grand Master”) around the
studio, thought that a video facility in

New York to go along with the cultural
center would be a good idea. Simul-
taneously, the recording facilities were
upgraded to their present state. The
combined facility had its grand open-
ing last April.

“The idea of the two studios was
also that we wanted people of a certain
type working in here,” explains Mac-
Millan. “People who would appreciate
where this place was coming from, the
whole multi-cultural thing. It wasn't
just ‘Let’s bang out another studio in
New York, especially with the compe
tition in this city. This place really
lends itself to the creative urge; it's
loose and tight at the same time. It’s
very family-like and also very take-care-
of-business. Having a great room is a
good thing, but we don’t think that's
enough.”

Bridging Two Worlds

Calligraphy and consoles might seem
disparate worlds to some. But from
Hiroshi Harada’s point of view, the two
have obvious connections. “The SSLis
just a tool, like a brush,” he says. “In
calligraphy, we use only the best brush-
es. The same with the equipment in
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the recording and video studios. Mu-
sic is an art and anything that makes it
is also related to art. Just like calligra-
phy—the paper, the ink, how it's made.
It's all related. We bought the SSL sim-
ply because it is the state-of-the-art. We
wanted to go for the best.” According
to MacMillan, the Grand Master him-
self is not at all intimidated by the
array of technology at KCC: “To him,
calligraphy is sort of a technology, a
manual technology. It's a very intricate
science. Every move and spot on the
paper means something.”

Virtually no research went into the
marketing side of the studios before
they were built, according to Hiroshi.
While he admits to being at least mild-
ly curious about how other studios are
run, he adds that “I'm not here to com-
pete with American studios; I'm here
to do something they haven't done.

“There are two ways to look at cul-
tural exchange,” he says. “One is just
to look at the differences. Ours is to
understand what the source is. Music
is very easy to understand.”

Basically, the $4 million it took to
build and equip KCC were disbursed
based on a love of music and faith in
good karma. (And given the vicissi-
tudes of the recording industry, espe-
cially in New York, those are as good a
pair of criteria as any others.) “Right
now we have to be successful commer-
cial-wise to support everybody who
works at the center,” Hiroshi conced-
ed, “but eventually I want to start pro-
ducing audio and video projects.” He
cited Bolivian Halario Soto, an artist he
produced who played on the last Steve
Van Zandt album. Soto plays traditional
Bolivian instruments and is another
example of Hiroshi’s vision of cross-
pollenization of cultures through mu-
sic. “It’s easy to do that in New York
City,” he adds. "It’s such a center to so
many kinds of music.”

Running a Studio—
Japanese Style
Cultural exchanges occur on the man-
agement level, too. Japanese business
management techniques have been
extolled—and lampooned—in count-
less books, articles and television
shows over the last several years. And
if the idea that what's good for Nissan
is good for America finds its way into
studio facility management, that’s not
the worst thing that can happen, in
MacMillan’s view.

“They look at us as we're all leaders
in our own right,” she explains. “We

have morning meetings, which are a
part of that Japanese management the-
ory where everyone gets a chance to
say what’s on their minds in a group
setting. We see what our strengths are,
what our weaknesses are, and we set
our goals and agendas. There is a real
sense here that you are going to make
it or break in on your own merits, and
everyone here was hungry for an ex-
perience like that and everybody is
very committed to this place as a
result.”

Tom Toeda, KCC's general manag-
er, is more blunt: “The Japanese are
looked at in the world and especially

in Americaas economic animals. That
we only care about making money
and nothing else. But we want every-
one to know that it’s the people we
think are important, and that's some-
thing we think we can do here. White,
black, yellow, we should all work
together.”

KCC Clientele

The sign that hangs in the storefront
over which the studio is located lists
all the cultural activities first and al-
most as an afterthought is it mentioned
that there happens to be a state-of-the-
art audio/video facility in the building.
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“This place is known as the Kampo
Cultural Center, which is the umbrella
organization,” says MacMillan. “But
our ads are in the papers and in Mix as
KCC Audio/Video. So that’s been a
small problem. But everyone who has
come here likes it; there’s a whole
philosophy here that makes it easy to
work here.” Located as it is in an area
known for its creative types, locals oc-
casionally venture in and discover it
for themselves. One of those was a
recent video shoot featuring Debbie
Harry for a TV special on Superman.

The KCC client base over the first
six months of operation was primarily
jazz-oriented, mainly due to the musi-
cal bent of Hiroshi Harada. “We've had
a decided jazz leaning in here so far,”
says MacMillan. “Ouir first full project
was for MCA Zebra, part of the MCA
jazz project. It was Onaje Allan Gumbs,”
whose album was recorded and, for
the most part, mixed at KCC. Atlantic
Records had Stefan Galsas, producer
of Stryper, doing The Palace Brothers
and Streetwave in the facility. CBS/Sony
did Japanese pop artist Marlene there,
produced by Kioshi Ito. It's not so
much that Japanese artists have a need
or necessarily a desire to record in
New York, but aside from Japanese
ownership of KCC, the fact that MacMil-
lan worked at CBS/Sony for nine years
helped make the initial connections.

Jazz-fusion group Top Shelf is a new
act that KCC Audio/Video Productions
is developing; with MacMillan handling
the nascent artist management opera
tion, in-house producer George Petit
and engineer Tim Williams handled the
audio production end while the group’s
video was done a floor above, directed
by freelancer Josh Blum.

Targeting the

Cross-Cultural Market

KCC isn’t foregoing a wider market.
According to MacMillan, the jazz rep
has worked in the studio’s favor by
adding a sonic cachet: “Rock people
look at us a different way and figure
that if we're a jazz studio we're going
to get great sounds, and it turns out to
be right.”

MacMillan says KCC doesn’t have a
lot of Japanese clients yet, but she ex
pects that to change soon, especially
given the contacts that Kampo senior
has among Japanese businessmen and
the Japanese government. He isa well-
known quantity to the Japanese, who
tend to revere their artists the way
Americans admire baseball players. (In

fact they admire theirbaseball players
that way, t0o.) “The only thing I could
compare the Harados to in America
would be the Kennedys," says MacMil-
lan. “But that's not a fair comparison
because it's such a different culture.”

Her marketing approach in the near
future will include targeting Japanese-
American companies that want to crack
the Japanese markets. One aspect of
the video facility was included with
this in mind: character generation in
Japanese dialects including Kangi and
Hiragani has been provided for using
a Macintosh Plus computer. In other
places dialect subtitling would be sent
out for typesetting before being put
onscreen because of the exotic shapes
ofthe characters and the obscure fonts.
“That’s a big plus for Japanese clients,”
she adds. “The hard part for me in
sales was what we were going to do
best, because there are so many things
we can do.”

Toeda says the organization is also
looking to build special relationships
with Japanese manufacturers, includ
ing Sanken and Sony, with whom
they've talked. One type of custom
apparatus he would like to see in the
studio is a musician-controllable cue
system for the studio. He points out
that such small personal consoles for
players are very common in Japanese
studios, and he’s heard of it being com-
mon in England. (It is done here, al-
though infrequently; Bearsville in
Woodstock, NY, is one.) Ira Kemp’s
system is what Toeda mentioned as
being the one he prefers.

But the bottom line for Hiroshi Ha-
rada is still the cultural aspect of life in
general and music in particular. “We are
here to help American people under-
stand Japan and the other way too,” he
says. “We hope to make enough money
to support the cultural exchange activi
ties. It’s like there are many great jazz
musicians and they don’t make money.
We hope to record them in a documen-
tary sort of way. We want to do work:
shop performances with them and re-
cord them and do videos of them. 1
want things to be closer than just peo-
ple watching things on a stage. I want
people to be able to come here and
understand things.” |

Dan Daley’s one man shou; Mel Tor
me: The Man and the Concept, will be
apprearing at moderately priced din
ner theaters through February. Outside
bis rich fantasy life be ouns Pyramid
Recording in Manbattan.






Producers and engineers are calling it a
dream machine.

We call it the DMP7 Digital Mixing Pro-
cessor. Its a new kind of creative tool and there’s
never been anything like it.

For the first time, you can command true
digital mixing and dramatic digital effects. And
have them programmed into memory for
instant, flawless recall.

All from one incredible, affordable, simple-
to-use 8x 2 console.

AllMIDI-controllable. Remote-controllable.

And syncable via MIDI to SMPTE.

It makes unforgettable music.

The DMP7 takes a*‘snapshot” of all of your
settings. Instead of developing writer’s cramp
after each session, you can digitally store your
production notes into memory. Up to 97 snap-
shots (with RAM4 cartridge), each consisting of
more than 200 parameters, from fader positions
toeffect settings to 3-band parametric EQ settings.

Then recall them instantly at the touch
of a key, or with an external MIDI controller
or sequencer.

Yamaha itroducestt

event programmer, a
All at




Allthe colors are built in.

The DMP7 has three
on-board digital signal
processors that deliver
spectacular effects like
stereo chorus and echo. ‘
Panning. Four kinds of reverb, and reverb
plus gate. And up to three effects can be mixed
simultaneouslyv.

There are 18 different effect types in all,
with up to nine parameters for each. So you can
create precisely the sounds you want, while

ayIng gooc U
- gear and their multiple data c =
sions. The DMP7’s mixer has eight input

" channels, and its digital cascading feature lets

you connect additional DMP7s to add more

inputs (up to 32), as you require. .
And build yourself the ultimate digital

console. -
Theresalot more you should know about the

DMP7,and your Yamaha Professional Audiodealer

can tell you the whole story. See him this week.
And believe in dreams.

s newest digital mixer,
nd digital processor.
once.




Here’s the setup.

The simplicity of
the diagram below belies
the many capabilities of
the DMP7 at work in an
automated multi-track
mixdown/processing
system.

Dry tracks from
the multi-track recorder
are fed into the DMP7.

A SMPTE track is fed
into the SMPTE/MIDI
converter. The MIDI tim-

ing track controls the MIDI sequencer/recorder.
The MIDI control information for the
DMP?7 can now be recorded in sync with the
music. The DMP7 then automatically mixes
everything down into a two-track master or

SMPTE/MIDI Converter

demo. Until now, this
level of mixed automa-
tion was only possible
with more expensive
consoles.

The DMP7 doesnt
just do the final mixing,
but the final processing
as well, to each indi-
vidual track. With
reverbs, flanging, delay,
and stereo panning. Or
whatever sweetening you

need. And again, in sync with the music.

What's more, if you have more than eight
tracks, vou can cascade in the digital domain
to another DMP?7 for 16 tracks. Or another for
24. And yet another for 32 tracks.

l PEPTALIID e 2 2al)

I )-Lmd; Recorder

| ‘
|
1

—— |

MlI-lSl Stequame?kgo,x&i'r

© YAMAHA

Engineering Imagination™

Yamaha Music Corporation, Professional Audio Division, P.O. Box 6600, Buena Park, CA 90622.
In Canada, Yamaha Carada Music Ltd., 135 Milner Avenue, Scarborough, Ontario M1S 3R1.

Circle #0346 on,Reader Service Card




RECORDING OVERSEAS

A
Survival

Checklist

by Mel Lambert

nthis age of relatively inexpensive air
travel and a shrinking world—in terms
of both cultural difference and the
growth of multi-national record labels
—it is not too surprising that a grow-
ing number of engineers and produc
ers are recording outside of the U.S.
Not only does the use of overseas stu-
dios and production facilities broaden
one’s recording horizons, it also pro-
vides the opportunity to work with
different brands of consoles, tape ma-
chines and outboard equipment.

Working in an unfamiliar environ:
ment, and possibly with assistant engi-
neers and studio staff who do not
speak your language, can be a stimulat-
ing experience. But a mutual respect
for the recording and production of
creative music and sound should eas-
ily overcome practically any language
barrier.

Not so easily overcome, however,
are the myriad technical differences
that can plague an overseas assign-
ment. In this article I plan to identify
some of the major technical points to
be considered, if only to let you be
better prepared for the unexpected.

Power Requirements

Accustomed as we all are to a 110-volt,
60Hz power supply here in the US,,
we probably take it for granted that the
same standards are used throughout
the world. Not so! Europe, for exam-
ple, is pretty much set up for 220-volt
50Hz, a standard also utilized through:-
out Australia. Certain Asian countries
make use of combinations of 110V,
220V 50Hz and 60Hz supplies.

For reasons of personal taste, and
because of possible shortages in a for-
eign clime, you might prefer to take
along your favorite tube equalizer or
audio processors (particularly if the
latter contain some of our more inno-
vative reverb or effects algorithms).
That being the case, you should make
a point of checking with the studio
you plan to use to determine the pow-
er voltage and line frequency. Or, if
you dre preparing for a tour across
several borders, a call to the appropri-
ate consulates or embassies in a near-
by city before you leave—you proba-
bly will be calling anyhow to discuss

visa requirements—should provide
the necessary answers.

Ifyour device of choice doesn't offer
alternate mains power taps to accom-
modate the voltages you will be en-
countering, a step-up or step-down
transformer should fit the bill. Line
frequency is seldom a problem with
modern processing hardware, al-
though it might be worth a quick call
to the manufacturer to double-check.

Tape Formats

If you plan to start a project overseas
and then complete it here—a concert
tour recording, for example, with re-
mix to picture at a Stateside facility—
check that everybody involved with
the project agrees on a tape format.
While it's very unusual to come across
a 12-track transport these days, you
should know up front what track for-
mat width is planned for the sessions.
Also, make sure that the tape stock is
one with which you are reasonably
familiar—when the time comes for
subsequent overdubs, you'll need to
know the formulation’s bias level re-
quirements.

Check that the studio you are using
is familiar with the record level you
plan to use; many of us are now run-
ning high output tapes at elevated lev-
els without noise reduction, so ensure
that the second and assistant engineers
have access to the appropriate line-up
and calibration tapes. Also insist that a
careful record is made of all the various
alignment tones and levels placed on
the tape. It matters very little if these
alignment and test tones happentobe
non-standard frequency sets. But do
make sure that everyone involved with
the sessions understands the signifi-
cance to subsequent stages of the
project.

Noise reduction is another aspect
worth specifying up front. Dolby A-
type and dbx are pretty common these
days; renting the necessary cards or
units shouldn’t prove too difficult in
any major recording center around the
world. Dolby SR processing is making
healthy inroads, but you might want to
make sure that sufficient units can be
made available at your destination.
ANT Telcom C4 is attracting a fair
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amount of interest and application in
this country; while it should be no
problem to arrange for the rental of a
multi-track system in Europe, you are
being somewhat optimistic to expect
the same degree of availability every-
where in the world.

Ifyou plantotrackto digital, remem-
ber that DASH- and PD-format ma-
chines are generally not freely availa-
ble outside of major recording capitals
around the world. Of course, you can
arrange to have a rental machine
shipped in, but check with them about
having a (hopefully factory-trained)
technician available just in case of
problems. I wouldn’t for one moment
suggest that digital transports are par-
ticularly fragile. Most of us, however,
would feel more comfortable with
troubleshooting an MCI, Studer, Am-
pex, 3M, Otari or Scully analog deck, if
only because we recognize most of
the parts!And, as long as you know the
basics, diagnosing a problem over the
telephone or via an electronic mail
link to a local service center is easier if
you are already familiar with such
hardware.

In terms of DASH versus PD, it can-
not be denied that in Europe, for exam-
ple, DASH multi-tracks are, by and
large, more readily available than PD
machines. With stereo machines, PD
still seems to be the formart of choice
in the big recording centers. Check
that adequate stocks of digital tape can
be purchased locally or remember to
take your own.

Signal Processors

While most brands of signal proces-
sors—equalizers, compressors, limit-
ers, noise gates, digital reverb, delays,
etc.—are available in most parts of the
world, do not expect to find some of
the more exotic devices. So if you need
that Pultec tube equalizer for a particu-
lar vocal texture, or a UREl tube [A-2to
hold down the transients, take the
beastie with you, or have it sent ahead
of the gig.

Of more importance, [ hazard, is to
make sure you know how your out-
boards are wired to any XIR or stereo
jacks. Do not assume that your bal-
anced XLR wiring scheme—hopefully
agreeing with the 1EC standard of pin
#1 designated as ground, pin #2 as
hot or positive, and pin #3 as return—
matches that of the production studio
or concert sound system to which it is
connected. While 1 do not want to
become involved with that old wive’s

tale of *Yes, you can/cannot hear abso-
lute phase,” at least make sure you are
not introducing a phase inversion via
your connecting cords.

Video Standards

If you plan to videotape an overseas
performance, or photograph the track-
ing of basics so you have a useful visual
record to refer to during later overdub
sessions, remember that different coun-
tries around the world use conflicting
video and television systems. While |
do not have sufficient space here to

Help on the Way

Just as the Society of Professional
Audio Recording Studios (SPARS)
does an excellent job of assisting
producers and engineers working
at U.S. facilities, there are foreign
organizations that can be of help to
you during a session at an overseas
studio.

In Europe, the Association of Pro-
fessional Recording Studios (APRS)
can provide invaluable advice on
sources of rental equipment, as
well as assistance in the selection of
asuitable studio or post-production
facility. In addition, the recently es-
tablished British Record Producers
Guild offers help with legal and con-
tractual problems, not to mention
providing objective assessments of
the types of services provided by
studios and rental companies.

For more information about the
APRS and the BRPG, contact the As
sociation’s general secretary, Philip
Vaughan, at 163A High Street, Rick
mansworth, Hertfordshire WD3 1AY,
Great Britain; 011-44-923-772907.

detail the various standards used in
every country you are likely to visit
around the world, check ahead of time
that you can rent or otherwise obtain
access to an NTSC one-inch C format,
¥-inch U-Matic or half-inch VHS/Beta-
max deck. (1 suggest that you do not
confuse matters by specifying one of
the newer domestic decks with hi-fi
audio, or one of the latest generation
VHS video decks. That they are already
being heavily discounted at your local
stereo store does not necessarily mean
that they are even available in some of
the more remote parts of the world.)

Because of unpredictable demand,
many rental companies in the major
European centers carry multi-standard

video decks that can handle NTSC, PAL
(used in most European countries,
Australia and New Zealand) and SECAM
(France, Russia and parts of Africa).
Also, if you are striping audio with the
video, make sure you specify on which
tracks the left and right or mono mate-
rial is being printed.

If you are tracking a stereo mix to a
video-based PCM processor, remember
to specify the correct video format and
sampling frequency. For reasons a little
too complicated to be covered here, a
sampling frequency of 44.1 kHz is not
the same as 44.056 kHz. If the tapes are
destined for eventual CD release, be
sure that you fully understand which
particular frequency should be used.

Should you be embarking on a full-
blown audio-video shoot, then time
code will obviously be of primary im-
portance. Ensure that everyone knows
which format will be used in post-
production, and that the appropriate
generators and video monitor are
made available to everyone on the au-
dio crew. For a lip-sync shoot for a
promotional video, check that the Nag-
ra playback copy is locked to the cor-
rect sync reference, and that you can
lockup the edited visuals to the master
audio tracks during post-production.

Of the various time code standards
available throughout the world, we in
the U.S. are more familiar with SMPTE-
format 59.94 Hz drop and non-drop
frame and 60 Hz. European countries,
on the other hand, reference their
EBU-format time code to a 50 Hz line
frequency and are bewildered at our
need, for historical reasons dating
from the carly days of color TV, for
dual 59.94 drop/non-drop timebase
references.

Dual-standard time code readers
and synchronizers are freely available
in the larger recording centers world-
wide, but take your own if you antici-
pate problems in making the locals
fully understand your exacting require-
ments. There is nothing worse than
returning with dozens of reels of audio
and video tape that refuse to synchro-
nize with one another. Get it worked
out well ahead of time to save all the
grief in post.

These days, more and more produc-
ers working on film are using time
code during video-based editing.
Once again, ensure that you specify
the correct time code standard, and
that adequate video monitors or dedi-
cated time code slates are made avail-
able for the film crew. ]
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When it comes to record mastering, Bernie
Grundman wrote the book.

Over the years Bernie has cut the masters for
many of the world’s best selling albums, includ-
ing the phenomenally successful 'BAD’ by
Michael Jackson. What loudspeakers does Bernie
rely on to monitor the quality ot his output?

‘ ‘ I've mastered successfully on Tannoy for
]7 years. For my new facility I chose Tannoy

oy s i

ernie
B dan

A A

)054 Sunset Bl\zd Hollywood Callforma 90028 (213) 465-6264

Rely on TANNOY

The Name for Loudspeakers

Tannoy North America, Inc., 300 Gage Ave,, Unit 1, Kitchener, Ont., Canada, N2M 2C8 (519) 745-1158 Telex 069-55328
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YOU'VE NEVER HEARD
ATAD SPEAKER
AND YOU NEVER WILL.

With TAD speakers,
technicians get the
purest, most power-
ful reproduction
of sound in the

materials available, every component is assembled
by hand, allowing for tolerances down to a millionth
of an inch.

At Pioneer, we put
$0 much more into

industry. And our TAD speakers,
nothing more. they don't sound
Because the like speakers at all.
TAD division at For more infor-
Pioneer Electronics mation regarding TAD
prides itself on being colorless. speaker components please contact Leon Sievers at
Our Professional Sound Lab insures the outstand- Pioneer Electronics (USA) Inc.
ing quality of our products through a series of tests, .
including Doppler lasers, holography lasers and AT TBC"_]"ICEI .
anechoic chambers. Products are also tested by Audio Devices
computer for phase uniformity, transient response Professional Productions Division of Pioneer Electronics (USA) Inc.,
and frequency response. Then, using only the finest 2265 E. 220th Street, Long Beach, CA 90810 (213) 816-0415

© 1988 Pioneer Electronics (LUSA) Inc., Long Beach, CA
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by Guillaume Schouker

rance. The mere mention of the

word conjures up images of rol!

ing hills, fabulous foodsand mag

nificent wines. One’s thoughts

are usually not those of a flour
ishing recording industry.

But France is home to an ever-grow
ing number of recording artists who
have gained national as well as interna-
tional acclaim. Artists like Charles Azna
vour, Guy Beart, Claude Bolling, Picrre
Boulez, Johnny Hallyday, Francoise
Hardy, Michel Legrand, Jacques Loussier,
Jeanne Mas, Yves Montand, Nana Mous-
kouri, Rita Mitsouko and Sylvie Vartan
are just some of the many artists that
have contributed to France's growing
recording industry.

French studios are also playing host
toan increasing number of international
clients. “Foreigners who are coming to

France don'’t necessarily record their
whole production at the same place,”
says Carla Guiot, co-owner of Studio de
la Grande Armee/Palais des Congres.
“They come to a French studio with
tape in hand, just to do voice recordings,
overdubs, mixes, or whatever. With
todav’s world standard boards and all
the outhoard facilities, they can start a
project in the States, continue in Eng:
land and finish it in France.” Never
theless, a number of top artists, from
Talking Heads to Eurythmics, have
used Paris recording locales for basics
and overdubs.

STUDIOS
What follows are brief profiles of some
of the top studios in France, along
with interviews with a few of the mov
ers and shakers in the recording
industry.

Studio des Dames is one of the

1

French sensation Jeanne Mas

oldest working studios in Paris. During
its 20-year history the studio has played
host to Michel Legrand, Sylvie Vartan,
Claude Bolling, Maurice Jarre, Jermaine
Jackson, Pia Zadora, The Cure, Sting
and Julio Iglesias, among others. Orig

inally a movie theaterin the '50s, Poly

dor bought the facility and named it
Studio Polydor. In 1963, PolyGram took
over and expanded the facility to three
studios. The studio was bought in 1984
by its present owners who changed its
name to Studio des Dames. last year
they renovated Studio A complete with
a control room designed by Tom Hid-

Studio Guillaume T2li is equipped
with an SSL 4064 console

FEBRUARY 1985, MIX 84



The price you have to pay to be free.

As a musician, you know you've got to be
free. Free to express the music that’s inside you.
But, sadly, buying an " affordable” keytoard or
sound module often means compromising
your expressive freedom by accepting second-
rate sounds and limited capabilities.

At Kurzweil, we don't think the instrument
you play should build fences around your
imagination. So we developed our revolution-
ary 1000 Series to heip turn it loose. The 1000
Series delivers authentic Kurzweil sounds with
more voices, more programming power, more
creative freedom than you ever thought possi-
ble at prices you never thought possible.

Freedom from Financial
Oppression.

Thanks to our new VLS| microchip,
Kurzweil 1000 Series modules start at just
under $2000. VLSI has enabled us to pack
each Series 1000 instru-
ment with up to 120 of
the same impeccable, 16-
bit floating point, digitally-
sampled sounds found
on the legendary Kurzweil
250® Choose from the
1000 SX String Expander
Module, 1000 HX Horn Expander, 1000 GX
Guitar Expander, 1000 PX Professional
Expander {which provides a varied collection
of our most famous samples) or the K1000 (the
keyboard version of the 1000 PX}.

Freedom of Expression.

The 1000 Series” generous polyphonic
capabilities free you from the expressive limita-

tions of 12-voice or 16-voice systems. The 1C00
PX and K1000 offer the power of 24 voices
while the 1000 SX, 100C GX and 1000 HX
each have 20 voices. And, if you need more
voices, you can combine all four 1000 Series
modules to create an 84 voice, 8-output super-
system. SO go ahead. Stack voices to your
heart’s content. Build complex, multi-voiced
sequences. Go for those big, two-fisted chord
shapes. The 1000 Series modules give you
miles of sonic territory to roam at will.

Freedom of Choice.

The 1000 Series is truly democratic too.
Three different operating modes let everyone—
from ncvices to advanced programmers—ben-
efit from the 1000 Series” bountiful capabilities.
In Play Mode, you can use those great
Kurzweil sound programs just as they are.
Simply select a program and play. The Com-
piled Effects mode lets you apply a variety of
popular effects to any of the preset sound pro-
grams. And the Modular Editing mode takes
you deep inside the 1000 Series’ voice
architecture.

So stand up for your rights. You owe it to
yourself to check out the 1000 Series. For more
information, visit your nearby Kurzweil dealer.
Or write to us at Kurzweil Music Systems, Inc,,
411 Waverley Oaks Road, Waltham, MA 02154,
(617} 893-5900. In Canada, write to Heinl Elec-
tronics Inc., 16 Mary Street, Aurora, Ontario
L4G 3WS8, (416} 727-1951.

KURZWEIL
R A Tt TP~

* $1995 suggested retail rice for iD00 SX and 1000 HX. $2,395 suggested retail price for i000 GX and JOOO PX. $2,595 suggested -etail price for K1000. All specifications and pnces subject to change without notice.
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Studio Miraval in Provence

ley and acquired the first Harrison
Series Ten console in France. The stu
dio has a raised isolation room and an
enclosed stuge which can be separated
or opened in front.

Notable equipment: 96-input auto-
mated Harrison Series Ten console,
PolyGram 32-channel console, Studer
800 24-track with Dolby SR, and various
Studer and Revox multi-tracks.

Studio Davout in Paris has evolved
from its original two tracks in 1965 to
its present 24 tracks, going digital in
1985. Known primarily for its work on
film soundtracks, Studio Davout has be-
come more involved in album projects.
Clients have included Talking Heads,
Duran Duran, Bob Geldof, Dionne War-
wick, Randy Newman, Jacques Brel and
Jean-Pierre Rampal. Davout has three
dissimilar studios. Studio A is used pri-
marily for large sessions with strings,
brass or choirs, due to its live sound;
Studio B hasa marble floor with partial-
ly covered wood walls, making it suit-
able for vocal or instrument overdub-
bing, or as a mix room, Studio C also

has a marble floor and is available for
any kind of overdubs. Davout also of-

fers 2 programming room with MIDI/

keyboard svstems, allowing clients to
work without booking its SSI. console
and audio recorders.

Notable equipment: SSI.4000E with
G Series computer, Yamaha DMP?, Sony

3324 and Mitsubishi X%50 multi-tracks,
Sony R-DAT and Sony PCM mixdown.
Studio de la Grande Armee/
Palais des Congres surted oft as twa
nice but small Par:s recording studios.
As the studios begun to attract more
French and international clients, how
ever, the owners decided to expand

WAL
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the facilities, taking over Level 2 of the
Palais des Congres. In 1980 the renova-
tions started. Now 1,200 square meters,
the facility has four digital recording
studios, along with its original two ana-
log studios. Credits include Daniel Bal-
avoine, Michel Legrand, Yves Montand,
Renaud, The Pretenders, Mick Jagger,
Tina Turner, Men At Work and Herbie
Hancock.

Notable equipment: Four SSL4000E
boards, Trident 80B and Trident 70
boards, 3M DMS 24-track machines,
Mitsubishi X-850 digital multi-tracks,
Mitsubishi digital 2-track.

Studio Guillaume Tell in Suresnes
offers a full complement of digital and
analog equipment, including an SSL
4004 with G Series computer and Total
Recall, a pair of Sony 3324 recorders,
and a host of digital delays and other
outboard equipment. Because the stu-
dio has consciously maintained a high-
tech profile, it is a favorite of local and
international artists—it’s been used by
Prince, the Thompson Twins, Stevie
Wonder, Brian Ferry, Rush, George
Michael, Depeche Mode, Nana Mous-
kouri and many others.

Studio Le Voyageur is the only
multi-track mobile recording studio
that records concerts throughout
France for future live albums. Le Voya-
geur has worked with Michel Jonasz,
Veronique Sanson, Le Splendid Or-
chestra, Jean-Michel Jarre, Indochine,
Lio and Alain Souchon.

Notable equipment: Saje ULN II con-
sole, Sony PCM 3324 digital recorder,
Sony PCM mixdown, extensive video
monitoring.

Studio Marcadet opened its doors
near the historic Montmarte district in
1979. Three years later it moved to
Plaine St. Denis and brought in an SSL
4000E board and digital gear. It is one
of the most fully equipped studios in
France, and its abundance of outboard
gear brings in a lot of mixing work.
Credits include Eddy Mitchell, Serge
Gainsbourg, Francis Cabrel, Lio, Wham,
Stevie Wonder, Brian Ferry, Prince,
Sade and Kenny Rogers.

Notable equipment: SSL4000E with
G Series computer, 3M DMS and Sony
multi-tracks, Mitsubishi digital 2-track.

Studio Miraval, situated in Pro-
vence, a 40-minute drive from Cannes
or Saint-Tropez, is a large residential
studio, known as much for its country
charmas its equipment list. Owned by
the well-known pianist and composer
Jacques Loussier (see sidebar) and re-
cording engineer/producer Patrice
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Catherine Lara

Quef, this studio boasts an SSL desk
among its ultra-high-tech gear, natural
inside light, a swimming pool, tennis
courts and the estate’s own wines.
Artists who have worked there include
Loussier, Henri Dutilleux, Telephone,
Pierre Vassiliu, Elton John, Quarter-
flash, AC/DC, Pink Floyd and Sting.

Notable equipment: SSL4000E board
with printer, Mitsubishi 2-track record-
er,Sony PCM mixdown, echo chamber.

Founded in 1975, Studio Polygone
started with a TEAC 4-track recorder.
Now 12 years and two moves later, the
studiois 1,300 square meters, surround-
ed by greenerv and a manmade lake,
and is equipped with the latest multi-
track equipment. The concert hall next
door offers Polygone the unique oppor-
tunity to do both classical and modern
live recording easily, and makes this
analog/digital stucio unique. Last year
Polygone acquired a Synclavier, offer-
ing even more options for clients, who
include Michel Sardou, Catherine Lara,
Images, Herbert Leonard and Sipho
Mabuse.

Notable equipment: SSL4000E, Neve
Series V 3 consoles, Sony 3324 24-track
digital recorder, Sony PCM mixdown

MUSIC RIGHTS AND PRODUCTION
Music, with or without words, must be
protected. France offers a system sim-
ilar to the U.S. Once you register with
the Societe des Auteurs, Compositeurs

& Editeurs de Musique (SACEM, Song-
writers, Composers & Music Publishers
Society), your work is automatically
protected, which means presumption
of paternity and priority. Once your
composition is recorded, distributed
and has hit the airwaves, the Society
pour ladministration du Droit de Re-
production Mecanique(SDRM, Society
for the Administration of the Right of
Mechanical Reproduction) sends mon-
ey to members four times a year for
the composing or songwriting rights.

The term “production,” onthe other
hand, has a slightly different meaning.
Generally, a “producer” is more a finan-
cier than artistic production director,
although the two do sometimes meet.

To give an overview of the produc-
tion process in France, we spoke with
two producers: Daniel Belolo, an inde-
pendent producer and general man-
ager of Scorpio Music, an independent
production/music publishing com-
pany, and Philippe Dothee, A&R Dir-
ector/Staff Producer of CBS Records
France.

Mix: How do you sign artists?
Daniel Belolo: I have to feel good
about the artist and he has to feel good
and confident about me. A contract isa
kind of marriage. It takes a year before
signing the contract—recording in the
studio, filling out the papers and re-
leasing the record. Such a marriage
has to last. Also, independent produc-
ers don't think like other producers.
Our big failing is our lack of patience.
We want the success to come quickly.
Unfortunately, and more often, success
appears after a lot of work and promo-
tion. The immediate success is very
rare, although we had one last year
with Tina Charles’ “I Love to Love.”
Philippe Dothee: It's a challenge.
You need to have the best songs, the
best artists and produce them the best.
Of course, we're more likely to sign
with an artist who composes the mu-
sic, writes the lyrics and sings the songs.
We like artists that have their own rep-
ertoire and who can also produce them-
selves. At CBS Records, there are many
ways to sign an artist. But A&R direc-
tors are the ones who have to find the
right way. There is no standard proce-
dure, no rule in this business. And
that's what makes it magic.

Mix: What about pre-production?

Belolo: We usually sign with artists
who have already produced them-
selves and come with a master 24-



track tape. We don’t have the time we
used to, so the work has to be easier. |
agree it's a cowardly way to do it, but
we can't make it otherwise. The artist
has to come with his own team, too—
composer, songwriter and arranger. It's
becoming less and less often that we're
taking production from the beginning.
The industry is going for this idea also.
It’s definitely a drawback for the artists.

Mix: What is your relationship with
the record companies?

Belolo: Scorpio Music is a unique pro-
duction company because we have
four labels, and each label is distribut-
ed exclusively by one record company.
I chose each company based on the
spirit of the label—one is more French
music, another is only for dance music,
etc. Of course, the difficulty is to per-
suade the record companies at the be-
ginning; we have to motivate them,
to get them enthusiastic about our
products.

Mix: What do you look for in a studio?
Belolo: I go to studios where 1 feel
good, where the control room is nice.
I'm most choosy about the monitor
speakers. I like to mix ina studio, goto
the office with the 2-track tape and get
the same sound as in the studio, other

wise I get very upset. It's also important
to go to a studio where you know the
engineer and he knows what you're
looking for.

Dothee: 1 choose a studio according
to the people who work there, al-
though we do sometimes bring in our
own engineer if we feel he is better
suited for a specific production. We
have a tendency to go for studios that
offer comfort, the best gear and a nice
atmosphere.

ENGINEERS

In the past, studios have generally used
their own staff engineers exclusively,
but more recently freelancers have got-
ten more popular.

“I think it’s a good idea, even though
our studio is one of the last ones in
Paris that still has a full staff,” says Carla
Guiot of the trend. “The idea of a free-
lance engineer is great because it gives
them the opportunity to work some-
where else, other than always in the
same studio.”

Engineers are also becoming more
involved in projects as producers. “For
the last three or four years, engineers
have had a major part in production,”
says Jean-Luc Lemerre, freelance engi-

neer/independent producer and a part-
ner ina production and music publish-
ing company. “An engineer helps in
the choice of sounds, the interpreta-
tion, the final color of a song and the
mix. He also works closely with the
artist and the artistic director. So even-
tually he can work as a producer.”
Dominique Blanc-Francard, one of
France's top freelance engineers and
independent producers, explains why
he decided to take on the dual role: “1
like to have my say about the choice of
instrument, the arrangement, the artis-
tic direction, the structure of the song
and the key and then see the final
result. 1 always thought a producer
should know how to use all the studio

JACQUES LOUSSIER:
Musician &
Studio Owner

Well-known pianist and composer
Jacques Loussier began playing mu-
sic at the age of 10 with the goal of
becoming a professional concert pi-
anist. The dream took shape three
years later when he began to take
piano lessons at the Paris Conserva-
tory of Music. At the age of 15 he
entered the Conservatory, but fi-
nancial difficulties forced him to
leave after just one year. He con-
tinued to teach himselfthough, leam-
ing harmony, counterpointand orche-
stration, while playing in piano bars
and clubs.

In 1959, he decided to take some
of his favorite Bach pieces and set
them to jazz. That was the start of the
world famous PlayBach(Decca Rec-
ords). In the '60s and 70s he did
arranging work for Barclay and Phil-
lips Records, toured and became in-
volved in composing soundtracks for
French and American movies, includ-
ing Thierry La Fronde, Les Poneys
Savvages and Dark of the Sun. To-
day Loussier is an internationally ac-
claimed pianist and composer, and
co-owner of Studio Miraval, He re-
cently produced his album Lumieres
there. He also composes music for
television series and advertising
jingles.

Mix: Do you use your piano or score
directly when you are composing?

Jacques Loussier: It depends. I
work a lot with synthesizers which

equipment, otherwise an engineer
could take a project and make it his
own."”

In 1988, France, like the rest of the
world, is following the technical evolu-
tion in the recording industry. Will tape
last? Is the future hard disk recording?
Nobody really knows, but in France,
digital recording has definitely made
an impact. So when you're thinking
about recording that next LP, think
vineyards, fine wines, good food and
state of the art equipment. France has
it all. ]

Guillame Schouker is a writer and ob
server of the French recording scene.
He lives in Paris.

helps give me a general idea of what
the final piece will be like. So [ com-
pose with the synthesizer and then
write down the score. But I can also
write it directly on the score and
then play the piece until it’s right. It
depends on the circumstances. When
you read your scores and play at the
same time, you can change things
according to your inspiration. I lis-
ten, then record an A version. If |
want to change something [ do a B
version, and so on until I'm totally
satisfied. I record the versions at
home and then choose the best one.

Mix: What kind of instruments and
equipment do you have at home?
Loussier: I have an Emax hard disk,
an Emulator, Synergy, Prophet D-8,
Oberheim, DX-7 synthesizer and two
drum machines, one for drum
sounds and the other for Latin per-
cussion. The advantage of having a
synthesizer is that it enables me to
have a string orchestra, brass or per-
cussion section. [ also have a small
Akai 12-track mixing console, a Sony
PCM digital recorder, a Revox PR-99
2-track audio recorder, some echo/
reverb/delay systems, monitorampli-
fiers and UREI monitor speakers.

Mix: It sounds like you could be an
engineer.
Loussier: Even with all this equip-
ment, I'm not searching for newly
created sounds, but for different
music from common sounds. Some
pieces sound better played on a
synth, others are better played with a
full orchestra.

—GS
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PREVIEW
New ProbDuUCTS

A

Ensoniq EPS and
sQ-80

Two new keyboard instru-
ments designed primarily
for the live performer have
been brought out by
Ensoniq (Malvern, PA): the
EPS Performance Sampler
($1,995) and the SQ-80
Cross Wave Synthesizer

Symetrix $X200
Series

The first three products in
the new Symetrix (Seattle,
WA) “half rack” line
include the SX201 para-
metric EQ/preamp ($239)
featuring +15dB boost/
-30dB notch filter capabili
ty, with unbalanced pre-
amp input, balanced/
unbalanced line-level
input, and balanced line
driver output. The $X202
dual microphone preamp

($1,895). The EPS can keep
all keyboard functions
active while the disk drive
loads sounds, and its
instant patch select buttons
can bring in alternate pro-
grams or wavesamples in

real time. And it can play all

Mirage sounds with
improved fidelity. The SQ-

80 enhances expressiveness

by enabling the player to
graft one sound’s character-

istics (e.g. bow, pick, breath
or hammer attack) onto the

beginning of another.
Onboard are 75 sampled
and synthesized waves,
including drums, and a
built-in 880K disk drive.
Both the EPS and SQ-80
feature Poly-Key™ pressure
sensitive keyboards, where
each individual key has its
own aftertouch.

Circle #152 on Reader Service Card

A

($219) features two pre-
amps, variable gain, 15dB
pad, +48V phantom power-
ing, and L, R and L+R out
puts. The one-in/four-out
SX204 ($269) headphone
amplifier uses high-voltage
converter technology to
drive high- and low-Z
‘phones. Also in the line is
a rack. mount pan that
holds two devices in

one rack space.

Circle #153 on Reader Service Card
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Nex
("

A

Neve Prism Series
Neve (Bethel, CT) has
developed a line of rack
mount outboard devices
derived from their V Series
console. The Prism Series
is designed as a 4U rack
unit that accommodates
ten modules, powered by
an existing console or
optional 2U power supply.
Modules available are the

J.L Cooper

Mix Mate

J.L. Cooper (West Los
Angeles) has developed
Mix Mate, a low-cost fader
mute automation package
for the 8-track studio. The
10"W x 7D x 2"H device
features a SMPTE time
code or “smart” FSK
reader/striper, dbx VCAs,
and on-board memory.

BGW 7500T Amp
The 7500T is a lower

priced version of the 7500

power amp from BGW

Formant Spectrum
Equalizer and the mic
amp/dynamics unit
(compressor/limiter/
gate/expander). Both
feature electronically
balanced line-level inputs
and outputs, and the mic
amp also offers transform-
er-balanced mic input and
variable high- and
low-pass filters.

Circle #154 on Reader Service Card

Run it from SMPTE code or
slaved to software pack:
ages, MIDI clocks or song
position pointers. At a sug-
gested price of $995, it is
also available with Mix
MatePlus ($245), an
optional interface for the
Atari ST computer, offering
graphics display, expanded
memory and disk storage.
Circle #1556 on Reader Service Card

Systems (Hawthorne, CA).
Listed at $699, it offers the
same power (200/250W
per channel at eight/four
ohms), performance
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specs and audio circuitry
as the more expensive
unit. According to BGW,
this was accomplished by
using a steel front panel
and barrier strip
terminations and by pro-
viding accommodation
for one internal crossover
card instead of two.

Circie #156 on Reader Service Card

UK Recording
Guide Available

The Association of Profes-
sional Recording Studios
(APRS), in Rickmansworth,
England, has published
The Guide to Recording in
the UK. 1987. In a handy
format, The Guide features
over 100 studios with color
photos and key details of
the facilities. Included are
major London studios, top-
class residentials, smaller
studios, mobiles and other
specialized operations
throughout the entire
United Kingdom. Maps,
articles and an alphabetical
listing of all APRS
members (studios, manu-
facturers, services and
educational members)
complete the new Guide.
Circle #157 on Reader Service Corc

Publison Hard Disk
& Tape Streamer
The French company
Publison has developed a
21-Megabyte hard disk for
their Infernal Machine 90.
It can store up to six
minutes of 20kHz sampled
sounds with all
parameters, up to 99 banks
of the 400 function
memories, and up to
100,000 SMPTE/EBU time
code events. Also debuting
is an external tape stream-
er that lets up to eight
minutes of digital sound
(or the contents of the
Machine 90’s hard disk) be
stored on a digital

tape cassette.

Circle #158 on Reader Service Card

TAC Automation »
Interface

Just out from TAC in the
UK is a universal automa-
tion interface, available as
an option on all Scorpion
and Matchless consoles.
The interface enables the
boards to be run with the
new breed of low-cost
fader/mute automation
systems that run on
personal computers.

Circle #159 on Reader Service Cord

Aphex Type C
Enhancements
According to Aphex (N.
Hollywood, CA), greatly
reduced output noise and
less noise enhancement of
noisy signals are provided
by the new circuitry in
their improved Type C
Aural Exciter (model

103A). The circuit has a
dynamic range of 115dB,
allowing it to operate con-
tinuously without adjust-
ments at any input level
between -10dBm to
+4dBm. The suggested
retail price has not in-
creased from

the original $299.95.

Circle #4160 on Reader Service Cord

New Orban
Parametrics

From Orban in San
Francisco comes two new
parametric equalizer/notch
filters. The programmable
764B is a stereo analog EQ
that stores 99 full sets of
control settings (all
parameters) for instantane-
ous recall, and is available
with MIDI and other
control interfaces. It’s 4-
band and dual-channel.

-
e

Studiomaster
Consoles/
MIDI Update
The new Session Mix
consoles for live

\J

Each section offers overlap-
ping tuning with a 25:1
frequency range, +16dB
boost/-40dB cut in each
band. The projected unit
price is under $2,500. The
642B provides switchable
4-band stereo or 8-band
mono parametric
EQ/notch filtering and
tunable 12dB/octave low-
pass and 18dB/octave
high-pass filters.

Circle #161 on Reader Service Card

applications are now
available from
Studiomaster (Anaheim,
CA). The 8-2 features eight

-CONTINUED ON NEXT PAGE
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— CONTINUED FROM PAGE 87
balanced mic/line inputs,
3-band EQ, four aux sends,
two aux returns, and
flexible rack mount or
free-standing design. It can
be expanded to the
capacity of the 16-2, which
features 16 inputs, direct
outputs on input channels,
sweepable mid on the 3-
band EQ, and two mono
and two stereo aux returns
(can be expanded to 24
inputs).

Additionally, the
company has introduced a
MIDI update for all Series
11 consoles, available in all
new units or as a user-
installed retrofit. The MIDI
controller uses note on
and note off data (gen-
erated by a keyboard or

sequencer) to mute and
“de-mute” input channels
and aux returns.

Circle #162 on Reader Service Card

Australian

Monitor Power
Amp

From down under comes
the “Australian Monitor”
line of MOSFET power
amps, distributed in the
U.S. by Grafton Sound ™
(Marina del Rey, CA).
Developed to withstand
hot Australian “diesel and
dust” touring conditions,
the AM 1600 delivers 1,600
watts at four ohms, and
2,200 watts at two ohms,
while the AM 900 delivers
900 watts at four ohms and
1,400 watts at two ohms,

Rocktron Prochorus
The Rocktron Corporation
(Rochester, M1) has
released the Prochorus, a
multi-tap delay chorus
stereo processor priced at
$449. Its six discrete time
delays are assignable to

left mix, right mix, center,
or off. Features include
pitch shifting, RMS-
controlled random chorus-
ing for realistic doubling
effects, and regeneration
for various flanging effects
and ambience enhancement.
Circle #163 on Reader Service Cord

with bridge mode capabili-
ties. Both units feature
ultra-quiet “on demand”
cooling fans, extruded

heatsinks, slow turn-on,
and a five-year

chassis warranty.

Circle #164 on Reader Service Cord

HOT TRAGKS FROM AGES

SECA
24+32 inline
-40 mainframe
8 auxiliary
busses, 4 band
semi-para-
metric eq.,
built in 27
band spectrum
analyser,built
in 160 point
patchbay logic
switched rout-
ing system,
P.&G. faders,
$21,50000
also available in
a 60 mainframe

o

Professionals
MADE BY

ACES
OF ENGLAND

Power Studio Supply & Dist.
13453 Hollo Oval
Cleveland,Ohio 44136
216-238-9426

Rock Studio Supply
PO.Box 5997
Norman, Okla. 73070
405-329-8431

All ACES professional equipment is covered by a 2yr. warranty. - Leasing available.

For more information on ACES complete line of professional recording
equipment,contact the dealer nearest you:

Professional Audio & Video Systems
106 Ontario St.
Toronto,Ontario,Canada MS5A.2V4

MT-24

24 Track-2"
recorder with
full function,
9memory
autolocator
30&15i.p.s.,
50% variable-
$19,800

ACES equipment
available - 32 Track
recordersto V2 - 16
Track recorders. The
SECA series to the B
18/4¢ studio console, a
full line of power
amps, EQ.s, & PA.
consoles.

416-364-4848
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Call Nimbus Records Now!
1:800-782:0778

Nimbus %ﬂ Quality, Excellence and Leadership in Sound Technology.

# Special Price based on LOOO CDs, Laser Mastering and Label Printing from artwork supplied.
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FIELD - TEST

by Guy DeFazio

KIA X7100

DIGITAL AUTOMATION SYSTEM

esigned especially with the small
budget studio in mind, the XZ100 con-
sole automation system from Kia Elec-
tronics (formerly A-kia, the name was
changed to avoid confusion with the
Japanese electronics manufacturer,
Akai) offers the kind of affordable tech-
nology that bridges the gap between
semi-pro and professional systems.
The XZ100 is a computer-based au-
tomation system which can operate
with any mixing console. The system
is optimized for 32 channels, but can
accommodate upto 128. It utilizes two
systems of sync-to-tape, hasboth snap
shot and real-time control of all chan-
nels, and allows for over 9,000 mixing

events (mutes, fader “moves,” etc.),
storable on floppy disk.

System hardware for the XZ100 in
cludes a rack mount, 16-channel VCA
controller box that Kia refers to as a
Recording Studio Computer/Control-
ler (RSC), an XZ100 Interface Cartridge,
an XZ100 software disk, and an operat
ing manual. The cost of the total pack-
age is $1,999.

A big part of the XZ100’s affordable
performance comes from the fact that
it is designed to work with the inex-
pensive Commodore 64 computer.
The C-64 system consists of a Commo-
dore 64 computer, aCommodore 1541
disk drive, a color (preferred) or black

- b S e g e
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The Kia XZ4100’s
edit screen
can display
the relative
gain levels of
up to 32 mix-
ing channels
simultaneously.
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and-white monitor, a 5-pin DIN MIDI-
spec cable, and a Commodore 5-pin
DIN computer-to-monitor cable. A
Commodore 128 computer can also
be configured to run XZ100 software.
The total cost of the C-64 and the C-
128 systems is under $500 and $800,
respectively.

Using RCA input and output jacks,
the RSC easily installs into a patchbay,
between a tape machine and mixer,
or into a mixer’s send/return loops.
The XZ100 can control up to 32 chan-
nels. The system can control up to 8
RSCs for a total of 128 channels of
automation.

The C-64 computer stores your mix-
ing “moves,” and sends this data first
through its XZ100 Interface (which at-
taches to the expansion port on the
C-64), and then through a MIDI cable
to the RSC. If your system requires
more than 16 channels of automation,
you'll need a MIDI through box to
distribute the interface signal to the
additional RSCs.

Upon powering up the system, in-
serting the XZ100 software disk, and
loading the XZ100 software into the
C-64, you're greeted by the main
menu, allowing you to select from
three editing modes. You can choose a
practice mode (for helping you get
started), a multi-track mix mode, or a
Status Maker editing mode. The Status
Maker isa very useful tool we’ll explain
later.

Gain changes are made using the
lower three rows of the C-64's QWERTY
keyboard. Moving from top to bottom
and from left to right (i.e. pressing Q,
A, 7, W, S, X, etc.) increases the level of
the channel or group you're currently
editing. The shift key is used to select
levels between the gain keys. For ex-
ample, pressing “shift Q" gives the
level between Q and A, and so on. The
“crsrup/down” key can also be used to
adjust levels one at atime or in repeat-
ed steps (fades). Once you've finished
editing a channel, the “crsr left/right”
key can be used to move to another
channel, or you can returnto the main
menu and assign the next channel or
group to be edited.

The muting function of the XZ100 is
pretty straightforward. Pressing the

The Uﬂ Maxcon

All the Control You Need
On Board

Reinforcement/Keyboard Stage/Theatre Studio Recording
16x8x2 16x8 Matrix 16x8x16

Parallel 170 XLRs (splitter) e 8 Aux sends/8 returns e Direct outs
16 Tape Returns e Discreet Send/Returns throughout e Separate Line/Mic
Tape Trim ¢ 3 Band Active Sweep Eq. ¢ LED Status on Most Functions

* Optional Meter Bridge
¢ Optional Expander
» Optional Patchbay

It Also Fits in
a 19” Rack

Manufactured by

[d]

CIRCUIT DESIGN TECHNOLOGY. INC.
The Next Logical Step

Distributed by
L 1]

FORWARD TECHNOLOGES. INC
1756 Wilwat Or . Ste B, Norcross, GA 30093

404-449-0501
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KEYBOARDS
DRUM COMPUTERS
SEQUENCERS
PA —
RECORDING @)
SOFTWARE
“VISIT THE MIDWESTS’ COMPUTERS .
LARGEST MULTI—KEYBOARD SPECIALIST*  SERVICES
SUPORT

covimemn I ATARI

€-mu Systems, Inc.
AKAI ST-1040-520

MEQUENTIAL
KAWAL .
/[
Oberheim Sold and Serviced
KORG

S MIDI

A SMPTE

SYSTEMS

FOR

Ran THE
PROFESSIONAL

£ax
AUDIO-TECHNICA
AT

dbx
Studio Master
L7

SOUTHWORTH
digidesign
PASSPORT
Hybrid Arts, Inc.
JiEooren scnorecs
Performer

800-635-WISE
314-837-3030

11740 WEST FLORISSANT AVE, ST. LOUIS, MO 63033
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TOTAL

RECALL,,
v

TOTAL
ACCOMMODATION

v

TOTAL
PRIVACY

O ne of the best rooms
in America has
installed the SSL 60S6E.
Vincent Van Haaff enlarged
the control room and we
expanded outboard. We
thank Natalie Cole, Kenny
Loggins, Walk and hun-
dreds of satisfied clients
for their patronage. We con-
tinue to be at your service.

ncore

You deserve it when you're good.

Encore Studios
721 S. Glenwood Place
Burbank, CA 91506

818-842-8300
Telex: 679-2249 ENCO UW

FIELD - TEST

spacebar mutes the channel or group,
and pressing the “*” (asterisk) key re-
stores the channel or group to the level
prior to muting. Incidentally, the 2 ms
response time of the XZ100 makes
muting virtually instantaneous.

Operationally, the XZ100’s editing
features are logical and efficient, with
all the necessary operations easily ac-
cessible via the main menu. New
moves can be overdubbed in addition
to or in place of existing moves. A
channel or group which is in edit can
be soloed, to facilitate equalization,
panning or processing. Plus, moves
can be copied, erased, deleted or saved
to disk at any time. A system with this
kind of editing flexibility and operat-
ing ease permits you to concentrate
more on the music than on the me-
chanics of the mix.

The XZ100 offers two kinds of syn-
chronization. The first method, which
Kia refers to as “free running,” records
asynctone at the head of the tune that
triggers the computer’s internal clock
on playback. Thus, audio events on
tape are synchronized to mixing events
programmed into the computer. This
method is somewhat crude, but never-
theless it frees up an entire tape track
normally devoted to time code.

Kia took its free running sync meth-
od one step further by allowing youto
record additional sync tones, called
“timepointers,” anywhere there is
open track space in the tune. Time-
pointers enable you to go over indi-
vidual sections repeatedly, without go-
ing back to the beginning of the song.
However, you do need to erase each
timepointer as you finish that section,
and start the tape from the first sync
tone (for reference) before recording
your next timepointer. The XZ100 will
integrate all of your mixing moves with
respect to the first sync tone.

In addition, the XZ100 synchronizes
to any system that provides MIDI song
position pointer. MIDI synchronization
allows the XZ100 to auto-locate to any
location on the tape and assume the
moves associated with that part of the
recording. SMPTE-to-MIDI conversion
is the current standard in the industry,
but newer, inexpensive systems are on
the market from J.L. Cooper and Har-
mony Systems that convert MIDI clock
and song position pointer data to au-
dio tones that may be recorded on
tape. This data can be retrieved from

tape and used to synchronize the
XZ100.

The Status Maker is a very powerful
editing tool, yet easy to use, and can
save a lot of time during a mixing
session. Status Maker allows you to
create, store, and recall static mixes
(“statuses”) of all 128 channels. When
creating statuses, the computer’s in-
ternal clock is off, so initially they're
not synchronized to anything. Once
you have created and stored your sta-
tuses, you return to real-time editing,
sync the XZ100 to tape, and recall the
statuses where you want them to occur.
This fixes their location in memory.

Besides providing you with the abil-
ity to create and insert statuses quickly
and easily, the XZ100 allows you to
edit your mix, which is now a sequence
of statuses, using all of its normal over-
dub, delete and copy functions. Thus,
the user can spend the rest of his time
tweaking his mix to perfection.

After perusing the owner’s manual,
and feeling my way around the XZ100's
operating environment, using the “prac-
tice” mode, I was ready to mix. First, I
created and stored statuses of the indi-
vidual sections of my tune (i.e. intro,
verse, chorus, etc.). Then, with the
XZ100 synched to tape via a SMPTE-to-
MIDI converter, I effortlessly dropped
in my statuses according to the struc-
ture of my tune. Next up was editing
the individual channels, where the C-
64 keyboard as well as the Commo-
dore’s mouse proved to be fast and
effective editing tools. I finished my
session by testing timepointer synchro-
nization, and again the XZ100 operat-
ed exceptionally.

All in all, Kia has come up with a
serious contender in the area of retro-
fit automation packages. The folks at
Kia are listening to user feedback and
constantly upgrading their product.
The XZ100 will soon support Atari ST
compatibility, an external fader pack-
age, better grouping functions, im-
proved graphics, and programmable
gating functions. If you've been con-
sidering console automation, the XZ-
100 is absolutely worth looking into.

Editor’s note: since the writing of
this Field Test, Kia Electronics bhas un-
vetled a number of new options and
upgrades for the XZ100 system, includ-
ing adedicated rack mount computer
with 3.5-inch disk drive, MIDI in/out
and internally loaded software; auto-
matic noise gating; and endless-loop
digital faders. i

Circle #121 on Reader Service Card
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With the CASS 1 you'll soon be creating magic
of your own, without having to learn a lot of compli-
cated tricks.

in fact, when you see how fast itis to edit and mix
audio-for-video with CASS 1, you may even think
it's a miracle.

You can edit while you mix and mix wh:le you
edit. It controls up to 6 audio or video recorders,
plus 14 other devices. All from one keyboard

CASS 1 remembers all the edits and mixes for

you. And it's based on CMX's Edit Decision List, the
most widely used EDL in audio and video

Find out how affordable the CASS 1is. Call us at
800/932-3400 (outside California), 800/982-3400
(in California) or 408/988-2000 (outside U.S.).

So if you're serious about the sound for pictures,
getyour handsona
CASS 1. You'llforget =
about the mechanics
and get on with the magic

Member ¢! the Chyron Group —
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LUNCHING - WITH - BONZAI

By Mr. Bonzai

JULIE
BrownN

TRAPPED IN THE BODY OF AN EARTH GIRL

The song opens with a crisp, metallic ~ down, and then do shows for them.
rabbit thythm. Johnny Weismuller lets  Puppet shows, improvised material
go with a Tarzan yell and the jungle —obviously I didn’t write material
wimps cringe in terror. Julie Brown then. And then when my younger
sings “I Like 'Em Big and Stupid.” As  brothers came along I organized them
she musically shops for her lovable into shows, too. My father would
“Neanderthal,” the sax grunts, the car  point out that I had a certain talent,
horns honk, the guitars grind like and my brothers were very suppor-
chain saws, Marlon Brando screams
“Stella,” and Julie tells us what every
woman has felt since Eve picked her
first apple.

Julie is a treat to listen to, a treat to
watch and quite a lunch. Join us now
at Hampton'’s, a gourmet hamburger
joint in the center of the Burbank en
tertainment community. Across the
street, Bob’s Big Boy welcomes the
less well-heeled.

She’s an actress who has appeared
on Happy Days, Newbart and Laverne
and Shirley Her music videos for “The
Homecoming Queen’s Gota Gun” and
“Trapped in the Body of a White Girl”
would singe the cockles of every
mom'’s heart. She’s a singer/songwrit
er, acomedienne, a guest V] who rocks
the shallow foundations of MTV, and
she’s even co-written an upcoming
film featuring Jeff “The Fly” Goldblum
as an alien called Earth Girls Are Easy.

This gal is something to reckon with,
I reckon.

Bonzai: Were you a performer when
you were a little girl?

Brown: Yeah. When I was really little
I used to do shows for my parents on
the fireplace hearth—it looked like a
stage. This makes me think that in a
past life I must have been an enter-
tainer. My parents said fromthetime |
could walk I would make them sit
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tive—they still are, although they
aren’t entertainers.

Bonzai: What were the shows like?
Brown: Singing and dancing and lots
of props. I remember that the lack of
material was frustrating. I think I just
had a desperate need to entertain,
from the beginning. It’s something
I'm working with. I don't necessarily
think that it's always healthy.

Later on when I was in Catholic
school, I'wrote a play. I was just going
to direct, but then I realized that the
part of the Virgin Mary was a good
part. I kicked the girl out that I had
cast and decided to be the Virgin
Mary.

The first real show I did was a Girl
Scout production of The Wizard of
Oz. 1 played the witch. My mother
was the leader and all the girls wanted
to play Doraothy, but I knew the really
goad part was the witch.

Bonzai: [ know what you mean. In
the fourth grade, I played the witch in
Hansel and Gretel because 1 could do
this really frightening laugh. I enjoyed
the part, but after I was burned in the
oven I had to sit onstage in the card-
board box until the play was over.

Brown: The witch is a great part, a
better part than the lead. I took the
perfarmanee very seriously. My father

worked at NBC, so I asked him to get
me a professional costume from the
costume department. It was my first
real show with an audience other than
my parents.

Bonzai: Who is your favorite leading
man?

Brown: You know who I really love
desperately—Jimmy Stewart. He's com-
pletely irresistible. The humanity he
always portrays just blows me away. I
would love to work with him. Another
choice would be Jack Nicholson—he’s
wonderful, individual, unique. And I
idendfy with his mischievous nature. I
feel that in myself.

Bonzai: Jump backwards in time—
where would you like to land?
Brown: Well, the Renaissance seems
like it would have been an interesting
pericd, but the personal hygiene as-
pects sound disgusting. I get really up-
setif I can’t take a shower and wash my
hair.

Bonzai: Would you have been a
perfarmer?

Brown: Probably, or maybe a writer.
The other period of time that I like is
the "20s. It was kind of crazy then.

Bonzai: More bathtubs, too. Now let’s
jump forward in time. What music

WZNOB AN OLOHd

Julie wins her
dream date
on Love

= Connection.

P

wouldyou like played at your funeral?
Brown: “The Homecoming Queen’s
GotaGun.” It wasn’t my first song, but
it really worked on its own level, and
for my career. It would be so wrong to
play at a funeral—that’s why it would
be great.

Bonzai: You have a bad girl side to
you, don't you?

Brown: Yeah. What's funny to me is
that whenever I artistically reveal that,
people respond. I think that men and
women recognize that it’s a compo-
nent of women that they don’t always
want to reveal. But it’s there—the dark-
er side, the sexual side. People re-
spond to it, because it’s true.

Bonzai: Your song “I Like 'Em Big
and Stupid” has a funny ring of truth.
That’s the real Tarzan yell you used on
the record, isn’t it?
Brown: Yes, we rented a Tarzan movie
and took a sample off of it, and we
rented Streetcar Named Desireto get a
sample of Brando’s Stanley Kowalski
“Stella” line. We sampled all sorts of
big and stupid sounds for the song.
People like that song, especially wo-
men. Whether or not women act on it
in their lives, they feel the impulse at
times. When you see a big, gorgeous
guy, well—but it’s hard forawoman to
just go up and go for it. Easier for a
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A full 50-watt mosfet amplifier
that mounts in a standard 19" rack,
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Standard on the unit is a 1/4" line
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LI | UNCHING - WITH - BONZAI

man to approach a pretty girl.

Bonzai: “Girl Fight Tonight” is an-
other good one. How do women re-
spond to that?

Brown: Well, it was the most request-
ed song at a big station in Houston.
The DJ, John Landers, told me that
every morning he got lots of requests
for that song. All these girls called and
explained things like: “I want that
song, because this girl took my boy-
friend and I just really hate her.” I
think every woman has a woman in
their past that stole their boyfriend.

Bonzai: Women can be much nastier
to each other than men.

Brown: That's because society doesn’t
say it’s OK for women to beat the shit
out of each other. When I was a guest
V], I sang that song on MTV to a girl
who had written me a letter. I had
been doing a bit about Bon Jovi calling
me and bugging me on the air. Girl
fans of Bon Jovi got really pissed and
wrote to me. This one girl said she
wanted to beat the shit out of me, so I
read her letter and sang the song. I
found a picture of a chubby blond and
said it was her—too many Milky Ways.
Italked about her all day. She probably
hates me, but the worst that could hap-
pen was that she got famous in her
high school. I hope she writes again.
I'm glad I was on MTV—I had a lot of
fun. I wasn't sure about doing it, be-
cause VJs don’t normally look like
they’re having a very good time. Some
of them do—the other Julie Brown
looks like she enjoys herself.

Bonzai: How do you like the music
business?

Brown: I have mixed feelings about
it. There are some wonderful people
involved—people who love the artis-
try of making music. And then there’sa
lot of slimeballs, just like you suspect
there are.

Bonzai: Is it the same throughout the
entertainment industry?

Brown: No. I'm also in the film in-
dustry and function in both worlds.
The people are different. There’s more
money involved in film projects and I
find more pretentiousness and people
who think they know everything. But
for records, you're talking about some-
thing that is three or four minutes long.

Most record people are willing to ad-
mit they don’t always know the secret
for success. It’s hard to tell if it’s going
to work. People get their feelings
about songs, but don’t act like they
absolutely know. It’s amazing—you’d
think the music business would have
more pretension.

Bonzai: Where is your focus? In the
music or in film?
Brown: It’s in both, and I know I'm
confusing people a lot. The movie,
Earth Girls Are Easy, is a combination
of everything I'm trying to do. It has
music—a legitimate soundtrack com-
ing out. I sing four songs in the movie,
I act, and I wrote the movie with
Charley Coffey and Terrance McNally.
I can’t say that I'm concentrating on
one or the other. I really like the idea
of combining theatrical things with
music. In the "30s, no one would have
asked me which one I was concentrat-
ing on. Judy Garland was a singer and
an actress. There were vehicles de-
signed for a variety of talents. Musicals
were so common; now it’s different. 1
think I'm really lucky that I have the
chance to do both.

Bonzai: When will the film come out?
Brown: In June. The shooting is done.

Bonzai: Are you happy with the re-
sults?

Brown: [ don’t know yet. It's being
edited. What I've seen is visually ex-
ceptional. The director, Julien Temple,
is very gifted. In a comedy, though, the
editing has a lot to do with the results.
What I've seen is wonderful, but you
just never know. It'll be frightening to
see the first rough cut.

Bonzai: Well, sometimes the editing
can enhance and expand.
Brown: That’s what I'm hoping for.

Bonzai: What's your favorite quality
in men?

Brown: (laughs) It changes from man
to man. Sometimes you just like the
way they look. Sometimes it's a sense
of humor. One of the things I love
about men is when they really act like
men.

Bonzai: You mean, like if you're hav-
ing a good time and you get stopped
by the cops and somebody has to take
care of business?

Brown: Yeah. I love that. I love the
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part of men where they get caveman-
like. When they aren’t victimized by
being civilized. Not that 1 like guys
who are macho and get in fights. It's
just that when they have to be strong,
they are willing to do it. It’s fascinating.
Not that women can’t do that, but it’s
the inherent nature of men to deal
with and confront things. But, I do it
too. I confront people, and I get better
at it. I'm becoming a better business
person and I speak up for myself. But I
still find it very attractive in men when
they have that certain strength.

Bonzai: When did you start wearing
makeup?

Brown: As soon as I could. I wasn’t
allowed to wear it right away but 1
would buy it and then put it on when I
got to school. I think I was about 12. 1
wanted to wear it as soon as I could—
makeup is a girl’s best friend.

Bonzai: What makes us sad?

Brown: When you miss something—
maybe even something you've never
had, but you want. Or something that
you had and it’s gone. Nostalgia for a

“I bave mixed feelings about the music
business. There are some wonderful
people involved—people who love the
artistry of making music. And then there
are a lot of slimeballs, just like you

suspect there are.”

happier time. It’s weird how you can
miss things you never had. I think sad-
ness comes when you miss something.
Or a person. You're in between rela-
tionships and you feel sad, even
though you don’t know the person
you will be with. Like missing some-
thing that you know you need.

Bonzai: What makes us happy?
Brown: Getting the things we need.

Bonzai: What are your needs?
Brown: They change a lot. Up until a
short time ago, it was to become suc-

ple to use and works with any console. MAGI,
MAGI VCA, SAM, and SAM Disk allow you to
concentrate on the sound, not on the hardware — no

computer or sync box is réquired.

cessful and to be in a relationship. The
more success I have, the more I value
relationships. A relationship that really
works is very important to me. Now |
have a basic faith that my career is
going well. You move to the things
you don’t have covered in your life
and you want them.

My girlfriends that have children
want their careers to really work. Now
that my career is happening, I would
like to have a relationship, and to have
kids. I'd like the normal aspect of my
life to develop. I want to have a family
that is a big focus in my life. Children

And MldlMaUGn works,the way you do. Don't just take our word for it — H&SR magazine, in their NOV. '87

review, said —

ever got by before.”
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. easy to
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Line, WI O AEA, CA O Lightning Music, TX O Manny's. NY O Martin Audio, NY O Evenlode Soundworks, Oxford, UK 0 MEV, Munich,
FDR O Scientel Audio, Milan, IT, or contact JLCooper for a free brochure,
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just blow me away. That's something
that makes me sad, because I'm miss-
ing something that I don’t have. But I
don't think it's quite the time for me.

I'was recently with a girlfriend while
she was having her baby. It was stagger-
ing. And when I left, I got very de-
pressed. It's such a real thing, and
much of what I do deals with fantasy.
And a lot of people in show business
are dealing with fantasy.

I feel lucky that 1am having success,
because it is helping me to not live in
the illusion that show business will
make you happy. Friends who are
older than me, and not as successful,
are always willing to delay their hap-
piness. They think that if they just get
that deal, they’ll be happy. It's danger-
ous, because you're not living in the
real world. I'm pleased with my career,
but it is not what brings complete
happiness.

Bonzai: What terrifies us?

Brown: The feeling that you will miss
something. What's the fear of death?
That you will miss things. Also, losing
control is frightening. I don’t think that

humans like to lose control.

Bonzai: What brings peace?

Brown: Balance brings peace—when
you have somehow achieved balance
inyour life. But peace is not a constant
thing, and it’s not supposed to be. It’s
something that you have to keep
achieving. As you grow as an individ-
ual, you get out of balance again. You
struggle with your growth, find peace,
and then it goes. Continued peace is
an illusion. Life doesn’t work that way.

Bonzai: That's death.
Brown: Exactly. Life is a struggle, and
it’s painful. You actually have a better
life when you realize it’s true. This first
screenplay was upsetting. I kept strug-
gling with the fact that it was so hard.
Finally, after thinking about it, I real-
ized my idea was illusion. It’s just hard
to accomplish anything in life. Once
you accept that it’s hard, you're actually
happier. It's naive to think that life is
supposed to be easy. It gets in the way
for kids who think that if something is
hard, it’s not worth it.

One of the worst things about drugs
is that they are an attempt to eliminate
anxiety. You're supposed to feel anxi-

In The
Music
Business

¢

6602 Sunset Bivd.
Hollywood, CA
U.S.A. 90028
(213) 467-6800

34 West 8th Avenue
Vancouver, B.C.
Canada V5Y 1M7
(604) 872-2666

410 Dundas St. East
Toronto, Ontario
Canada MSA 2A8
(416) 966-3066

Take Your First Step
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¢ Highly selective, two year training program

* Five campuses throughout North America

® Current theory mixed with practical hands-on training
® Modern state-of-the-art 24-track recording studios
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¢ Job placement assistance

* Low interest student loans available
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TREBAS INSTITUTE OF RECORDING ARTS

290 Nepean Street
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Canada K1R 5G3
(613) 2327104

1435 Bleury, #301
Montreal, Quebec
Canada H3A 2H7
(514) 845-4141

ety in life. Anxiety is life’s way of tell-
ing you that you have to do something
—there is something you have to work
through in order to accomplish some-
thing. If there is something that will
squash the anxiety, you're not con-
fronting your unconscious—the things
that are trying to come through.

Bonzai: How is it different for a wo-
man, as opposed to a man, who is
trying to make it in show business?
Brown: Well, first of all, most of the
business is run by men. And your sexu-
ality will become an issue at times.
Most men don’t have to deal with it,
but there’s no way toavoid it if you are
awoman. You just have to learn to deal
with it.

Also, a lot of men—not all men—
have trouble really listening to wo-
men. They want to believe that they
know better than women. A woman
really has to make sure she is being
heard. For me, it's even harder, be-
cause I'm small, and my image is cute.
Yet, I know what I want to do with the
records and the films. Some men have
been brought up to believe that wo-
men don’t know as much as men do.

But there are also a lot of wonderful
men, who listen to what you have to
say, and are open.

Bonzai: Who is your favorite song-
writer?

Brown: I especially like Paul Wester-
burg from The Replacements. He
writes from the character’s point of
view. That’s something that I want to
explore more in my writing. 1 also like
some of Bruce Springsteen’s stuff.
Prince is a creative, wacky guy—I'd
love to do a song, or a short film with
him. Something absurd. We are the
same size and we could share clothes.

Bonzai: From your videos and your
still photos, I expected you to be much
bigger.

Brown: Everyone does, but I'm get-
ting used to it. So when I showed up,
you thought, “God she’s so little!”

Bonzai: Petite.

Brown: Why do you think people
have the impression that I'm a big
woman?

Bonzai: Maybe it’s the way you pro-
ject, the way you express yourself.
Brown: Maybe I should feel good
about it. It’s a big image, right?
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Bonzai: What's the greatest compli
ment that has been paid you?
Brown: The idea ofacompliment has
changed as time has gone on. One of
the biggest compliments was when [
was elected Homecoming Princess in
high school. I didn’t put my name on
the ballot and my cheerleader girl-
friends put it on for me, and I beat
them. They were kind of upset. I real-
ized I had won because people like
the lowriders and the nerds had voted
for me. I was into science and every-
thing—the nerd kids voted for me.
The real people voted for me. I found
that to be a compliment.

Bonzai: What high school was that?
Brown: Van Nuys High.

Bonzai: So you really are from the
Valley. ..

Brown: Yes. My grandparents were
Valley settlers and my parents were
born and grew up in the Valley. I call
myself third generation Valley.

Bonzai: Where would you like to be
and what would you like to be doing
in ten years?

\
-
- )
)

e

Julie discusses being ‘frcr-pped in the body of a Valley Girl.

Brown: I'd like to have a house some-
where away from Los Angeles and I'd
like ro have at least two kids that 1
spend most of my time with. As far as
my career, I'd like to be writing and
directing movies that I star in. ]

Mr. Bonzai, a 15-year veteran of the
music industry, is former manager of
a major Southern Cal recording studio,
and author of Studio Life: The Other
Side of the Tracks (Mix Publications).
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The Model 460 Cassette Recorder/Mixer is the most
sophisticated of its kind—the first to offer
SMPTE/EBU sync capability.

Until now, audio cassette recorders had a serious pro-
blem synchronizing with video recorders because of
tach rate irregularities. Trust Fostex engineers to have
solved that problem.

After all, these are the same clever people who
designed the 4030 Synchronizer. So now you can
have the convenience of cassettes with the sophistica-
tion of video sync.

Fostex (Goes

Each of the 8 Input Channels features parametric EQ,
phantom powering, solo, trim and two Aux send
busses. There’s a dedicated stereo mixer for the
4-channel buss—individual gain & pan plus master
level—and convenient, accessible patch points.

The 460 is a true 2-speed recorder with independent
EQ circuitry. There’s selectable Dolby* B or C noise
reduction, a 4-digit real time counter with 2-position
memory and auto stop/repeat, independent level con-
trols for Monitor/Phones/Solo and switchable LED
bargraph meters (Stereo/Tape/Buss).

In short, the Fostex 460 is simply the best multitracker
made, destined for stardom.
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FREELANCER’S FORUM

AUTOMATION & CONTROL

e Syl B M8

by Linda Jacobson

“Thank God for automation!” says
Craig Bishop, one of the independent
recording engineers recently contact-
ed by Mix. We wanted to find out how
and why people use (or don't use)
automation and control systems in the
studio. While specific definitions of
“automation” and “control” vary from
engineer to engineer, it's generally
agreed that automation refers to mix-
ing consoles and control refers to
tape machines.

Based in New York City, Bishop is a
past Grammy nominee with interna-
tional credits who has worked with
Spyro Gyra, Kool & The Gang, and
Billy Cobham. Lately he’s been doing
jingles and album basics at A&R, and
recently finished a digital LP at George
Benson's private studio. Bishop is ac-
quainted with all forms of console auto-
mation, and notes, “Most tape-based
systems are similar, but from the orig-
inal MCI [JH-50] system to the ARMS,
things have become simplified. I find
the Alison [65K automation program-
mer by Valley People] on many Trident
boards and that’s very simple to use. I
like the fader null point being at the
zero point. It doesn’t change to wher-
ever the fader was left at the last pass,
like on other systems.”

The second generation of automa-
tion systems, disk-based, includes
Bishop’s favorite—the Solid State Logic
console. Because the system is disk-
based, Bishop can “easily zero in on
the details of amix. I can go overa part
of a mix in segments. I don’t have to
back up to the top and roll through,
which I'd have to do if it were tape-
based. And things can be stored out
of sequence.”

Bishop’s affiliation with a produc-
tion company has involved him in a

recording studio installation with a
MIDI mixing setup, “where we plan to
install Diskmix [IBM PC-based con-
sole automation software by Digital
Creations]. Because it’'s SMPTE-based,
the Diskmix requires only one track
on a 24-track. The idea of using the
IBM to mix is a little mysterious, but
the SSL keypad was a little mysterious
at first also.”

It took Karen Kane “a long time to
give up the idea of manual mixing.
That’s the most creative part, or it was
before automation was around. You
either made or broke the mix then.”
Based in Boston, Kane has engineered
over 60 records for independent labels
(Rounder Records, Flying Fish, Ice-
bergg, Ladyslipper) and major New Eng-
land regional artists. “Most of my work
is acoustic—folk, bluegrass, jazz, new
age,” she says. “It took years for me to
use automation because I was doing

‘human being’ music, rarely using
drum machines, computers. But I had
to do a complex mix for an R&B proj-
ect and thought, ‘Why kill myself?” So |
used the ARMS on the Harrison console
at Newbury Sound. It took about an
hour to learn how to use it. I was
pleased with how simple and helpful
it is. Since then I've used the SSL at
Normandy Sound in Rhode Island, and
I'll be using the SSL at Bluejay in Car-
lisle [MA]. The board has every feature
you've ever wanted, and the computer
keypad is easy to use. I specialize in
lower-budget projects, so what I do is
record basics in a small, non-automat-
ed studio, then take it toa studio where
there’s a high-end board to upgrade
the quality in the mixing process, and
to be able to mix down to half-inch
analog or digital format.”

In 1977, Richard Adler ordered Nash-
ville’s first console automation sys-

Cralg Blshop at
the Massen-
burg-automa-
tion, Neve-
equipped
Sorcerer Sound
In NYC.
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AN EFFECTS AUTOMATIO