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THE SAMPLER THAT DOES
MORE TOMORROW

The Benefits of Open Architecture

There’s no question, digital sampling is one of the most
rapidly developing technologies in music today. So
when you buy a sampler today, you don’t want it to be
made obsolete by some new development tomorrow.
That’s why there’s one line of samplers that not only
provides top quality today, but allows for future
developments tomorrow. Naturally, they’re from
Roland, the company who always has one eye on

the future.

Roland samplers are based around a “clean computer”
design of open architecture. This means that the main
performance data
of Roland samplers
is resident in
software — software
that can be
updated with new
features and performance just by loading a new disk.
Neat trick? That’s exactly what our customers think.
They’ve already benefitted from one software update,
giving their samplers loads of new features. And more
updates will follow.

Professional Performance Sampling

But before we get too far into the future, let’s talk about
today. The Roland S-50 Digital Sampling Keyboard and
S-550 Digital Sampler Module deliver the professional-
quality sound and extensive editing capabilities found
only in instruments costing many times as much, all
thanks to Roland’s breakthroughs in proprietary VLSI
Sampling technology. The S-50 offers a wave oscillator,
amplifier, LFO, and an eight-stage envelope generator
for each of its sixteen voices. Although the S-50’s
features list is far too extensive to be listed here, among
its chief attributes are a 512k word of Wave Memory
and 16-bit processing, sampling time up to 14.4 seconds
at 30kHz, multi-timbral capabilities, and four
polyphonic voice outputs.

The S-550 provides all of the S-50's performance with
the addition of a 1.5M Byte memory (for up to 64 tone
memories and 16 patch memory banks), and expands
upon the S-50 by providing eight polyphonic voice
outputs.

© 1987 Roland Corporation US

Quality Sound in the Roland Bank

But we think the best way to judge a sampler is with your
ears. That’s where the Roland Samplers really shine. Play
any Roland Sampler and you’ll hear a warm and full
sound, with a better bandwidth and greater headroom
that especially shows up in dynamic instrument samples.
You’ll experience an evenness of sound across the
entire keyboard without the problems other samplers
have of obvious split points. And you’ll never run out of
sounds, because the purchase of a Roland Sampler gives
you access to the Roland Sound Bank — a continuously
growing library of great sound samples. Plus, the S-50 is
already enjoying one of
the fastest-growing bases
of third party software
support.

Quality In Means
Quality Out

When it comes to user interface, Roland Samplers are
simply unrivalled. Both the S-50 and S-550 allow the
connection of a video monitor to greatly facilitate
sampling process and use such new features as Wave
Draw. The S-550 even allows the flexibility of mouse-
style input by connecting the new DT-100 Digitizing
Tablet. This kind of interface makes the experience of
sampling sounds as fun as it is productive.

Today’s Updates

The new 2.0 Software Update (available to all owners
for a small handling charge) can now add in loads of
new features— including twice as many tones,
Automatic Loop Search, combined Wave Data,
Polyphonic Multi-timbral performance, and much
more. Not just new sounds, entirely new performance.
Another new software program — the SYS-503
Director-S — can turn the S-50 or S-550 into a sixteen-
channel MIDI sequencer, playing its own sounds as well
as those of other MIDI instruments.

Put all this together and you can see why Roland
Samplers are the choice of so many top pros. And why
shouldn’t they be? Because if Roland Samplers do this
much today, imagine what they’ll do tomorrow.
RolandCorp US, 7200 Dominion Circle, Los Angeles,

CA 90040 (213) 685-5141.
Roland

WE DESIGN THE FUTURE
Circle #026 on Reader Service Card




OCTOBER 1988

THE RECORDING INDUSTRY MAGAZINE

VOL. 12, NO. 10

ANDY SUMMERS PAGE 94 AFTER-MIX PAGE 131

32 LENNON LIVES: A Look at a New Movie Bio
by Dan Daley

42 CORPORATE MUSIC VIDEOS:
Novelty or New Talking Head?
by Joan Tortorici Ruppert

50 (TELE)VISUALIZING BETTER SOUND:
Digital Audio Technology Meets Stereo TV
by Linda Jacobson

436 TALE OF NINE CITIES: Music & Recording
in America’s Heartland

45 INSIDER AUDIO: Read/Write Optical
Storage Systems by Ken Pohlmann

22 THE FAST LANE: That Was Then,
This is Now by Stephen St. Croix

28 JUXTAPOSITIONS: Mixing for the
Visual Media by Mel Lambert

56 PRODUCER’S DESK: Tom Dowd Looks Back
by Bill Milkowski

TOM DOWD PAGE 56

THE FAST LANE PAGE 22

65 ARTIST'S STUDIO: The Fixx is In
by Dan Daley

70 FIELD TEST: Aphex Expander/Gate
Model 612 by Bob Hodas

84 THE HAL BLAINE STORY: The Road
to Chicago by Hal Blaine with David Goggin

90 PLAYBACK: Amy Grant—Recording
“At Home” by Robyn Flans

94 LUNCHING WITH BONZAI: Andy Summers —
Breaking Down Barriers by Mr. Bonzai

404 SOUND ON STAGE: Sound Reinforcement
News & Tour Update by Mark Herman

410 MI UPDATE: NAMM Summer Report, Part Two
by Craig Anderton

412 INTERNATIONAL UPDATE: Recording in
Canada—The Maple Branches Out
by Paul Potyen

424 MUSIC NOTES: Mike Oldfield, Patrick O’'Hearn,
Steve Reich, The Rave-Ups

431 AFTER-MIX: DAT—The Industry Gears Up
by Philip De Lancie

433 POST-SCRIPT: An Offbeat Solution
by Bob Badami

2 MIX, OCTOBER 1988



Cover: Sisapo Studios
in Cotumbus, Ohio.
features a 60-input
Neve V Series Mk 3
console with GML
automation. two
Studer AB20s with 48
channels of Dolby SR,
and Genelec 1025-A
main monitors. The
facility was designed
by Gary Hedden aond
built by John Kanuth
Photo: D.R. Goff, Quick
silver Photography
John Lennon Photo:
Bob Gruen.

DEPARTMENTS

6 CURRENT
8 INDUSTRY NOTES
11 SESSIONS/STUDIO NEWS
76 PREVIEW
186 FEEDBACK
187 MIXWORDS
188 CLASSIFIEDS
192 AD INDEX

DIRECTORY

153 RECORDING STUDIOS
OF THE NORTH
CENTRAL U.S.

174 CANADIAN RECORDING
STUDIOS

V/BPA

Circulation independently audited and veritied by Busi
ness Publications Audit of Circulation since 1986

Mix magazine 1s published at 6400 Hollis St # 12, Emenyville
CA Q4608 and is © 1988 by Mix Pubhications, In¢ This is Volume
Twehve, Number Ten, Ocober 1988, Moe (ISSN 0164 9957 ) 1s
published monthly Subscriptions are avaitable for $38.00 per
vear. Subscriptions outside U SA- are $800 per year, Single
copy price is $4.95, hack issues $6 G0 Missed issues within the
LS. must be claimed within 45 days of pubhcaon e and
abroad, within 90 days. Send subseription applications. subscrip
tion mquiries and changes of address 1o Moy magazine, PO Box
3714, Excondido, CA 92025 3714 or call one of these toll free
numbers. in CA, 1 (R00) 255 3302; outside CA. | (B00) 334
8152 POSTMASTER: Send address changes 1o Mo mugazine, PO
Box 3714, Escondido, CA 92025 374 Address all other corre
spondence to Mix magizine, 6400 Hollis s =12, Emenvalle, CA
94008, (415) 653 3307, Fax: (415) 653 5142, Second Class post
age paid at Oakland, CA, and addwonal mailing offices Mix
magazine is distributed in pro audio stores, music stores and
other related businesses. TF vou have u recording or music
refated business and would like o distribute Mix please give us
a cull. Display adventising rates, specs and closing dates are
avaitable upon request This publicition niay notbe reproduced
or quoted in whole or e part by printed or electronic means,
without written permission of the publishers,

FROM THE EDITOR

As a member of Business

Publications Audit (BPA), every year Mix requalifies its subscrib-
ers, a process which updates us on the demographics of our
readers. If you are a subscriber, you’ll probably recall issues
with questionnaires attached to the front asking for specifics
about your job and business activities. We use this information
to help make our editorial, advertising and other services of
greatest value to you.

Another way we get feedback from readers is through a serv-
ice called Readex. This is an independent organization that
samples a number of our subscribers on a particular issue to
determine what elements in that issue caught their attention,
and to what degree.

This month happens to be a Readex issue. If you are one of
those readers who gets a Readex survey in the mail, we thank
you for taking the time to go through the process. You're help-
ing us to give you a better and more effective magazine.

Sometimes surprising information comes out of these inves-
tigations. For example, in comparing this year’s qualifications
results to last year’s, we found that almost a thousand fewer
readers define their primary occupation as being the operator
of a recording studio. Yet at the same time, nearly two-thirds of
our subscribers listed “recording studio” as a business activity.
What does this tell us?

On further examination, we found that studio operators have
expanded more and more into related fields and spin-off serv-
ices, many to the degree that the majority of their time and
energy is being applied in these new areas. Many of last year’s
studio chiefs are now production entrepreneurs, with track re-
cording being less of their main emphasis, or their studio being
but one of their component businesses.

Through these surveys we see you moving quickly in your
careers and getting involved in many new and exciting offshoots
of sound and recording. We want you to know that we are
interested in where you are heading and will continue to investi-
gate ways to give you the information that best fits your combi-
nation of needs today. After all, they don’t call us Mix for
nothing.

Keep reading, )

David Schwartz
Editor-in-Chief
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The computer that
| works like
o the mind of a musician.

A musician’s mind is like a miraculous computer that runs several programs at the same
time. It weaves a bass line while painting an improvised melody. The mathematics of chords
and scales flood its memory, along with emotion and occasional inspiration. It’s a perfect
network of intricate]y choreographed events—all occurring at once.

Commodore® Amiga personal computers work much the same way,

Through a process called multi-tasking, Amigas can actually run several programs at
once. If you're composing or arranging music on a computer, multi- taskmo can mean a
radical increase in speed, spontaneity, and creativity.

Because with an Amiga; you can run a MIDI music sequencer
while vou edit patches, samples—even vour production notes. And
you can compose a music video by running powerful Amiga
graphics software in concert with MIDI music tracks.

So get a closer look at the computer that thinks like you do. See -
your Authorized Dealer; or call 1-800-343-3000, ext. 200 for in-depth
information about the affordable Amiga 500, the expandable Amiga _
2000, and the large and growing library of Amiga music software.

Only Amiga Makes It Possible, = e

Circle #037 on Readex Service Card
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Phil Proctor Headlines

at TEC Awards

Phil Proctor of Firesign Theatre
fame will take center stage on
Thursday, November 3, when Mix
magazine presents the 1988 Tech-
nical Excellence and Creativity
(TEC) Awards at The Biltmore in
Los Angeles.

Proctor, who has received na-
tional recognition as an award-
winning actor, writer and producer
in both comedy and drama, will
emcee the evening's festivities.
This year’s Awards will also intro-
duce the first TEC Awards Hall of
Fame, with inductees Les Paul and
Bob Liftin.

Other celebrity presenters will
include former Doors keyboardist
Ray Manzarek, three-time TEC win-
ner Bob Clearmountain, sound de-
signer Frank Serafine and sound
designer/recording artist Suzanne
Ciani.

For information, call Karen Dunn
at Mix magazine, (415) 653-3307.

SMPTE Sells Out

All the available exhibit space has
been reserved for the 130th SMPTE
Technical Conference and Equip-
ment Exhibit, to be held October
15-19 in New York City.

A total of 186 companies in 715
booths will occupy 71,750 square
feet at the Jacob K. Javits Conven-
tion Center. The equipment on dis-
play represents the industry’s latest
advances and includes cameras, ed-
iting systems, signal and time code
generators and processors, audio
and video equipment, mixers,
monitors and projectors.

In addition to equipment exhib-
its, the SMPTE Conference features
a five-day series of technical ses-
sions. For more information, con-
tact SMPTE at (914) 761-1100.

Interactive Entertainment
Conference

More than 100 speakers and panel-
ists have been organized into 28
panel sessions for InterTainment
'88, to be held October 24-25 at
the Vista Hotel in New York City.

“We took great care to create a
conference that reflects the diverse
talents of participants from a dozen
industries and two dozen compa-
nies,” says Howard Ballon, a senior
consultant with Alexander & Asso-
ciates, one of the conference’s spon-
sors. “Panelists and speakers have
been drawn from home video, ca-
ble television, computer software,
motion pictures, record produc-
tion, toy manufacturers, game de-
velopers. . . in fact, just about every
industry that is involved with devel-
oping new forms of interactive
entertainment.”

Panel discussions, featuring 28
topic areas, will cover issues that
are important to interactive enter-
tainment: critical product develop-
ment, production, marketing, financ-
ing and inter-industry matters. The
conference also includes product
demonstrations and new product
reviews. Nolan Bushnell, the foun-
der of Atari and now chairman of
Axlon, a high-tech toy company
that produces “toys with a purpose,”
will be the keynote speaker.

Limited space is available for
product exhibitions. The two-day
conference cost is $550. Contact
Sally Chin, Alexander & Associates,
Inc., 28 West 44th Street, New York,
NY 10036; (212) 382-3929; Fax:
(212) 382-3964.

Group Forms to Support HDTV
Production Standard

A number of manufacturers of pro-
duction equipment for High Defi-
nition Television (HDTV) program

production have formed an organ-
ization to support the application
of the ATSC/SMPTE 1125/60 HDTV
production standard in the US.
Called HDTV 1125/60 Group, the
organization will be headed by Wil-
liam G. Connolly.

“The Group seeks to promote
the expansion of the HDTV produc-
tion standard to a wide range of
entertainment, educational and
closed-circuit applications,” says
Connolly. “We feel that a clear sep-
aration of the technical issues of
production from those of transmis-
sion are in the best interests of all.”

The Group includes advisers from
U.S. video and motion picture pro-
duction and post-production com-
panies, broadcasters and cable sys-
tem operators. For membership in-
formation, call Alec Shapiro at (212)
686-9000.

TEC Nominee Withdraws

Engineer Bob Ludwig of New
York City’s Masterdisk has with-
drawn his name from the ballot
for the 1988 Technical Excel-
lence and Creativity Awards. A
two-time TEC winner, Ludwig
was inadvertently given incor-
rect credits on the ballot, which
was included in the August is-
sue of Mix. The proper credits
show that Ludwig has recently
mastered records by artists such
as Sting, Bryan Ferry, Robbie
Robertson and Bruce Spring-
steen. The printed credits—Run-
D.M.C.'s Raisin’ Hell the Beastie
Boys' License to Il LL. Cool J's
Bigger and Deffer and Phillip
Glass' Powagqatsi—were engi-
neered by Howie Weinberg and
Bill Kipper of Masterdisk. We re-
gret the error, and we offer our
sincere apology. ]
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MX-80 32-CHANNEL TAPE RECORDER
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32 Tracks; ¥ constant tension lape transport; # built-in autolacator; ' noiseless
and gapless punch-in/punch-out, and HX-Pro—al a price you can afford. = We call il
“opportunity”. You'll call it “a killer”,

We know getting started in the music business car't mean ar MTR-90 in the first
month, even when your talent warrants it. & So we've given you the next best thing—the
MX-80. ¥ Now you have room for the band, the back-ups, the strings and ihe horns—with
some bucks left over for that new conscle you've been looking at. = And there's a 24
channel version too! ¥ From Otari: Technology You Can Trust.

Contact your nearest Otari dealer, or call Otari (415) 341-5900.

Otari Corporation, 378 Vintage Park Drive, FosterCity, CA 94404 o
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INDUSTRY NOTES

The Entertainment Facilities Man-
agement Institute opened its doors
in August. For information, call (305)
371-6111, or write to 1460 Brickell Ave.,
Suite 200, Miami, F1.33131. . .Reel-Tek

titles through pre-production...The
eighth annual CMJ Convention will
be held October 27-30 at the Vista
Hotel in New York City. The focus this
year is “How to Break in New Talent.”
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~—CONTINUED ON PAGE 75
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Every recorder in the C270 Series
comes /oaded with professional features
that aren’t available — not even as options
—on “comparable” machines from other
manufacturers . . .

¢ Dolby HX Pro® Headroom Extension and pro-
prietary phase compensated audio electronics

e Seamless and gapless punch-in and punch-out

o Integral scrape-flutter filter in head assembly

e Constant tape tension on both spooling motors

¢ One-hand cueing under full servo control

¢ Fully modular audio electronics allowing quick
interchange of individual circuit elements

¢ Front access to all audio electronics, even when
rack-mounted

¢ Plug-in record and reproduce equalizers for
optimal performance and easy speed pair
conversion

e 3 peak LED indicators: +6, +9, +12 dB (C270)

e Adjustable Mute-to-Play time of audio output
from 50 to 990 msec

e Built-in variable speed allows —33% to +50%
range

e Selectable library wind and record inhibit

e Optical End-of-Tape Sensor

e l-year parts and labor warranty

Circle #029 on Reader Service Card

Standard on ours is “N/A” on theirs.
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Plus, other features standard on the
C270 Series that are available only as
options on other machines . . .

— FKader start circuitry

— RS 232 serial port allows full control of all
machine functions

— Rack mount adapters

The C270, 274 and 278 all have 3 tape
speeds (3 3/4, 7 1/2 & 15 ips), any pair of
which can be selected and quickly
changed in the field.

Low speed versions (15/32, 15/16 & 1
7/8 ips) of the C274 and C278 — especially
suited for logging applications—come
with a built-in time and date code gener-
ator and reader with search capabilities.

All audio electronics fully accessible through front panel.

The C270 Series is designed to gi
you what you need, included on evel
machine . . . pro transport functions, pi
audio quality and pro construction (ru;
ged die-cast deck-plate, head assemb
and chassis). Add overall value to
because that’s very much what the C27
Series is about —giving the profession
more for less. (Accessories and options,
you need them, are available — autoloc:
tors, remote controls, floor consoles an
SMPTE center track time code.)

But one feature built into the C27
Series no one else has ever been able |
offer . . . the Studer Revox 40-year reput:
tion for reliability and unequale
performance.

Available from Studer Revox Profession
Products Dealers. Or contact: Studer Revox Americ
Inc. 1425 Elm Hill Pike, Nashville, TN 37210. (61
254-5651

STUDER REVOX



SESSIONS

AND STUDIO NEWS

SOUTHEAST

John Prine was in Nashville’s Suite 2000
mixing a live double album for Oh Boy
Records, with Jim Rooney and Dan Ein-
stein sharing the producer’s duties and
Rich Adler engineering. . .At Criteria
Recording Studios in Miami, PolyGram
recording artists The Everly Brothers
were editing on the AMS AudioFile; Ted
Stein engineered with assistance from
Andrew Byrd...Over in Atlanta, Ben
Friedman cut and mixed five tunes for
MCA at Musiplex, with George Pappas
engineering and Thomas Pee assisting
...K. T. Oslin was in Nashville’s Music
Mill to finish mixing her new LP for RCA;
producing was Harold Shedd, engineer-
ing were Jim Cotton and Joe Scaife. . .
Former chief engineer at Air Montserrat,
Michael Stavrous, was cutting tracks at
The Flood Zone in Richmond, VA, for a
project by Bruce Olsen and Alan Weitz-
man...Human Radio continues to
work at Memphis Sound Productions
(boasting violin, mandolin and uncontrol-
lable hair in the band), with Dan Pfeifer
and Robert Jackson engineering. . . Else-
where in town, at Cotton Row Record-
ing, John Kevin was called in to sing on
a demo for New Memphis Music, pro-
duced and engineered by Niko Lyras. . .
Barry Beckett was in Nashville’s Digital
Recorders cutting tracks for Etta James
of Island Records, with Scott Hendricks,
Rich Schirmer and Howard Steele
engineering. . .At Southern Tracks in
Atlanta, John Jansen was producing The
Producers for MCA...Nashville’s
Soundtrax Recording has been busy
with a John Stewart project, with help
from Rick Monday at the console. . . Pro-
gressive dance group Another Nation
has been working on a new single at Mi-
ami’s SKD Studio. . .Frank Cornelius
produced and engineered a reunion re-
lease by Cornelius Brothers & Sister
Rose at SoundShine Studio in Fort Lau-

derdale, FL...Bobby Goldsboro was
working on a demo at Nashville’s Sound-
shop Recording Studios, with co-pro-
ducer Timmy Tappan and engineer
Mike Bradley. ..

NORTHEAST

At New York City’s Counterpoint Stu-
dios, producers Paul Simpson and Win-
ston Jones were in doing remixes for
Chaka Khan, with David Darlington
engineering. . . Across the water in Hobo-
ken, NJ, producer Paul Hamingson is
recording The Neats at Waterfront re-
cording studio for Coyote/Twin Tone Rec-
ords. . .Folk legend Odetta was working
on a folk/jazz Christmas album at White
Crow Audio in Burlington, VT, with
Rachel Faro producing and Lincoln
Clapp engineering. . .In Manhattan, Ca-
nadian artist Hugh Ball was at Record
Plant to record his debut album with
help from producer Yank Barry and en-
gineer Tom Swift. . .Henry Gross was
recording for Sonet Records with co-pro-
ducer Anthony Battaglia at Studio 900
in NYC, with Julio Pena assisting. . . TCR
Productions of Charlotte Hall, MD, and
the Wizard Works Studio Mobile Truck
were at Wilmer’s Park Rock Fest 88 cutting
a live concert album, with Tabby Crabb
producing and Bill Harrison at the con-
trols. . .At Mediasound Studio in New
York Frehley’s Comet recently com-
pleted their album for Megaforce Records,
with Scott Mabuchi engineering and Mi-
chael Reiter assisting. . . Congratulations
to Philadelphia’s Baker Sound Studios,
which served as the production facility for
ten of this year’s Philadelphia Advertising
Club Creative Award winners. . . Producer
Ric Wake has been at Cove City Sound
Studios in Glen Cove, NY, working on
songs for Jennifer Rush on CBS Records.
Bobby Cadway handled the engineering
...Over at NYC's Chung King House

of Metal, producer Kyle West and engi-
neer Jay Henry are finishing the debut
album by The Gyrlz for Capitol Records,
with Ken Kohen assisting. . .At Long Is-
land City’s Power Play Studios artist/
producer T. LaRock was working with
producer Todd Terry and engineer/co-
producer Norty Cotto on a song for
Sleeping Bag Records. . . Legendary pro-
ducer Ed Stasium was in Glen Cove,
NY’s Tiki Recording Studios cutting
tracks for Crossfire Choir, with high-
lights of the recording process broadcast
over radio station WDRE during the recent
New Music Seminar. . . Little Louie Vega
has been in NYC's D&D Recording
working with Sleeping Bag artist HI-C on
her latest single, with Mike Rogers engi-
neering and Bill Mansfield assisting. . .
In Stamford, CT’s Blank Production fa-
cility, Dave Shaw and Winston Jones
were doing overdubs for Chaka Khan’s
new album, with Bob Blank engineering
...Island Records brought the sound of
Buckwheat Zydeco to SounTec Stu-
dios in E. Norwalk, CT. . . Sheffield’s au-
dio remote truck from Phoenix, MD, re-
corded Guadalcanal Diary and Howard
Jones at the recent Animal Rights Music
Festival in Washington, DC. . .Paul Lehr-
man Productions of Arlington, MA,
has finished The Celtic Macintosh, an
album of folk songs from Ireland and the
British Isles. . .Salsa artist Willie Colon
heads into Fania Studios in NYC to finish
his LP scheduled for an October release
... Teddy Pendergrass was remixing his
new single with Mitchell Goldfarb at
Victory West in Gladwyne, PA.. At
Ready or Not Studios in NYC, K-Real
was mixing his rap single with hip-hop
producer Sweets. . .Producer Wayne
Brathwaite was in New York’s 39th
Street Music tracking for Jennifer Hol-
iday, with help from Rick Kerr at the
controls and Gregge Tupper assisting
. . . Peter Moffitt is cutting his second LP
at Manhattan’s Calliope, with Sue Fish-
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er, Shane Faber and Chris Julian at the
board. . .Jeannie Gagne’s song for ani
mal rights was recorded at WizardWolf
Studios in Jackson Heights, NY. . .

NORTH CENTRAL

Producer Michael Powell was working
at Studio A in Dearborn Heights, Mi, on
rhythm tracks for Anita Baker’s release
on Elektra, with Randy Poole engineer
ing.. . JAMR Project is working on tracks
for a full album of original music at
Brown & Brown Recording in Portage,
Ml.. .Producers Color Service in
Southfield, Ml, was used by Los Angeles
artist Gregory Clayborn for recording
his demo LP. . .At Chicago’s Time Zone
Recording producer/arranger Tom Tom
99 completed the mix for Count Basie
Band vocalist Carmen Bradford for the
Major Label Record Company...One of
Chicago’s favorites, The Vanessa Davis
Band, is recording tracks at Paragon Stu-
dios for their next LP; the sessions are
being engineered by Mark Richardson
with Scott Barnes assisting. . .

NORTHWEST

Producer Bill Cutler is at San Francisco’s
CD Studios working on an EP for Show
and Tell, with co-producer Mark Myers
and engineer Andrew Gray. . . Across the
Bay at Starlight Sound in Richmond, CA,
producers Thomas McElroy and Den-
zil Foster are working on the debut al

bum of Channel 11 for Wing/PolyGram,
with engineers Steve Counter and Ken
Kessie tracking and mixing. . .At Iron-
wood Studio in Seattle, WA, engineer Jay
Follette was working with local rockers
Paisley Sin. . .At Savage Studios in San
Francisco are The Sneetches, working
with Steve Savage on their debut LP for
Alias Records...Tony Papa and The
Theory finished an album project for
Summit Records at Vancouver, B.C.’s
Ocean Sound, with producers Tony
Papa, Daryl Burgess and John Web-
ster, and engineer Howard Rissin. . . The
first ultra-stereo mix at San Francisco’s
SRO was mixed by Luther Greene, with
assistance from Lisa Baney for a docu-
mentary on the now defunct USFL called
Gridders, The Last Season. . .Sandy Gel-
ler is cutting tracks at SF’s Dave Well-
hausen Studios for her new EP, pro-
duced by Norman Landsberg and engi-
neered by Fred Catero...Terry Date
recently recorded an EP with Crisis Party

for Capitol Records at Seattle’s Steve Law-
son Productions...A PBS production
featuring Judy Collins and Bobby Mc-
Ferrin was sweetened and mixed at San
Francisco’s Russian Hill Recording,
with help from re-recording mixer Sam-
uel Lehmer. . . Remote truck Le Mobile
was up from Hollywood at Lucasfilm’s
Skywalker Ranch in Marin County to
capture tracks for the upcoming Grateful
Dead album. ..

SOUTHWEST

Jazz producer Dennis Gonzalez was in
Dallas’ Omega Audio with engineer
Paul Christensen to record three proj
ects for Swedish label Silkheart, one featur-
ing the Charles Brackeen Quartet. ..
Visiting Dallas after a year-long run at Har
vey's in Lake Tahoe, Rage completed a
vocal session at Downtown Sound. . . Lo
cal favorites The Flaming Lips stopped
in at Goodnight Dallas to record a Neil
Young cover for a compilation album re-
lease by Caroline Records; Ruben Ayala
engineered the session...A&R director
Michael James Murphy was producing
a choral project at Future Audio in Dal-
las, with Randy Adams engineering. . .
Princess Tex has been working at Plan-
et Dallas with co-producer Patrick Keel
and engineer Rick Rooney. ..

SOUTHERN
CALIFORNIA

English popsters XTC remain camped out
in Sunset Blvd.’s Summa with producer
Paul Fox and engineer Ed Thacker, cre
ating a follow-up LP to their well-received
Skylarking. . .Buddy Miles (The Califor-
nia Raisin) is currently recording tracks at
D.M.O. Productions in Van Nuys with
co-producer Gary McLaughlin and en-
gineer Ophir Shur. . .Fred Maher was
at The Enterprise in Burbank working
on mixes for Matthew Sweet’s debut on
A&M Records; David Leonard engi-
neered with Lori Fumar assisting. ..
Anita Baker was recording with producer
Michael Powell at Burbank’s Encore
Studios. Barney Perkins was engineer-
ing with Milton Chan assisting. . .Dan
Friedman was at NRG Recording Serv-
ices producing Tin Star for Rhino Rec
ords, with Joe Borja at the console. ..
The new fab four, U2, and producer Jim-
my Iovine were working at Conway in
Hollywood on a soundtrack album for

their movie; David Tickle engineered,
with Richard McKernan and Gary Wag-
ner assisting...Berlin was at Secret
Sound cutting tracks with producer Chas
Sandford, engineer Gary McGachan
and second Daren Chadwick. . .At To-
tal Access Recording in Redondo
Beach, Michael Lardie and Alan Niven
remixed tracks by Aussie band The An-
gels for Chrysalis Records. . .Producer
Nancy Jeffrey and engineer Guy Char-
bonneau were at Skip Saylor Record-
ing working on tracks for Virgin Records
artist Ziggy Marley, with Joe Shay assist-
ing. . .North Hollywood’s Entourage
Studios welcomes David Byrne, who is
working on a new venture called The For-
est, with Mark Wolfson engineering and
Brad Cox as technical assistant. . .Mo-
town legend Wally Cox was at Valley
Center Studios in Van Nuys to produce a
“secret project” with help from engineers
Kevin Reeves and Jim Albert. . .Yama-
ha Soundcheck contest winners The Ven-
tilators were at the Music Grinder with
producer David Pahoa and engineer
Burt Battaglia. . .Producer Louil Silas
Jr. and engineer Taavi Mote were mixing
the new Ready for the World LP at Lar-
rabee Sound. . .Michael Jay was pro-
ducing pop princess Martika at Trax Re-
cording, owned by engineer Michael J.
McDonald. . . Rhyme Syndicate/Sire Rec-
ords group Low Profile was at The Rock
House, with DJ. Alladin producing and
Sherman York at the board. . . Grammy

winning songwriter Louis A. Johnson
was recording at Audio Achievements
in Torrance with help from session players
Ray Fuller, Charles Meeks and Eric
Gale. . .Mach 1 was working on an EP at
Hit City West with engineer Kevin
O’Connor and second John D. Hiler. . .

Yolanda Bufford and the Hathornes
were at WEC Recording Studios in
North Hollywood working on tracks with
producer/engineer Ken Allen, with Ed
Guzman assisting. . .

STUDIO NEWS

Craig Harris Music in Studio City, CA, re-
ports that a 2-gigabyte optical disk drive
has been added to their Synclavier Digital
Music System...Blue Light/Illusions
in Sound unveiled their new Lexicon
Opuis digital audio post-production system
for film and TV. Located in Burbank, Blue
Light is the site of the first Opus installa-
tion on the West Coast. . . Work on an SSL-
equipped Studio B at Tarzana’s CAN-AM
Recorders has been completed.
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Stop Playing Hit and Miss
with Audio for Video Production.

It vou write music for tilm
or videq, vou know that
writing cues and muking last
minute changes can be i
tiresome game of hitand
miss. Until oday. your choices
havebeen limited. You could
sell the house and by a
monster production system,
or you could picce together components from various
manufacturers and pray thev all work together.

Now, you can toss out vour clickbook and calculator
and enjoy fast, accurate and affordlable soundtrack produc
tion. Passport offers vou a fully integrated music production
environment that combines @ powerful sequencer, a
MIDI interface with SMPTE svne capability, and a program
that calculates and prints hit maps for film and video
svnchronization. With Passport, you're assured a hit
every time.

Master Tracks Pro™ Version 3.0 with SMPTE Sync

Your music will never sound berter than when you
compose, record and edit using this award-winning MIDI
sequencer. Master ‘Tracks Pro features 64 ‘Tracks with real
time or step-time recording, aned @unicpie graphic display for
easy editing of all MIDI data. Powertul features such as
controller chasing, fit time and 32 MIDI ehannels help speed

Circle #024 on Reader Setvice Card

production. Our version 3.0 even has a built-in cue sheet
aned synes directly to MIDE Time Code and SMPTE

MIDI Transport™ For Perfect Timing
MIDI Transpart is a twe In. four Out MIDI intertace that

reads and writes SMPTE in standard formats ( 24, 23, 30, and
30 drop). It combines the functions of a MIDI interface and
async box in one package with its own internal AC power
supply. It also converts SMPTE to MIDI Time Code and
converts FSK to MITA Song Pointer. This box can drive vour
entire MIDI setup and lock sy g e
evenvthing dircctl\' t(?]ulpe. L9990 ‘.—4
s . - - -—
ClickTracks™ Delivers Direct Hits

ClickTracks software offers vou the most affordable
nreans of establishing ard printing hit maps for film or video
soundtracks. Creater a conductar track by entering hits,
generating a cue list, and adjusting meter and tempo. Print
ont your cue as a list or on score paper for live conducting,
or save your cue as a MIDE file and load itinto Master Tracks
Pro. Now, vou're ready to produce music perfectly ssnch
ronized to film or videotape.

See Your Local Dealer. Or Call For Our Free Catalog!

PASSPORT

(415) 726-0280 625 Miramoentes St., Half Moon Bay. Califoernia 94019



Sooner Or Later You’ll
Need A Dayner!

Dayner 42 Studio Model

D&R’s Dayner series offers
more inputs in less space than any
other console. Up to 56 input
modules (112 mix inputs) in less
than six feet. Ideal for space-
limited control rooms and MIDI
oriented studios.

Yet despite its compactness, the
Dayner is long on features. Split
EQ, Floating Subgroup System

D&R USA

1720 Chip N Dale Dr.
Arlington, TX 76012
(817) 548-1677

(FSS), 8 aux send busses and digi-
tal quality specs are just a few.

Whether you have 8, 16, 24, or
32 tracks and the most elaborate
MIDI set up, the Dayner is all the
recording mixer you’ll need for
years to come.

If you prefer the traditional split
format, the innovative in-line for-
mat or both, your Dayner can be
custom configured to fit your par-

D&R Electronica b.v.
Rijnkade 15B

1382 GS WEESP
Holland
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Standard Desktop Model

ticular needs in just minutes.
Don’t you deserve the best now
rather than later?

Contact the D&R sales/service
distributor in your area for a little
free consultation or call us.

DAYNER SERIES
BEYOND COMPARISON

12
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by Ken Pohlmann

AUDIOS
NEwW FRONTIER

READ/WRITE OPTICAL STORAGE SYSTEMS

ast month we discussed several opti-
cal disk technologies, including the
new Philips/Sony CD-WO (Compact
Disc-Write Once) format and the Tan:
dy THOR-CD (Tandy High-intensity
Optical Recording) recordable format.
But CD-WO is not erasable (and
hence, of limited utility to the record
ing industry) and is yet to be market-
ed, and THOR-CD is still vaporware—
merely a technology announcement,
with any product introductions at least
two years away. However, 1 pointed
out that fully recordable/erasable op-
tical formats are already available, and
enormously affordable as well. With
that cliff-hanging bit of information,

Magneto-optical technology, as the
name suggests, uses.a combination of
magnetic and optical methods. This is
how it works: heat from a laser lowers
the coercivity of a magnetic recording
layer (for example, coercivity may fall
from 400,000 amperes per meter to
almost zero as the temperature rises
to 150°C). This allows data to be writ-
ten with a weak field, reorienting the
magnetic polarization (as with con-
ventional magnetic media). However,
since the data area can be finely fo-
cused by the laser beam, a much
greater data density can be achieved.
Data is read by shining a laser on the
recorded surface. The orientation of

Maxtor’s Tahiti |
erasable
optical disk
drive features
removable, 5.25-
inch, 1-gigabyte
data cartridges.

we ran out of space. This month, let’s
discuss a practical optical format util-
izing magneto-optical technology and
speculate a bit on where we're head-
ing from here.

the magnetic particles affects the
plane of polarization of the reflected
beam; this is-detected, and hence, data
is read.

Data may be erased and rewritten




Eve
sound

engineer
needs

a silent
pariner.

An investment in a recording console
represents a partnership you plan to live
with for some time.Which is why the
Sony MXP-3000 series console is a
sound business decision.

Its design concept is based exten-
sively on sonic performance. Boasting
features such as low-noise hybrid
amplifiers, gold-plated connectors and
large crystal oxygen-free interconnect
cables that produce unparalleled sound
qualfty These ingenious features tell the
inside story as towhy this console is so
quiet. And countless installations tell
the outside story as to why this console
is so successful.

Of course, sonic performance isn't the
only story behind our console. Flexibil-
ity is a necessity in the creative record-
ing process, as well. Naturally, the
MXP-3000 offers a host of flexible fea-
tures at an unmatched value.

For instance, you have your choice of
five distinct equalizers, and five differ-
ent channel input modules. Plus, there
are many other options available to suit
your individual needs. All of which
come housed in an ergonomically
designed control surface.

For a demonstration of the quietest
addition to your control room, contact
your Sony Professional Audio represen-
tative.Or call 1-800-635-SONY.

And remember, when you want a
quiet mixer to back you, put a Sony
MXP-3000 in front of you.

SONY.

Professional Audio

© 1988 Sony Communications Products Co.. adivision of Sony
Corp. of America. |600 Queen Anne Rd..Teaneck. NJ 07666.
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10 million times or more, equivalent
to conventional magnetic media. Ac
celerated life measurements suggest
they will last at least ten years. In one
test, when exposing them to 95°C at
95% humidity for 1,000 hours, mag-
neto-optical disks survived better than
conventional hard or floppy disks; it
is generally agreed the latter last only
a few years. Since the coercivity re-
quired to write or erase data is very
high at room temperature, it is virtu-
ally impossible to alter data acciden-
tally. Thus, magneto-optics are a great
deal more stable and reliable than
other magnetic media.

One drawback to current magneto
optical disks is that data writing first
requires that the media be erased.
The data points to be written to are
first heated with a zero-polarity mag:
netic field, resulting in Os being writ-
ten everywhere. Data can then be
stored by switching the magnetic field
and writing all the data points that are
Is. A problem stems from the fact that
this is a two-step operation, so a urite
operation requires two disk revolu-
tions. Hence, a write operation is
slightly slowed. A read operation, of
course, can be done in one revolu-
tion. On the other hand, direct over-
write (in which erasing and writing is
done in the same revolution) is under
development. This would double sys-
tem recording data rates.

One example of a magneto-optical
system is manufactured by Maxtor, a
San Jose, California, company. They
manufacture a line of erasable optical
disk drives with removable media.
Their access times rival that of Win
chester’s, and their storage capacity
beats them cold. Fiji I is a 3.5-inch
drive with 160 megabytes of storage,
an average seek time of 100 millise-
conds and data transfer rate of 1.9
Mbits per second. The Tahiti I is a
5.25-inch drive with 600 MB of stor-
age, an average seek time of 30 ms
and data transfer rate of 10 Mbits per
second. A standard ANSI optical car-
tridge is used, so portability from one
studio to another is ensured. Alterna-
tively, a higher-density cartridge devel
oped by Maxtor can be used; it stores
1 gigabyte. The Fiji uses a stand-alone
SCSI controller. The Tahiti 1 has an
embedded SCSI controller, offering
increased flexibility. Sectors can be

set at either 512 or 1,024 bytes per
sector, and different storage cartridges
(the 600 MB or 1 GB) can be selected.

These Maxtor drives both use mag-
neto-optical technology, but have solved
the bane of earlier incarnations: slow
seek times because of bulky laser heads,
and slow data transfer rates due to de-
lays in delivering laser power to the
media. Although not implemented in
this technology, future optical disk sys-
tems may use holographic heads to
eliminate most or all of the glass optics
found in present-day pickups. The re.
sult will be even lower mass and even
faster access times.

Maxtor’s high-capacity disk uses con-
stant density formatting in the same way

watts for the Tahiti I Price? The 3.5-
inch drive sells in volume for less
than $1,000, and the 5.25-inch drive
sells for around $2,500. Volume pric-
es for 3.5- and 5.25-inch blank media
are $49 and $175 respectively. Availa-
bility? Now. Of course, Maxtor is not
alone in this field. Other companies,
such as Sony, have also introduced
erasable optical drives.

Surely the price is right, but is the
capacity? One gigabyte sounds like a lot
(and it is) but music is incredibly in
formation-hungry. A compact disc stores
around 650 megabytes of formatted
data—about an hour of 2-channel
audio. Barring the distinct possibility
of using data compression methods,

All the advantages of bard disk-
based digital audio workstations,
such as random access and edit-
ing, would be available to optical
recorders; surely they would dis-
Dlace that form of storage.

that a compact disc uses constant linear
velocity to increase density. A linear bit
method limits density due to the capac-
ity of short inner tracks. On the other
hand, the inner tracks have the highest
linear velocity and highest data rate.
With constant density, the greater capac-
ity of the outer tracks is utilized by buff-
ers in the SCSI controller. The drive’s
data rate is varied to match the constant
transfer rate of the host interface. As
tracks move outward, there is additional
room, hence higher data rates and im-
proved overall capacity. Specifically, a
data sector is added to each next outer
(concentric) track, and a 40% increase
in capacity is achieved.

Total power consumption, includ-
ing spindle motor, actuator and field
coil is 17 watts for the Fiji I and 35

that amount of storage isn’t really
enough for most professional applica-
tions, particularly in the case of multi-
track recording. In that case, a larger
diameter optical disk may be more
appropriate. For example, a 12-inch
disk can store about 2.6 GB of data,
and a retrieval autochanger holding
64 disks would result in a system
capacity of 166.4 GB. Not enough?
How about an autochanger with a
204-disk capacity? That would vyield
one-half terabyte of storage!

Above all, such an optical disk sys-
tem would feature removable disks—
an important consideration in audio
applications, and a distinct debit in
the hard disk column. (Optical disks
also have longer lifespans, higher re-
liability, suffer less wear and tear, and

OCTOBER 1988, MIX 19



INSIDER - AUDIO

are immune to head crashes.) More-
over, developers expect that capacity
of optical disks will increase tenfold
over the coming years, with a capacity
some 30 times that of hard disks.

In addition to its other assets, opti-
cal storage is extremely space and
cost efficient. The cost of storing 1
MB on a 64-disk optical system is less
than $1, whereas a hard disk system
may cost $100. The costs of both sys-
tems are declining, but the cost of
optical storage (as with any new tech-
nology) is declining faster. In other

words, optical storage is already
cheaper and will soon be a steal.

But where are the practical applica-
tions in the uniquely defined require-
ments of the entertainment industry?

Several companies have already in-
troduced tabletop, relatively inexpen-
sive video disk recorders using differ-
ing standards and recording technol-
ogies. For example, the Pioneer DD-
8001 uses 8-inch disks ($13,000), the
DD-US001 drive ($2,800) uses 5Y%-
inch disks, and the DD-U5001 is a 5Y%-
inch drive and subsystem ($3,500).
Pioneer also markets the DJ-1 and DJ-
2 autochangers ($40,000), storing 20
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disks with a capacity of 30 GB. The
Sony CSS-100 is a color still system
($25,000) using 12-inch disks. How
many recording engineers noticed the
introduction of the TEAC LV-200A at
the AES convention last October?
However, clearly, none of these are
suitable for the audio market.

However, it is equally clear that the
appropriate optical recording technol-
ogy is here, albeit in bits and pieces.
The optical drive market is expected
to surpass $1 billion within four years
and, unquestionably, audio recording
will be part of that market. The costs,
capacities and features of current
generation read/write optical disk
systems are both desirable and highly
feasible for professional audio appli-
cations. Two-track optical recorders
could be constructed to be cost-com-
petitive with magnetic tape digital
recorders, yet offer advantages such
as smaller media and lower media
cost. Likewise, multi-track optical re-
corders, perhaps using drives linked
in tandem, could compete with tape-
based digital multi-tracks.

Of course, all the advantages of
hard disk-based digital audio worksta-
tions, such as random access and edit-
ing, would be available to optical re-
corders; surely they would displace
that form of storage. In addition, other
advantages inherent in optical disk
will create new opportunities for the
designer. Ultimately, the advent of
optical storage may finally redefine
the nature of audio storage, which
began with digital audio tape record-
ers and was furthered by hard disk
systems. In short, the next generation
of audio storage devices may be both
optical disk-based and significantly
different from current magnetic media
in terms of user perception.

It will be interesting to see which
entrepreneuring company will be the
first to package recordable optical
technology as a professional record-
ing studio storage medium. Watch the
ads here in Mix When you see a pic-
ture of an optical disk recorder with
old-fashioned magnetic tape strewn
about on the studio floor, you'll know
the future has arrived. ]

Ken Poblmann is an associate pro-
Sessor of music and director of music
engineering at the University of Mi-
ami. His numerous published works
include Principles of Digital Audio
and The Compact Disc Handbook.
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THE FAST LANE

by Stephen St.Croix

TraT Was THEN
THis Is Now

or many years I have tried to do
enough assorted things for a living
concurrently, so I would never have
to do the same thing twice in a row.
This does not mean 1 am a profession
al transient. I have tried to arrange my
life so there is enough going on that
each project 1 am involved with is
unique; or if it is similar to the last
one, | at least perform a different func-
tion on it.

[ have taken a lot of careers and
interlaced them to this end. I consult
for several manufacturers in the mu
sic or recording industries, I do auto-
motive engine and turbo research and
design, I am a session player, an engi
neer. . .well, you know, different stuff
for different days. I also write from
time to time. I travel quite a lot, so 1
see different things when I wake up
and look out the window in the morn
ing, such as other oceans, snow-cap-
ped mountains in the summer or may-
be traffic signs in a new language.

I do all of this to avoid stagnation,
and I do it because technology makes
it possible.

When I discover something new, I
immerse myself in it, stay with it until
[ develop the chops to compete, and
then [ integrate it. I suspect a lot of
you out there do the same. All of us in
this industry have learned to do this,
to some extent. If we hadn’t, our in-
dustry would be advancing at the
snail’s pace of, say, the car industry.

Further, it turns out that I do not
much care for the stuff that people
call “security” when it means stability
at the cost of new input. I have, how-
ever, come to realize that there is one
stable, constant pattern in my life that
[ have not even come near to chang-
ing in the last 20 years. It both amuses
and alarms me.

I like almost all kinds of music, ex-
cept disco and its descendants or mu-
tations. I never listen to “background”
music. If I am listening to music, it is
allthat I want to hear. Rock isa unique
case. It seems I have two different
modes for listening to rock and roll.

Mode One

I buy about 20 CDs a month, and I
actually listen to most of them. I lis-
ten for engineering, for effects, for
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THE FAST LANE

noise, punch, tightness, cleverness,
bottom, top and mixing trends. 1 lis-
ten to learn, perchance to be amused,
entertained, to hear old buddies kick
and sometimes to hear my work and
see if it still sounds okay after 40 days.
If I happen to be in the studio or the

car, I might listen to see if I can move -

enough air to make breathing difficult
without losing bottom punch.

Tight, punchy, pro work with inno-
vative synthesizer voicing and inti-
mate miking attracts me enough that
those CDs will get played again, espe-
cially if they are startlingly clean with
transients that approach scary. Noise-
less is nice. Three-dimensional mixes
are nice.

Some of this stuff is great with trick
earphones on those long flights to
places with different oceans.

Mode Two

When I was a kid, 1 saved for a year
for my first radio. This AM wonder
was stuck to my ear from the time |
got it until the day it died. It was bat.
tery-operated, so it went everywhere
with me. It sounded like a cheap tele
phone, but that really didn't matter.
The songs that I wanted to hear came
out of it, more or less when 1 wanted
to hear them, too. The radio may have
sounded bad, but the songs didn't
lose their sound.

Official Mode One/

Mode Two Overview

So Mode One is for listening to mod-
ern rock music. 1 listen fechnically.
Mode Two is for listening to old rock
from the '50s and '60s (and recently,
the '40s). 1 actually listen to the song
as an event. | feel this stuff. 1 smile
inside, I smile outside. I sing along. 1
remember every word, after 20 years.
I remember exactly how the saxo-
phones sounded.

Listen to Dion’s “The Wanderer,”
Del Shannon’s “Runaway,” the Four
Seasons’ “Sherry,” the Everly Brothers'
“Wake Up Little Susie” or the Beach
Boys, The Surfaris and all that Motown!
There is no bottom. There is no top.
There is plenty of noise and distor
tion; and, there is music. Technically,
they were terrible by today's stand-
ards, but these songs survive because
they are musically valid. Some of the
lead guitar work on my favorites
would get a player jailed today in Los

Angeles, or killed in Nashville (I be-
lieve that Tennessee still enforces cap-
ital punishment for incompetence on
stringed instruments).

Granted, some of the deep, satisfy-
ing rush that comes when I hear one
of these tunes may be due to attached
memories. Some, that is. The rest is
simply because that stuff is damned
good music. About half of these songs
came along at a time in my life that
produced no good memories, but 1
still love them. For me, these songs
are as close to magic as you can get.

For the last couple of years 1 have
been involved with the reconstruction
of old recordings using a computer
process that we invented. I originally
got into this by request to do Gone

For me, these
songs are as
close to magic
as you can get.

With The Wind, and 1 stayed in it be-
cause it allowed me to do some seri-
ous work on a lot of old rock and roll.
The film work pays so well that it fi-
nances the rock and roll work, which
I bill out ata loss. I bill itataloss so 1
can remain at the high end of the
competitive window. The result is that
the most damaged stuff finds its way
to me.

And the end result is that I now
have a serious collection of the quiet-
est, cleanest old rock tunes that exist;
all on 16-bit masters and also in 32-bit
on hard disk. This is what it is about
for me.

Friends who hear some of my re-
constructed masters in the car usually
ask, “Why is a guy like you allowed to
drive?” More to the point, they also
ask, “Why can't we make music like
that anymore?”

Well, why can’t we? We have hard-
ware now that people then never even
dreamed of dreaming of, and we have
raised a generation of players with
chops that can kill. We can do any-
thing, and we can make any sound
that we can think of. We have already

beardthis old stuff, and we can go get
a copy of any one of these tunes and
hear it again. Why can’t we make mu-
sic that makes us feel that way again?

In the rush to advance the art, have
we lost the art of making music that
gives us that rush?

To those of you who doubt that
these tunes actually are good, as op-
posed to just making one feel good
because of associations and memo-
ries, I present the following informa-
tion: right now, in Japan, one of the
hottest things going is old stuff, served
up live and raw. No, not dangerous
sushi, but good old American rock
and roll from the *60s. Many nightclub
venues feature American *50s and "60s
rock exclusively. The groups treat
these songs as most covers are treated,
with every effort to sound as close to
the original as possible. They pack the
rooms every night.

Now as we all know, the '50s were
not particularly wonderful in Japan. It
was still rebuilding after the war, and
its relationship with America had not
been going well. Add to that the fact
that the current audience for this stuff
is an average age of 17, and we can
pretty much rule out nostalgia. But
we can'’t rule out the phenomenon. It
is there and it is hot.

Back in the USA, there is also a
strong market in the revival and re-re-
lease of these old tunes. Take it from
one who rebuilds the most damaged
of these, money is spent on them by
the labels. There is at least one suc-
cessful label that releases only these
tunes. Most of the major labels are
involved in some way. There are more
and more oldies-only stations on the
air. Wolfman Jack is back, and it’s not
because of that smooth, FM DJ voice.

Why should this stuff be popular at
all to new audiences when they have
our newest techno offerings available
in every conceivable flavor? Perhaps
they really aren’t available in every
conceivable flavor.

Good tunes are good tunes. Tech-
nology is technology. So the question
is, with all our advancement, why can't
we use some of our cool technology
to make new good tunes? The kind
that you feel ]

St.Croix likes those tunes. He spends
all bis work time making this cold
techno perfection that be is complain-
ing about. He spends all bis other time
listening to the past.
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JUXTAPOSITIONS

by Mel Lambert

MIxXING

FOR THE VISUAL MEDIA

n the increasingly complex world of
audio production, the conventional
wisdom at a growing number of facili-
ties around the country is that the
road to fame and fortune lies in di-
versification. Besides ensuring that
you and your staff enjoy a diverse as-
sortment of audio sessions, and a
more interesting bookings schedule,

owners, while recording and produc-
tion engineers are looking to gain ex-
perience with a wider palette of sound
projects. “We’ll just add a U-Matic
deck, a time code synchronization sys-
tem, a large-screen video monitor,
some effects CDs, and off we'll plunge
into the heady land of audio-for-video
sweetening. And if engineers brush

Technical chops alone
probably aren’t going to get
you too far down that
“Golden Path to Fame and
Fortune.”

developing an expertise in more than
just music recording might allow you
the luxury of keeping open some via-
ble options.

(Just in case, for example, the rec-
ord industry and its watchdogs decide
to place a high-speed projectile in an-
other of their appendages, Copy Code
and the pending anti-piracy legislation
might just turn out to be the proverbi-
al straw that snaps that dromedary’s
vertebrae. More than a few consumers
are perplexed at the high cost of com-
mercial releases, let alone the internal
squabbling going on within the rec-
ord biz, which, if it continues for
much longer, could put the shrinking
consumer dollar into the pockets of
another sector of the megabuck lei-
sure industry—maybe 3-D holograph-
ic television will catch our attention?)

Meanwhile. . . “Let’s try to attract a
wider client base,” argue the facility

up on their techniques for recording
dialog and processing music for re-
play over miniature TV speakers in a
noisy living room, we should be off
and running.” All of which is fine and
dandy, except for one fundamental
flaw in the logic: facility owners and
engineers get to work every day with
people, not just technology.

Sure, any self-respecting engineer
can easily master the intricacies of a
time code synchronizer that is keep-
ing the video workprint in tight frame
lock, while recording a multi-voice
synthesizer bed and overdubs to the
digital multi-track, and then mixing to
a mono-compatible, TV-style stereo
mix. Yes, you can set up the monitors
in your control room so the array rea-
sonably mimics the sonic perspective
in a film re-recording stage, as you
make that 8-channel music pre-mix of
a heavy metal score for George Lucas’
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latest blockbuster. You can even dig
up the studio floor, lay some gravel
along with other interesting surfaces,
and then adapt/modify/upgrade your
existing digital synthesizer system to
handle Foley sessions locked to video.

But—and it’s a big “but”—without
an appreciation of the people skills
necessary to handle the running of
such sessions, technical chops alone
probably aren’t going to get you too
far down that “Golden Path to Fame
and Fortune.”

Not for one minute would I suggest
that audio-for-video clients are partic
ularly “difficult” types to deal with.
It’s more a matter of coming to terms
with their particular raison d’etreand,
just as important, adjusting to their set
of priorities.

Network television, cable, motion
pictures and industrial A-V all have
one important aspect in common: the
picture is King. Sure, we audio profes-
sionals know the soundtrack is just as
important as the visuals and, in some
blockbuster films, has helped estab-
lish a level of excitement and adrena-
line in the movie theater that has en-
hanced their commercial success. But
Hollywood and the networks don't
necessarily see it that way.

I'd be the first to admit that a grow-
ing number of video and film produc-
ers appreciate the symbiotic relation-
ship that a well-crafted soundtrack can
establish with the visuals, but their pri-
mary interest will always be in the pic-
ture editing, continuity and dramatic
action; sound—aside from dialog—
will, by the very nature of the medi-
um, be of secondary importance. It’s
a fact of life, as much as we may wish
it were otherwise.

So, if we understand that we will
never get their undivided attention,
how best to ply our trade in the stu:
dio? One tactic that is particularly use-
ful is to quickly establish, through di-
rect questioning if necessary, what the
visuals are designed to achieve. Re-
gardless of whether you are mixing
audio for a commercial, industrial or
sales presentation, comedy special, or
music for a theatrical release, you
need to make sure you are aware of
the “mood” and atmosphere the di-
rector is attempting to put across with
the flickering images. All too often,

without that one vital piece of infor-
mation, you can easily end up work-
ing at cross purposes.

I don’t think I am overestimating
the need for everybody involved with
audio-for-film and -video to be fully
conversant with the intricacies of the
project—particularly those individu-
als, like yourself, beneath whose
hands the audio signals are flowing.
Even if you are simply involved with
remixing a collection of previously re-
corded dialog, music and effects

tracks, how those myriad elements
play against the picture can make or
break the way in which the director
perceives the audio blending with or
working against his carefully crafted
visuals.

Suppose we consider a chase se-
quence in a weekly network cops and
robbers show. The music is a high
energy, synthesizer-based track. There
are several Foley and effects elements
(mainly footfalls, tire squeals and gun
shots), while the production dialog
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only needs 2 minimum of mid-range
EQ to overcome the boom and chesti-
ness inherent with the use of con-
cealed lavalier radio mics.

Without being briefed as to the
tone and mood that a particular scene
is supposed to engender—whether
the director plans to reveal a vital clue
here, or simply build anticipation, or
maybe point out a connection be-
tween cast members that will be nec-
essary later in the proceedings—we
may run the risk of having the effects
sound too hot in the mix, or missing
out on the fact that the dialog tracks
have 10 be clear over the music and
production sounds.

Also of vital importance is a clear
understanding of the final medium
over which the mix will be heard. Al-
though all of us are aware of the differ-
ences between record mixes destined
for album play, radio broadcast and
club/disco use, bear in mind that ster-
eo mixes for TV are radically different
from those intended for theatrical re-
lease. Not only do we need to give
some consideration to pre-processing
a stereo television mix (if only to an-
ticipate how multi-band compression
and peak limiting will alter the tonal
balance of the composite elements),
we need to bear in mind the far-from-
optimum loudspeaker separation of
domestic receivers.

With such a narrow subtended an-
gle at the listener’s position, it is very
difficult to ensure a realistic stereo
spread (forgetting for a moment the
“audiophile” home viewers that run
their TV receivers through a properly
set up surround-sound system, com-
plete with LCR and surround channel
monitors). Add to this the problem of
ensuring a reasonable continuity of
aural perspective against camera move-
ments and point-of-view changes, and
we begin to understand some of the
compromises.

Maybe that’s why most post-produc-
tion engineers tend to compromise
in their balances by using stereo for a
background music “wash,” and occa
sionally for attention-grabbing effects
and sonic textures. (Which, when we
really get down to it, is how the major-
ity of motion picture soundtracks are
recorded; as has been pointed out in
these pages before, use of Dolby Ster
eo surround-sound techniques are not
without their own technical compro-

mises inherent in any well-designed
4:2:4 matrix-encoding system.)

The bottom line is that record label
dates usually involve a longer period
of time on a studio-based project with
known technical parameters (but un-
known artistic factors), a restricted
number of people and a more con-
trolled creative environment (if only
to try and reduce the number of ex-
ternal artistic influences). Contrast
this measured and defined environ-
ment with what we are more likely to
encounter during a sweetening ses-
sion. Besides the director, production
assistants and music editor, we may
have a laugh man and the talent stand-
ing by for a quick voice-over or dialog
touch-up, not to mention our own ma-
chine-room assistants who look after
the various effects carts and compact
disc libraries, 4-track music reels, mul-
ti-track stems and other hardware.

If you'll pardon the pun, all of these
individuals will be looking at the visu-
als with different eyes and, if the per-
son in the hot seat is really on top of
his or her craft, listening with less
trained ears than most music record-
ing engineers.

With the coming revolution in digit-
al workstations and hybrid random-
access editing systems intended to im-
port and manipulate edit decision lists
generated by off-line video editing
systems, more and more of us are go-
ing to find ourselves actively involved
with the process of mixing audio for
various species of pictures. It be-
hooves us all to begin to speak the
language of the new generation; or at
the very least to brush up on our dia-
lects so we can be ready to lend our
not inconsiderable experience with
sound for picture. The names and na-
ture of the process may be changing,
but the manipulation of audio is a
skill that any self-respecting audio en-
gineer can adapt to—given at least
five minutes notice! |

Mel Lambert bas been intimately in-
volved with professional audio on
both sides of the Atlantic for the past
decade, and served most recently as
editor of Recording Engineer/Produc
er. He is currently the president of
Media&Marketing, a consultancy serv-
ice for the pro audio industry, and is
willing to listen to anyone who can
come up with a better sounding one-
word alternative to the generic expres-
sion “digital audio workstation.”
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by Dan Daley
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That Imagine Jobn
Lennon will be a
documentary
rather than a more
traditional
Hollywood-esque
recounting of his
life is appropriate.
The last images he
left were those
shaky news video
tapes of him
being unloaded from an ambulance into a
Manhattan emergency room. From the brash
and heady days of The Beatles, through the
unmellowed bitterness of his later record
ings, to his untimely .22 caliber death nearly
eight years ago, Lennon’s has been a life
that demands examination, not trivialization.

One of Lennon’s pencil-sketch self-por
traits adorns the letterhead of the produc
tion company headed by executive produc
er David Wolper and producer/director An
drew Solt. Lennon also left his own sound
track, of course, a discography that spans
and chronicles a generation, its aspirations,
its sounds and its technology.

Engineer Rob Stevens was an appropriate
choice to act as musical curator of Lennon’s
dusty tape museum for the movie; Stevens
had mixed Lennon’s Menlove Avenue LP

and his Live In NYCrecord and home
video, as well as Yoko Ono’s Star
peace. The robust, thinly bearded en

gineer/producer admits to having lit

tle patience with the more arcane
technical aspects of recording, but his
healthy respect for both the capabili

ties of his own ears and for Lennon’s
legacy prepared him for mixing the
11 post-Beatles songs that accompany
Imagine Jobhn Lennon.

Staying true to the original record
ings was a priority. “It wasn't really up
to me to augment what was there,”
says Stevens. “It was a matter of taking
the equipment I have and re-creating
what had been. To a degree, | was a
technological interpreter. You had to
bring an acceptance of what was there
to this project, because what was al
ready there was clearly legendary. You
would overlook small recording errors
when you placed it in this context.
This project was historical in nature,
not pop. It had to be respected in that
way.”

Lennon recorded in various formats
as technology, during the period of
his solo career, went from the 4-track
decks of Sgt. Pepper vintage to 8-track
to 16. So it’s with an irony that Lennon




™

himself would have appreciated
that, after his tracks were
bumped to and mixed on 24
and 32-track digital machines,
their final form would be 6-
track sterco.

The 6-track mixes don¢
by Stevens were recorded
on the same tape recls
that the original tracks
had been transferred to
(see illustrations). “On
digital there’s no cross
talk, so we figured,
why not do that.” he
says. The Dalby ap-
proach resulted in a N
spread of informa- —
tion that made re-
liance on his ears
critical: “You have to
disregard where your pan pots
are and just go with what you're
hearing.”

The Dolby DS-4 6-track Monitor
Box system for 70mm film (expected
to premiere at Manhattan’s cavernous
Ziegfield Theater), as described by
Dolby rep Al Matano, is arranged with
five channels set up behind the screen
with left, right and center; a pair of

-
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The family at

work on Double
Fantasy, 1980. Inset:
On stage in New
York, 1972.

Above: The lads during their
pre-Beatlemania club days.
Left: Meet the press, 1964.
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1. EXPERIENCE

AMS AudioFile is the most successful disc based linear editor for
the audio engtneer. Introduced in 1985, both experience of
owners and AMS's R & D have continued to shape AudioFile into
the professional’s workhorse of today.

2. THE INDUSTRY STANDARD
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There are more AMS AudioFile systems in the field than any
similar disc based audio system.

3. MORE APPLICATIONS
SOFTWARE

A wealth of applications software means AMS AudioFile is
equally at home manipulating dialogue, sound effects or

AMS Audiof

6. COST EFFECTIVE AND
PROVEN BACK-UP AND
ARCHIVING

Whilst certain systems offer cumbersome or expensive back-up,
AMS AudioFile continues to successfully use inexpensive digital
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7. LOGIC 1
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8. DIGITAL AUDIO
NETWORKING

music
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QUDIOFILE

SHOULD BE
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AUDIO DISC
SYSTEM
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THE OUTSIDE WORLD.

Not only can AudioFile talk digitalty to a host of audio tape
machines — including multitracks, Sony 701/601 recorders and
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5. CONTROLLABLE BY
EXTERNAL VIDEO EDIT
CONTROLLERS
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commands from certain video edit controllers
Recorded tracks contain ““tops’” and "tails” which can
be edited or cross-faded during post production

YOUR CHOICE

Whilst other audio disc manufacturers are working hard
to try and incorporate as many features in their systems
as AMS AudioFile

AMSh & Dblock Englang

- AMS are introducing networking.

Quite simply, several AudioFiles in edit, dub or track-lay suites
can talk to each other as well as to Logic 1's integral AudioFiles
in mix suites.

9.EDIT 1

A new product from AMS, Edit 1 is a digital audio
mixer which can work with analogue o digital audio
from VTR's, as well as AMS AudioFile.

10. WE'RE PROTECTING YOUR
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left-extra and right-extra channels,
which contain information between
right/left and center, also are sub-
woofer channels. Finally, the sixth
channel for speakers on the theater
walls is the “surround channel,”
which has a slightly delayed mono sig-
nal. According to the spec sheet that
Stevens worked from, channel assign-
ments for the movie were instruments
on left, right and center; background
vocals and lead vocal reverb left and
right on tracks four and six, respec
tively, and dry lead vocals on track
five. Songs in the film include “How,”
“Jealous Guy,” “Oh Yoko,” “Woman,”
“Starting Over,” “Come Together” and
“Imagine.”

“Some of the tapes were 16-track,
some were 8-track,” recalls Stevens.
“‘Imagine’ was a trip because there
were two different versions on 8-track.
One had the basic tracks and basic
vocals. But when [Lennon and pro-
ducer Phil Spector] went to put the
strings on, instead of going to a 16-
track machine, they did a 2-track sub-
mix of the song, transferred that onto
another piece of 8-track tape, then re-
corded the strings onto the other six
tracks. But the movie mixes needed
independent vocal, kick and snare
tracks, so I went back to the original
8-track and flew the strings onto an
empty track.” Stevens notes that the
recording was done in the days before
sync was used; as a result, it took four
or five passes to get the strings on the
tape to compensate for the lag in
machines.

The only major problem in the proj-
ect cropped up when the track of Len-
non’s version of the Ben E. King clas-
sic “Stand By Me” was being readied.
A long purgatory in storage had
wreaked damage to the master—a
sludge-like sap oozed from the tape,
covering tape heads and rollers, like
something that Steve McQueen might
have battled in a long-forgotten hor-
ror film.

“I knew about the conditions of
these tapes since 1985,” Stevens says.
“We were mixing Menlove Avenue—
which was originally titled ‘Rock &
Roll IT' as a sequel to Lennon’s Rock &
Rollalbum—which was made up from
other tunes from the Lennon and
Spector sessions. I put them up at
Right Track Studios and couldn't get
them to play for more than a few sec-
onds at a time. At that point, no one
wanted to do anything about the prob-
lem or the tracks since they decided

Above: John and Yoko
after their martiage in
Gibraltar. Left: Yoko, first
wife Cynthia and chiidren
Juiian (L) and Sean.

not to use any alternate takes for that
record, and they just sat there in
storage.

“Earlier this year, when they wanted
to use a mix of ‘Stand By Me’ for the
movie, instead of using the 2-track
master they had, they wanted to go
back to the multi-track. We had to
transfer it then because of the goop
problem.”

The “goop” problem was salved
through a series of coincidences that
started several years ago in some
nameless Caribbean reggae recording
studio and ended up in the lap of Lou
Gonzalez McLean, president of Quad
Recording in Manhattan. One of the
employees of Time Capsule, a New
York studio time broker, led Stevens
to McLean. “T didn't believe him when
Rob told me over the phone that the
tape would slow down within 15 sec-

onds,” says MeLean, a tall, thin gent
with a passion for country music.
“Every tape guide from start to finish
was cavered with this brown goop. It
was all over the guides and heads. No
wonder it wouldn’t run. It wasn’t just
shedding, which I'm used to; it was
molasses. The adhesive emulsion that
bonds the oxide to the tape was com-
ing apart and going onto the heads.”
A capy of the 16-track, 2-inch tape
had been made at Sound Works,
where mixing was done by playing
the track at 15-second intervals—
about as long as it would run at one
time—then splicing. “They wound up
with a copy with 30 or 40 splices in
it,” says McLean. “And as good as any-
body can be splicing tape, when you
have that many splices, you wind up
with one or two wrong spots.”
McLean’s sclution was derived from
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his reggae experiences. “This is the
problem that we always get from reg
gae tapes that come from the islands,”
he explains. “At one point I was the
sound designer on a 1980 musical en-
titled Reggae, and 1 fell in love with
the show and the music. Since 1 got
along well with everyone on the show,
soon they were coming to my old,
smaller studio [prior to Quad’s pres
ent location] to do overdubs and mix.
They came to me with tapes they had
started in the islands—it’s like country
music, where you have to go to Nash:
ville to get the groove; you have to go
to the islands to get the reggae groove—
then bring the tapes up here to get a
quality mix.

“But they would store tapes in the
trunk of a car and take it to the beach
with them or whatever. By the time
the tapes got up here, they were in
sad shape. 1 was forever making cop
ies of them on fresh tape to work with
them. Also, because a roll of tape
costs four times as much down there,
they have a tendency to reuse tape a
lot, so you might face a piece of tape
that was already five years old when a
new recording was put on it.

“But 1 found a way to get these

tapes to play. Basically, Studer tape
equipment lends itself to playing
games. You can fudge the tensions. If
you set the tension too loose, you
won't get enough tape-to-head con-
tact, and if you set it too high, you'll
slow down the machine and wear out
your heads faster. The harder you pull
the tape across the heads, the faster
you accelerate whatever damage has
been done to the tape,” says McLean.
“But the first thing you have to do
is clean the tape. I got an idea from
the original 3M digital machine, which
had a roll of cloth-like substance that
runs on its own little motor; the tape
has to pass it before it gets to the
heads. It keeps the dust off the heads.
So I built a guide out of a microphone
stand, put cloth on it and ran the tape
for a while. Doing that, in combina-
tion with properly resetting the ten-
sion to just let it pull the tape across
the heads, you get results.” McLean
adds that he needed to clean the
heads extensively after each pass. “I
don’t think what I'm doing is terribly
innovative. It just works,” he says.
Following the cleaning process on
the Ampex 406 tape, which took about
an hour, the track was mixed at Quad.

The remaining ten tracks were re-
mixed at Sound Works onto two ma-
chines: a 24-track digital Sony for Cap-
itol Record’s own archival purposes,
and a 32-track digital Mitsubishi for
the 6-track movie mixes.

The remixing seemed to resist addi-
tions of contemporary technology,
which was just fine with Stevens, who,
rather than look for a consistency to
the overall sound, tried to re-create
the original sounds from each period
of Lennon’s recording life. Stevens did
try adding triggered samples to the
drums to fatten the sound, but he says,
“It sounded wrong to hear a modern
snare drum on something recorded
in 1974. It just doesn’t make sense and
the overall sound was skewed. We
were looking to represent the man’s
life, which spanned several time peri
ods, so you don’t want it to sound
like 1988, you want it to sound like
the time it was created in.”

Stevens brought in CDs of Lennon’s
records to get a sense of what made
the originals as magical as they were.
He feels the result is true to those
records, but cleaner and a bit bigger
sounding. Other than the few drum
samples used—which were printed
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Digital technology is here now. And without a committed invest-
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onto the 32-track deck-—no other re-
recording took place. Actually, some
of Lennon’s own music was recorded
onto 32-track technology: two 16-
tracks hooked together.

EQ and effects were used with the
original recordings in mind and close
at hand. Digital delays replaced the
tape slap that was such a large part of
Lennon’s sound. Stevens says Lennon
also used an Eventide Harmonizer a
lot when it first becanmie available.

The original track sheets were
straight-ahead in terms of information,
Stevens recalls. The only curve ball
came on the “Imagine” track. “It starts

oft with a mono piano in the middle,”
says Stevens, “After a few bars, the
piano pans to the right side and an-
other piano comes in and you have
two pianos hitting together. Listening
to the CDs was helpful, because I saw
two pianos on the multi-track sheet
and they didn't seem to sync up.
Then, by subtle use of echo, you get
the two piano tiacks to fuse into a
single piano. You can hear the flam.
ming if you listen really closely, but
you'd never notice it on the radio.
“The drums on ‘Imagine” had a de
lay running through the whole drum
kit that was in the background that 1
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didn't put there. But I didn't really
listen just for specific EQs. I listened
for total orientation: when instru
ments came in and when they came
out. ‘Stand By Me’ had four different
guitar tracks, and I didn’t want to have
the wrong solos up. That's where the
CDs really came in.”

In retrospect, Stevens regards the
experience as both curious and chal-
lenging., “What was interesting was
that it spanned Lennon’s career,” he
recalls. “1 was fascinated by the fact
that although 16-track was available,
Lennon and Spector chose to do a 2
track submix and went 8-track to 8
track. On the Imagine album, they
didn’t seem to care too much what
the snare drum sounded like, at least
in the same terms we do these days.
The snare drum was there to fulfill a
musical purpose, but clearly that al
bum was a song album. In those days,
Lennon was writing songs, and the
people at Sound Works said they
hadn’t had a project like this in a long
time, where the focus was on the mu-
sic, not on what the snare drum sound
ed like. In this case we were listening
to an artist from a different era, in a
sense. And [ like the fact that artists
who write from the heart are getting
deals again.”

Yoko Ono was not present for any
of the mixes. “I couldn’t see her want
ing to be there to remix something
she had mixed with him,” Stevens
says. “There were times when we
mixed Menlove Avenue that she would
come down, and I sensed it would be
hard for her to listen because she
would feel then what she felt [when
the record was originally recorded
with John], and feel it a lot.”

The track “How Do You Sleep”
ended up as a composite done from
four different Lennon takes, including
one from a videotape of a Lennon per
formance. Stevens remixed all the
takes and used the pieces to build
one complete take for the film.

Ultimately, Stevens is satisfied that
Lennon’s legacy is intact for the
movie, and that the artist’s original
intentions have been faithfully pre
served. "It would take a pretty large
ego to say I can mix this stuff better
than Lennon and Spector,” he says.
“They're not going to be doing dance
remixes of this stuff. These are not
films you're going to colorize.” W

Dan Daley is a Mix contributing
editor.
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ovelty or New Talkin

—

g Head?

by Joan Tortorici Ruppert

As business and industrial video is
dragged kicking and screaming into
the "80s, in-house producers have, in-
evitably, begun dabbling with music
videos as an alternative to talking
heads framed by potted palms. While
music video as a concept is hardly
news to the world in general, it's down-
right revolutionary in the cloistered
boardrooms of corporate America.

The productions range from clumsy
lip-sync by embarrassed branch man
agers of Acme Widget, to expertly pro-
duced, award-winning aural and visual
gems. To discover what makes the dif
ference. Mix asked video producersto
recount their experiences and predict
the future of music video created by
and for the business world.

hen that business iscommunicat
ing with employees of McDonald’s
restaurants, it's safe to assume that mu-
sic videos have more than a shadow of
a chance for success. “We figured that
our audience was going home after
work and watching music videos on
television,” says Tom Bowman of Mc
Donald’s Creative Services Television,
who, along with co-producer/director
Dave Curley, created groundbreaking
pieces for the fast food chain starting
five years ago. “Clean It” was atake-off
on the Michael Jackson hit, “Beat It,”
reminding employees to keep the res.
taurants up to shiny specs, and “The
Best” was an original music piece that
gently reinforced concepts of personal
grooming.
“I dont remember if we did any
research or not, or if we tested them,”

says the soft-spoken Bowman from his
suburban Chicago office. “Atthat time
the average age of our audience was
pretty young. We just figured that a
music video might be more interest-
ing than sitting down and watching
some guy in a suit say, ‘Remember
now, you should clean the store.””

The topics for those first two were
chosen after Bowman and Curley met
with McDonald’s operations people
and made a laundry list of training
topics that were both high priority and
conducive to music. “Clean It” and
“The Best” were at the top of a list of
12. And although those initial two went
on to win Gold Awards from the Inter
national Film and Television Festival
of New York, the remaining ten were
never produced. “They’re not inexpen
sive to do,”explains Bowman. “From
an operations standpoint, there were a
lot more pressing, hard-core training
programs we had to do on an ongoing
basis.” The music videos, he says, were
more appropriate to reinforce training
messages that had already been deliv
ered by more traditional means. Since
then, he and Curley have produced
four more music videos, mostly for
McDonald’s marketing department,
which adds up to a grand total of six
out of the 500 video programs the de
partment has produced in five years.

That's not to say that the remainder
of McDonald'’s training videos are pat
ently dull. A recent tape on the care
and cleaning of deep fryers was based
on a deadly accurate send-off of the
Gene Siskel and Roger Ebert classic
movie review television program, re
named “At The Fryers.” Through the
use of film clips (scenes of an em
ployee cleaning the fryer apparatus)
and the ensuing arguments, the train-
ing message was as effective as it
was fun.

Above: On the set of Merrill Lynch's “Remember NYSE Rule 387."
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Orban’s new digitally-controlled 787A Programmable Mic Processor integrates an
unprecedented combination of vital signal processing functions into one powerful,
compact package. It delivers fully programmable mic- or line-level processing with
access to 99 memory registers through MIDI or RS-232 interfaces, or a console-
mounted remote control. All you do is add the talent.

The 787A offers a space-saving, elegant solution to many annoying problems (voice or
instrumental deficiencies, poor room acoustics, noise, sibilance, wandering levels) in multi-
track and MIDI recording studios, commerical production, video post, audio-for-video,
and film scoring facilities. The 787A increases production efficiency through consistently
repeatable processing. Less time need be spent tweaking separate processors, so more
attention can be devoted to capturing top creative performances as they happen.

The 787A is complete audio processing arsenal in a box—a flexible parametric EQ, a
smooth compressor, noise and compressor gates, ard a handy de-esser. The 787A
can be operated in mono or dual-channel/stereo (with the addition of a second-
channel slave). An optional Jensen transformer mic preamp with 48V phantom power
adds further flexibility.

Orban's 787A Programmable Mic Processor will help
you remember tomorrow the way your talent sounded
yesterday.

Orban Associates Inc.,
645 Bryant Street, San Frarcisco, CA 94107 USA
(415) 957-1067 Telex: 17-1480 FAX: (415) 957-1070
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Lighthouse Production’s Director Ron McGregor (back to camera)
shows Carson International restaurant employees the “moves” he
wants them to make during the taping of a scene for “Take 1,” an
employee-motivational music video shot at O’Hare Airport.

he real Gene Siskel was on hand at

the annual conference of the Inter-
national Television Association (ITVA)
in Las Vegas this Apri!l. His mission was
to critique a selection of programs that
had won top I'TVA awards in the prior
year's video competition. He promisec
to apply the strictest, most professional
standards, and a few programs suffered
horribly.

He did, however, heap praise on
one particular program, gushingly
pronouncing it “the ‘Last Emperor’ of
corporate television.” Siskel’s thumbs
up went to a clever, expertly crafted
remake of the Beach Boys™ 'Fun, Fun,
Fun.” Produced in 1986 by the Merrill
Lynch Video Network, it features stock
brokers instead of surfer girls, who
lose their business, not their daddy’s
T-Birds, after ignoring a new stock ex
change rule. Judy Noble, marketing
manager for the New York City-based
Network, explains that when new leg
islation was passed, the brokers "were
being inundated with a lot of infarma
tion, all of it important. The people in
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charge of getting this information out
wanted to somehow jar the brokers, to
wake them up. We [the Network] came
up with the idea for a music video, and
the client said ‘terrific."”

It was the first time they had under
taken a music video project, and they
put to good use the theatrical back
grounds of various department mem
bers, including Noble, who choreo
graphed with professional agility. “We
went with new lyrics to an existing
melody due to time and money con
straints. To create a new song from
scratch, with a really good hook, takes
a lot of both. Also, we liked the dis-
parate concept of ‘Fun, Fun, Fun’
against the visuals of the brokers who
were clearly in trouble.” Rather than
using actual brokers, professional tal-
ent was employed as the cast, and a
New York music production house re
corded the new lyrics.

“The objective was not to send any
new information; it was to highlight
information that they already had,” ex
plains Noble. “It did exactly what the

title said: ‘Remember NYSE Rule 387
Then, someplace else, the brokers had
to look up Rule 387 to find out what
itis.”

The client was delighted with the
finished piece, which went on to win
not only an ITVA Golden Reel, but also
top awards from the Intercom/Chica-
go International Film Festival, the
Film and TV Festival of New York,
three Monitor Awards, third place in
the JVC Professional Video Competi
tion and a Gold Camera in the U.S.
Industrial Film Festival. “The program
was not done cheaply. There was great
attention to detail. Still, all those
awards are amazing to me, because it's
sucha simple program,” laughs Noble.
“Which says a lot, doesn't it?”

The Merrill Lynch Video Network is
a bustling department that produces
weekly live programming distributed
via 482 offices in the U.S. and Canada
equipped with satellite downlinks.
But in spite of its first and only music
video's success, the Network has not
done another since. Noble says that
once the tape was in the field, it met
with mixed reviews.

“Many people loved it, but others
said, ‘Why are you wasting corporate
money on this?’ But you're always go
ing to have people like that,” she says,
identifying a common burden of cor
porate television departments in every
industry. “I'm sure there are people
who think we're wasting company
money by having television at all. They
can’t understand that you help them
bring in money. Because we don't di-
rectly create revenue, we shouldn’t ex
ist. Especially in this environment.”

hen it comes to the business of

satisfying corporate clients, work
ing for an outside production company
as opposed toan in-house department
reveals many more similarities than
differences. True, Ron McGregor, pro-
ducer/director at Lighthouse Produc-
tions, had a music video project virtual-
ly dropped into his lap by his client’s
advertising agency. But after that, his
challenges were very much like those
of his in-house counterparts.

The project was to be a motivational
music video for the employees of Car
son International, a company that has
the enormous task of providing res
taurant and food service to travelers at
Chicago’'s O'Hare International Air
port. The stars of the music video are
Carson International employees who
dance and lip-sync to an original track
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created by the agency (GAMS Chica-
go) and Lighthouse's own composer,
Dan Reifsnyder.

But instead of making utter fools of
themselves and their company (which
is the sad result of most of these em-
ployee things), the Carson employees
are smooth, believable, energetic and
thoroughly charming.

“The major response we got was
astonishment that all those people on
screen were employees,” says McGre-
gor, who auditioned, rehearsed and
directed the small army of Carsonites
under an oppressive shooting sched-
ule. When “Do It On The First Take,
Do It Right” was completed, it took
awards in the International Film Festi-
val and the ITVA Chicago Videofest,
and, became a potent selling tool for
other clients who wanted proofthatan
employee-based music video could
really work.

“It’s a matter of clients starting to
think in terms of something different,”
says McGregor. “It takes time for them
to make that switch. I think people are
finally starting to accept the fact that
you have to provide enough entertain-
ment value to keep the audience’s
attention.”

McGregor admits that even the most
excited client will occasionally devel-
op amysterious case of cold feet when
it comes to actually giving the green
light to something off the beaten track.
Whether the stumbling block is inap-
propriate subject matter or insufficient
budget, music videos are clearly not
destined to make up the largest slice
of the production pie.

McGregor remains optimistic. “I'd
really like to see more music videos,
and I think they will lead to other direc-
tions. One thing they do really well is
get people away from thinking that you
always have to be verbal and literal
when you tell your story. 1 think ev-
eryone misjudges the viewers in terms
of what they can comprehend,” he says.
“I don’t think the idea of doing music
video is necessarily passe yet.”

nd then there are producers who

wish that corporate music videos,
as we know them, would die a quick
and quiet death. “I'm not a big fan of
them,” says Jim Pasta, producer at
AGS&R Communications. “Idon’t think
there was that much potential for them
in the first place. They're interesting,
they're fun, but I just think they've
been beaten to death. It’s kind of like
what has happened now with so many
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ad agencies using "60s music for tele-
vision commercials and ruining songs
for us. It got so overused that now we
can’t think of a beautiful song without
thinking of a product.”

If the concept of corporate music
videos is inherently flawed, why did
they catch on in the first place? “Be-
cause they exposed people to a new
form. And they were fun to work on,”
he admits, “because they were a lot of
people’s first exposure to working
with music. Before this, a lot of pro-

““. . .1 think people are
finally starting to accept
the fact that you have to
provide enough entertain-

ment value to keep the

audience’s attention.”

ducers had simply taken library music
and used 20 seconds at the beginning,
faded it down and then out at the end.
With a music video, they suddenly
could have music all the way through.
A lot of video departments in corpo-
rate settings don't have audio studios,
and they don’t have the budgets to go
out for custom music. So naturallya lot
of people were excited about the op-
portunity to really use a song.”

That opportunity, Pasta explains, was
used so poorly so often that it evolved
into just another production cliche.
“It’s gotten to the point now that it’s
like the new talking head,” he says.
“Just a conventional gimmick you can
use when nothing else comes to mind
creatively. The ones I've seen have
been too contrived, too much of an
easy out. Unless you take the time and
money to do it right [he cites Ed Gil-
bert at Quaker Oats as one producer
who does] and customize it to fit your
company, it's not that interesting to
people. The interesting part is seeing
employee faces. But that's about it.”

Lest you assume that Pasta is some
music-hating stuffed shirt, you should
know that the creative use of music,
both existing and custom, is a large
part of what he’s built his reputation
on for nearly a decade. He’s used
songs from Jan Hammer, Pat Metheny,

Shadowfax and many others (with per-
mission, of course) as the backbone of
a wide variety of corporate video and
multi-image projects, and frequently
looks to local Chicago composers and
arrangers for original scores. He is also
one of agroup of people who founded
the thriving Chicago Music Video Com-
petition five years ago to be “a forum
for people, not only in video, but in all
parts of the arts community in Chicago
to have an outlet for their work.”

Back in the boardroom, he says, mu-
sic continues to play a crucial role.
“People in decision-making positions
today are a lot different from people in
decision-making positions seven years
ago. Seven years ago, you had the 50-
year-old training salesmen who want-
ed information. Now you're getting
baby boomers who are more open to
music, who were brought up under a
more image-oriented, public relations
mindset. These are the people who
are looking for more of a feel in pre-
senting business communications
than specific information. You still
have the information that has to be put
across. But you can put it across in a
more emotional way. And that is one
of the great things about music. It isa
very emotional piece of the entire proj-
ect. It puts you in a receptive mood.”

Emotion, he says, is not a result of
“putting on a Huey Lewis record and
having people jump around.”

he elements of a successful corpo-

rate music video, according to our
survey, include a simple message, a
good song and great performances by
talent, whether that talent is profes-
sional or supplied by employees. If
that formula sounds vaguely familiar,
it's because any communication—in
any medium—must be simply con-
ceived and expertly crafted in order to
have a lasting, positive impact.

Let’s face it—chances are that corpo-
rate music videos will go the natural
route of most trends. But if in the fu-
ture one client in one corporation re-
mains slightly more open to new ideas,
and if one in-house video producer
goes on to treat his soundtracks like
something more than an afterthought,
progress has been made.

Joan Tortorici Ruppert is a video writ-

er/producer/director at Amoco Corpo-
ration in Chicago. Additionally, she’s
written freelance articles for music
and television industry magazines
over the last 12 years.
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Who knows about the ins and outs of the editor better than an editor.
So it's no wonder that Sony, the leader in digital audio, talked long and
hard to editors before they introduced the latest innovation in digital
editing—the DAE-3000.

In fact, for five years our engineers filtered through the requests of
editors industrywide, plugging key features into the DAE-3000.

Features like multiple interface—so you can utilize the Sony family
of Dash and CD Mastering recorders to achieve maximum creativity
and efficiency.

You can incorporate 16 bit stereo jog audio from the 12 seconds of
ligital audio memory, adjust crossfade time up to .999 millisecond, and
rim edit points with word resolution to get just what you want.

" Plus, the expanded digital fader with selectable

A\ dither, ensures sonic performance.
N\ And our emphasis on software expandability
A\ only goes to confirmm Sony’s commitment to state-of-

N\ the-art, quality products.

' Face it, the DAE-3000 is everything you ever
wanted in a digital audio editor.
For a demonstration contact your Sony
% . Professionial Audio Representative. Or call

e Sony at 800-635-SONY.

i SONY.
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riday night, just got back from

Crazy Freddy’s. . .spent the better
part of a paycheck on one of those
hi fi VCRs with a “multi-channel tele-
vision sound receiver.” Raced home,
connected the old TV set to the VCR,
hooked the VCR to the stereo amp,
then booted up the whole fandangle.
Actually listened to Johnny’s mono-
logue, but just to hear Ed chortling in
the left speaker and Doc’s giggles in
the right. Sounded like the whole au-
dience was sitting right there on the
couch. And in the morning, all those
space age cartoon adventurers will be
zapping around in great-sound-
ing stereo, with all those rockin’
commercials making our little
den sound like the inside of a
beat box.

We are reaping the benefits
of audio’s most recent harvest.
A new generation of products
is out there, developed within
the audio and recording com
munities, making it easier for
TV producers to turn out pro-
grams with great sound. One
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DIGITAL AUDIO
TECHNOLOGY
MEETS

STEREO

Digital dialog
recording at
Transcom
Media in NYC.
The computer
terminal
(right) is the
controller for
the Compu-
Sonics system.

pioneerirg program, The Tonight
Show, uses Dolby surround technol-
ogy and strategic stereo miking, while
another, Saturday Night Live, uses a
CompuSonics DSP-2002 hard disk-
based, digital audio recorder for in-
stant access to effects and ambience.
Other TV shows, such as Barbara Wal
ters and Liza Minnelli specials, and
programs starring Jim Hensen'’s Mup-
pets, are posted on an AMS AudioFile
hard disk system.

BC, PBS and MTYV, along with pay

cable systems such as HBO, have
set new standards for TV audio. The
rest of the broadcasters are
catching up (the last holdout,
CBS, goes stereo this season).
Now that most commercials
sound better than most TV
shows, the network execs yen
for better audio. They don't
care about things like “en
hanced spatial perception™ or
“non-destructive editing” or “no

Here's the newest way for
post houses to handie
music scoring for TV.
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generational loss™; they just want aural
integrity. And the TV world is using
old techniques in new ways and new
techniques in old ways to achieve it.

Not only producers are improving
TV sound. Consumers started doing it
way before the networks. Since 1983,
over a million households have pur-
chased Dolby’s 4-channel SDU4 Dol-
by surround decoder device. (Dolby,
by the way, makes noise reduction
cards for 1-inch VTRs, and their Spec-
tral Recording cards are also being
used with VTRs to improve the audio
signal to near-digital quality.) The
Dolby surround system conveys spa-
tial information, enhancing mood or
effect, and the decoder lets Dolby
Stereo-ized movie soundtracks—broad-
cast, on videodisc or taped—be exper-
ienced at home.

Today Dolby’s on a mission to get
surround equipment into the hands
of video production people. Already,
SDU4 decoders are in active produc-
tion duty (“They've been shipped in
small numbers”), and six SEU4 encod-
er units are in beta-test. “To do a sur-
round mix, they must be able to moni-
tor what they’re doing, so that means
installing the SDU4 surround decoder,
with the extra speakers and amps,”
says Dolby product manager Roger
Dressler. “And then, it's possible to
mix very adequately without any en-
coding equipment. For instance, The
Tonight Show mixes music in stereo,
mixes dialog to center, occasionally
mixes someone to left or right, and
that works out perfectly well with the
current Dolby surround system.

“Later on, if they want to do pur-
posely mixed surround encoding and
really take advantage of what the me-
dium offers, they need an encoder,
t00,” Dressler continues. “We intend
to lease our SEU4 encoder, which
takes four channels from your mixing
console that you've pre-assigned to
left, center, right and surround, formu-
lates them into the 2-channel medium
that you broadcast over stereo TV,
then the decoder on the other end
re-extracts the four channels.”

Dressler foresees the day when
there will be “various tiers” of sur-
round TV watching: “the regular Dol-
by Stereo movie shown on TV; the
purposefully mixed Dolby surround
programming that’s been encoded
with an SEU4 and monitored on an
SDU4 while mixed in the video house;
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and compatible material that’s mixed
in stereo but can be monitored [at
home] on the SDU4 to bring out the
stereo mixing, like Letterman or Car-
son or baseball games, or any other
show that does some production oth-
er than just recording the event.” Dol-
by’s licensing will enable other com-
panies to outfit “the living room of
the future”; Shure has already debuted
its HTS5200 Vector Logic Decoder,
which decodes Dolby Stereo encoded
on broadcast or cable TV transmis-
sions (or on disc or tape).
Although “surround” is the word of
the day for videophiles, the vid-

eo producers’ buzz phrase is “random
access of audio material.” Video/TV
post folks are discovering that random
access (plus many other “bennies”)
can be had from any one of several
disk-based, digital audio recording,
editing and storage systems, a.k.a. dig-
ital audio workstations (DAWSs). Us-
ing these amazing, software-controlled
megadevices (which range in price
from $5,000 to six-digit figures) is a
new way to go when integrating cut-
ting-edge audio sources—PCM audio,
R-DAT, CD, synthesis and sampling—
onto the master hi-fi tracks of various
cutting-edge video formats (Beta Hi-
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]-l;e publishers of Mix invite you to join your
fellow professionals and some of the recording
industry’s biggest names at the Fourth Annual
Technical Excellence and Creativity Awards.

The TEC Awards will be held the first night of the
85th AES Convention. A special highlight of this
year’s program will be the induction of Les Paul
and the late Bob Liftin into the newly established
TEC Awards Hall of Fame.

Seating for the 1988 TEC
Awards will be assigned
according to the date
tickets are ordered, For
ticket information and
complete details, call or
write Rachel McBeth at
Mix Publications, 6400
Hollis Street, Suite 12,
Emeryville, CA 94608.
Phone: (415) 653-3307;
Fax: (415) 653-5142.

THE 1983
TEC AWARDS

Presented by Mix Magazine

The TEC Awards are a
benefit for the House Ear
Institute and audio engi-
neering scholarships.



Kermit, Miss Piggy and Liza Minnelli owe some of their aural integrity
to this AMS AudioFile and AudioFile sound editor Regina Mullen of
NYC's Sync Sound, which is co-owned and run by Bill Marino.

Fi. S-VHS, M-1I, Beta and U-Matic SP,
D-1and D2). AMS Industries, Compu-
Sonics, Digital Audio Research, Fair-
light, For A, Integrated Media Sys-
tems, Lexicon, New England Digital
and WaveFrame have sunk billions of
dollars into brainstorming and actual-
izing a variety of innovative DAWS,
marketing them toward the audio, vid-
eo post-production and broadcast
industries.

The marketing efforts are working
— DAWSs have been greeted enthusias-
tically by the traditionally conserva:
tive TV market. The reason, according
ta Peter Recs, formerly of CompuSon-
ics and now with New York’s Trans-
com Media (which posts children’s TV
shows with the help of two “older”

CompuSonics 2002 systems), is that
“in the television programming world,
production deadlines are always very
tight. You have air dates to deal with.
So &'s because of the speed you get
with disk systems that they broke in
[this market]. People who are a little
more daring went with disk, with
goad results. Before, the producer
wouid say, ‘T want these cues synched
up,” then go away for a day while the
work was done. Now we can have our
whole set of music cues for a show
on the disk, he can stand there, and
you can bring the cues up on the com-
puter so he can hear them. Then you
just pop them in, in sync, right there.
You finish spotting an entire show,
with music, within an hour or two. It

“The big hurdle in marketing

toward TV people has been the

user interface.”

—Paul Broucek, Fairlight
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brings the process of selection hand-
in-hand with the actual synchronizing,
which is not something true of tape.
You get speed without sacrificing
quality.

“And for producers,” adds Roos, “it
is more important now to have a bet-
ter [sound]track for TV shows because
of the whole stereo market that’s
opened up.”

Kevin Dauphinee of Digital Audio
Research, whose SoundStation 11 DAW
is being marketed toward TV produc-
tion facilities (DAR recently delivered
its first systems) agrees that speed, not
digital-quality audio, is why the new
systems are making waves in TV-land.
“The producer can play back different
sounds in a heartbeat and determine
which one’s going to sit better with
the viewers. You can cut things as fast
as you can listen to them, which you
can’t do with tape.”

Se Habla Video

Video producers do nof want to learn
a new language or new way of work-
ing. That's why various DAW develop-
ers have incorporated familiar topog-
raphy into the more complex, fully
integrated superboxes (which attract

the type of TV producers, says Compu-
Sonics marketing VP Bob Keamns, “who
look at [the system] to do everything:
to get them up in the moming, feed
them during the day and put them to
bed at night™).

“New technology should be easier
to use [than older technology),” states
Michael Guthrie, systems engineering
manager for Solid State Logic. SSL's 01
Digital Production Center is designed
so “anybody who's done [analog) au-
dio work can sit down and in ten or
15 minutes is doing useful stuff,” says
Guthrie. “The control surface of the
01 is very conventional. The analogy
is three 2-track machines, an 8-input
mixer, a splicing box, a razor blade
and a tape library. The 01’s left side
looks like a fairly ordinary 8-input
mixer, except when you use it, you
process in 24 bits. The right-hand side
of the machine is an edit system, part
of which is the equivalent of three
stereo tape machines. Other than the
fact that you don't pick up a razor
blade, you use it the same way as you
use 2-track machines. The real power
of digital will come in doing old
things in a better way, but not neces-
sarily a totally different way.”

The Paiented Look of
2ist Century Equalization

«ﬂq

- &

— _‘

The tamper-proof 173 octave equalizer POﬁfrom M%OA'
The equalization system of the 21st centurx is available today\'q

Programmable fréﬁ‘w your IBM PC, a Micro#

dio or your MIDI

programmer. Available in single or dual channel, one rack s{)ace

(503) 292-8896
800-445-1248

= TELEX 4997744 INTR

i

= 4438 S.W. Hewett
MicroAu dio Portland, OR, USA 97221

the “B"” series
combining EQ.

Circle #116 on Reader Service Card

54 MIX, OCTOBER 1988

he 01 reads and generates good

ol’ time code, and can synchronize
to an external video source. The mix-
er’s inputs take digital or analog and
pick up the outputs of the 01's “tape
machines,” while the mixer’s program
output can be sent directly into a vid-
eo machine. The first SSL 01s will ship
in early '89.

AMS Industries has shipped more
than a few AudioFiles to video facili-
ties. The company recently released
specialized software that makes the
AudioFile emulate a video tape ma-
chine so it can be addressed by the
popular CMX or Ampex ACE editors,
and it “becomes transparent to the
[human] video editor,” says Nigel Bran-
well. “So audio tracks can be recorded
as they would normally be, but in-
stead of on the VTR, they go to the
AudioFile. All the video edits can be
done at the same time as audio fol-
lows video, then that audio material
can be taken on, and, using an Audio-
File, further typed up as far as edits,
crossfades, etc. Then it’s done, and all
in the digital domain.” AMS is also
releasing additional, optional hard-
ware for use with the AudioFile, in-
cluding the Logic 1 digital mixer, al-
though Branwell points out, “Most an-
alog consoles are quite up to the task
of performing with digital storage
Systems.”

When Lexicon developed the user
interface for its Opus audio recording,
mixing and editing system (designed
primarily for audio-for-picture work),
the company went for a conventional,
analog-style layout, straight-ahead,
clearly labeled command keys (“cut,”
“copy,” “align,” “replace,” “loop™), on-
screen audio represented as moving
tape, and a PC AT interface that “for
all practical purposes is transparent to
the user,” says Rod Revilock. “It’s de-
signed to be as much #not like a com-
puter as possible.”

Paul Broucek of Fairlight concurs
that “the big hurdle in marketing
toward TV people has been the user
interface.” So Fairlight designed its
MFX console for post editors who will
use it to control a Fairlight Series III
system. The MFX features an IBM:-style
keyboard with function keys, a display
terminal and a 3-button graphic pad
similar to the Macintosh mouse de-
vice. Some controls sport familiar,
ATR-style labels, and others permit
common activities such as rock and
—CONTINUED ON PAGE 182
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PRODUCERS - DESK

by Bill Milkowski

Tom Dowp

THE LEGENDARY PRODUCER/
ENGINEER LOOKS BACK FONDLY

ick up any Atlantic Records album from
1952 to 1960, look at the production
credits on the back cover and chances
are you'll find the name of Tom Dowd.
And you'll see his name on countless
other albums for Atlantic throughout
the '60s and "70s as well. The man was
on virtually every important session

for Atlantic as engineer, and in later
years, as producer.

The artists who Dowd has worked
with in his career read like a Who's
Who of American popular and jazz mu-
sic. From John Coltrane and Ornette
Coleman to Aretha Franklin and Otis

Redding to Eric Clapton and Kenny
Loggins and dozens of others, Dowd
was there offering significant input, as
well as manning the console and twirl
ing the dials. He’s the kind of produc
er/engineer who needs to establish a
rapport with an antist before he can
begin to record him or her. It’s been
his method for nearly 40 years in the
business. In that time he’s seen it all

He's watched the industry grow from
2-track to 48-track to digital. And all
the while he’s been an innovator,
pointing the way for record compa
nies and colleagues.
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PRODUCERS - DESK

Dowd was born in Manhattan on
October 20, 1925. He was involved
with music during high school and
college as a member of the school
orchestras, concentrating on string
bass and baritone saxophone. But he
never pursued a career as a musician.
At the City College of New York and
Columbia University, he studied engi-
neering and physics. His studies were
interrupted when he was drafted into
the service during World War II, and
when he returned to the States, he was
no longer interested in pursuing those
same studies. He decided to combine
his interest in music and records with
his aptitude for electronics by entering
into the new and exciting field of re-
cording, though the music industry
was strictly in its infancy in those days.

In this interview, Dowd tells the
story of how he entered the industry
and grew along with it, watching the
technological innovations along the
way and seeing talented newcomers
break onto the scene and become
stars. The number of stories that Dowd
has could easily fill a book, but given
the limitations of space, he recounted
only a few for Mix.

Mix: Tell us about your first job as an
engineer in New York City.

Dowd: It was around the end of 1947.
I had just gotten out of the service and
I hooked up witha small independent
studio that was originally being used
strictly for recording demo tapes for
voice and piano students. It was the
Carl Fisher publishing house, an estab-
lished business in New York City. They
had put in this small studio at the re-
quest of the voice coaches and piano
teachers there, strictly as a means of
recording their students and showing
any progress that was being made over
the weeks. And around the time that |
came in, a2 number of little ethnic rec-
ord labels sprang up. New York was
such a melting pot with so many eth-
nically rich neighborhoods, and these
small labels catered to the populace of
those particular areas. There were Pol-
ish labels, Italian labels, German la-
bels, what-have-you. And these labels
didn’t have a lot of money, so they
came to us. Also at the same time a
number of small gospel music labels
began and they, too, would utilize our
services, mainly because we were
cheaper than anybody else. So my first

experiences in engineering were with
polkas and other ethnic folk music.

Mix: What was the equipment like
back then in your studio?

Dowd: All of the equipment in the
recording industry in those days was
hand-me-down radio equiptent. You
didn’t have tape machines. You didn’t
have consoles designed for recording.
You didn’t have engineers who were
really recording engineers. Studios
basically employed radio people who

come by and record. The labels that
were predominant in those days for
recording jazz were Savoy, Apollo, Na-
tional, Mercury, New Jazz and Prestige.
Idid alot as engineer for those labels.

Mix: And how did you establish your
relationship with Atlantic Records?

Dowd: | did some preliminary record-
ings for Ahmet Ertegun and his partner
Herb Abramson at the beginning of
'48. They were starting a predominant-
ly jazz-gospel label called Atlantic.

',

Early '80s: Producer Tom Dowd (seated ieft) with Jimmy Pankow and

Peter Cetera of the group Chicago.

went out on remotes and did big
bands in ballrooms with two micro-
phones and a portable hand-held mix-
er. All the engineer did was sit there
and make sure the meter didn't go
into the red. That was itin thase days.
The studio I worked in had a West-
ern Electric console with a four- or
five-position console. And that was real-
ly adequate for what the studio was
originally intended, which was piano
and voice or violin and voice or what-
ever the students were involved in.

Mix: And you eventually got involved
in recording jazz artists of the day out
of that same small studio?

Dowd: Yes. A lot of the musicians
along 52nd Street between 1947 and
1953 would end up recording at our
place after their gigs in the wee hours
of the morning. Oscar Pettiford and
his trio, Lester Young and his quintet,
Charlie Parker. All the greats would

They were also doing what was then
called race music—blues artists with a
quartet or a quintet behind them.
Aroundthe same time I also was work-
ing for National Records. For them 1
was doing groups like The Ravens,
Billy Eckstine’s big band and Joe Tur-
ner's group. I was really in demand in
those days because I was young, ambi-
tious, bright and I had an electronics/
physics background. I could make it
sound different than what all the old
radio guys were doing at the time.

I continued working for the Carl
Fisher studio and by 1950 that studio
changed hands and became Atex Stu-
dio. I worked for them for about a year
and then quit to become a freelance
engineer. I worked frequently for two
or three different studios then. At that
time in the industry, the Big Four were
Decca, Columbia. Victor and Capitol.
But by 1952 a number of smaller, am-
bitious labels popped up. Suddenly
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you had Mercury, Chess, Aladdin, Mod-
ern and all these different indepen-
dent labels popping up to draw their
share of the market. The studio that |
began working with a ot in those days
was called Fulton, which would later
change its name to Coastal. That label
was basically a collection of engineers
who had been in competition together
as freelancers around New York City.
We joined together and began doing
dates for MGM, Mercury, Atlantic and
National. Atlantic, though, had its own
recording facility, so when they would
book me to doa session I would come
inand record over there. I spent about
three or four years freelancing like that
all over New York City until Atlantic
finally said, “Come work for us exclu-
sively.” So I stopped all my other out-
side activities and did nothing but At-
lantic from that point on, around 1954.

Mix: Had the basic equipment pro-
gressed at all by then?

Dowd: Atlantic started recording in
stereo in 1952. They had a 2-track re-
corder made by 2 company called Mag-
nacorder. Just two microphones in the
room at every session. That system
continued until 1957, when I finally
talked them into buying an 8-track ma-
chine. Nobody knew what 8-track re-
cording was back then. They thought I
was out of my mind when I'd talk
about it. So I had to design my own
8-track console and modify their exist-
ing studio to accommodate 8-track re-
cording. And that took about a year
and a half. We began recording in 8-
track from about the end of 1957. From
then on we were multi-track all the
way. We never went through 3- and
4-track recording. We went from 2-
track to 8-track right away. We were
years ahead of the other labels.

Mix: Who were some of the produc-
ers you worked with in those years?

Dowd: Ahmet Ertegun, Herb Abram-
son, Jerry Wexler, Leiber & Stoller, Bert
Burns, Bob Crew. I had a different
working relationship with each of
them and a whole different communi-
cation system with each. For example,
I had a whole different method of re-
cording with Ahmet’s brother Nesuhi
when we were doing artists like Col-
trane or Ornette Coleman or the Mod-
ern Jazz Quartet, compared to when I
was doing R&B novelty songs with Lei-
ber & Stoller doing The Coasters or
Bert Burns doing The Drifters. So I

went through all these transitions, re-
lating differently to different kinds of
music and the different producers.

Mix: How long did you stay with
Atlantic?

Dowd: [ stuck with Atlantic until 1982.
By 1960, Atlantic had expanded so that
they decided to go to a bigger facility.
So just after I had finished with the
8-track facility in the old studio they
asked me to redesign a bigger 8-track
studio in a new space they acquired.
That one took me about six to eight
months to build. We moved into that
new facility in November of 1960 and
in January of 1961 we made our first
record in that facility. And it was a hit.
The coincidence is that the same rec-
ord was a hit again last year. It was
“Stand By Me” by Ben E. King. That
was the first recording in the brand
new Atlantic recording studio. It was
strictly a live recording utilizing 15
strings, five brass, background singers
and a rhythm section. No overdub-
bing, just a straight-ahead three-hour
session.

Mix: How did you mic that session?

Dowd: By then  had my own console.
I had come up with a mixer that had
either 12 or 14 positions on it. The
Atlantic concept, which we all got quite
accustomed to, went something like
this: one microphone for each instru-
ment in the rhythm section, one for all
the vocalists, and then we’d spread out
the rest. So for “Stand By Me” we had
four microphones on the strings, two
microphones on the brass section.
Those were assigned to three tracks.
The guitars were all grouped together
on one track. The drums had one track,
the bass had one and the piano had
one. And the final, eighth track was for
the vocal and background vocals.

Mix: So how did things progress from
there?

Dowd: Well, we went from 8-track to
16-track and all of a sudden we had a
bunch of people who were devoting
all their time to what [ was doing as
part of my job, which was designing
equipment, thinking of better ways to
utilize 8-track and 16-track recorders
and the like. And by then we had con-
soles that had 20 positions instead of
just four or five positions. So there
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were many brilliant people who got
into the industry in the '60s who be-
gan specializing in those areas, and it's
been going on ever since, evolving to
what we have today.

And by the '60s we had 16-track,
which meant I had to redesign and
update the console again. It was a
chase-your-tail-forever kind of situa-
tion. And what happened with me was
that I couldn’t continue to devote all
of my time to those technical things
and keep on making records. So I de-
veloped a different relationship. I start-
ed getting more and more involved
with the artists. And eventually, my mu-
sical input became as vital as my engi-
neering concepts.

Mix: Tell us how your relationship
with Stax Records developed.
Dowd: Ahmet and Jerry [Wexler] start-
ed that up. They had some artists down
in Memphis who they were particular-
ly fond of and I would inevitably have
to go down there and do trouble-
shooting. They'd have all kinds oftech-
nical breakdowns in Memphis and it
was very difficult to get replacement
parts down there. SoI'd fly down there,
find out what the problem was, phone
my contacts in New York City and have
them send down a part on the next
flight, meet the plane at the airport
and have the particular part back in the
studio in a matter of hours. And ifthey
would've waited for the distributor to
ship it to them down there, it might've
taken a few weeks.

Once I'd be down there, they'd ask
me to make a record down there. So
all of a sudden I began working with
people like Steve Cropper and Duck
Dunn and Booker T. and Al Jackson.
I'd record them and establish a good
rapport with them. And the next thing
I knew, Mempbhis was calling me back
to record Sam & Dave and Otis Red-
ding and a lot of other artists down
there. I did alot of people in Memphis
for the Stax label. Some great people.
And it was my rapport with them that
made it work. I had a relationship with
the artists where I could give them
input on the music and do the engi-
neering at the same time. And being
down there, I could expedite getting
records out of them faster than they
would normally do it themselves.

Atlantic was, of course, encouraging
me to continue developing my rap-

port with the Memphis artists, so I was
commutinga lot in those days. I'd also
fly out to California once in a while
whenever there was an equipment
breakdown or a schedule breakdown.
Ahmet or Jerry would ask me to fly out
there and find out what in the hell was
the problem, whether it was an engi-
neering problem or a musical prob-
lem or an ego-artistic problem. And
then I could remedy the problem and
expedite the session.

Mix: You were wearing many hats
back then.

Dowd: [ was all over the damn place
all of a sudden. And in the meantime,
whenever I did get back to New York
I'd step right into whatever else was
goingaround town. So in the mid-'60s
I was recording The Drifters or The
Coasters in the daytime and then do-
ing the Modern Jazz Quartet or Or-
nette Coleman by night. Then for some
culture shock, I'd fly down to Memph-
is to do Sam & Dave or Otis Redding,
or somebody. And by then, the traffic
got so heavy that I got a partner, Arif
Mardin. I would give him information
about some of my engineering con-
cepts, and at the same time I'd get
lessons from him in his musical abili-
ties. He gave me a really rounded edu-
cation about some things that I either
forgot or that I had never learned. And
that's why we made such a nice team
and kept on plodding along for as long
as we did. That got us out of the '60s
and into the "70s.

Mix: Can you list your favorite albums
that you've been involved with?
Dowd: I'd have to break it down by
decade. Let’s see—in the '50s it would
be any of the Ray Charles stuff I did,
the John Coltrane stuff, the Bobby
Darin stuff, particularly “Splish Splash”
and “Mack the Knife.” And all of those
recordings with The Coasters were
spectacular. All of those works have
stood the test of time.

In the '60s it would have to be the
things I did with The Rascals, Cream,
Aretha Franklin, Otis Redding and any-
thing I did on Stax, which would be
everything from Rufus Thomas to
Booker T. & The M.G.sto Herbie Mann
& Memphis Underground. And, of
course, the Allman Brothers band. One
of my favorite albums of theirs, in spite
of Eat A Peachand all those others, is
Live at the Fillmore. If anybody wants
to study and listen to a band playing

their asses off in a blues context with
plenty of open space for extended
soloing, listen tothat record. It's a bril-
liant album. We did it in two nights, no
overdubbing. It was a spontaneous,
live show. A classic album.

Then, in the '70s, I'd have to list my
work with Kenny Loggins, Rod Stewart,
Eric Clapton and Lynyrd Skynyrd. And
here in the ’80s it’s been Rod Stewart,
Eddie Money, Diana Ross and back to
Lynyrd Skynyrd with this album Leg-
end. That stuff had never been re-
leased. The last actual recording of
that album would've been done in
April or May of 1977, down here in
Florida. Some of the cuts were never
finished. We never had enough time
to finish them for the last album so
they just went back on the shelf. Some
of the other sides we found at Allen
Collins’ home in Jacksonville, Florida.
They were just rehearsal tapes. We
stripped out parts and updated them
and rearranged the songs. Actually, we
put them in the tradition of the Sky-
nyrd band of ten years ago. We went
backwards in technology to keep it
sounding the same as the original stuff
in 1977.

Mix: When did you begin actually get-
ting producer credits?

Dowd: The first record I ever got cred-
it as a producer for was The Rascals’
“Good Lovin'.” The way that happened
was, Ahmet and Jerry were very hot on
that group and had gone into a bidding
war with all the other labels that were
pursuing the group. Ahmet sent me
out to Long Island one summer to
hang out with the group and record
them on a portable unit, just to give
them an idea of what they sounded
like. So I spent a weekend with the
group in Westhampton and all of a
sudden we established this great rap-
port. They eventually signed with At-
lantic and the first week we did “Good
Lovin’,” which was a history-making
record.

Mix: Has that been your method over
the years—first establish a rapport with
an artist before you actually record
him?

Dowd: Yes. And at this point in my
career it's getting harder to do that
because of the great age gap between
some of the artists and me. But I can
work as a mediator now since I have
good credibility with both the artists
and the record companies. The record
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companies know my track record, they
know my reputation in the industry.
And the management and artists know
me from having grown up with records
that I made. You find a lot of situations
where record companies and artists,
or record companies and manage-
ment, or management and artists, are
not speaking to each other and can’t
come to terms on how they want to
make arecord. So I enter inas a kind of
mediator. I've got a reputation as be-
ing honest about my opinions, which
the artists always appreciate.

Mix: Tell us about your relationship
over the years with Eric Clapton.

Dowd: Eric and [ are great friends. We
call each other on our birthdays and
we visit whenever I'm in England or
he’s in the States. And when it comes
time to make an album, he calls me.
Eric and I go way back. From Disraeli
Gearsthrough Wheels Of Fire to Good-
bye, Eric and 1 were good friends and
we enjoyed making records together.
And then to watch him do it live in
concert—the man was and is incredi-
ble. Anyway, after the Goodbye album
[Cream’s swan song], I didn’t hear

from him for a while. Then I got him
and Duane Allman together for the
Laylaalbum in 1970 and we continued
on from there. I didn’t hear from him
for maybe three years or so, and then
the next thing was 46/ Ocean Boule-
vard. We made about three records in
a row, then we broke off for a while
again. Now we're making more albums
together. It goes like that because we
have this rapport. He calls on me
whenever he needs me and I'm glad
to help out.

Mix: Is there an advantage in being a
producer/engineer as you are?
Dowd: Yes, because then you can
communicate in three or four differ
ent languages—sound, musical, stu-
dio, concept. So I can think in four or
five different languages and speak one
when I'm in the studio.

Mix: What traits must a good engineer
have?

Dowd: Big ears and a small mouth.
Good reaction time and sensitivity to
what the artist is trying to do. Sensitiv-
ity to the competency of the musicians
working around the artist. Not trying

to make something big out of an insig:
nificant part. Some people, for in-
stance, dwell on the wrong things, try-
ing to make the record better when in
actuality what theyre doing really
won't help sell one more record or
make the artist sound one bit better.
So why waste time on it? An engineer
has to be sensitive to what's really im-
portant to the artist, to the project, to
the record company, to the producer,
while still preserving the integrity of
the recording that he is responsible
for.

Mix: Do you still work as an engineer
yourself these days?

Dowd: Sometimes, whenever it's
called for. Like on the recent Lynyrd
Skynyrd project. But normally I try not
to. I'd rather devote my time to mak-
ing sure that the engineering crew is
keepingtheir chops up but not overdo-
ing it with the technology and steriliz:
ing an emotional endeavor with a
sound endeavor. That's very important.
I get into fights with engineers about
that. They're often so busy turning
knobs or whatever, not paying atten
tion to the performance. And I have to
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intercede and make sure that the com-
munication is still there, that the tech-
nology isn't draining the life out of the
performance. You see, I'm not trying
to win any Grammys for the best re-
cording ofthe century or anything like
that. I'm just trying to get this artist’s
communication across. I'm trying to
preserve the integrity and the intensity
of what they're trying to say. So I'm
always careful not to let the technol
ogy get in the way. So I have to watch
my engineers carefully.

Mix: What other producers on the
scene today do you admire?

Dowd: Trevor Horn is brilliant, George
Martin, of course. I think Phil Collins is
a brilliant producer. He's an in-charge
man who doesn’t have to demand any-
thing; he just commands respect. He's
so fresh and innovative and profession-
al, and a most pleasant human being. 1
admire David Foster for a certain kind
of music, but I wouldn't want to use
him for everything. I have deep respect
for Steve Lillywhite’s work with U2 and
Big Country and Level 42. But he's
only done one album with each of
them. He’s never had a follow-up with
them, so I'm waiting and holding judg-
ment. I had an incredible respect for
Rupert Hine, but lately I've dried up
on him because everything started
sounding the same from him. His early
Styx stuff, though, was brilliant.

I've had a deep respect for Bob
Clearmountain’s remixes for the last
seven years. He is fresh and clean and
conscientious, but I haven't really
heard much full-scale production
work from him, where he’ll take a proj-
ect through from start to finish. Oh
yes, [ have to mention Alex Sadkin,
one of the young people from down
here in Florida. He passed away recent-
ly but was brilliant over the last five
years. He was a good friend and one of
the engineers to emerge from the Cri-
teria studio scene here in Florida. 1
loved his records, whether it was Dur-
an Duran, Police, Simply Red, Robbie
Neville. He turned out good product
consistently. Also, I am constantly
amazed at Jimmy lovine. The variety of
artists he works with and the diversity
of product he comes up with are in-
credible. There are really so many
good producers out there today, and
I've learned something from each of
them. You never really stop learning in
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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 incorpor-
ates three generat
concepts.

1. Musical accuracy

2. Long term reliability

3. Product integrity

MUSICAL ACCURACY

Musical accuracy is reflected
throughout all Brystor power
amplifiers and inciudes the neces-
sity for wide-band transient accu-
racy, open loop linearity ahead of
closed loop specifications, and
power supply design as an inte-
gral part of the overall sonic and
electrical performance of a
power amplifier.

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

We discovered that some param-
eters of transistors must be con-
trolled as much as 1000 times
more closely before their contribu-
tion to audible distornion is ren-
dered negligible.

We discovered that under cer-
tain actual conditions of speaker
loading. amplifiers were inca-
pable of yielding high-power tran-
sients without distortion.

In Canada:
i1 MARKETING LTD

57 Westmore Dr., Rexdale, Ontario,
Canada MoV 3Y6
(416) 746-0300
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Each of the various steps or
stages in every Bryston amplifier,
from the input section to the out-
put section, without exception, are
designed to optimize the musical
experience.

STANDARDS OF RELIABILITY

E consider this criteri-
on to be exceedingly
important. We have
applied techniques
and materials in our everyday
construction of electronic equip-
ment 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 addi-
tional thermal stress.

Following the burn-in period,
the amplifiers are monitored for
DC bias stability for approximately
another full day. At this point, they
are returned to the test bench for
another complete checkout of all
operating parameters and func-
fions, at which time a test sheet is
made, and included in the pack-
ing with the unit.

As may be seen, Bryston takes
very seriously the correct function-
ing 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 cos-
metically "updated” on a regular
basis merely in order to keep the
customer's interest in something
‘new'. If we make a change in the
circuitry, it will be because, and
only because, it yields a worth-
while performance or reliability
improvement.

In the United States:

1 VERMONT

RFD #4, Berlin,
Monpelier, Vermont 05602
(802) 223-6159
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PRODUCERS - DESK

this business. It's a perpetual learning
process.

Mix: What is the most significant dif-
ference between the role of engineers
in the 1960s versus the 1980s?
Dowd: Specialization. The recording
techniques today are so dramatically
different than they were even ten years
ago. And the people who are just now
becoming proficient with what the
technology was three years ago are
already outdated because digital is
starting to come on SO strong NoOw.
That's a whole different culture. You
have to adopt awhole different attitude
andaptitude when you're dealing with
digital. 1t’s like if you want to learn
howto speak French, you have to learn
how to think French. You can't just
think American and parrot the lan-
guage. Digital is another language.
Computer is another language. And
you have to learn how to speak all
these languages today if you're going
to make it in this industry.

Mix: What kinds of equipment doyou

prefer these days?

Dowd: 1 like the computer technol-
ogy that goes with the SSL console. But
there are some species of Neve con-
soles that 1 like the sound of better
than the SSL console. I wish I had a
hybrid between the two. For sampling
I like the Casio FZ-1. I work a lot with
the Focusrite preamp equalizer, made
by Neve. In terms of synthesizers, 1
like Rolands and Yamahas, whatever
models happen to be current, since
they get updated so frequently. My
favorite drum machine is a Linn 9000
which 1 constantly update. It's gone
around the world with me two or three
times and it’s still working great. Some
people say that they’re unreliable, but
it’s not the machine, it’s the user.

I also love the Synclavierbut Idon't
know enough about ityet tobe able to
employ it intelligently. And micro-
phone-wise, 1 can’t endorse any one
microphone because I'll often use dif-
ferent ones with the same artist, de-
pending on the key they're singing in,
the range they're singing in and the
emotion that they're trying to convey
for the song. Sometimes I will go back
and use microphones that are 40 and

Wherever noise is a problem, SONEX acoustical foam is the answer. And flame-resistant
SONEX 1 can kill noise in even the hottest, messiest environments. So if you want peace
and quiet in your corner of the world, discover SONEX. 1t’s the solution everyone can
agree on. Call or write us for all the facts and
prices.

SONEX is manukadured by lllbruck and distributed exclusively to the pro sound industry by Alpha Audio.

AlphaAudio. M.

Acoustics
2049 Street

Richmond, Virginia 23220 USA 358-3852
Tolex: 489037 (ALPHAAUD C1) : (804) 358-9496
Acoustic Products for the Audio industry

50 years old if it’s appropriate to help
get the message across. It’s all about
communication, you see. But I do have
one favorite microphone that I carry
with me at all times. I never ship it. It
goes in my hand. That’s the AKG-422
stereo microphone. That’s one of my
favorite toys.

Mix: What digital recorders do you
prefer?

Dowd: I love the Otari and Mitsubishi
digital machines. You don't find too
many studios with digital machines,
so 1| usually have to rent them. My
preference is either an Otari 900 or a
Mitsubishi 850. That’s it. That elimi-
nates the necessity of locking up 2-
tracks, it eliminates noise, it makes
degeneration an impossibility. I have
had nothing but healthy success with
both of those machines.

Mix: What about DATs and CDs?
What's your opinion on them?
Dowd: The DATSs are the wave of the
future. 1 have the ultimate respect for
the technology employed in that ma-
chine. 1 like the looks of it, I like the
feel of it. It's an incredibly clear no-
noise device. As far as CDs, I am 4 fan
of some ofthe things that the CD guys
have done in reissuing some of my old
records. They sound like a million dol-
lars. I'm so proud of them. 1think CDs
are great, and that's why four out of my
last five projects 1 have insisted on
recording digitally. 1 do that now as
much as I possibly can, whenever the
budget permits.

Mix: What are your current activities
and upcoming projects?

Dowd: 1 did an album with Billy Vera
for Capitol/EMI. And I've been record-
ing down here at Criteria Studios with
a young artist out of Canada named
Colin James. He's a very, very good
guitar player in the Stevie Ray Vaughan
tradition, and a very hard singer. And
he’s only 22 years old. He’s got good
blues roots and a good feel for phras-
ing his vocals. I think he’s going to be
big. And then coming up [in '88] —I
don’t know. Possibly another Clapton
album. Rod Stewart may call. But as of
now, 1 have no clues. I'll have to wait
and see. ]

Brooklyn-based Bill Milkowski is a free-
lance writer who contributes regularly
to Mix, downbeat, Guitar World and a
number of Japanese publications.
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ARTIST'S - STUDIO

by Dan Daley

HE

Frxx
Is IN

Seated from left
to right: Andrew
Sedgwick, Cy
Curnin, Rob
Bengston.

n a way, Between the Ears Studios re-
minds its owner of his youth in the
London suburb of Wimbledon. Cy Cur-
nin, the lanky, blond lead singer/song-
writer of The Fixx, used to take the
train for a 20-minute ride into London
to get at the music scene which eventu-
ally rewarded him and his mates with
success.

These days, when not bucking the
abominable traffic on the Long Island

Expressway in his Volvo station wagon
(he’s a family man now) Curnin takes
the Long Island Railroad for the half
hour ride from his Manhattan apart
ment to the semi-pastoral environs of
Douglaston, a community of one-
family homes and a few modest estates
onthe edge of the borough of Queens.
The train station is within spitting
distance of the entrance to Between
The Ears, which occupies a small, non-
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ARTIST'S - STUDIO

come back and the snare is totally out
of context with the track. It's a great
snare but it has nothing to do with the
track or the song. That's not what we
do here.”

After deciding to purchase the stu
dio in Douglaston, Curnin decided to
bring Sedgwick and his equipment in.
“I wanted to start doing some dance
type stuff,” says Curnin, “and Andrew
was writing grooves and I thought that
was great, | could start putting songs
around the groove. It’s like writing
with the band—someone comes up
with a riff and you build from there.”

Over in the MIDI studio, Sedgwick,
who has worked as a programmer for a
range of artists including Julian Len-
non and Arthur Stead of Public Image
Ltd., has dominion over a collection of
equipment including the Sequential
Studio 440 sequencer, sampler and
drum computer, a PPG 2.3 Digital Wave
Synth, an Oberheim Xpander and a
Roland Juno-106.

The recording facilities are a Tascam
MS-16 with dbx noise reduction and a
Ramsa WRT-820 20 x 8 x 2 console.
The effects and keyboards in the room
are normaled to assigned channels in
the Ramsa, which is as yet without a
patch bay, although one is planned,
says Sedgwick. Tie lines connect both
rooms and some projects which begin
in the MIDI room are eventually shift
ed to the 24-track studio for finishing.

Sedgwick’s daysare filled with chang:
ing hats between managing the studio
and programming for both clients and
Curnin. Although Sedgwick owns the
equipment in the smaller room, there
is little sense that it is an entity apart
from the rest of the facility other than
Sedgwick’s emphasis that it is a full
service studio in and of itself. He runs
the entire place during Curnin’s forays
with his band while still working as
programmer, a combination that
prompts his employer to comment,
“Andrew has a degree in music and a
degree in accounting, which is what
you need in a studio manager.”

The upcoming Fixx record was writ-
ten there, and Between the Ears will
figure in its recording. Drums will be
cut in Manhattan’s Record Plant and
some overdubs done in Between The
Ears. As Curnin points out, it’s very pos-
sible that work on the record will pro-
ceed simulaneously in several stu
dios. But eventually it will wind up in




England, and that fact underscores Cur-
nin’s growing autonomy as a writer
and musician, a by-product of both
owning the studio and becoming
more a citizen of the New World.

“The advantage in having the studio
is that it’s familiar,” he says. “You can
judge the growth of a song from the
very beginning. The disadvantage to
me, though, is that the other four guys
in the band are very English; they like
to live there and their families are
there. I like to be in New York. I get a
kick out of it. So I have to go back to
England to finish the record.”

Asaplace to compose, Between the
Ears is a haven for Curnin. Ironically,
the combination of ownership of a
relatively high-tech studio and having
someone like Sedgwick as a buffer be-
tween the muse and all that technol-
ogy allows him to spend more time
on the song rather than the produc-
tion aspects.

But Curnin has an agenda for the
place that goes beyond personal proj-
ects yet at the same time encompasses
more than simply commercial gain.
He is considering bringing in another
writer or two as a partner, and wants
the facility to be available to other writ-
ers, and especially to young, up-and-
coming bands. “When writers write
songs, they have a view ofthe produc-
tion in their heads but they don't al-
ways get the chance to follow through,”
he says. “Now they’ll have the chance
to explore that. There are a lot of bands
around that don’t want to be intimidat-
ed by high costs. They want to see a
studio that’s quite friendly.”

The studio rates will vary according
to individual projects, he says. “We'll
take any sort of cash,” he laughs, per-
haps remembering The Fixx’s own ear-
ly experience with demos, one of
which, “Lost Planes,” caught the ear of
Rupert Hine and launched their career.

Will the fact that he is now a mem-
ber of a well-known band be an ace in
the hole for the studio? “Yes, at first,”
he allows. “I thought it would be an
attraction for young bands that maybe
look up to some stuff that we've done.
But I'd like to see the place running on
its own without too much fanfare.” ll

Contributing Editor Dan Daley tries
bard each month to add a dark edge to
these author’s bios. But the truly dis-
eased ones are edited out by Blair Jack-
son and kept, festering in aglass jar in
bis lab.
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FIELD - TEST

by Bob Hodas

APHEX

EXPANDER/GATE MODEL 612

ne thing I'm always aware of is the
effects of “processing” in an audio
processor. You listen to an audio sig
nal, decide that it needs some work,
hook up a piece of gear to fix the
problem, and wind up with an effect-
ed audio signal before you even be-
gin the processing. I've had this com-
plaint about noise gates for years:
isolating a drum requires compromis-
ing the sound, either by adding dis-
tortion or chopping off the front, thus
losing attack and transients. Isolation
comes at the price of having to use
large amounts of high EQ to add
some life back into the drum or living
with the effects of VCA distortion. I've
always wanted a gate that passes audio
without leaving a significant mark,
and the Aphex 612 has finally fulfilled
my wishes. This is the best sounding
noise gate I have ever heard.

The 612 is an expander and a gate,
utilizing a user-variable ratio that gives
it some extra versatility over a dedicat-

ed gate. The unit performs gating,
downward expansion and ducking.
Expansion comes in handy for adding
dynamics to a track that is just a bit
too compressed. With the growing ac-
ceptance of CD and DAT, extended
dynamic range can be utilized with-
out having to worry about the noise
floor of vinyl or analog tape. Ducking
can perform automatic level changes
or remove programs completely. An
example of this would be keying a
music track to reduce its level by sev
eral decibels when the voice-over
starts.

A dual-channel, single rack-space
unit that operates at +4 dBm, the 612
can be used in either balanced or
unbalanced modes. Rear panel con-
nections include XIR inputs/outputs
and external key inputs for each chan-
nel. A nice additional feature is the
sidechain output, which is a buffered
copy of the audio input. This may be
fed to other devices for triggering, etc.,
without using up patch bay mults. The
612's two channels are identical, with
the exception of a switch on channel
2 allowing it to slave to channel 1 for
stereo operation.

As the 612 is similar in operation to
a popular gate of English origin, many
engineers will be familiar with its
front panel controls. There are varia-
ble (rotary pot) high- and low-cut fil
ters that can be switched in and out of
the key path for tuning out unwanted
sounds from the key source. The 612
can operate on either an internal key,
or externally via a rear panel key jack.
A “key listen” switch allows users to
listen to the key input for easy manip
ulation of the filters.

Here is an
operations note for the
users of any noise gate. If you don't
need to isolate your key source with
filters, I recommend leaving them
switched out. Filter circuitry in the
path of any key source—whether used
for gates or any other device—will
slow down the trigger time. It's a
simple fact of physics.

Getting back to the 612, three col-
ored LEDs indicate if the signal is
above threshold (open), holding or
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When I'm buying audio
equipment, | don't want to
have it serviced over the
phone or by some guy who
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studio, music or even the
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Gary Nester
Producer, Composer,
Arranger
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FIELD - TEST

below threshold (closed). Rotary pots
are used for setting threshold (-50 to
+20 dBm), attack time (3 us to 100
ms) and gating range (0 to 100 dB).
Hold and release pots offer full con-
trol of the decay envelope shape. The
hold function prior to release is ad-
justable from 10 ms to four seconds.
Release time is adjustable from 40 ms
to four seconds. The ratio pot allows
adjustment of the operating ratio from
1.2:1 for the most subtle of expansion
to 30:1 for the most effective gating.
This wide ratio gives the 612 far more
versatility than encountered with de-
dicated gating units.

At first, I found the front panel label-
ing inconvenient. The closely spaced
control pots are marked only at the
extreme positions, with no numeric
indicators in between. However, this
turned out to be only a minor prob-
lem. Since a noise gate’s controls are
set by ear as opposed to numbers,
once 1 spent some time with the unit
I was able to work quickly and
efficiently.

Using the 612 is simple and, as 1
mentioned earlier, the audio is excel-
lent. My first test with the unit in-

volved trying to salvage some poorly
recorded tom tracks that had a lot of
loud snare bleed-through. After set-
ting the downward expansion ratio at
30:1 for gating, I manipulated the key
filters, fine-tuned the threshold and
found that it was possible to isolate
the toms and still discriminate against
the snare. The separate hold and re-
lease pots allowed me to contour a
totally natural-sounding decay.

Ultimedia

PROFTSSOAAL ALTRO VIR0
(ROANTEY CLEANR KIT

ULT-300 Master Kit

*shown with optional ULT-Pg1 Holder

Ultimedia has assembled a complete kit containing the finest quality|
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l 123 South Victory Blvd.,Burbank,CA.,91502 Phone: (818)955-8414
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1 feel that one of the true tests for a
gate is listening for irregularities in
the release. I set up a 20-second decay
on my Quantec and fed a snare into
it. The outputs of the Quantec fed
through the 612, and I keyed it to open
with the snare. 1 then set fairly long
hold and release times on the 612 and
listened to the outputs. Smoooooth is
the word that comes to mind. No clicks
or weird noises. 1 could even set up
some very non-linear decays without
causing problems. The separate hold
and release controls allow very crea-
tive envelope shaping when triggering
a sustained synth line from a more per-
cussive source, and 1 like having that
versatility.

So much for the release; how about
the attack? With an attack time of 3 us,
(which 1 believe is the fastest on the
market), one might expect to hear
clicking when the gate opens, but the
612 experienced no problems in this
area. 1 fed several different instru-
ments into it, and the gate opened
without any audible clicks, while tran-
sients and the signal’s “life” remained
intact. Since the 612 keys off transi-
ents, 1 found that small changes in
threshold or filters could affect the
gate trigger. This is not unusual for a
precision tool such as the 612, and
the unit required a delicate touch
only in very critical situations.

For a second opinion, I spoke with
engineer David Holman (whose cred-
its include Olivia Newton-John, Bill
Medley and Laura Brannigan) to get
his feelings on the 612. He said that
he was “knocked out” when he first
heard the unit because it could do
the job without affecting the sound.
While he felt it worked well on every-
thing, he was especially impressed
with the 612's performance on guitar.
David usually records guitar through
the player’s rack, which can contain a
number of noisy effects and delay
devices. He needed a gate that could
be tailored to follow the delays down,
yet would discriminate from the noise
floor. The 612 filled the bill precisely.

1 thoroughly enjoyed the audio per-
formance, speed and precision of the
Aphex 612. Considering its quality, the
unit is quite reasonably priced at $795
and is a very desirable tool for either
studio or touring sound applications.

For more information: Aphex Sys-
tems Limited, 13340 Saticoy Street,
North Hollywood, Calif. 91605; (818)
765-2212. ]
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-FROM PAGE 8, INDUSTRY NOTES

division of Telemation, Inc. ...J.
Alan White Incorporated, a PR/ad
agency specializing in the broadcast
and video industries, has opened of-
fices in the Chicago area. Jeffrey
White, president, can be reached at
127 N. Marion St., Oak Park, 1L 60301;
(312) 386-1575...Audio engineer
Debbie Sebel has joined West L.A.
Music’s Audio LA. Division as a pro
audio sales specialist. . . Fane Acous-
tics is relocating to a larger warehouse
facility in the Chicago area. For infor-
mation, call Bryan Newman at (312)
766-6696. . .Mobile Fidelity Sound
Lab of Petaluma, CA, has appointed
Rick Kelley its new national sales
manager. . .Arnold Singer has
formed Corporate P.R. Group, Inc.
to offer communication services to the
electronics industry. Offices are at 470
Park Ave. South, New York, NY 10016
...New name, new address: Philips
Subsystems and Peripherals, Inc.
of Knoxville, TN, is now Optical Disc
Mastering, 8000 Corporate Center
Drive, Bldg. 2, Suite 210, Charlotte, NC
28226. . .William J. Dorman has as-
sumed the position of connector proj-
ect manager at Neutrik USA’s head-
quarters in Millville, NJ. . . Zeta Music
Systems, Inc. has expanded its facili-
ties to cope with large-scale produc-
tion and moved from Berkeley to Oak-
land. New address and phone: 2230
Livingston St., Oakland, CA 94600;
(415) 261-1702...Quanta, Ltd., a
leading British television and video
production company, will locate its
American headquarters at 1100 17th
Street NW, Washington, DC 20036.
W.G. Williams will manage the firm’s
marketing and business concerns in
the US.. . . Apple Computer, Inc. re-
cently appointed Donald P. Casey to
the position of vice president, network-
ing and communications. . .Engi-
neered Packaging, Inc. of West-
wood, MA, has opened a western office
in Long Beach. Address: 3040 E.
Spaulding St., Long Beach, CA 90804-
4489; (213) 985-0062, Fax: (213) 494-
1713.. .Leonardo Software an
nounced an upgrade for its Profession
al Librarian software and a move to
West LA. New address and phone are
10378 Holman Ave., West Los Angeles,
CA 90024; (213) 277-5161 56
...Cook Laboratories of Norwalk,
CT, has appointed Mason Jenkins its
director of sales......

Streeterville is . . ..

#This is the best studio in Chicago for rock n’ “I love records that have the sound and feel
roll. I'm very happy with the way the studio of live recordings but with the flexibility and
met my equipment needs for digital, sophistication that a world class facility
Synclavier, Dolby SR, outboard EQand other provides. Streeterville, with its SSL boards
devices that are typically provided in the and wide selection of outboard gear—and
London studios where I primarily work.” especially it’s roster of top notch engineers,

gives me everything I need. That's why so
Alan Shacklock, Producer/Arranger many of Alligator’s Grammy nominated and
(D. DeYoung/R. Daltry/Jeff Beck) Grammy winning albums have been recorded

at Streeterville.™

Bruce Iglauer,

President/Producer,

“The biggest thing I love about Streeterville is Alligator Records
that I never have a question that can’t be “We owe a large part of our success to
answered or a request that cannot be met. In everyone at Streeterville. No matter what we
addition to an earnest attempt to stay state- ask we can always depend on them. The staff
of-the-art, the staff and services are, to me, is superb, facilities first rate and the
unmatched. engineers never skip a beat. We're at home

Alan Moore. and it feels great.™
Moore Music Group Bobby Francavillo, Larry Pecorella &

Melanie Hagopian, Intuition Music

“As far as I'm concerned this is my “first”

“Streeterville people are real nice people record. They got exactly the sound I make
who really are very good at what they do. We in person. It’s the best studio that I've ever
love working at Streeterville, We can track on recorded in.”

the Neve, with its warm EQ, and mix on SSLs

using computer memory.” Roy Buchanan, Alligator Artist

Jim Tullio, Bob Rans, “One of the great pleasures of recording at
Tullio & Rans Music Streeterville is knowing that I will always be
working with very talented and extremely

cooperative people. By now | take for

granted the state-of-the-art technology, the

“An artist has a responsibility to com- dependable post-production follow-up and
municate emotions and ideas to the listener. the unflagging energy of everyone in the
Streeterville provides a conducive atmos- company. Whether we're working on music
phere through technical excellence, a very for the stage, scoring film, doing record
helpful staff and very talented engineers. All demos or recording music for commercials
of which makes Streeterville deserving of Streeterville has always shown the resources
doing more of this type of work.” to do whatever it takes to make the project
succeed. No one can ask for more than that.”

Dennis DeYoung (Styx) Alan Barcus,

“Boomchild” '88 MCA solo LP Opus Il Music

For more information contact Jimmy or Cindy at:
Streeterville Recording Studios
161 E. Grand Avenue - Chicago, IL 60611 (312) 644-1666
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Wobhler Stereo y
Audio Monitor

Just one rackspace is all
you need for this self-
powered, stereo monitor
speaker system from
Wohler Technologies (San

- New ProbucTs

memory system” stores
and recalls input, EQ and
trim control settings, pro-

viding 20 memory registers

{

Francisco). Model AMP-1’s
bi-amped design uses four
10-watt power amps to
drive three speakers, with
each channel’s bass region
combined into a center
channel. Response extends
below 100 Hz and above
10 kHz, with a maximum
SPL of 102 dB at two feet.
Options include multiple
input switching, input gain
switch, mono switch, VU
meters, transformer-
coupled inputs, special-
ized input connectors,
headphone/external
speaker jacks, internal
power supply and more.
Retail price is $595, with
full one-year warranty.
Circle #151 on Reader Service Card

Grass Valley
Automated Mixer »
To meet the demands of
TV post work, The Grass
Valley Group (Grass Valley,
CA) introduces the AMX-
170S automated audio
mixer, designed to inte-
grate fully with computer-
ized video post-production
systems. Up to eight VCA
inputs can be simultane-
ously routed to any of four
program channels, ideal
for use with the new VIRs
that have 4-channel audio
record/playback. The
AMX-170S also features 4-
band EQ on each input,
and the console’s “audio

that can be recalled manu-
ally or through the edit
controller during an event.
Crosspoint selection (of
input sources, output rout.
ing and transition sequenc
es) and effects (EQ, trim,
fader level, crossfades) can
also be controlled through
the mixer or triggered by
the edit controller.

Circle #152 on Reader Service Card

A-T Interchange-
able Mic System
Varied miking require-
ments are addressed by
the versatile AT4051 car-
dioid microphone from
Audio-Technica (Stow,
OH). Engineered for low
self-noise and high output,

polar pattern by replacing
its element with the
AT4049 omni or AT4053
hypercardioid capsule.
Specs include 20-20k Hz
response and a SPL capa-
bility rated at 144 dB (1%
THD); an optional capsule
output attenuator handles
up to 159dB SPL. Standard
features include an integral
80Hz high-pass filter, foam
windscreen and durable
brass housing plated with
black chrome.

Circle #153 on Reader Service
Card

v
Rane Flex Series
In conformance with the
proposed HR (Half-Rack)
format for equipment
packaging, Rane Corp.

the AT4051 is part of a new
series of transformerless,
externally polarized mics
with interchangeable head
capsules. For example, one
can change the AT4051's

(Everett, WA) is introduc-
ing the Flex Series of
modular signal processors
that mount vertically or
horizontally using minimal
rackspace. The modules—

including splitters, cross:
overs, EQs, filters, com-
pressors, limiters, program
meters, headphone amps,
output transformers, power
supplies and various mix
ing functions—connect
directly to other gear via 3-
pin, %-inch and DIN con
nectors. Each processor is
powered by a low-voltage,
external supply (also part
of the proposed HR
standard).

Circle #154 on Reader Service Card

Technologies ISS
Stereo Simulator
The ISS Integrated Simula.
tor System from Studio
Technologies (Skokie, IL)
converts mono program
material into realistic, sim
ulated stereo for produc-
tion and on-air MTS broad-
casting. Easy to install,
operate and service, the
ISS incorporates two types
of circuits, one for moder-
ate simulation of all audio
frequencies and another
for more dramatic simula-
tion in low- and high-fre-
quency signals. The cir
cuits work together while
maintaining voice center-
ing. When simulated ster-
o is not required, the ISS
crossfades between the
audio input signals and the
simulated stereo, selecting
one of three crossfade
speeds for smooth, unob-
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trusive transitions. It inter-
faces with a station’s
automation system or can
be manually operated.
Options include a “recog-
nition” card (that deter-
mines the mono/stereo
status of the audio input
signals and switches the
ISS into the on-air audio
chain upon recognition of
mono) and a polarity cor-
rection card (prevents loss
or degradation of audio to
mono listeners).

Circle #155 on Reader Service Card

Agfa Improves
PEM 469

Agfa-Gevaert has improved
its PEM 469 mastering tape
formula, introducing a
cleaner running oxide sur-
face (for all formats, from
Y- to 2-inch), providing
greater stability in long-
term storage. In addition,
the 2-inch format now uses
a new tape back-coating
and new base film, which
together offer a cleaner,

Hot Off The
Shelf. ..
Jensen Transformer’s JE-
11-EMCEF is a new, smaller-
size and lower-cost output
transformer that handles
+18 dBm at 20 Hz (+24
dBu at 40 Hz), with a THD
rating of 0.007% (at 20
Hz). Call (213) 876-0059
for more info. ..

Speakersim ($112),
from Dissidents, is a Com-
modore Amiga-based
speaker design program
that analyzes enclosures
and 180 popular drivers ac-
cording to the Thiele-Small
vented model. Data on
other speakers can be
added at any time. Call
(315) 797-0343 for more
info. ..

Stewart Electronics’
PM-6 ($289) is a 6-channel

more durable tape capable
of withstanding multiple

passes.
Circle #156 on Reader Service Card

DDA Q-Series
Console

The new Q-Series Console
from DDA (distributed by
Klark-Teknik), available in
16-, 24- and 32-input
frames, provides a direct
output on each input
channel and 8 aux/fold-
back buses. It features con
trolled output, which is
enabled by switching the
direct output via the Aux 1
control. On a 32-input

phantom supply delivering
up to 10 mA of +48 VDC
power for mics, direct
boxes and other accesso-
ries. An AC supply is
included and the unit’s
unique design allows it to
be either front- or rear-
mounted in any 19-inch
rack. Call (916) 635-3011
for more info. . .

Dimension Produc-
tion Music’s Platinum
Series is a new CD library
designed for A-V and
broadcast production. Each
tune includes 2.5-minute
and 60/30/10-second edits
as well as an alternate mix
of rhythm tracks only. The
initial release is five CDs,
with 22 more now in pro-
duction. Call (800) 634-
0091 or (407) 746-0310 for
more info. ..

desk, this provides for 32
dedicated effects sends in
addition to six aux buses

tape sends, 8 grouped
sends, 6 aux/foldback
send buses, 24 monitoring
returns and 8 returns with
EQ. Other Q-Series
modules include PA. out-
puts (double subgroup
modules with 3-band EQ
on all outputs) and aux/
foldback master modules
(standard on all consoles).
Options include P&G fad-
ers, PPM meters, and mic
and line transformers.
Circle #157 on Reader Service Card

Furman PQ-4 A
Parametric

The PQ-4 full-function
parametric equalizer is the
successor to the popular
PQ-3 from Furman Sound
(Greenbrae, CA). Its EQ

(ideal for sound rein-
forcement). The Q-Series
version with matrix output
modules has eight effects
returns with 3-band EQ,
and with the addition of 6
effects return modules, can
be configured as a 26/8/2  range goes from a full 20
multi-track desk with 26 dB of boost to an “infi-

Soundcraft’s VSA24
($1,950) is a rack-mount
serial interface box allow-
ing the Soundcraft
200B/VE console to pro-
vide true audio-follow-
video, matching crossfades
between the mixer and the
video machines, as well as
being able to control
audio effects independ-
ently from the video edi- five-minute music and jin-
tor. Multiple crossfade gle producer demos,
types and times (up t0 999 which, according to the
frames) are possible. For promoter, is distributed
more info, call (818) free to 5,000 top advertis-
893-4351. .. ing creative directors. CDs

Scientific Design Soft- are indexed for fast refer
ware’s CACD ($349.95) is  ence to particular musical
an IBM-based (Mac version  styles, and database
coming) optimization and  diskettes will accompany
analysis program for future releases. Call (619)
developing either active or  565-2006 for more info. ..
passive loudspeaker sys- TENIWEE ,l';:,-'\f‘lﬁ'\é l\|\>://l
tem crossover networks. N SR

CACD predicts the
response of the network/
driver combo (a 750-driver
database is included), as
well as the input imped:
ance. For more info, call
(818) 718-1201. ..

The Demomaster CD
from the Bob Wood
Organization is a compila-
tion disc containing 14

I I - /‘
SIS AN SRAF 200
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nitely deep cut,” according
to Furman. Its constant-Q
curves allow a bandwidth
spread from extremely nar-
row notches to boosts as
wide as four octaves. The
top and bottom bands of
this 4-band EQ also offer
peak/shelf switches. In live
situations, the PQ-4 can
function as an instrument
preamp, providing a
footswitch jack for remote
control. Other features
include isolated connec
tors, ground lift switch and
low noise design. Sug-
gested list price is $359.

Circle #158 on Reader Service Card

Audio Precision
RS-232 Interface

System One from Audio
Precision { Beaverton, OR)
is now available in an RS-
232 interface version,
allowing operation via lap-

e

83384

s

e e e o — |
Ev tb

top IBM PC clones. System
One has also lost six
pounds in weight, result
ing in a more portable test
system for field work, on-
site measurements and

studio maintenance. The
new version also allows
measurement of audio
transmission links and
remote facilities, with no
need for a PC at the distant

point; dial-up telephone
lines and modems can
provide full control of the
remote test system. Broad-
cast station, microwave
and satellite link end-to-
end tests can be carried
out from one control
point, with data graphing
in real time on the comput-
er screen at the other—
allowing an unstaffed site
to be tested from thou-
sands of miles away.
Optional accessory
switchers allow testing of
multiple points at the dis-
tant installation.

System One’s standard
test capabilities include
harmonic and IM distor-
tion, selective and broad-
band amplitude measure
ments, phase, frequency,
and rotational and scrape
wow and flutter.

Circle #159 on Reader Service Card

D&R DAYNER

A M E_REIKERARN

OGO 11 CORPORATED

4806 PARK GLEN RD
INEAPOLIS, MN 55416
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IN-LINE SERIES MIXING CONSOLE

The DAYNER Series possesses all the
features one would expect in a top-line
analog console plus:
* Floating Subgroup System
* Metering on each input module
* 8 Aux sends per channel
* Tape/Effects module handles 4
separate signal sources
* Compatible with C-Mix
Automation System
® 2 Year parts and labor warranty
* From $19,995.00

CONTACT DICK McCALLEY
or LEE WINDSPERGER

612-925-9423

Let them personally fill you in on the details of
American Pro Audio’s Lease/Purchase Financing

Plan, featuring:

® $5,000 to $25,000

* $0 down payment

* 48 hour phone approval
* no financials needed

Circle #088 an Reader Service Card
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I t's the dawn of a new era in audio.

U.S. Audio Products are high-
quality, American-made audio tools
designed with practicality and budget
in mind. We proudly introduce them to
you...

PHMS1

PERSONAL
HEADPHONE

The PHMS-1 Personal Headphone
Monitor System is a modular monitor/
mixing network that can grow accord-
ing to your needs. Its two basic com-
ponents, the PHMAS Master Module
and the PHSAT Satellite module, give
you everything you need for almost
any application.

12 clean watts per channel allow the

PHMAS to power up to 32 sets of head-
phones, while its 4 inputs, complete
with volume and pan controls provide
you with total flexibility.

The PHSAT Satellite Module has 2
channels, each with 2 headphone out-
puts; separate L&R volume controls and
stereo/mono switches for unequaled
confrol.

If you need extra inputs, the PHEX-8
gives you 8 more, bringing the total to
12. It interfaces directly to the PHMAS
via a special jack which provides power
and audio signals for the PHEX-8.

The basic system is compris<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>