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Some manufacturers want
you to believe filters don’t
make a difference.

But you know better.

L That's why so many of you have specifically
NE ' . .
HM:TAL requested Apogee Filters on your Mitsubishi
[]giﬂngﬂ 32-channel digital audio recorders.

I’Hﬂfﬁ] TAPE Now every X-880 comes fully enhanced from
the factory with Apogee 944 Scries Digital Audio
Filter Modules".

You can hear the difference.

/ Neve

A Siemens Company

CT:(203) 744-6230 - NY: (212) 956-6464 - CA: (213) 461-6383 - TN: (615) 329-9584,- Toronto: (416) 365-3363

Apogee Electronics Corporation - (213) 399-2991 * Sterndard on N SSOS sold in V.S and Canadda only
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POWER. PERFOR

What do you reaHy need in a digita] audio RDAT Backs Up More.  While others may

]()sc necessary cditing and control im(()rmati(m

h ' ? Simpl ion, total :
ard (11812 SyStem imple gperatign, tofa l)y using consumer RDAT units for back- up,

creative contro], a }118}1 level of rccording Dyaxis’ integrated data RDAT subsystem stores

an(l editing power, an(l ]()wer cost? all soundfiles a]ong with their precise cditing
instructions. When restored to dis]e, Dyaxis users

Yes, Studer Dyaxis exact]y. may resume the project cxact]y where t]wy left

()1(1(, without the need to re-record soundfiles or
re-create critical cditing information, or to load
T]’nc New Dyaxis 2+2. 13ui|<1ing upon the in additional instructions from other media.
origina] Dyaxis’ ovcrwhc]ming and continuing
success, Dyaxis 2+ 2 is now providing

4-channel simultancous p]ayl)aclz and many new
advanced Fcaturcs, such as ()vcrdul), multi-take
record and pmgmmmal)]c in/out, mal\’ing it the

ideal tool for proclucti(m and post facilities where
multichannel app]icati(ms are rcquircd. (Original
Dyaxis owners can upgrade!)

DYax|g

frarau
SYncy
ROnrz2gp

Synchronization Is Easy. With the
System Syncllr()nizcr and Timecode option,
Dyaxis (an(l Dyaxis 24 2) is a ““master’”’ of ,
samp]c accurate timecode-based slave DYaA X1s
app]icati(ms. By a e T
simp]c click of the = '
mouse, yaxis is

S .

rca(ly to lock to
SMPTIE, EBU,
VITC, vi(lcn,
and film tach.
Never before has

7

T e

©1811aL s1oRage SYSYEM

syncl]r()nization of

audio been so casy.

Supcrl) Audio
Qualily. Dyaxis
has achiceved a reputation for the best sound
qua]ily of any digital audio hard disk system.
T]n‘oug‘ll Studer Editech Corporation’s

own proprictary A-DD/D-A convertor
imp]cmcntati(m, anti-a]iasing‘ filter and s
analug‘ circuit (lcsig'ns, Dyaxis maintains the - DMAX®S STUDER
supcr]) audio qualily that you've come to NOMINEE | e

expect from Studer pruclucls.




In an age of disk and digital,
why buy analog?

‘ ‘ / € know there are some
applications where our
32-channel digital machine, the
DTR-900, is the only answer. But
if your business is such that you
can do anything you want to do in
the analog domain, and at the
same time do less damage Lo your
budget, then our brand new ana-
log 24-channel MTR-100A may be
the perfect machine for you.
When you consider that the
MTR-100 will literally change
forever the way engineers inter-
face with audio machines, and

The MTR-100's auto-alignment saves you hours
of time by eliminating constant tweaking and
re-tweaking between sessions.

_ that this new way will save you

. hours spent in non-productive

. time, the analog choice begins to

. make even more sense. You see,

. the MTR-100 features full Auto-

. Alignment that allows total re-

. calibration of the record and

. reproduce electronics. This means
- you can compensate for different

- tapes in a fraction of the time that
- it previously took. and your studio
- is not bogged down with constant

+ tweaking and re-tweaking be-

* tween sessions.

And if you think digital ma-

* chines have a corner on high

* performance transports, think

* again! The MTR-100's new trans-

* port incorporates reel motors that
* approach one horsepower—you'll

" get fast wind speeds of up o 474

: inches per second! Of course, the

* Trademark Dothy Laboratories Licensing Corporation

transport is pinchrollerless to
give you the legendary tape han-
dling ballistics of our
MTR-90.

What's more, with
its optional EC-103 chase
sychronizer, the MTR-100
maintains frame-lock in
forward and reverse from
0.2X 10 2.5X play speed.
and will typically park
with zero frame error.

Then, there's the
sound. New cylindrical-
contour heads built by Otari
especially for the MTR-100 result
in remarkably low crosstalk and
outstanding low-frequency
performance. Pre-amps are lo-
cated directly beneath the heads
to further improve frequency
response, and HX-Pro* is built-in
for enhanced high frequency
headroom. (An optional internal
noise reduction package houses
Dolby* SR/A.) Add all these fea-
tures to gapless, seamless,
punch-in, punch-out, which is
also built-in, and your

Reel motors:that approach
one horsepawer are driven
by pulse width modulation
amplifiers to tape speeds
up to 474 ips

MTR-100’s sonic performance will
rival, or beat any digital machine
in the world.

So there you have
it. With these powerful
benefits available in
analog, does it make
sense to go digital?
Sure, for some applica-
tions. But analyze your
needs carefully before
you buy. For many
applications, a hot

analog tape machine like the
MTR-100 is the right choice.

And because we can see
both sides of the question, put us
to work. We have information that
can help you make the right deci-
sion. Call Otari at (415) 341-5900
for the “Technology You Can Trust™.

0/TAR/ 1}

1988 Otari
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They make beautiful

music togethetr.

pots maintain precise circuit tolerances.

Laser-trimmed resistor packs and 18-turn trim-

Audiophile-grade capacitors

maximize sonic accuracy.

Unique vacuum-fluorescent
multi-scale metering shows
signal levels as low as -60dB,
essentiat for digital recording.

Large crystal
oxygen-free cables with
\ gold plated connectors

) { / ! \  ensure sonic clarity

j | \  and detail.

Sealed,
steel-shaft
-~ potentiometers
deliver
reliable
performance
for veuss.
A wide variety of preamp
and EQ modules aows .
you to easily configure Sony’s own hybrid circuitry makes these
the console to vour needs. consoles among the quietest in the industry.
Sony marries superior components and intelligent engineering to construction. [t's why the MXP-3000 delivers performance that safisfies
create the MXP-3000 series conseles. even the most critical sers in hundreds of faciliies worldwide.

The result is consoles that offer the same high level of sonic excel-

lence as our digital multitrack recorders, as well as unsurpassed reliability.

To achieve this, we selected only parts that meet the highest stan-

dards. Often, this required creatirg unique components. Call us at 1-800-635-SONY, to leamn how you ard the MXP-3000

This dedication to quality extends throughout the MXP-3000 series. series can make beautiful music together.

From our “minimal signal path” architecture to our advanced metal frame S O N Y

Wortid Rad PROFESSIONAL AUDIO




CURRENT

The Future of Radio?

Jerrold Communications, a division
of General Instrument Corp., re-
cently unveiled Digital Cable Radio
with the slogan “Digital Cable Radio
does for stereos what cable does for
television.” The boasting may be a
bit premature, but one thing is cer-
tain: Radio is changing.

DCR sends commercial-free,
CD-quality audio via satellite to lo-
cal cable operators (16 cable com-
panies are lined up as of press time,
including Cox, Continental and
ComCast), which in turn pass it on
to subscribers through the same
cables used for television. A DCR
tuner now allows access to 28 radio
“channels,” including jazz, rock,
classical, country, television simul-
casts and others; the goal is to have
250 channels, including 40 for sports
and 100 in foreign languages. Cur-
rently, more than 60 million Amer-
ican homes are wired for cable.

Because the signal travels
| through cable lines, DCR did not
have to wait for FCC approval or
apply fora bandwidth. The satellite
feed comes from Staten Island,
N.Y., and plans include expansion
into South America and Europe,
where the company will compete
directly with direct broadcast satel-
lite (DBS) services.

“What we ultimately will do is
cable-ize audio,” says Jerrold Com-
munications VP David Del Beccaro,
“and local AM and FM stations are
a critical component. In our system
we can take a local station’s feed,
digitize the signal, then broadcast it
nationally. We can provide niche
services to small markets.”

The National Association of
Broadcasters has taken an official
position in support of land-based
digital radio services and believes

| F—

that DBS or any use of a hybrid satel-
lite/terrestrial system poses a threat to
local community service. A NAB task
force has been set up to study land-
based proposals, which presumably
would be free to consumers and could
be received in autos or portable radios.

TEC Announces Presenters

The Mix Foundation for Excellence in
Audio recently announced the master
of ceremonies and a partial list of pre-
senters for the sixth annual Technical
Excellence & Creativity Awards, to be
held Sunday, September 23, at the Bilt-
more in Los Angeles.

The event will be emceed by Fire-
sign Theatre's Phil Proctor and Mix
magazine’s Mr. Bonzai. At press time,
presenters include renowned musi-
cians Walter Becker, Hal Blaine and
Ray Manzarek; Stephen Paul; MTV V]
Nina Blackwood; engineers Bruce
Swedien, M.L. Procise and Roger Ni-
chols; SPARS president Pete Caldwell;
NARAS president Mike Greene; and
Mix editor Stephen St. Croix.

Tickets are still available. For more
info, call Karen Dunn at (415) 420-0144.

Convention News
It looks as if everybody can go to AES

and SMPTE this year. The 89th Audio-

Engineering Society convention will be
held September 21-25 at the Los An-
geles Convention Center. Workshop
sessions and technical paper presen-
tations begin on Friday; more than 225
exhibitors are expected for the floor
show beginning Saturday morning.

The theme for this AES convention
is “Creating Illusions in Sound—The
Fusion of Art, Technology and Imagi-
nation.” For more information, call the
AES at (212) 661-8528; the toll-free
hotline foradvance registration is (800)
541-7299.

Meanwhile, the Society of Motion

Pictures and Television Engineers
will hold its 132nd Technical Con-
ference and Exhibit October 13-17
at the Jacob K. Javits Convention
Center in New York City. This year’s
theme: “Film and Television—One
World?”

More than 250 companies are
expected to exhibit. Program chair-
man Kerns Powers expects the two
sessions on film/electronic interface
to be among the highlights. For info,
call Alan Ehrlich at (914) 761-1100.

IEP Survey 1990

If you are an independent engi-
neer/producer, you're about 32.9
years old, male and a college grad-
uate. You've been an engineer for
eight years and three months, and
you work on an average of 7.5
projects per year. Most make under
$45,000 a year, but spend more than
$10,000 on equipment. Sound like
anybody you know?

In early 1990, Mix commissioned
an independent research firm to
conduct a direct mail survey of in-
dependent engineers and produc-
ers. More than 1,100 questionnaires
were returned, offering valuable in-
sight into the work patterns of the
independent.

For instance, 69.8% have expe-
rience in live sound and 63.2% are
familiar with audio editing. More
than 75% work full-time in the
music business, and 60% are self-
employed. Three-quarters of those
surveyed own a private recording
studio.

The October issue of Mix will
carry a complete rundown of the
survey results. In the meantime, if
you would like a copy of the four-
page questionnaire, with results,
call Jane Byer at (415) 653-3307, fax
(415) 653-5142.
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INDUSTRY NOTES

Electro-Voice promoted Paul McGuire
to president; he'll work out of the Bu-
chanan, MI. headquarters...In Cuper-
tino, CA. Apple Computer brought
Robert Puette onboard as president of
Apple USA after a distinguished career
at Hewleu-Packard.. .Nakamichi (Tor-
rance, CA) hired Leonard Provost as
director, mobile sound sales. and pro-
moted John Paul Lizars as director,
specialty audio sales.. JVC (Elmwoaod
Park. N]) hired John Greene as dis-
trict sales rep for parts of the East
Coast...Otari Corp. promoted John
Carey to VP, sales and marketing, in
Foster City, CA.. .Peter Lewis and Ste-
phen Morris will handle field service
for Neve and Mitsubishi products out
of the NY office, and Vincent Pie-
trorazio will specialize in support for
the Mitsubishi line in Bethel, CT.. Gary
Stanfill. presidentof Vega, was named
VP of Mark IV Audio in Buchanan,
MI.. The Society of Motion Picture
and Television Engineers has called
for papers for the February 1991 meet-
ing entitled “A "Television Continuum—
1967 1o 20177 Submit a 500-word syn-
opsis 1o SMPTE Headquarters, 595 W.
Hartsdale Ave., White Plains, NY 10607
...GML appointed Adriane Benac-
quista as sales and marketing adminis-
trator in Van Nuys, CA.. Klark-Teknik
moved to a larger location at 200 Sea
Lane in Farmingdale, NY; Tony Marra
joined as customer service man-
ager...Sunkyong Magnetic/America
moved from Carson, CA, to larger
quarters in Long Beach. .. Paul V. Hugo
was promoted to marketing and sales
director at Gauss Loudspeakers in
Sun Valley, CA. . . Digidesign appointed
M3 Sweatt as director of international
sales and marketing in Menlo Park, CA
...AKG Acoustics relocated to 1525
Alvarado St., San Leandro, CA 94377,
David W. Roudebush now holds the
title of U.S. marketing and sales man-
ager. Jesse Maxenchs is now region-
al manager, Western Hemisphere. ..
American Interactive Media (L.A)
appointed Dr. Judy N. Chiswell to
staff producer...Also in LA, Grove
School of Music added Steve
Houghton to its Percussion Program
faculty.. John P. Warrington joined
Ediflex Systems as digital audio engi-

neer in Glendale, CA...In LA, former
members of Peter Maurer & Assoc., in-
cluding Peter Maurer. formed an
acoustical engineering and  design
company called studio bau:ton...
Rick Porter, former member of Ari-
zona's Lunar and Planetary Lab, joined
the audio world as part of Apogee
Electronics’ clectronic team (Santa
Monica, CA)...Adams-Smith (Hud-
son, MA) opened a demo room in mid-
town Manhattan. Allan Nichols now
holds the title of North American sales
manager...American  Helix an-
nounced new job slots filled: Michael
Dillingham. production control man-
ager; Al Thornburg, c¢ngineering
manager: Tracy Smith Files. sales co-
ordinator...RPG Diffusors™ named
AudioTechniques (NYC) as its exclu-
sive Northeast dealer.. The National
Academy of Recording Arts & Sci-
ences plans to publish the NARAS

Journal twice a year. For info. contact

Publications Director, NARAS, 303 N,
Glenoaks Blvd., Burbank, CA 91502
...David L. Adams Assoc., based in
Denver, acquired Darby & Assoc., an
acoustical consulant firm based in
Oahu, HI...In San Dicgo. Georgene
Boyd was hired by Digital Arts as sales
specialist... The theme for this year's
International Multimedia Confer-
ence is “Converging Industries: Com-
puting. Video, Publishing and “lele-
communications.” Stop by the Jacob K.

Javits Convention Center from Septem-

ber 11-13 to hear about interactive me-
dia products for these fields... In Bos-
ton, David Malekpour, former sales
manager at E.ARS. Inc.. started a pro
audio and video sales. design and in-
stallation company called Anything
Audio...Console and amp manufac-
turer Hill Audio of Tucker, GA, made
an agreement with Bencsik Assoc. to
be its sales rep in Florida., Microsoft
Corp. has rescheduled the Sixth In-
ternational Conference on Multi-
media and CD-ROM to March 18-20.
1991. The site has also changed to the
San Jose Convention Center in San Jose,
CA. For info, phone Denise DeAndrea
at (203) 352-8297.. Telemation/Seat-
tle changed its activities from produc-
tion business to video- and film-ori-
ented services. n

FEEDBACK

Dear Mix,

Itis always a pleasure to see service-
oriented articles appearing in Aix,
as it can only help customers be-
come more familiar with the prod-
ucts they own. However, "Using
DAT—A Maintenance Point of View”
 July 1990) contained some mislead-
ing points that need clarification.

First of all, Sony does not en-
courage the maintenance/repair of
its products by non-professionals.
which would void the warranty.

The author states that the cap-
stan. pinch roller and tape guides
can be cleaned with a standard 3-
inch cotton swab soaked in Freon or
another light solvent.

A coton swab—which may
leave fibers on the components—
should nerer be used. A chamois
cloth or stick. or a lint-free lens
cleaning cloth are acceptable. Fre-
on-TF liquid or Sony head cleaning
fluid are recommended for metal
parts. including the head drum. Use
a non-detergent houscehold cleaner
on the pinch roller. Freon-TF or al-
cohol should never be used on the
pinch roller, as these remove mois-
ture from the composition, distort-
ing its shape. Also. do not allow
cleaners to enter the bearing area of
moving parts, as this will require
relubrication or replacement of the
contaminated part.

In the authors discussion of
causes for dropouts and digital
glitches, he does not mention tape
formulation. Certain brands of tape
“shed™ more than others, resulting in
head clogging. It this occurs, try
switching tape brands.

Finally, it is stated that =it takes
Muzzk up to three months to getspare
parts from Sony.” Readers should
know that this situation is not typi-
cal. While, at times, we have tempo-
rarily been out of some PCM-2500
parts, most are “stock” items thatare
readily available. Problems can arise
when a user such as Muzak (with
nearly 100 DATs) orders large quan-
tities of parts at one time. Our parts
center is now working to align Mu-
zak’s maintenance schedule with
the lead time requirements for the
production and import of the need-
ed parts.

Ron Remschel
Sony Service Planning Manager W
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If we were to tell you that our new S-770 is the best
digital sampler in the world, youd probably mutter
something about truth in advertising and go on about
your business. When, as you'll discover momentarily,
it's absolutely true. And, as you'll also discover momen-
tarily, the reason for it has less to do with any one
feature in particular than it does with several features
working in conjunction.

Such as the fact that the Roland S-770 is equipped

F2 F3 Fa F5

QO SWITCH NPU

with AES/EBU Digital 1/0, so it’s actually possible to
set up a fully integrated digital production facility.
We've also equipped our S-770 with both 20 bit
D/A conversion and Differential Interpolation, thereb
giving it higher resolution than any other stereo sample:
And while were making comparisons, allow us t
offer another one. With 24-voice polyphony, the Rolarx
S-770 has more voices than any other comparably-
priced sampler. So you're not only assured of getting



t harrienr

VALUE
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HARD DISK MIDI MESSAGE
51 A S2 PERFORM SOUND SYSTEM SOUND PLAY
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extraordinary sound but the flexibility to go along with it
Before we forget, the S-770 is also blessed with
n elephant-like internal memory. It can be expanded
0 16 megabytes which, for those of you without calcu-
ators nearby, translates to 83.5 seconds of continuous
Stereo sampling time at 48 kHz—twice as much as any
sampler in its price range.
While we're on the subject of price, there’s one
more thing we should mention. On many samplers

RolandCorp US, 7200 Dominion Circle, Los Angeles, CA 90040-3647

you have to add a slew of peripherals. On our sampler,
you don’t. Things like a 40 megabyte hard disk drive,
SCSI port, Digital I/O and RGB video monitor output
all come standard.

Of course, these are just the highlights. For the
rocket-scientist information, write us at the address
below or call (213) 685-5141.

And as far as the sonic boom is concerned, that
comes later. When you hear the S-770 being played live.

Roland®

Circle #165 on Reader Service Card



THE FAST LANE

by Stephen St. Croix
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"\ﬂ itch! Okay, now you have a pretty
§ good handle onthe dnift of this month's
et column.

| % I'wentout last night to see Arnie’s
! I newest movie, Total Recall. Yes, like

W

- |
"]'.

| Y .
A% many of you, I am a secret admirer of

fine cinematic art. A closet connois-
seur, asit were, of the cream of the crop
when it comes to capturing sensitivity
on film.

I live in an East Coast metropolis,
which I'll call Gotham City for now.
You must understand that it is neces-

sary for me to change the name of the
actual city, and the theaters contained
therein, in order to protect the guilty
(which I am about to bash).

I don’t go out to the movies very
often, not because I don’t want to, but
because of my 15 years of extremely
effective aversion training.

I used to go to a lot of movies, and
with few exceptions left frustrated and
disappointed, often ten minutes after
the film started. T was usually pretty
satisfied with the general content, the
acting, the plot (when present) and
even the special effects, but it usually
wasn’t enough.

Things eventually got so bad that
only my closest friends would dare
venture out to a theater with me, and
then only if they were emotionally
prepared for the possibility of turning
right around to go home during the
opening scenes. It is fair to say I have
probably demanded my money back
almost as many times as I have stayed.
My favorite theaters to walk out on and
demand refunds from are the ones that
have little signs hidden in the corner
stating “no refunds.”

“Why,” you might ask, “does he do
this. and why does he admit it? Does
he have some sickness that causes him
to flagrantly display his jerkdom in his
column?” Well, maybe...but that’s not
the point. The point is sound, orin this
case the lack of it.

I stopped going to movies because
Ididn’t need the aggravation of getting
in the car, traveling for 40 minutes, try-
ing to find a place to park, standing in
line (a favorite pastime of mine), pay-
ing twice last year's price for a ticket,
only to sit down in a theater that ran a
full-page ad promising The End of
Earth and Several Other Small Planets
in Dolby 6-track surround...to hear
mono audio, from the left front corner
of the theater only, with 34% distortion
and a bandwidth of 700to 4,100 Hz. No
way. No more.

14 MIX. SEPTEMBER 1990
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I really don't careif the theater got
a fantastic deal on 33-year-old, metal
drive-in movie car speakers, or if the
owner likes to build 30-watt Heathkit
power amps.

What I do care about is that the the-
ater perform as advertised and implied.

I have sampled theaters all over
America (and the world), and 1 can tell
you this: Within the U.S., you have the
best chance of actually getting close to
whatyou pay forin Los Angeles or San
Francisco. followed by New York, then
Dallas or Chicago, and then probably
Miami. The worst of the lot, the bottom
of the barrel, hasto be Baliimore. There
is one old, magnificent theater called
the Senator (the nametells a lot, doesn't
it?). Some insane person decided to
revamp it and install an impressive,
subwooted Dolby 6-channel system.
and he orshe did itright. Thisis the only
known example in Baltimore.

Anyway, back to the Arnie movie. It
was showing at a brand-new theater,
which I chose over the other four that
were running it because there may not
have been time yet for the speakers to
be fried, and because it advertised
Dolby Stereo.

I lost. The two-month-old theater
had already killed several of its speak-
ers, and it was notshowing the film in
Dolby Stereo.

In a movie that is basically mean-
ingless sci-fi, big budget. production-
type entertainment, the sound system
should be able to image properly, and
there should definitelybe some sort of
suitable subwoofer system so that you
can feel (that is the operative word
here) involved.

In this case. not only was it mono,
but the poor little amp was so weak it
was breaking up on spoken dialog!
When Mars blew up, the visual was
accompanied by a wimpy sort of dirty
“ptthh” sound over some mild grum-
bling at about 500 Hz. Nice. Why do |
teel that it might not have actually been
recorded that way?

The high end was lopped off so
early—about 2 kHz—that the dialog
was difficult to understand, Arnold
Schwarzenegger notwithstanding.

This is not an isolated experience.
This is the wustal situation, not the ex-
ception.

Movie theaters with inept audio
systems abound in America. Ripped
speakers often remain in use for years.,
Tweeters blow.. for life. Subwoofers?
We don’ need no steenkin’ subwoofers.

Now 1 know Ray Dolby, and he is a

pretty cool guy. As you canimagine, he
doesn't have to actually show up for
work everyday anymore. Maybe he has
a bit of free time now that he has man-
aged to get his name stuck on almost
every cassette deck on Earth, and on a
good percentage of the theaters.

Maybe he could call his old com-
pany and suggest starting a “Dolby Po-
lice™ force.

Here's how it would work: The
Dolby Police would travel across the
U.S. and check on cach theater that
advertises Dolby Stereo. They'd inves-
tigate not just at the initial installation,

but every year or tiwo. 1f the facility
meets a4 certain minimum requirement,
it is recertified. A higher licensing fee
would cover the expenses. This is the
only way theaters could advertise they
run Dolby Stereo films. Yeah, that's
what we need!

Then, when we want to go to a
movie, and it happens to be one of
those rare occasions when we want it
to sound good, we can look in the
paper and see the double D logo and
trust it. We pay five, six and seven
bucks a pop now anyway. Forthat kind
of money, I want audio-visual enter-
tainment. the way it was meant to be
heard by those of us who recorded and

PHONE
(301) 628-7260

THE TRUCK
FOR TRACKING

e Neve 8068 MK

o Multi-track Digital
or Analog

e Portable Packages
Available

REMOTE
RECORDINGS

ool

FAX
(301) 628-1977
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Heard By Millions but Seldom Seen

(Hucer

STUDIO QUALITY
Contact
Condenser Microphones
® 42 Hz to 22 kHz frequency
response

* Superb clarity—true
acoustic sound

¢ Complete isolation
—easy to use

CALL 1-800-CT AUDIO

C-T Audio Marketing Inc.. 3050 S.W. 14 Place. #3
Boynton Beach. Florida 33426
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SSP-100 SPATIAL SOUND PROCESSOR

A PROGRAMMABLE MULTI-CHANNEL AUDIO SIGNAL
PANNER FOR THE CREATION OF SURROUND SOUND

FEATURES

e Works with any loudspeaker system (up to eight
loudspeakers) including THX*, Dolby Surround
Sound*, Omnimax*, Imax* and Stereo.

* Mono sounds sources can be placed or moved in
real-time with the joysticks anywhere inside the
loudspeaker array. These movements can be re-
corded in the internal position sequencers or ex-
ternally on a MIDI sequencer or on a FSK data
audio track.

Also movements can be recorded in step-time, by
specifying the starting point, trajectory and the
speed of the movement.

¢ Doppler Shift simulation with an ex-
ternal Digital Delay.

e Control of sound position in real-time
with a MIDI keyboard.

Movements can be synced to MIDI or SMPTE
(over MIDI), rotated, scaled up or down, speeded

up or down, expanded, reversed etc. APPLICATIONS

Proportional reverberation can be added with an
external reverberation unit (reverb proportion
depending on spatial position). MIDI control of
the reverberation characteristics is optional.

Surround Sound ¢ Film Post-Production
Stereo Recordings * Live Performances
Planetariums * Multi-Media Shows
Theatres ¢ Laser Shows ¢ Discotheques

For full details on the SSP-100 Spatial Sound Processor please call, fax or write:

Spatial Sound, Inc. 743 Center Boulevard Fairfax, CA 94930 (USA)
Tel: (415) 457-8114  Fax: (415) 457-6250

“THX, Dolby Surround Sound, Omnimax and Imax are trademarks of respectively Lucasfilm Ltd, Dolby Labs, Inc and Imax Corporation
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THE FAST LANE

mixed it.

This return to the dawn of talkies is
upon us simply because many of you
seem to be too tired to actually com-
plain when you get ripped off by a
movie theater that claims to be show-
ing a film in Dolby 6-track (or even
stereo), but actually shows it in mono
or sterco with one channel totally
messed up. Or 6-track with decoder
completely out of alignment, or with
$60 speakers that can only deliver90dB
SPL at 400 to 3,000 Hz.

If you don’'t complain, and then we
don’t get the Dolby Police, the theater
owners sure won't fix it!

[ remember othertimes when Lhave
gone to other fully functional theaters
(for exactly the same price as the dys-
functional ones) and fully enjoyed the
experience. 1 saw Ghosthusters (you
can see that my taste clearly runs to-
ward the classics) at Grumman’s Chi-
nese in Hollywood. The theater (and
my entire rib cage) literally shook with
low-frequency energy when they first
turned on their anti-bad-spirit guns in
the clevator, as it should be. Left stuff
came from—you guessed it—the left!
Right from the right, rear from the rear.
THX™ can work.

The opening scene in the fiest Star
Wars shook the very souls of anxious
moviegoers (those who went to the
right theaters, anyway). We were im-
mersed in a grandiose score (no doubt
reduced to something of a joke in
places oftering only *wimpoid” mono).

Any special effects extravaganza
worth its weight in film needs serious
audio, and any normal film witha score
otherthan disco deserves noless. Sim-
ply hearing the bad guy enterthe room
from behind (along with the actors) is
reason enough for good surround
sound.

With today's new  mini-micro
theaterettes, it is casier than ever to
build a solid surround image for the
entire audience.

The way [ see it, what we hear to-
day should be gonetomorrow. Let's get
out there and cast our votes for real
audio in movie theaters. now.

Come on. Stand up and say, “The
ayes have it, and maybe it's time the
ears got a little, t0o.” |

Contributing editor Stepben St. Croix

Just wants to see the work of his fellow

mixers accurately represented to the
ticket biyer.




JUXTAPOSITIONS

by Mel Lambert
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THE CINEMA DIGITAL SOUND
PROCESS FROM KODAK/ORC

here’s no denying that the sheer visual
and sonic magic of a blockbuster fitm,
experienced in a well-equipped first-
run house, is pulling audiences back to
the movies. Although it'sa well-known
fact that most theater owners make
more money from the popcorn and
soda concessions than ticket sales,
several new marketing dimensions are
helping to attract larger audiences.
Dolby Stereo provides a high-quality
LCRS (left-center-right-surround)
soundtrack from both matrix-encoded

35mm optical and 6-channel 70mm
magnetic formats, while Lucasfilm’s
THX™ replay-system specifications
have virtually standardized the types of
amplifiers and speaker hardware nec-
essary to extract the finest details from
a carefully crafted soundtrack.

But Dolby Stereo and THX are just
two factors in the convoluted audio
chain from the recording and post-
production of a film soundtrack to its
reaching the intended audience in the
same pristine state. Optical 33mm and

The Cinema
Digital Sound
process in-
volves printing
5.5 million bits
of information
per second to
provide six
discrete audio
channels for
70mm play-
back.
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JUXTAPOSITIONS

magnetic 70mm suffer from frequency
response, distortion and noise prob-
lems inherent to any analog-based
system. It's notall bad news, however:
an exciting new joint development
from Eastman Kodak Co. (Rochester.
N.Y.) and Optical Radiation Corp.
(Azusa, Calif.) is set to extend the ca-
pability of film sound, by providing 6-
channel digital playback from both
35mm and 70mm release prints.

Unveiled to the Hollywood com-
munity during a special presentation at
the Screen Directors’ Guild in early
May, the new Cinema Digital Sound
process involves the optical printing of
a special digitized soundtrack down
the side of the picture area, in the same
space currently occupied by the ana-
log optical or magnetic stripes (see Fig.
1). A modified projector with a digital
replay head will decode the material
encoded within the 0.1-inch-wide
soundtrack, and output five full-range
channels, plus a separate bandwidth-
limited. subwoofer channel (sce Fig. 2).

In its initial format—and to retain
a semblance of compatibility with
existing 35mm LCRS and 70mm
“babyboom™ formats—the system al-
locates the five full-bandwidth chan-
nels as left, center, right and split (left
and right) surrounds, while the sixth,
bandwidth-limited track feedsa 100Hz
subwooter channel. Quoted specifi-
cations for the CDS system include
96d13 dynamic range; 0.01% THD;
100dB channel separation and « fre-
quency range of 20 to 20k Hz (com-
pared to "Academy”™ mono’s 30to 6.3k
Hz, Dolby Stereo’s 40 to 12.5k Hz, and
70mm mag's 30 to 14.5k Hz).

According to Howard Flemming,
Optical Radiation’s program manager,
the patented system has been in de-
velopment now for over five years.
“We must have spent close to $5 mil-
lion developing and refining the sys-
tem, in addition to significant contri-
butions from Eastman-Kodak, which
developed a new fine-grain negative
mastering stock, Kodak 2374.” Stan-
dard emulsions are used to contact-
print the positive release prints.

As will be readily apparent, the en-
coding of such large amounts of dig-
ital audio onto a medium running at 24
frames per second (18 ips at 33mm) in
the hostile environment of a projector
housing is not without its own set of
inherent difficulties. As Flemming ex-
plains, "We use a sampling frequency

of 44.1 kHz, and a highly modified,
hybrid Delta Modulation System to
carry 5.5 million bits per second to
make up the digital soundtrack. Be-
cause of film weave and physical
changes, we use a run-length limited

Movie Studio
Finat Sound Mix

Digital Sound
Formatter

Source

Channel

i —
Figure 1: The CDS encoding process

code in the vertical and horizontal di-
rections as part of the encoded
bitstream to achieve tracking and en-
sure reliable word-clock synchroniza-
tion for the 1-to-A stages.

“The encoding process utilizes a
Reed-Solomon Code and other redun-
dancies that result in a 34 percent
overhead. Initial tests have shown that
our raw bit error rate runs to around
four errors in 10,000; we can encoun-
ter error rates as high as 1 in 100 and
still recover full-fidelity, 16-bit digital

Digital Light

[
|
I
|
|
|
|

Control
Channel

ers” to error correction locations within
the data. “Following error decoding
and correction,” Flemming says, “the
data are passed through a 1MB
memory module. where we adjust
and/or correct for the data interleave

Film Audio !
Negative |
|

Digital Audlo
Sound Track

used toalternate odd and even samples
by four frames. and for powerful look-
ahead error concealment algorithms.
The overall encode/decode process tor
the six soundtrack channels is incred-
ibly robust.” The proprictary error
detection and correction system was
developed by Cyclotomics. a Kodak-
owned company that specializes in
burst-error correction systems, and the
design of customized ICs to implement
these algorithms,

The memory system also corrects

l
l

|

Mounted in Existing Motion Picture Projectors

Digital

Detector Digital Decoder

with Error Correction

Digital to Analog
Conversion

Time Code Right Surround

Sub-Wooler

Figure 2: The CDS decoding process

audio.”

Because of the optical medium be-
ing used, it is necessary to increase the
robustness of the Reed-Solomon Code.
The horizontal, run-iength-limited
coded bitstream provides “soft point-

for any delay between the read head
location and film gate. “Currently, the
soundtrack is printed adjacent to the
image,” Flemming explains, “but we
can preset up to 735 frames of audio
video offset via the onboard RAM.”
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Bonnie Raitt's Grammy Album of the
Year, Nick of Time, is more than just
overdue recognition. It's a tribute to trust,
faith and friends.

Engineer Ed Cherney, producer Don
Was, and the Record Plant in L.A. — all
helped Bonnie turn out the album of her
career, mixed on AGFA PEM 468

Listen closely and you'll hear a
warmth much deeper than guitar licks. A
legendary studio, a great team, and a
perfect mix on an exceptional audio
mastering tape.

Nick of Time. It's more than just the
album of the year. And more than any
person or product involved. It's testi-
mony to how great music can sound
when it all comes together —
when an album'’s recorded
with a “Thing Called Love”

i
|
|
|
|
1

1

YT £ ~o

L

Awards /{]g&O/WW/m
@/ 9O Nominees

. Ridgefield Park, NJ 07660 Telephone (201) 440-2500

Left to rignt: Dor Was-Producer Bannie Raitt-Artist  Ed Cherney-Engineer GF @
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Don't eat. Dontt drink. Don' sleep. Dont stop.




While the rest of the sane world sleeps, youre
wide awake. Possessed by a need more instinctive than any other.
The need to create music. Its why Yamaha created
the Personal Studio Series. If youve
been thinking of getting your own, don' stop.

Personal Studio Serizy

YAMAHA

Prolessional Audio Division
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The digital data are output via a
customized bank of D-to-A converters
developed by Apogee Electronics. “We
designed the system with 18-bit, eight-
times oversampling DACs,” notes
Apogee president Bruce Jackson.
“Special anti-imaging filters are tailored
to provide a rolloff to -93 dB at 332.8
kHz. We found that other filter designs
for D-to-A converters severely upset
the sound by extending the overall
bandwidth into the megahertz range,
where they can cause problems in
subsequent analog stages. The analog
filters are flat to less than 0.1 dB with
linear phase response to a fraction of
a degree.

“Our design brief was to develop a
full-function conversion system that
would accept data from ORC'’s propri-
etary data bus, and convert them into
clean, high-quality audio outputs. The
signal path is coupled without capaci-
tors, using special servos to remove any
residual DC from the output. Each of
the six channels features a custom
Apogee digitally controlled analog at-
tenuator—no VCAs—to facilitate re-
mote control from the projection
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hooth, or via data encoded onto the
film soundtrack.”

In addition to the six audio chan-
nels, Flemming explains that a full
MIDI channel, time code track and DD

Around the
Hollywood
post-production

comrnunity,
interest in CDS
IS running very
high.

data fields are also carried within the
bitstream. The MIDI information canbe
used, for example, to control external
signal processors and other units. “We
have evenincorporated a digital audio
bus into the replay processors, so that
digital-capable units can be connected
directly. Currently we interface digitally
with the Yamaha DEQ7; other interface
formats will be made available in the

near future.”

The MIDI data and time code track
could also be used for various con-
trol purposes. “One application that
springs to mind,” Flemming says,
“would involve the use of automatic
lineup and level adjustment tones re-
corded at the head of each film. In this
way, the replay system could be setup
according to the sound level specified
by the film's director, and adjusted in
real time to compensate for sound
absorption by the audience, tempera-
ture and humidity changes, and so on.
Alternatively, the time code track could
be used to trigger signal processing
effects, or to automate a whole host of
routine projection-booth functions.”

Other applications envisioned for
MIDI include the selection of multiple
language channels. “We are looking at
various data-companding techniques
that would allow us to simultaneousty
encode maybe three languages into the
central channel. Then, upon playback,
the movie house could select (via
MIDD the appropriate language forthe
audience, and have it routed to the
center channel, while the other chan-
nels continue to carry the normal mu-
sic and effects tracks.”
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Dynamic Processing

Has Reached A New Peak.

The name Klark-Teknik has always been synony-
mous with audio technology at its highest level.
Innovative engineering combined with quality

The same high standards are common to all
Series 500 products — from the compact DN504
Quad Compressor/Limiter, to the flexible DN510

components ensure products of outstanding
musical purity and durability.

Now, that same commitment has been brought
to dynamic processing. With the new Series 500.

The DN500 is the only two-channel compressor/
limiter/expander that lets you use its processing
functions in any combination — with full function
variable knee compression, independent peak
limiting and clipping. Plus a variable ratio expander/
gate for total dynamic control.

Most importantly, it delivers all the clean, quiet
sound quality and reliability you'd expect from
Klark-Teknik.

Circle #063.on-Reader Service Card

Dual MIDI Noise Gate and DN514 Quad Auto Gate.
If you're looking for the ultimate in dynamic
processing, visit your local Klark-Teknik dealer
and find out more about the Series 500. Because
at Klark-Teknik, we never set a limit on quality.

O RIARK 711

Klark-Teknik Electronics Inc.

200 Sea Lane

Farmingdale, NY 11735 US.A.

Tel: (516) 249-3660 Pax: (516) 420-1863
Klark-Teknik Plc., Klark Industrial Pk.,
Kidderminster, Worcs., UK. DY11 7HJ
(0562) 741515




It is estimated that the cost to up-
grade a conventional projector to
handle the new Cinema Digital Sound
format will be between $15,000 and
$20,000. Eastman-Kodak and ORC
expect to have some 150 70mm movie
houses online by the end of this year.
The analog system outputs, of course,
are directly compatible with any exist-
ing, high-quality 6-channel sound sys-
tem. The 35mm version is expected to
be made available by early 1991, with
the first films released in that format by
April/May 1991.

The cost of shooting a DSC optical
negative is said to be *comparable™ to
that of making a 35mm Dolby Stereo
negative. With 6-track magnetic 70mm
prints costing around $12,000, the
savings offered by an optical alterna-
tive would be significant. (Some 250
70mm  prints were made for the
worldwide release of Returi of the Jedi,
at a total cost of around $3 million!)

At press time, six 70mm CDS prints
were prepared for the premiere of Dick
Tracy, and competition was heating up
regarding which of this summer’s ma-
jorreleases will be offered with Cinema
Digital Sound. Disney is said to be
looking at the possibility of using the
process to replace synchronized
laserdisc players now being used
to provide soundtrack playback for
its “Captain Eo" presentation at
Disneyland.

Around the Hollywood post-pro-
duction community, interest in CDS is
running very high, primarily because
the format will allow high-quality
soundtracks to make the successtul
transition from dubbing stage to the
movie theater. It has also been stated
that the format is virtually immune from
physical degradation during routine
handling, even after multiple passes
through a projector: a major improve-
ment over the refatively fragile 70mm
magnetic prints.

While [ applaud the potential of
providing six discrete channels via a
CDS-encoded 35mm optical print—
and bypassing the technical limitations
inherent inany phase-sensitive, matrix-
encoding system—I have one reser-
vation that stems from the 6-channel
format used during the initial demon-
strations. As many film mixers already
realize, there is seldom time to per-
form a separate pass for the 70mm
soundtrack. Having spent several
weeks working on the Dolby Stereo
mix, including careful checks of how
the 4:2:4 matrix encode/decode proc-

ess will handle the final 2-channel left/
right mix printed to the film, the 70mm
is usually prepared by transferring
across the LCRS submix stems, while
extracting low-frequency information
that is printed to channels 2 (inner-left)
and 4 (inner-right): the so-called
*babyboom” formuat.

Compatibility considerations aside,
there is an alternate mixing format that
ensures dramatically enhanced realism
in the movie house, and provides far
greater creative freedom to the re-re-
cording engineers. The 6-channel dis-
crete format features five behind-the-
screen channels, plus a mono surround
channel. With discrete-six, which
was used to prepare some of the
film  industry’s most  innovative
soundtracks, itis possible to paneffects
and dialog through narrow angles,
without risking their being lost be-
tween loudspeaker channels.

In addition, it is accepted that the
inner left and inner right channels of a
O-channel system are the ideal posi-
tions for the music mix, freeing up the
center channel for dialog and primary
effects, and the hard left/right stereo
pair for wider ambiences and panned
effects. Few mixers consider the sur-
round channel to be appropriate for
ambiences and heavily processed ef-
fects plus “gyroscopic” effects across
the dubbing stage; stereo surrounds are
thought of, in the main, as represent-
ing little more than an overused, often-
distracting gimmick.

Against this background, it is un-
fortunate that the format being advo-
cated—at least initially—for Cinema
Digital Sound should be so creatively
limiting. Of course, subsequent sys-
tems could be reconfigured to any
format the film clirector cares to specify.
However, based on past experiences,
movie executives take a long time to
accept a new technology. While the
first incarnation of this brilliant devel-
opment has little to offer the innovative
moviemaker beyond a quality in-
crease, something tells me that in this
day and age, an exciting surround-
sound mix can do as much to attract
audiences as a new logo on the movie
house marquee heralding a new tech-
nical feature. Time will telt. |

With over a dozen years of active in-
volvement with professional aidio on
hoth sides of the Atlantic, Mel Lambert
now beads Media&Marketing, a high-
tech consulting and marketing service
Jor pro audio firms and facilities.

ACE MUSIC
CENTER

THE PRO’'S CHOICE
FOR PROFESSIONAL
EQUIPMENT FOR
OVER 30 YEARS.
CALL ACE
AND FIND OUT WHY

1-800 446-4ACE

13630 WEST DIXIE HWY.
N. MIAMI, FLA. 33161
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Providing you with architectural acoustic™
products for critical listening and
performing environments.

Syntony’s lines include three quadratic
residue diffusor systems and the complete
Column Base Attenuator™ System for low
frequency control.

SYNTONY

ACOQUSTIC SYSTEMS INC.

10010 - 107 A Avenue
Edmonton, Alberta, Canada T5H 4H8

Ph: (403) 493-8156
Fax: (403) 493-8199
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INSIDER AUDIO

by Ken C. Pohlmann

fler a transitional period of reworked
consumer DAT designs. the profes-
sional world is ready for fully profes-
sional DAT designs. These models
should arrive late this fall. and be in
good supply carly next vear. The nag-
ging problems that continue 1o sur-
round DAT. including compatibiliny
and reliubility, should be Laid 1o rest
when these infinitely more serious
machines come to market. I nothing

sioE DAT
: CODE

corders bring new excitement to the
gume. including features such as wpe
monitoring: parallel and serial remote
interfaces: external synchronization:
memory start: fader start: high-speed
search suitable tor automation. as
sembly and insert editing: and time
code. Time code. of course. is the
nmiagic bullet that solves professionals’
problems, and makes DAT workable in
film and video recording posting. au

M
Al suB A
R i
G | & PCM AUDIO
N
| T s
P BLOCKS — 8 BLOCKS

6

1 SUB DATA BLOCK

SYNC SU B I D PARITY
8 BITS] 8 BITS
SW 1 SW 2
8BITS 8BITS

SUB DATA

32 SYMBOLS - 256 BITS

§-n fan|

| 16 SUB DATA BLOCKS PER DAT TRACK (32 PER FRAME)

Figure 1: Subcode data structure

clse, their higher price tags might cor-
relate to renewed vigor in their inter-
nal enginecring. On the other hand. it
should be remembered that DAT be-
gan its life as 2 strictly consumer prod-
uct, and there will certainly be a limit
to the extent of expectations it can
fulfill. Even the new pro DATSs will re-
main only a step ahead of semipro
units, and should never be confused
with their higher-priced digital audio
forerunners. In other words. pro DAT
is a low-cost digital audio alternative,
not the answer o all prayers.
Nevertheless, the new pro DAT re-

dio sweetening, broadcasting. CD
premastering and other environments.
However. it was the problem of writ-
ingtime code to DAT tape that delayed
the introduction of pro DA'T. The task
of adding time code yet retaining
compatibility with the existing R-DAT
standard presented a considerable
challenge 10 engineers.

One look at the tiny DA cassctie
convinces you that a lot of data is be-
ing stored in a small space. In fact, with
a density of over 114 Mb per square
inch, DAT is one of the highest density
magnetic media around. The helical
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B7 | B6 | B5
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B3| B2 | B1 | BO

Pack item

1 o |SPI1|SPI2

PC2 ]| F1
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T1 | TO

(MSB)

PC3

11-BIT TIME CODE MARKER

(LSB)

PC4

HOURS (RH)

PC5

MINUTES (RM)

PC6

SECONDS (RS)

PC7

FRAMES (RF)

PC8

Pack Parity

Figure 2: Pro R-Time pack structure

scan data tracks are 13591 microns
wide—uabout once-tenth the thickness
of a human hair. Altogether, 277 NMDb
per second are recorded on the 18-
inch wide tape. traveling at o linear
speedol | ips. A two-hourtape stores
over 2.2 gigabvites of data.

Understandably the idea of adding
more information to the wpe gave en-
cincers the willies, Morcover, SNIPTE
time code clocking has nointegral re-
Lationship with the DAT recording for-
mat. But the clear demand for time
code on professional DAT recorders
sctengineers searching tor a solution.

One possibility presents itself im
mediately The DAT tape format has
optional longitudinal tracks along both
outer edges. Morcover, these have no
compulsory assignment: they are free
and clear. This might seem 1o be the
ideal place to record time code. This
solution has a tew problems. First, the
slow lincar tape speed makes it ditticult
to record full time code datas To make
things worse, the short recorded
wavelength dess than a micron) and
the need for correspondence between
record and playback makes the align
ment of u stationary record plavbuack
head criticall In addition. the Tast
winding speeds of DAT (greater than
200-times normal speed) would make
fast reading of a fongitudinal ime code
track exwremely ditficult. Finally, these
arcas are prone to edge damage, even
with the protective DAT shell.

Engineers thus focused on the hel
ical scan data tsicks themselves. While
itwas impossible to reduce the amount
of audio. track following and error-
correction data being recorded. con
siderable arca remains on these tracks
that could accommodate additional
time code datas In particular, the vast
amount of subcode data (four times

Figure 3: Pro-binary pack structure

that carried on CDs) presents possi-
bilities. Because only a small portion of
DAT subcade is assigned, and time
code would consume only a portion of
what remains, the solution seems easy.
It isn’t. The frame rate of DAT is
33.333 fps. The time code we wish to
record uses rates of 24, 25, 29.97 and
30 fps. To marry them is problematic.
Two mutually incompatible methods
were devised, but after considerable
deliberation the [EC will approve the
one advanced by Sony and Matsushita.
Here's how it works: Fig. | shows that
DAT data area is divided into blocks.,
cach containing 360 channel bits. A
track contains 196 blocks, of which 16
are devoted to subcode. As shown in
the figure. the subcode area is divided
into two areas. cach with cight blocks.
The blocks contain SUB D infor-
mation given to [ marks such as skip
1D and stut 1D, The blocks also contain
SUB DATA information. in which
blochs are organized into groups of
two. and within cach group ol two
blocks SUB DATA is divided into a
nximum ot seven divisions knownas
“packs.” Each pack contains 52 bits of
data and may be used tor a variety of
purposes. For example. in the con
sumer DAT standard. some packs
contain R-Time: a running time that
continuously increases. Other packs
contain program time, TOC, date.
catalog number, ISRC, absolute time.

B7 | B6 | B5

B4

B3 | B2 | B1 | BO

PC1

SPI 1{SPI2

PC2

PC3

PC4

PC5

PC6

PC7

SUB DATA FIELD
SMPTE/EBU USER BITS

AES/EBU STATIC CHANNEL STATUS DATA

OR

PC8

Pack Parity
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etc. In all, 16 types of packs are pos-
sible, but only a maximum of seven
may be recorded within any two-block
group. This is where and how SMPTE
time code can be fitted into the R-DAT
standard.

In the pro DAT format, the R-Time
pack is modified to form a Pro R-Time
pack. [naddition, anentirely new pack,
Pro Binary, was established. Incoming
time code of any flavor is converted to
pro DAT time code (called “pro-run-
ning time™) according to defined frame
rate conversion algorithms. Ultimately,
time is recorded as equivalent DAT

frame numbers. The pro-running time
is converted buack to time code on
playback. ProR-Time is then recorded
in the same pack as R-Time. This is
shownin Fig. 2. Inaddition tothe frame
number conversion, the absolute
phase relationship between the DAT
frame edge and the incoming time
code frame edge must be maintained.
The difference is expressed as a num-
ber of samples and is recorded along
with the Pro R-Time as an 11-bit binary
code, known as the “TC MARKER.” In
this way. phase accuracy between
audio and time code can be re-created
to sample accuracy during playback.

The system essentially converts real

How'lo
gradeYour Studer

A-80(A-800

Answer: Switch to Saki 24-track Record and Playback
heads when replacement time comes.

=
—

Compare ours vs. theirs.
Same crisp, clean audio.

Same mechanical and
electrical specs down to
the last detail.
Guaranteed.

Ah, but the difference:
The Saki heads are made of
long-lasting Permalloy...
proven reliable for years of

troublefree servic

And,

just incidentally, priced
about 30% less than
Studer. Ours vs. theirs—

Ours.

it's no comparison.

Call us now for immediate, off-the-shelf delivery.

A .
SAIs|
FeR SRR
SAKI MAGNETICS, INC.

26600 Agoura Road, Calabasas, California 91302

Phone: (818) 880-4054

Telex 244546

® MADE IN U.S.A,

Fax (818) 880-6242
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time to real time. This is a more com-
plex approach, but highly beneficial.
The recorded pro DAT code is unique.
Every pro machine can read it and
convert it to SMPTE/EBU frame rates,
and the original time code frame rate
can be ignored. The playback hard-
ware canselect the playback time code
frame rate, making a universal time
code conversion method inherent in
the pro DAT system. Using standard
algorithms defined in the pro DAT
format, various SMPTE/EBU time
codes can be transcribed successfully
and recorded onto DAT, as can the time
code information in the channel status
bits (sample address code) of the AES/
EBU interface. Theoretically, any type
of time code can be converted to pro
DAT time.

Time code and interface standards
include auxiliary data. Forexample, the
AES/EBU interface contains 16 bytes
of information in the channel status
blocks, and the SMPTE/EBU interface
contains user bits as well. The pro DAT
standard can record all this using the
new PRO-BINARY pack, shown in
Fig. 3.

While figuring out the time code
question, engineers established a few
other general rules for professional
DAT machines. Pro DATSs can record
only in the 16-bit linear mode. Pro
DATs must use only simultaneous-
channel A/D sampling (as opposed to
time-shared sampling with one A/D),
thus eliminating the need fora message
in the subcode. Finally, pro DATS can-
not use the wide track pitch established
for consumer pre-recorded tapes.
Otherwise, the PCM area is identical to
that on consumer DAT.

The solution to the problem of
adding time code to the R-DAT stand-
ard is inelegant, to say the least. That's
because R-DAT was never supposed to
have time code. Frankly, given the
existing complexity of the R-DAT
standard, we are lucky to have time
code at all. Although it is clearly a
kludge, it will do the job. The IEC is
entirely correct in ratifying this time
code modification to the R-DAT
standard. Most users will never even
suspect the inside cutting and past-
ing that permits them to run DATS in
sync. ]

Ken Poblmann is director of music
engineering at the University of Miami,
and has recently bet his entire life sav-
ings on the Hurricanes winning an-
other national championship.




Dolby SR. The sound investment
for analog multitracks.

When everyone else was making noise about Auto Compare feature lets you instantly verify fre-
digital, we quietly developed Dolby SR. But it’s no quency response and playback calibration.
secret: Dolby SR makes analog multitrack recording And editing is as convenient as ever, with no need

a cost-effective alternative to digital. for special equipment.

Improves the preferred sound of analog
At both 15 and 30 ips, Dolby SR
dramatically increases headroom,
and virtually eliminates tape hiss
and modulation noise. Dynamic
range is improved by more than
25 dB over unassisted analog, pre-
serving all the warmth and purity
of the original sound.

Worldwide acceptance

Tapes recorded with Dolby SR
can go anywhere, anytime. In fact,
with more than 25,000 channels in
over 30 countries, analog with
Dolby SR is a firmly-established
format you can’t afford to ignore.

Put it to the test
Call your Dolby dealer to
Increases the return on your investment arrange for a demo at your facility.
Dolby SR upgrades your multi- Hear for yourself why Dolby SR is
track at a fraction of digital’s cost. Add our Model the sound investment for analog multitracks in
XP SR (configured for up to 24 channels), or updatean  today’s competitive marketplace.
existing Dolby mainframe with plug-in SR modules.

®
If you are in the market for a new multitrack, Otari DD D0|by
and Studer offer models with Dolby SR built-in.
simple 'o use 100 Potrero Avenue, San Francisco, CA 94103-4813. Phone 415-558- 0200, Telex 34409, FAX 415-863-1373. 346

0 0 . . Ctapham Road. London SW9 9AP. Phone 01-720-1111, Telex 919109, FAX 01-720-4118. Dolby and the Double-D
Set-up 1S qulck and easy with DOlby SR. A unlque symbol are trademarks of Dolby Laboratories Licensing Corp. © Dolby Laboratories Inc., 1989. S89/8676



by Tom KennyJ

for
WVWideo & Film

It seems everybody is getting into audio- i which is a LAN disk-based device built

for-video. which means increased conm-

around the  Atart computer.”  says

petition for post work, scoring and transfers. especially in  Stateman. “We had a WavcFrame Audiolrame from early on
Los Angeles. We asked a number of Southern California and  inits history. [ think the WaveFrame is a very clean- and ac-
Southwest U.S. film and recording studios what they've done  curate-sounding device. It's a wonderful picce of outhbourd

to stand out from the crowd. Here’s what they say. Soundelux, Hollywood

Soundelux, Hollywood
Wylie Stateman, chief operating officer

Over the past few years, Soundeiux has worked on
sound for Glory(Academy Award winner). Bornon
the Fourth of fuly, Honey, I Shiunk the Kidsand Steel
Magnolidas, to name a few. The company recently
purchased 72 tracks of Dolby SR for its five multitrack
rooms, but it is workstations that have captured
Wylie Stateman’s and the Noise Boys’ attention.
“We've beta-tested the Hybrid Arts ADAP system,

28  MIX, SEPTEMBER 1990



gear as well as the primary editing and sound ma-
nipulating device for one of our sound design rooms.

“Sound editing in the mid-"70s was sort of the
primitive art of managing small and independent
sound elements. With the onslaught of the new
technologies, we’re able to work with more than one
sound at a time.

“Previously, if you wanted to create a sound mo-
ment, you might have to deal with up to 30 sound
elements, imagining how they would come together
to form one particular sound. With the current tech-
nology, we can hear how the various pieces come together.
and we can maximize their effect long before we get to the
final mix. It brings clarity to the creative process.”

Digital Services, Houston
John Moran, owner

The most interesting credit for Digital Services over the past
year is 4 Houston Symphony production of Liszt’s Hexa-
meron, helieved to be the tirst recording of the composer’s
complex piece. Three trucks, six cameras, 48-track digital,
and when it gets to television, historical footage and inter-
views. “That's a helluva project,” says John Morun.
“We're up in the air right now as to whether we're going
to go dual 3324 or mix the individual music segments into
ScreenSound,” Moran continues. “ScreenSound is killer.
Early on we looked at Synclavier and Fairlight, and ended
up acquiring a Fairlight. We got more heavily into audio-for-
video post, so we set out in search of the holy grail. We
looked at NED. Lexicon Opus, AudioFile, AudioFrame,
Dyaxis and ScreenSound. Chris Risinger and 1 went through
the learning curve of each machine. Screensound’s guy had
it set up in 30 minutes. In two hours we were doing a

project—a complex ten-minute film that took us three days

Digital Services, Houston

to build the first minute. On our first afternoon on Screen-
Sound we rebuilt it in three hours. It never lett the room.”

However, Moran warns those who want to enter audio-
for-video post work simply because equipment is now af-
fordable: “Toys and equipment help you to position your-
self in the market. But you've also got to be bloody goad at
what you do in terms of personnel. And you've got to.en-
treat the faith of the clients you want.

“That’s real tough, because TV and ad guys are like: ‘Hey,
Large Industries Inc. has been my client for the lastfive years.
They like what I do. I like what ’'m getting. Why should 1
risk my client just to try your studio?” And that's a valid point.
You've got a tough sell job to try to make them shift. You'd
better sell them something that's going to make them jump
up and down. That's a lot tougher than going out and buy-
ing svnchronizers or video machines.”

West Productions Inc., Burbank, Calif.
Dave West, ca-owner/president

Recent TV and filin credits for West Productions include
Peter Weller's Kaiubow Drive and a made-for-TV movie
called Dreamerof Oz, based on the life of Frank Baum. This
also marks the company’s fourth season of post work for the
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Studios Speak Out on
Synchronization Systems

Jim Brady Recording, Jim Brady:
“We're using the Fostex 4030/4035/
4010. For the price, you can't beat it.
There are areas where there were
some software shortcuts, but the
thing really works. I have a feeling
it won't be too long before we move
the Fostex into the B Room and
upgrade to something that's a little
more sophisticated—an Adams-
Smith or Cipher—for the A Room.
But the Fostex is a great system for
the dough.”

Chaton Recording, Marie Ra-
venscroft: “We have five Adams-
Smith 2600 systems, two in B, two
in A, one in the truck. Everything is
compatible, which is very important
to us, so we can roll machines in
and go.”

Dallas Sound Labs, Russ
Whitaker: “I've had the BTX
Softouch for years, and it's just been
a workhorse. I don’t really need to
get anything new, because it gets
the job done.”

Devonshire, Greg Beaumont:

“The Adams-Smith 2600 is just more
user-definable: You store on the
smart keys and soft keys for user-
friendly setups. It allows you to
program commands like having the
transports oscillate two times on the
cue point, which helps see what's
locking up, rather than just looking
for a green light. The Adams-Smith
is great, because you have total
control over what’s going on.”
Digital Services, John Moran:
“The Adams-Smith 2600 [with five
modules tied into the SSL console]
is a tank. It doesn’t cough. The
Adams-Smiths are cool because you
can go in and tweak parameters.
The TimeLine Lynxes are cool be-
cause you can change a machine
around very quickly. I like the Lynx
for its flexibility. When we got an
SSL ScreenSound system, we used
the Lynx as the front end for ma-
chines that ScreenSound doesn’t
intrinsically talk to. It’s like having a
universal translator. For anybody
who’s read The Hitchiker's Guide to
the Galaxy, the Lynx is the
‘babblefish’ of the industry.”
Group IV Recording, Angel
Ballister: “I use the BTX Softouch
—CONTINUED ON PAGE 114

popular TV series The Wonder Years.

Dave West says the fact that West
Productions is a family-owned post-
production facility sets it apart. “This is
a people town, and we are service-
oriented, meaning we're a director,
producer’s facility. We try to create a
piece they are looking for. We've ex-
isted for six years without a salesman,
and we've realized phenomenal
growth.”

The company is in the process of
adding a second full-size dubbing
stage with a custom 120-input Neotek
console. Three more AudioFrames
were installed in July; the company has
been a WaveFrame beta site for the

WHEN YOU

NEED ANSWERS
TO THE TOUGH
QUESTIONS...AND
FOR ALL YOUR
EQUIPMENT NEEDS.

past two years. However, West says,
“In this town, 35mm is still a major
player. A Moviola and an old-school,
good editor will prevent me from get-
ting a big, theatrical motion picture
more than anything else. I could have
every Synclavier, Opus and everything
in the world, but without the people
that venue is not open.”

Rumbo Recorders

Canoga Park, Calif.

Daryl Dragon, owner

The attitude of those at Rumbo Re-
corders toward the film/video industry
is different from others Mix talked to.
Says Daryl Dragon,“My main concern

AUDIO INTERVISUAL DESIGN

1032 N. SYCAMORE AVE. - HOLLYWOOD, CALIFORNIA 90038 - (213) 469-4773

Circle #035 on Reader Service Card
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is the way the film industry is set up in
Hollywood. You can walk right down
the street if you need something. When
it's all digital everything can go through
the phone lines, and it will be a difter-
ent story. But then, of course, you'll be

EFX Systems:

A GCommitment o Digital

With the increasing popularity of
stereo video systems in the home,
the advent of CDS (Cinema Digital
Sound—see this month’s “Juxtapo-
sitions” column for more details)
and  the numbers of THX™-
cquipped theaters on the rise, au-
diences are demanding superb
soundtracks to accompany the ra-
zor- sharp, onscreen optical effects.

Well aware of the marketability
of high-quality audio, EFX Systems
of Burbank, Calif., has been a major
advocate of the use of digital tech-
nology in the conservative field of
motion picture sound. Today, the
EFX digital arsenal includes seven
New England Digital workstations,

——

able to do it alt in your home.”
Which is just what Dragon has done
with a film score for Payback, a movie
starring Cory Eubanks, produced by
Bob Eubanks. Twenty years after his
last scoring date, Dragon composed 50

nine Sony digital multitracks and the
Audiflex digital dialog editing sys-
tem, which has been used exten-
sively on thirtysomething. Other
regular EFX clients include Freddy's
Nightmare (which completed its
second scason at EFX) and Valerie
Harper's City, an MTM production
that was the first half-hour sitcom to
go all-digital in post.

An interesting recent post project
at EFX was  Frankenstein  Un-
bound, marking horror master
Roger Corman’s return to the
director’s chair after a 19-year ab-
sence. EFX sound designer Harry
Cohen designed and created all of
the digital eftects used in the film.
After hours of synth programming
in his home studio. Cohen trans-
ferred the sounds into a Syn-
clavier® at EFX for further process-
ing. Other effects—such as the vor-

Studios

minutes of music on an Ensonig VFX™
and Mac Hex with Mark of the Unicorn
Performer—in three weeks; 30 min-
utes was used in the film.

“l was able to store all the sounds on
the VFX and then lock up the se-

tex ray beam—were created en-
tirely on the Synclavier, while some
sounds required field excursions
with a portable DAT deck, captur-
ing the buzz made by acres of
power poles at a giant electrical
plant.

One of the more difticult effects
in the film was the sound of a futur-
istic turbine car, and Cohen even-
tually combined more than 100
sonic elements to get the final effect.
When asked why he didn't use
stock sound effects, Cohen re-
marked, “Existing sounds didn’t fit
in with the quality of sound that we
are using now. Once we started
building a digital track, the differ-
ence in sound quality between the
new sounds and the older analog
stock sounds was just not accept-
able.”

—GP

We produce the same thing
year after year.

Skyline studios would like to thank the industry
for nominating us again for a TEC Award.

THC

1ioswe pnnianct s cstatin |
1990
NOMINEE

\ 36 West 37th St., New York, N.Y. 10018 (212) 594-7484
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Buena Vista Sound:
“ A Half-Century
* 0f Excellence

Buena Vista Sound officially open-
ed in January of 1940. Over the
years, the facility grew into four
stages: A and D were dubbing (film
mixing stages), C was used for re-
cording sound effects for shorts and
animated films, and B (known as
the dialog stage) was the site where
the character voices for animated
classics such as Alice in Wonder-
land, Peter Pan, Lady & the Tramp,
Cinderella and The Jungle Book
were recorded.

The most noticeable change over
the years has been the steady stream
of outside projects that partake of
Buena Vista Sound's dubbing,
Foley, ADR and transfer services.
Stephen J. Cannell's Hunter and
Wisegny series are regularly mixed
at the facility, which has also been
used for the productions of The
Little Mermaid, Pretty Womean and
Arachinophobia.

Last year, Buena Vista Sound
completed a major renovation of
the A and D mix rooms; the trend
continued with a multimillion dollar
redo of the B and C stages earlier
this year. The B room is still de-
signed for video or 33mm ADR,
Foley or effects recording, while
studio C has been rechristened as a
dubbing stage for stereo television
and feature film mixing. Stage C is
equipped with a custom-configured
SSL 5000 Series console with G
Series automation, and plans to
retrofit the Harrison PP-1 boards in
stages A and D with GML moving
fader automation (along with eight
automated module switching func-
tions) began last month. Stage E, a
second Foley studio, has been in-
corporated into the Disney master
plan for upgrading the entire studio
lot and should be online in about 18
months.

One of the most ambitious
projects facing Buena Vista Sound
has more to do with the past than
with its future. “We will be archiving
all the soundtracks for everything
we've produced over the past 50
years,” explains audio manager
Christopher Carey, “to both digital

-CONTINUED ON PAGE 112

quencer, mark each cue and perfect  Dallas Sound Lab

each line without having to press Dallas

Record.” Dragon says. “Even if you Russ Whitaker, owner

erase. which did happen by mistake,  Music composition for film and videa
you just turn on the computerand load  is an area Russ Whitaker sees his com-
it back on tape.” pany moving toward. Though recent

l Studlo 3 at Larson Sound Center in L.A., featuring a custom Otari/

I Sound Workshop three-position console and four MTR-90 record-

' ers. Larson contains three film/video suites, two ADR/Foley stag-
es, seven sound effects and dialog editing rooms and a transfer

| room. Recent clients include the television series Cheers, De-
signing Women, Matlock and Tour of Duty

= = = ) ]

Best Value in CD’s

: J" At U.S. Optical Disc Inc.
: that means quick turnaround
of high-quality CD’s
at terrific prices!

How? We have the | facility in Maine. Our
experienced staff, | well-managed ap-
state-of-the-art | proach is your assur-
equipment, and | ance of a consistently
a strong commit- | high quality product, on
ment to customer | time and within budget.
satisfaction that | Today, the best choice
make it all possible. | among CD manufac-
Every phase of CD | turers is also the one
replication, from | which offers the best
engineer-controlled | value. Call our custo-
digital mastering to | mer service specialist,
product graphics and | Debbie L’'Heureux, to
packaging, is | explore what our team
performed at our | can do for you.

US. Optical Disc Inc. |

Route 109 & Eagle Drive, Sanford, Maine 04073 « (207) 324-1124
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SR-1
TIME CODE REFRESHER
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Whether you need to dub time code from one tape machine to
another, restore its readability (...at any speed) or just change its
level, the SR-1 is for you. With today's studio equipment relying so
much on time code, it is always vital to have it properly shaped.
The success of your next session could depend on it!

The SR-1 features: e Very high input sensitivity (threshold below -30db)
* Adjustable output level (from full off to +8db)
* Switchable output rise time (EBU/SMPTE/square wave)

Call us for more information: \",,

n =
(213) 475-7570 7‘V BRAINSTORM
1515 Manning Avenue, suite 4 ELECTRONICS, INC.

Los Angeles, CA 90024 ...Intelligent Solutlons For The Recording Studlo
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No bells, no whistles, no flashing lights...

no fans, no pots, no meters, no chips, no handles
no circuit breakers, no trick power supplies

no global feedback, no mass-production

no short cuts
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Extending from five hertz to beyond 300 kilohertz
with lightning speed and high current capability
there are no details too fine to resolve
no transients too dynamic to capture
= no blanket on the sound
no competition exists
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275 Martin Avenue Highland, N.Y, 12528
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credits include dialog replacement and
transfers for RoboCop II, transfers for
Born on the Fourtb of July, and music
work on True Stories, it's radio and
television commercials that provide
steady business.

To address that market, Dallas
Sound Labs recently added a 24-track
music production room, complete
with NED Synclavier, to the three-stu-
dio complex. Control room A houses
a 48-channel SSL with Sony 24-track
digital; studio B is a radio production
room; studio C is for 24-track video
sweetening (mainly corporates and
regional TV spots); and studio A can
house a 65-piece orchestra. In-house
composers can tie into any room.

Right now, the Synclavier is used
only for music production, not as an
editing workstation. “As far as multi-
track synching to video, it's kind of
scary at this point. You have to have a
multitrack there anyway to dump to
real quick.”

Group IV Recording
Hollywood, Calif.

Angel Ballister, owner

Group IV Recording credits for the past
year include network TV (Wiseguy,
Hunter, Cheers), commercials (But-
terfinger with Bart Simpson) and ma-
jor feature films (work with Back to the
Future II). Transfers and computer-
based electronic streamering are
commonplace. For post-production,
Angel Ballister likes his effects live with
a touch of MIDI. “In my MIDI room 1
have a Macintosh I1x, Atari, Emulator II,
Korg, Prophet, E-mu Proteus, you
name it,” he says, “but we generate a
lot of effects live because it just works
visually.

“We just did a shoot on the Beach
Boys for a picture called Problem
Child,” he continues. “It was all shot in
studio A, then sweetened and dubbed
in studio B. All the effects were done
on the spot. We backed them up onthe
Emulator 11, and it worked wonder-
fully. Just like cutting cake.

“Our emphasis is on post-produc-
tion packages. You record music in A,
do Foley and ADR, then walk into B
and dub and sweeten it, and go back
at any point without having to shut
down to go across town. Group 1V
functions really like a small lot. Except
for optical and video editing, there isn’t
any aspect of audio for film that we
can’t handle.”

—CONTINUED ON PAGE 112
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Opcode Now Gives

Introducing Studio Vision

Opcode’s Vision sequencing program for the Macintosh
was voted “Best Music Software Innovation of the Year”
by the readers of Keyboard Magazine. Wait'll they
check this out. Studio Vision combines all the features of
Vision with the ability to record CD-quality audio direct

to disk along with your MIDI data. Studio Vision works
in conjunction with Digidesign’s Sound Tools Digital
Recording System and runs on any Macintosh il series
computer or the SE/30.
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The control bar and graphic editing screen of Studio Vision.

Using Studio Vision and Sound Tools, you can play back
two mono digital audio channels simultaneously —with
the ability to record as much audio as your hard disk space
allows. The program incorporates the speed and con-
venience of non-destructive editing of the digital audio
right along with the MIDI—use commands such as cut,
copy, paste, clear, merge, and strip silence. Studio Vision
includes SMPTE synchronization and full automated
mixing of the digital audio tracks with pan and volume
control. Add Digidesign’s DAT 1/0 digital interface for
compatibility with most professional digital audio tape
recorders. For a simpler setup, Studio Vision also works
in conjunction with Digidesign’s Audiomedia card. The
power of Studio Vision with either hardware system
eliminates most multitrack syncing situations when
combining MIDI and “live” tracks.

Studio Vision has non-destructive editing of the 16bit digital

Record Vocals Too!

Studio Vision is the future of computer music recording.
It’s not just for MIDI keyboards, it’s for any “live” instru-
ment — guitar, saxophone, or vocals! Recording artist
Thomas Dolby says: “You've got the best sequencer and
the best recorder combined into

one...you have an idea g
and ten seconds later
you hear it... your
creativity as an
artist is not
trampled on

by technology
slowing

you down.”

Use your standard MIDI instruments to record “basic
tracks” like drums, bass, and keyboards. Then use the
digital audio tracks to record the guitar, vocals or sax
solo. Record a few takes of the sax solo and cut and paste
from each of them to get the perfect take. Record one
great chorus and paste it at each chorus in the song. Merge
and offset background vocals for richness. Studio Vision’s
extraordinary flexibility allows you to record separate
takes of digital audio onto any number of tracks.

Audio Yolume

pﬂ- Vo G IEI'I. Oxoct el

Automated mixing of volume and pan in Studio Vision.




oice to Your Vision

audio channels, plus all the editing commands in Vision!

Studio Vision dynamically allocates them onto the two
playback channels. Now you've got your whole song on
the Mac—from instruments to vocals.

And Studio Vision is ready for the next steps in technology:
as the Macintosh and DSP (Digital Signal Processing)
hardware get faster, Studio Vision will play back more than
two channels at once.

Post Production

For post production, Studio Vision combines MIDI
sequencing with the ability to record “voice overs” inte-
grated with the music. Using SMPTE sync you can
immediately check audio and video, and perform intricate
audio edits instantaneously. Cut out a cough or noise
here, swap sentences there, and adjust the music to fit the
contour of the dialog all on the same screen. Isn't it
nice to use just one computer keyboard?

Audition sound effects stored on hard disk before opening

them, choose the one you want and place it on a specific
SMPTE number, then lock up to video. Convenient.
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What Price Perfection?

You may be thinking this is awesome —but how much?
With a Macintosh 11 (or SE/30), Opcode’s Studio 3 (or any
MIDI interface), Digidesign’s Sound Tools or Audiomedia,
and a hard disk, you're up and running with Studio Vision.
And for an integrated MID! setup, Studio Vision works
closely with Galaxy, Opcode’s universal librarian.

So if you've been waiting for that really big breakthrough
in music technology, or if you're still using that same

old MIDI sequencer synced to tape —think smart and go
to your local Opcode dealer and hear how Opcode has
brought voice to the Apple Macintosh with Studio Vision.
Call Opcode for a free brochure and the name of your
nearest dealer.

Studio Vision.

Specs
» Full MIDI sequencing capability s U\
with graphic and list editing

= ]6bit 44.1Khz direct-to-disk
recording (mono: 5 megabytes
per minute)

s Playback of two digital audio
channels

= Recording of digital audio
limited only by hard disk space

» Non-destructive editing of
digital andio

» Simultaneous integrated editing of MIDI and digital audio
= Full automated mixing of digital audio and MIDI tracks
» Compatible with all digital audio formats

s Digidesign Sound Tools or Audiomedia owners need only
purchase Studio Vision

» SMPTE synchronization (except with the Audiomedia card)
= Upgradable from Vision

Opcode Systems, Inc.
3641 Haven, Suite A
Menlo Park, CA 94025-1010

List editing with SMPTE times of digital audio sound effects.
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by Paul Potyen

SEYBOLD

DiGiTaL WORLD

THE BYTE BEAT

ARE WE MERGING OR COLLIDING?

¢ don't actually have a critical mass of
products, and we’re not even sure
what our market is, but it sure is
exciting!”

This comment, made by one of the
participants at the first Seybold Digital
World Conference held in late June at
the Hilton Hotel in Beverly Hills, Calif,,
was one of the few things during the
lively three days that everyone seemed
to agree with. (It was announced at the
end of the event that the second such
conference will take place in June
1991.) The event was organized on the
following premise: We are rapidly
moving toward a world in which most
information and entertainment will be
prepared and delivered in digital form.
We are most of the way there with text
and sound. Drawings, illustrations, still

ende
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images and 3-D graphics are moving in
the same direction. Motion images are
next. This changes everything. Every-
one involved in computers, publish-
ing, education, broadcasting, enter-
tainment and telecommunications will
be affected. And what each of us does
(or does not do) will affect all the
others.

Is a premise that attracted more
than 300 developers, strategic thinkers,
implementers and window shoppers,
including NeXT founder Steve jobs;
Stan Cornyn, head of Warmner New
Media; computervisionary Ted Nelson;
Robert Winter, professor of music at
UCLA; and other leaders from the
computer, video, communications,
graphics and business communities. A
staggering variety of topics were ad-

Above: The
“pocket
accessitor”,
Paul
Brainerd’s
vision of the
computer of
the future.
Left: Radius
TV features a
video process-
ing engine, an
external
audio/video
input proces-
sor and
television
tuner that
allow display
and digitizing
of live 16-bit
video images
at 30 fps on
Mac Il com-
puters.




dressed in an intense three days of
discussions, presentations and debates.
Following introductory remarks by
Jonathan Seybold, Steve Jobs, Stan
Cornyn, and authors Michael Crichton
and Douglas Adams, a session on dig-
ital video with William Pratt of Sun
Microsystems and Gary Demos of
DemoGraFX touched on the HDTV
quagmire and the most talked about
approaches to image compression—a
critical element in the storage in digital
video.

Reese Jones of Farallon Computing
opened the session on coping with
data by comparing the state of digital
communications in the U.S. with that
of Japan and Europe. In case you
didn’t know, we're behind in imple-
menting the technology. He discussed
the advantages of and stumbling blocks
to implementing the ISDN telecom-
munications standards in this country—
among the latter are political and regu-
latory issues, a complex sales cycle
and lack of beneficial applications at
the desktop.

Geoffrey James of Digital Equip-
ment Corp. and Max Whitby of BBC
MultiMedia Corp. offered their views
on information access and document
retrieval from large databases. An in-
teresting concept was the use of
“guides” to help novice users through
the continually mounting “steaming
pile of available digital information.”
The audience got a sneak preview of
the BBC production of Hyperland,
Whithby’s engaging and imaginative
vision of information navigation solu-
tions. Look for it on PBS this fall.

A panel discussion on education
focused on possible interactive digital
technology solutions to the crisis in
American education, and the formi-
dable obstacles (funding, bureaucratic
inertia, etc.) to be overcome if such
solutions are to be implemented.
Robert Winter of the UCLA Depart-
ment of Music and The Voyager Co.
demonstrated Stravinsky’s Riteof Spring
on CD-ROM and talked about the
design philosophy behind the pro-
duction. Bob Abel of AND Commu-
nications demonstrated “Ulysses,”
a powerful interactive learning en-
vironment based on the Emerson
poem. Helen Kelly of the Los Angeles
Unifted School District graphically il-
lustrated the impediments to using the
technology in the educational system
effectively; among them lack of money,
lack of understanding on the part of
the administration, woefully inadequate

electrical requirements in the classroom,
and theft and vandalism—a sobering
commentary.

In the session on business applica-
tions, Peter Blakeney of IBM and Tyler
Peppel of Apple Computer presented
their companies’ divergent views of
how the new media can be used to
help address the business community.
Blakeney talked about using IBM’s
InfoWindows systems in the work
environment to help the unemployed
find jobs and to help mechanics serv-
ice Ryder Trucks. Peppel emphasized
Apple’s commitment to helping create
unique solutions to problems in indi-
viduals’ work environments. He illus-
trated his point with Kubrick, a video
editor being developed by Farallon
Computing that is designed to be used
with a VCR in the workplace.

In one of the most animated sessions,
Marc Cantor of MacroMind, an avid
evangelist of multimedia, squared off
with Dick Brass, avowed buzzword
basher, in a spirited debate on the
viability of that industry. To answer his
own question, “Are multimedia pro-
ducers making money?” he demoed a
five-minute Club Med promotional

program developed using MacRecorder
and Director. Brass countered by list-
ing his view of some of the problems
the industry faces: CD-ROM sales con-
tinue to be sluggish; programs like
Director and HyperCard don’t use a
consistent front-end user interface; and
there is no critical mass of multimedia
titles.

A session on publishing began with
Seybold Publications’ Mark Walter, who
talked about what is being done to
establish common interchange stand-
ards for digital text and graphics in the
U.S. and Europe. He was followed by
Charles Brady of the Advanced Systems
Group of Dow Jones, who described
that group’s first product, DowVision.
It's a broadcast and interactive business
information service that provides col-
lection, creation and distribution of the
information.

The panel discussion on the enter-
tainment industry included Steven
Mayer, Digital F/X; Linda Rheinstein,
The Post Group; David Riordan,
Cinemaware Corp.; Mark Dillon, Con-
versant Media Group; and Bill Smith,
Demand Video Systems. Topics in-
cluded trends in video games, key
elements in producing interactive

—CONTINUED ON PAGE 42
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Sound & Music Cataloggin

@ Organizes Tapes, DATs, Somples, Floppy Disks,
Compoct Disks, Broodcast Corts & LPs.

@ (ontains presorted catolog listings of Compact Disk
sound effects & production music libraries.

@ Provides eosy dato entry for your own libraries,
checks spelling and ollows descriptions of virtually
unlimited length.

@ Searches library catologs by sound, style, mood,
category, fitle, synonym or description.

@ Enables multiple word searches using AND, OR,
ALSO & NOT 1o specify exceptions, olternotives.

@ Sorts & Cross-references by Format, Length, Media,
Projed, Recordist or Source Roll.

® Allows unlimited number of custom categories.

@ (ontrols Compoct Disk playback vio Sony (DK-006
60 disk multi-player “jukebox”.

® Networks up to 32 stations and 16 jukeboxes.

Sound Effects Spotting

® Manages spotting lists referenced fo reel, scene,
time code or feet/frames.

® Provides search, copy & paste from library to
spotting lists.

Dialogue (ADR) Spotting

® Organizes replacement dialogue lines, sorts by
character, reel, scene & footage.

I

® Prints standard cve/line sheets as well os a variety
of other forms

@ Transfers data to Cueprinter for mixing e shees.

Cue Sheet Printing
@ Prints standard re-recording cue sheefs in
| feet/frames or timecode on any size paper.

| @ Conforms footages to picture changes.

LEONARDO SOFTWARE
10378 Holman Avenue

Los Angeles, California 90024
l[n"nnnn PH: 213.277.5161 « FAX: 213.277.9086
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Chip Shots

Passport Designs has enhanced
Alchemy, its sample editing pro-
gram for the Mac. The enhance-
ment increases the number tor dig-
ital samplers supported to include
the Akai §950. the E-mu Emax 1
and Digidesign’'s Audio Media card.
Also shipping is Sound Exciter, the
first of a new line of multimedia
software from Passport. Sound Ex-

outbound shipping log. and a sim-
plificd customer file for maintaining
addresses and special shipping in-
structions. An optional bar code
module permits users 1O incorpo-
rate any standard bar code format
on their label, or to print separate
bar code labels for automation
equipment. Powertul searchingand
sorting options are also provided.
Phocenix Systems, Potomac. Md.,
(301) 983-5040).

E-mu Systems announced the

MOTU’s Video Time Piece and Video Distribution Amplifier

citer acts as a multitimbral sound
generator that can play up to eight
dynamically allocated. sampled
sounds on cight MIDI channels.
using the Mac’s internal speaker or
an external amplifier. It uses sound
files compatible with Farallon’s
MacRecorder and its own Alchemy.

Sound Apprentice is a sample
editing and librarian program for
the Mac also available from Pass-
port. The program works with
sounds created by Mac Recorder,
HyperCard, MacroMind Directorand
SuperCard as well as Apple SND
Resources. Sound Apprentice also
works with mono or stereo samples
created by nearly all MIDI samplers
and sounds from CD-ROM sound
libraries. The company has also
announced that Encore, its music
composing software, is now avail-
able on the Atari ST and IBM com-
puters, as well as on the Macintosh.
Passport Designs Inc.. Half Moon
Bay, Calif,, (115) 726-02850.

Digidesign has announced the
release of DATa, a software appli-
cation that backs up Atari Sound
Tools files to digital audio tape.
Digidesign Inc., Menlo Park, Calit,
(415) 6838-0600.

Phoenix Systems, publisher of
Studio Management Software, has
announced the release of LMS 1.0,
a Macintosh software package for
automated library management. It
contains a library management da-
tabase, a label-making module that
supports industry-standard label
layouts for all video and audio tape
formats, an integrated inbound and

addition of 128 new presets (o ils
Proteus, 1 XR module. They are
now included in every shipment of
Proteus/1 XR. Current XR owners
may take their unit to their local E-
mu dealer and receive the new
presets, via MIDI at no charge.
Additionally. the presets are avail-
able on computer disk forOpcode’s
Proteus Editor/Librarian. E-mu sys-
tems, Scotts Valley, Calif.. (418)
438-1921.

In last month’s column I men-
tioned that Mark of the Unicorn
had unveiled its Video Time Piece
at the summer NAMM show. The
single-rackspace unit makes pos-
sible fow-cost VITC/MIDI SMPTE
synchronization and character gen-
eration for audio-for-video produc-
tion. The character generator allows
the device to “burn in” SMPTE time
code, generate sueamers and con-
ductor crawl lines, and download
graphics from a computer onto any
video. MOTU s Performer sequencer
will automatically download  se-
quence markers through the Video
Time Picce to view hit-points as
moving. onscreen streamers. The
device, controlled via an accompa-
nying DA on the Mac, will also
work with other sequencer pro-
grams.

Also at the show was MO'TU's
Video Distribution Amplifier. a 3 x
15 video signat routing device for
video production. Both the Video
Time Piece and the Video Distribu-
tion Amplifier arc now shipping.
Mark of the Unicomn Inc.. Cam-
bridge. Mass.. (617) 576-2760.
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"I look ar Alchemy as a sound
camera. | can take phorographs
of my sounds and actually see
what they are. | like the visual
aspect of it. Being able to see
your sound is really kind of
exciting.

“Alchemy is the universal -
intelligent inferface between all
of my sampling keyboards. I've
got a library of over 30,000
sounds and Alchemy neftworks

Now Available for Macintosh™ .

my library to all of my samplers. |
gefr easy access to my library so |
can work with and shape sounds
as | need them. With Alchemy
I've gor Fairlight™ technology ar
an aoffordable price.

“Alchemy really is science. It's
part of my whole lab- the studio,
and definitely an integral part of
what | do here. It's great stuff.”

- Frank Serafine
Composer/ Sound Designer

Circle #147 on Reader Service Card

Alchemy is the choice of
professionals around the world for
sample editing and sound
designing. See it and other
Passport products at fine music
and computer stores worldwide.
Call or write for a free caralog.

Passport

625 Miramontes Streer,
Half Moon Bay,
California 94019
phone (415)726-0280
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multimedia vs. linear media; the difter-
ence between entertainment and rec-
reation; and some sinister implications
that could follow from the prediction
that in the future it will be difficult to
tell what is live from what is virtual
simulation. One speaker predicted the
day when an altered videotape could
be presented in court showing the
judge as the driver of the speeding
vehicle.

Turner Whitted, Numerical Design,
and Efraim Arazi, Electronics for Imag-
ing, led the session on computer gen-

erated images, which reviewed the
current state of the art and made
predictions for the '90s. Another topic
that generated lively debate—and one
in whose jaws the audio industry con-
tinues to look—was the area of con-
tent and intellectual property. A five-
member panel that included an attor-
ney in entertainment law, representa-
tives from computer hardware and
software companies, and the execu-
tive producer of ABC News Interactive
wrestled with the legal issues created
by the digital technology. Imaginative
proposals were made for addressing
those issues. One solution was along
the lines of Ted Nelson’s Xanadu con-

F - B S . = ~e]
Good Sound Advice.
Here's an easy way 1o figure out which software will help you get the most out of your MIDI
setup: call the MIDI software experts af Soundware. Simply dial (800) 333-4554. Orders gladly
taken at the same number.
M (akewalk Professional
 — Ovaltune Magnetic Music
brd_ A Y
Editor /Libs-Samplers Sequencing
oot g ki
: Turbosynﬂl Personal (omposer Sys./2
Eﬁ??" Pro4 Softsyi DynaDuet
ision iePrinte
CUE-The Film Music System Pem‘n Scormg ond Printing
Deluxe Recorder Iﬂlhhduces The Copyist (all levels)
Integrated Sequencing  p,faccianal Plus SCORE
and Printing Studio Plus To Interactive Composition
Einn(?:ree ~ Timetode Mochine Sound Globs
Music Prase %ﬁ"ﬁnﬁ@ Eﬂu'/'h'bs-Sumplers
Scoring and Printing SampleVision
Professional Composer MIDI Interfuces
NoteWriter I Sequencers MPU-1PC, MPU-IMC, LA PC-1
Music Publisher 2.0 Master Tracks Pro V:4001 ! !
Deluxe Music Constr. Set  Master Tracks Jr. PC MIDI Card
Interactive Sequencer Plus Mark Il MQX-16, MQX-165
C t f
et &?&'f" Cakewalk MQX-32, MQX-32M
Best Sellers
OUR POLICY 2 SHIPPING
We accept VISA, Mastercard, \(:?ri'.:'“u'cu For foreign orders and
and American Express with f:(!.v'l:l P‘t‘ : 1) Nex1-Day-Air, please call. For
$o added service charge, Mosi raor Po - (10 all thers, add 54 per item to
our credit card will not be ru'm Tm:sl g mac | cover UPS 2nd-Day-Air
oy | ore S k. - o0 Callto order:
checks accepted. Please allow 3 Wbl (In'r'd" i G d(aooz 333'4}]554 d
one week fo dear. California || MOX-16 - IBK ood anywhere i the U.5. an
residents please add local Stdle 3 = WAC (onada
P Monday thru Frida 9 5
sales tax 1o your order. Saturday 10-4
S SOlllldWﬂre FAX (415) 32- 0611
our MIDISource
Allitems subject to ovoilability. Defective software and hardware reploced immediatel
1990 Soundware Corporation 200 Menlo Oaks Drive Menlo Park, (A 94025 (415) 328-5773 lAX {415) 328-0611

cept, where the user paid participating
copyright owners of digital informa-
tion a royalty rate on a per byte basis
(billed automatically).

Another spirited panel discussion
was on computers vs. consumer elec-
tronics. What will happen when two
industries with different product phi-
losophies and traditions, distribution
channels, and cultures vie for increas-
ingly overlapping markets? Will we
have a “den computer,” as Xiphias’
Peter Black predicts? Will we have an
appliance, rather than a computer, as
Jean-Pierre Isbouts of Philips Interac-
tive Media Systems asserts? Must you
open the architecture of consumer
products like VCRs to allow the devel-
opment of “smart, interactive consumer
products,” as Mitch Kapor of ON
Technology insists? Will the two indus-
tries continue to coexist without merg-
ing, as Sony’s Olaf Olafsson suggests?

The final session included an origi-
nal view of the world in 2020 by Paul
Brainerd, president of Aldus Corp. In
his vision, Americans had yen in their
wallets and “accessitors” in their
pockets.

Another aspect of the conference
was the demo rooms, manned by
Apple, Sun Microsystems, NeXT, Ra-
dius, Grass Valley Systems and other
high-tech companies. Attendees were
invited to experience the latest prod-
ucts on a hands-on basis. Among the
new products announced at the con-
ference were Apple’s HyperCard 2.0;
Warner New Media’s Magilla, a proto-
type multimedia player that uses
laserdiscs; Radius TV, a full motion
video DA forthe Macintosh; VoicelLink;
and a voice and sound input device for
the Mac with voice messaging and
editing software.

It was an amazing three days where
a great many topics were discussed
with eloquence and humor by an
impressive collection of professionals.
Interactivity between the audience and
the presenters played an important
role throughout the sessions. The is-
sues of digital standards and ethics
were particularly complex and thorny
ones. Its clear that these issues will
take a lot of time, patience and creative
mindsto address fairly and completely.
And the Digital World Conference was
an excellent beginning to that end. B

Associate editor Paul Potyen lives with
his lovely wife, Cate, a dog and a cat in
a cottage in a forest by the Pacific
Ocean near San Francisco.
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mix-er

(mik’sér) noun. An electronic device used
to mix music. Must be clearg transparent

and

punchy. See Alesis 162

Mixer.

Better yet, listen to it.

Better yet, own it. That's what every
major music magazine is saying about the
Alesis 1622 Mixer, because its radical new
design redefines the concept of a profes-
sional mixer. Reason enough to make it the
center of your studio.

Need more reasons? How about 16 channels with
100mm faders for precise control over all inputs. And 6
independent auxiliary sends on every channel so you
can drive all the stereo effects you'll ever need to create
masterful mixes.

The 1622's ingenious design uses surface mount
technology on a scale that nobody ever thought
possible. It's the key to the 1622's incredible value.

LOS ANGELES: Alesis Corporation, 3630 Holdrege Avenue, Los Angeles, Ca 90016

ig;{’-'b‘rrjnnnn sbe

We call it the Monolithic Integrated Surface™ Our
competition calls it terrifying, because it shatters the
price barrier for a pro mixer.

Your mixer is the single most important piece of
gear in your studio. It defines the sound of your music.
It must be flexible, reliable, and above all, it should
have impeccable audio credentials*. That's why the
1622 is your first choice for a mixer. It might be the
only choice. Listening to it will convince you.

Visit your Alesis dealer today and hear the 1622.
Better yet, buy it.

Call 1-800-5-ALESIS, 9 AM to 5PM Monday-Friday, and we'll
send you a brochure on why Monolithic Surface Technology is
important to your music.

*
* Total Harmonic Distortion « Noise: too low to measure.® Keyboard Magazine July 1990.

ALESIS

LONDON: 17 Letchworth Point, Letchworth, Hertfordshire, SG6 IND.
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Unseen Actor in ““‘Red October®

HOLLYWOOD HAS ALWAYS reflected public sentiment on the screen,

and The Hunt for Red October is the first big film of the glasnost-era to

express the wave of disenchaniment washing through the communist

world. Italso marks one of this year's first major undertakings in film sound.

As Marko Ramius, Sean Connery gives voice to the Soviet Union's prize

submarine captain who, with no remorse, deserts the government that

At Paramount

with supervising

IBER 1990




deserted him. Given the pride of the Communist party, de-
fection is the deepest wound a Soviet officer can inflict. This
time, the knife was 650 feet long and weighed 30,000 tons.
Ramius’ instrument of insurrection was Red October, the
largest nuclear submarine in the world.
Along with enough firepower to de-
stroy 200 cities, this submarine had one
feature that captured attention in the-
aters and the Paramount soundstage: a
silent drive. This propeller-less pro-
pulsion system made it easy for Ramius to sneak across the
Atlantic, but made it challenging for us sound people. We
now had on our hands a major film whose plot pivoted
around sound.

Capturing the Real Thing

Authenticity was a chief concern for Paramount supervising
sound editors Cecelia Hall and George Watters I, but accu-
racy alone does not excite audiences. Red October was
filmmaking on a grand scale. It was in this “bigger than life”
quality that Hall and Watters recognized the need for a sound
team that could go “where no man has gone before.” They
called Alan Howarth and myself, reuniting the team that
created the warp drive stretch/suck/explosion for the En-
terprise and other sounds for the Star Trek movies.

A lot of imagination would go into the making of Red
October’s sound, but first we had to hear the real thing. John
Paul Fasal traveled with Hall and Watters to Connecticut
where they spenta week on a nuclear submarine called The
Shark. There they were given free license by Captain Russell
Carrto record anything, except certain classified areas. Ron
Patton and Bob Smith, representing a company called
Sonalysts, were our consultants on all questions of naval
authenticity. The Shark sessions yielded 45 1/4-inch stereo
Nagra and DAT tapes.

The Navy was very cooperative. They fired “water slugs”

by flooding and pressurizing the torpedo tubes and then

blowing them out. A water slug is a torpedo launch without
the torpedo, coming from a large tank of extremely high air
pressure. The recordings testify to the power of this air
release, which shakes the entire sub. Fasal recalls how “you
can feel it no matter where you are in
the sub.” This sound came to be used
for the countermeasures, which act as
torpedo decoys by distracting the

weapon off its homing path. The Shark

PHOTO COURTESY OF PARAMOUNT PICTURES

recordings also helped with Foley. The
crew ran different alarms and helped make periscope re-
cordings. Every aspect of the various pieces of equipment
was recorded: the periscope handles slapping up and down,
the periscope rising and the sheath that goes around it.
Sonar: The Hunt for the Right Ping

Given the film’s attention to visual detail and military au-
thenticity, we couldn’t just fill the soundtrack with the usual
sonar “blip” or ASDIC pulse (as the British refer to it). We
had to find high-tech sounds as distinctive as the movie’s
cutting-edge Navy look. Although the appropriate sonar
wasn’t in anyone’s sound effects library, there was nothing
inherently difficult about creating it ourselves. Howarth and
Hall made an earlier attempt at some sonar pings with sine
waves, to which director John McTiernan responded, “No,
that’s not it.” It was extremely involved and as Hall remem-

bers, “We must have created 500 different pings.” Being

Frank Serafine behind the scenes at Disneyland
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familiar with the sound, Ron Patton, a
consultant to nuclear power plants and
a sub specialist, made some examples
with an oscillator and a reverb unit to
show us what real sonar sounded like.
These, like many, came close, but
McTiernan felt we had yet to hit the
target.

Early on, this search led to Hall's
swimming pool, where we amplified
various versions of sonar, put them
through an underwater speakerat one
end of the pool, and re-recorded them
from the other end, 42 feet away. This
use of “nature’s reverb” yielded the
sonar sound for the little DSRV (Deep
Submergence Rescue Vehicle), but
finding the right pings for the big Rus-
sian and American subs took much
longer.

Howarth's Synclavier proved useful
for its ability to digitally recall previous
EQ settings. Patton, Howarth and Fasal
(who contributed a crucial sonar ele-
ment) finally ran one of the sonar pings
through an Eventide 949 Harmonizer
along with many closely spaced delays
from a Yamaha SPX90. When this
sound was sampled into the Synclavier
and played back at an interval just
under a fifth, we found the Russian
(and, later, American) pings. The re-
sulting sound is heard when Red Oc-
tober is avoiding the homing torpedo
in the rocky undersea channel known
as “Red Route One.”

Once we had the exact sound we
needed, the blips had to be synched to
picture so the rate would increase as
torpedos and other objects came
closer. Accomplishing this dramatically
for some of the suspenseful scenes was
not simply a matter of speeding up the
ping tempo. It had to have feeling, so
instead of sequencing, Howarth turned
to his Synclavier, which can provide
the same accelerando but with a
manual (arpeggiator) control for the
subtle rate variation.

Scoring (I to r) at Image
Recorders are director

John McTiernan (Die Hard,
Predator), engineer Tim Boyle,
and composer Basil Poledouris
(RoboCop, Lonesome Dove).
Technical supervision, syn-
chronization and equipment
rentals were provided by
Audio Intervisual Design.

Finding the right sonar sound turned
out to be an epic task that went on for
months, but was justified in terms of
the believability and authenticity it
added to the overall project.

The Blades

In the final theater mix, a flowing,
watery sound comes from the front-left
of the theater as we first glimpse the
massive underbody of Dallas, the
American sub. From the right-rear side
of the theater, a lower, more aggressive
pulsing sound promotes a feeling of
traveling through water. The main
sound elements used for this shot came
from Howarth's recordings of tankers
off Long Beach, Calif., and the sounds
I created between Hall’s pool and my
studio. My job was to connote the
massive, water-displacing motion of
the propeller blades.

The tanker recordings were made
with a Nagra recorder and balloon-
covered mics. At depths of approxi-
mately 100 feet, these recordings
picked up the higher frequency
sounds associated with shaft rotation.
Given the immense size of Dallas’
propeller on the screen, we had to
come up with something to represent
these great surfaces twisting through
the water. At Hall's pool, T did can-
nonballs off the diving board, which
we captured from various acoustic
perspectives. [ built one mic by taping
a Crown PZM capsule inside a 35mm
film can. T filled it with 40-weight oil,
then sealed it with epoxy and sus-
pended it in the water. The oil can
picked up the low-end sounds and an
air-can mic was used to capture higher
frequencies. Several studio mics sealed
in condoms were placed throughout
the pool. A Crown SASS mic, placed
just above the water, yielded additional
ambience.

Once we had the sound we wanted,
I slowed the cannonballs and triggered

them rhythmically on an Emulator 11
so that one cannonball would equal
one “rev” of the propeller blades. This
“whooshing” sound was combined
with a water-churning element from a
paddle boat. Watters and Fasal added
this effect, which contributed a *chug-
ging” sound. On the soundstage, the
large motor and shaft rotation sounds
from the tanker sessions were merged
with the paddle boat element and the
watery sound of the prop blades as
they muscle through the water. To-
gether, these sounds fulfilled the tech-
nical and dramatic needs of this and
many other exterior submarine shots.

Nuclear Reactor Failure
Back on dry land, I searched for the
right sound for the nuclear reactor that
powers the silent drive. I spent a full
day making ficld recordings at
Disneyland. The park’s massive air-
conditioning turbines helped us create
an effect that audiences would per-
ceive as a nuclear reactor failure. One
of the world’s largest air-conditioning
facilities, these “chiller wind-ups,” as
they're called, cool the entire park. 1
used a Crown SASS and an Electro-
Voice ND309 mic with my Technics
DAT recorder to record the turbines.
Although I knew I had a useful
sound from the start, it’s important to
record the sound from several per-
spectives. I walked around the units
looking for the exact position where
the mics could capture the “winding”
at its gargantuan best. Once I had the
raw sound, we layered it with other
elements and slowed it down in time
with the picture. In the theater, what
you hear is a massive nuclear power
failure. T used the Emulator [ to access
the field recordings from a Pinnacle
650MB read/write optical drive. With
the E-II1, I was able to “decelerate” the
turbines to a halt, even though the
original DAT recording never slowed
from its steady,
functioning status.

Imagined

Ambience

As we learned
with our attempts
to capture deep-
ocean ambience,
sometimes “the
real thing” is not
enough. Hall
states, “Underwa-
ter ambience is
very difficult. You
have to make it
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up, because the actual ambience un-
derwater is this rather unattractive
crackling sound that's there all the
time. So you go down in the middle of
the ocean and you get this—it sounds
like telephone static—which is not
very ominous and not very exciting.
You have to invent it to match what
people expect it to sound like.”

Even when working on sound for a
film with a strong reality base, you
have to embrace the fact that people
will not be going to see a documentary
on nuclear submarines. Fantasy plays
a part in all aspects of moviemaking
and sound is no exception to the rule.
For every underwater shot, we needed
that ominous ambience that places you
deep below the ocean surface. Cap-
turing this atmosphere was one of the
goals of the Catalina Island session. At
150 feet, the mics picked up a tanker
about five miles away, which was used
for underwater ambience and as a
background submarine presence. A
closer-range recording of a tanker sit-
ting idle was used as a submarine at-
mosphere for exterior shots.

About ten total elements went into
the underwater ambience, some of
which came from slowed-down
bubbles and water entering Hall's pool
through a garden hose. Mixed with
Basil Poledouris’ powerful music, our
deep-ocean ambience had to match
and magnify the ominous character of
the visuals and music. We heard how
real deep-sea sound lacked feeling, so
we made our own. As McTiernan says,
“You have to take license in movie-
making because you are going for the
emotion.”

Bringing Emotion to Cold Steel
One particularly strong match between
sound and picture occurred in the
scene where Red October is traveling
at 26 knots through Red Route One. As
the ship’s navigator daringly maneu-
vers past canyon walls and jutting
ledges, the homing torpedo closes in
furiously. The shot of the weapon
heading straight at the camera is in-
tense, and our job was to let it
scream—to give it a war cry without
losing authenticity.

The core element, as with all the
other torpedos, came from speedboat
“pass-bys” at Lake Castaic. We needed
an underwater character to the sound,
something that had a propeller and a
mechanical sound. An outboard motor
seemed like a natural candidate. The
nice thing about an outboard engine is
that its gear case is immersed in water,
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with most of the engine above water.
Fasal and Watters made actual under-
water recordings of the boat passing
by. Given the increased speed and
range of sound underwater, the depth
of the mics didn’t seem to make much
of a difference: As long as they were
submerged several feet, they wouldn't
pick up surface noise.

They started recording from a sta-
tionary boat, but recordings made from
a boat always pick up unwanted
sounds like water slapping the bow.
Fasal eventually recorded from shore,
where he “waded way out into the
water with someone holding onto my
belt to help me balance an 8-foot boom
extended out and a Nagra on my
shoulder.” He recalls how he made
absolutely sure that he “didn’t slip on
the slimy rocks.™ Once again practicing
*safe sound,” we placed two condoms
around cach mic with a rubber band to
seal the back.

Any time you put any membrane
between the mic and the medium, you
don't get the sume frequency bias you
would from a direct recording.
Condoms work well because they
emphasize certain frequecies, so the
motor sounds like it's not from the
surface but from below. With all the

reflections underwater, you start get-
ting phase cancellations and boosts at
certain frequencies. You have a lot of
resonance. Since some frequencies
build up and tend to resonate, it be-
comes tricky. But we got enough out
of the Lake Castaic session that it be-
came the basic element of the torpedo.

The final torpedo pass-by was
sampled and pitch-bent at Howarth’s
studio to give a Doppler effect. This
core element provided us with a foun-
dation of credibility over which we
could layer our “emotional sweeten-
ers.” Animal growls and shrieks, a
Ferrari and a screeching screen door
spring were added in just the right mix
to produce a credible torpedo sound,
which seems to have a vengeful pur-
pose of its own.

The DSRV Motors:

“Magnifying” Reality

Typically, a film mix requires sounds
that simply don’t exist; often, our goal
is to transform real sounds into some-
thing bigger than life. This was the
nature of the work we did on the DSRV
motors. At Hall’s pool, we recorded a
lot of submersible power tools and air
drills for the motors. The script men-
tioned that the DSRV sub was going to
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be shown driving and maneuvering in
various shots.

When you're doing field recording
to gather raw sound material for that
kind of sequence, you try to cover
yourself by doing “starts,” “stops” and
“steadies.” The resulting sounds were
mixed with effects [ made when com-
missioned by the Pentagon to create
sounds for the Army’s new M1 tank
operations simulator. The M1 and the
DSRYV share the acoustic characteristics
that come with small, enclosed metal-
lic spaces. There were a lot of sounds
tomanage. I loaded all the field sounds
from my Technics DAT onto the Pin-
nacle optical disk, where they could be
stored in 16-bit stereo an hour ata time
on my Dyaxis and brought up
graphically on the Mac for editing.
With more and more theaters installing
high-quality sound systems, it is im-
portant to stay in the digital domain.
The combination of all these elements
is more dramatic than submersible
motor sound, and yet it’s entirely be-
lievable onscreen.

Hull Stress Sounds

Through feedback from Ron Patton,
we came up with ship stress sounds
that communicated the shudderings
and hull pops that a nuclear submarine
goes through when diving or under-
going strong changes in momentum.
Patton listened to a number of metal
hits, knocks and scrapes, a variety of
which came from my studio construc-
tion site and Disneyland recordings.
He then picked out those closest to
what he had heard on actual nuclear
submarines. Having heard ship stress
sounds over years of nuclear sub dives,
he had specific characteristics in mind,
and, in the end, we used only about ten
hits out of 100.

The beauty of film sound is that it
can sometimes have an even more
subliminal effect on audiences than the
music. In the dialog, the final statement
on world peace is made between Sean
Connery and Alec Baldwin, who share
a nostalgic longing for “the peace of
fishing.” For me, however, the last
word goes to the serene lapping of
water up the smooth hull of Red Octo-
ber as it mills down the flat Penobscot
River in Maine. This is the unseen ac-
tor that closes the film without a
word. . .just sound. [ ]

Frank Serafine is a composer, synthe-
sist and sound designer whose film
credits include Tron, the Star Trek
mouvies and many others.
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by Mr. Bonzai

THE OCEAN WAY

There are few true grand cathedrals of
recording left in the world today. Some
think that the powerful architecture of
sound can be simulated electronically
and that 1990 gadgetry is pure progress.
But Alien Sides has bucked the trend,
andinterestingly, the bucks have rolled
his way. He's tracked down the best,
and he tracks with vintage mics in
legendary rooms, with good ol’ cus-
tomized consoles and his own brand
of monster monitors. He's an ace engi-
neer weaned on big, live sessions. and
he owns it all. Ain’t it encouraging
when artful care shows a profit?

As a teenager, Sides landed a part-
time job in a hi-fi store, which gave him

Along the way, he started a collection
of old tube mics, which would grow to
be one of the world’s largest.

In 1978, Sides moved Ocean Way to
the back room of United Studios on
Sunset Boulevard, part of the United
Western Studios designed by Bill
Putnam in the mid-'50s. Walk across
the old linoleum floors today and you
walk in the footsteps of a '50s Frank
Sinatra and a ‘90s Bob Dylan. Today he
owns and operates five rooms in the
Ocean Way group of buildings and
two more rooms in the recently ac-
quired Record One.

After meeting for a lunch of salmon
broiled with lime and tarragon at a
nearby bistro, we

i ’/l..du

entered the stu-
dios to find every
room booked.
Sides respeéts the
sanctums of the
stars, SO we post-
poned a tour and
found a quiet
workshop for our
conversation. |
could hear the
faint shadow of a
vocalist running
through the
scales. “That's
o~ Michael warming
a Tid up,” Sides told me.

early access to the tools of his lifetime
trade. When a local movie theater
closed down, he installed the aban-
doned 7-foot speaker cabinets in his
bedroom while his parents were away.
At 17, he set up his first studio in the
basement of a nightclub in exchange
for building the house P.A. While in
college, he was a partner in a 4-track
studioand by 1974 had rented a garage
near the beach for his 16-track Ampex
M1000 and 24-input tube console. His
monitors were the theater system he
started with, judiciously modified.

Bonzai: You've
got 4 reputation as a greal engineer
and as a very sharp businessman—
which comes first in your life?

Sides: 1 love to engineer, as an art
form. I used to be a musician, which 1
enjoyed very much, and I really love
recording. Most of all. I love to do large
productions live-to-2-track. I get a kick
out of a session that would normally
require multitrack recorders. It's diffi-
cult to do, but T get the most satisfac-
tion when the musicians can walk right
into the control room and hear a
finished record. I also enjoy doing

LUNCHING WITH BONZAI
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symphonic recordings, big bands and
orchestras.

Bonzai: I've heard that you do quite a
lot of buying and selling of studios.
Sides: Well, in the last two years 1
bought RCA in Hollywood, Wally
Heider, International Automated Me-
dia in Irvine, Pierce Amrow studios in
Evanston, Ill., and about five other
studios. The only reason I do it is
because I am looking for particular
items, such as esoteric outboard gear.
certain tube mics. and other things 1
need. I will buy the large package in
order to get the items 1 want. Some-
times 1 buy the real estate, sometimes
I buy the equipment, sometimes as a
package, andit's been a very profitable
venture for me.

Bonzai: From the outside, Ocean Way
looks like any other dump on Sunset
Blvd. Itisn't what you would expect of
a studio that has such high-caliber
artists.

Sides: Ocean Way is very much a
working studio. It isn't fancy, but I
believe we're one of the most profit-
able studios in Los Angeles by a fairly
dramatic margin. I hate to come off as
arrogant. but your typical studio has all
the stock stuff. and there are 50 other
rooms that have all the same equip-
ment. There is nothing unique about
most of the rooms in LA.

Bonzai: But isn't that one marketing
stance—be a standard room so you
can tuke care of just about anybody?
Sides: It's one way to do it, but there
are so many of those rooms competing
for the same business. Unless you have
something unique to offer, it's too
tough a town to compete in. I'm a very
lucky guy. I walked into United West-
ern Studios, which had some of the
largest, livest, best-sounding rooms in
this city. I can’t take responsibility for
that—Bill Putnam built those rooms.
Bonzai: Have you kept them intact as
Ocean Way?

Sides: Oh, yes—exactly the same. All
we did was build new controf rooms.
The studios were spectacular, and in
that regard I have very little competi-
tion in this town, because there are
very few hig live rooms. Four of my
rooms are really huge, with high ceil-
ings und beautifully smooth decay.
You walk in the room and listen to a
large orchestra playing live, and the
balance is perfect. You could put up a
single pair of microphones, pull up
two faders and you’d almost have a
mix.

Bonzai: You have quite a collection of

microphones. ..

Sides: In the last ten years, ['ve prob-
ably bought well over a thousand tube
mics fram Europe. About eight years.
1go, a lot of the broadcast companies
in Europe decided to update with
transistor microphones, and they
bought the best available at the time. A
tremendous number of wonderful tubx:
mics hit the market, and 1 bought

everything T could get my hands c¢n.

The sad thing is that a lot of the
studios bere, as well as there. decided
to get rid of their tube mics, not
knowing what they were losing. In an
English studio, it can be tough to find
a couple of C-12s. 1 think they are more
vare there than here now.

There is nothing currently made
today that approaches the great tube
mics. 1 probably have the largest col-
lection in the ULS. Not only that, I sat
there with my electrostatic headphones
A-B-ing microphones, because they all
vary a little. I wanted the best C-12s,
the best M50s, the best UG7s, so 1
picked the best of each lot. If an
engineer comes into our studios and
wants six C-12s, or eight 67s. .. we have
virtually unlimited quantities of all the
great microphones at no extra charge
Bonzai: What else determines quality
in your studios?

Sides: We have some amazing live
echo chambers that Bill Putnam de-
signed. There are very few live
chambers around anymore. Capital is
one of the few studios that has good
live chambers.

Bonzai: What is so special about a real
echo chamber as opposed to an elec-

tronic one?

Sides: The live chamber tends to he
more personalized and gives a unique
character to everything you put inta it.
The live chamber has a real room
sound. And there is no degeneration—
it’s like a first-generation source. But |
am also very fond of tube stereo EMT
plates. They vary tremendously from
unit to unit. I've bought about 100
EMTs over the last 15 years and picked
the best. I've got every digital reverb

e ee o oep o
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you can think of and none approach
my best EMTs for impressive, straight
echo.

Bonzai: With all these facilities, do
you still keep your hand in as an
engineer?

Sides: Yes, quite a bit. The last Top 10
recording I made would be the Linda
Ronstadt and James Ingram duet for
An American Tail. But 1 tend to do
things more for my own enjoyment.
I've been asked to do a number of pop
projects, but the problem is that six
months is 4 minimum comnitment. [
can't devote that much time anymare.
I prefer to go in for a few days or a
week and do it in a live situation.
Bonzai: Is there a trend toward more
live session work?

Sides: Definitely. A good example is
Don and David Was producing the
new Dylin album at Ocean Wuy.
Don’s a unique talent. I first worked
with him on a very amusing song with
Frank Sinatra Jr. for Was (Not Was). For
this recent Dylan project, Don and
David assembled a remarkable group
of players, including Bruce Hornsby,
Elton John, George Harrison, Kenny
Aronoff, Randy Jackson, Waddy
Wachtel and David Lindley. It was an
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A few important words
about the new

A-T40

Tony Bongiovi
Power Station
“The 4051 is a great mike,
especially for rock. It sounds

fat and you can bang away at it

with a lot of level without a
pad...for a rock studio like the

Power Station that’s important.
When you put it on horns it has
a nice clean sound and it holds

the dynamics well...it's just an
excellent sounding mike’”’

David Cook

Dreamland Studios

“...real nice top end and a
warm bottom end...very ver-
satile. | didn’t have to pile on a
lot of EQ to capture the air in
the studio...very present, very
natural sounding mikes.’

Milan Bogdon
Masterphonics

“The S/N ratio is superior to
some of the other mikes we
used. They're bright and clean
so we don't have to push the
EQ. Superb mike...great for
vocals, overheads, snare,
toms, electric and acoustic
guitar...it seems to work well
wherever we put it
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Omnidirectional

Series:

AT4049

Capacitor

AT4051
Cardioid
Capacitor

Jeff Baxter
Producer/Artist

“If 'm not getting what | want
from another microphone...I've
been putting up the 4051 and it
nearly always does the job”

Mack Emerman

Criteria Studio

“The response is very flat...it
holds the natural tonal qualities
even at high sound pressure
levels”

AT4053
Hypercardioid
Capacitor

Now it’s your turn!
Compare the new
Audio-Technica 40 Series against
the very best in your studio.
Contact your A-T pro sound
dealer today.

audio-technica.

1221 Commerce Drive, Stow, OH 44224
(216) 686-2600 » FAX (216) 688-3752




LUNCHING WITH BONZAI

amazing rhythm section. Everybody
plays together, they get something
going and then just roll tape. Bob
certainly has the charisma, and Don
has come up with some tracks that
define the right vehicle that can make
him work in the pop market today.
Bonzai: What is the most delicate
piece of equipment you own?

Sides: Well, some of the oldest and
rarest tube mics. And we have some
vintage outboard gear. Certain things
have become very popular, such as the
old Fairchild 670 stereo limiter. It's a
must in the rock 'n’ roll world. It’s a
unique-sounding device. We have
seven of those now, one for every
room. And even in the digital world
there are a few items that have become
classics—they made them for a while
and they produce a unique sound. The
EMT 250, the original, is an incredibly
popular unit. It’s selling for as much
now as when it was new. I look
specifically for that rare item that pro-
duces something unique.

Bonzai: Can you recall the first session
you attended?

Sides: The first big session I attended
was at RCA Studios. Sonny Burke was
producing and invited me down for a
Henry Mancini date. Mickey Crawford
was engineering. [ was 10.

Bonzai: Did you suddenly see your
future in front of you?

Sides: What got me going before that
was a hi-fi friend of my brother. I was
10 years old, and he put on a record
and played the overture to the film
Kobin and the Seven Hoods, with Nelson
Riddle and his orchestra. T was so
absolutely knocked out that 1 never
recovered.

I was just talking with Lee
Hirschberg, who recorded a lot of the
Sinatra records, also “Short People”
with Randy Newman and the Rickie
Lee Jones albums, to name a few. He's
had a phenomenal career. We were
reminiscing, and he was second en-
gineer on this recording with Bill
Putnam engineering Frank and Sammy
and Dean. The record has some of the
most amazing performances that you
will ever hear. Frank does a *My Kind
of Town” that is unbelievable. His
voice was at its peak and the recording
is incredible.

Bonzai: It’s amazing to me that some
of these early recordings really can’t be
topped. Would you suggest to engi-
neers that they go back and listen to

some of the old great recordings?
Sides: Oh, yeah. And I've made it a
point to go back and talk to the
engineers. I was lucky enough to at-
tend a lot of sessions, some of the great
Sinatra sessions. And later on, I got to
record Frank.

Bonzai: Do you often go back and
listen to old records?

Sides: Not as much as I would like to,
but T have a great collection of old
master tapes of phenomenal record-
ings. One of my favorites is My Fair
Lady with Jack Sheldon, Shelley Manne
and arrangements by John Williams. A
friend of mine, John Crouse, engineered
it at Capitol live-to-2-track, and it's
unbelievable—a spectacular big band
session.

Bonzai: What do you think of digital
audio now, looking back on ten years
of digital history?

Sides in one of his microphone vaults

Sides: We are in a place where things
could improve greatly, but at this
moment 1 am a little disappointed with
digital. I recorded the first commercial
digital release, Diahann Carroll and
The Duke Ellington Orchestra, on the
Soundstream system. Although it suf-
fered from a few problems, it was a
good-sounding machine. We've seen
different systems come along, and
some improvements. [ always ask,
does it sound like the source or does
it sound different? None sound as good
as the source, but some are closer than
others.

Bonzai: Do you have better results
with analog?

Sides: Generally, yes. There are losses
in both, but to me, the losses in digital
are more severe in respect to overall
resolution. It’s like looking at a photo
in the newspaper and seeing all the
dots vs. a high-resolution negative.
You lose a lot and you gain some

things. Noise level is less, but along
with that a lot of low-level, high-
frequency material tends to disappear.
You get no noise, but you get less
music.

Bonzai: Is it easy for engineers to slip
into your studios?

Sides: Well, we have a number of
engineers and producérs who like our
approach. One of our best clients is
Glyn Johns, who just did the new John
Hiatt record with Jack Puig, an incred-
ible piece of work. Another client who
I like very much is Elvis Costello, who
appreciates what we do. In fact, his
engineer, Kevin Killen, recorded the
Spike album in Studio 2 at the Western
building. They mixed in London, but
decided to come back and remix the
entire album here on an old Class A
discrete Neve console with all our
modifications. And now Kevin is mix-

ing the new Mr. Mister album in our
Studio A. T-Bone Bumett is another
friend, and Ry Cooder does all his film
soundtracks with us.
Bonzai: In the history of recording,
who are the engineers you admire the
most?
Sides: I really respect Bruce Swedien.
In 1959 he made one of the definitive
classical recordings—the 2001 theme,
“Also Sprach Zarathustra,” with Fritz
Reiner and The Chicago Symphony. A
remarkable classical recording that still
stands out today as incredible. And
here is the same man who recorded
Michael Jackson’s Thriller, which
brought an entirely new sound and set
a standard that hadn’t been heard
before. He's a gentleman who has
been at this for a long time but is still
current.

Another man I have a tremendous
amount of respect for is Bill Schnee. 1
feel that the most difficult form of
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nominated our AE-4 speaker systemin not one, but two categories of
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world.

The AE-4 loudspeaker is a two-way, electronically coupled sys-
tem providing high acoustic output, smooth response and very low
distortion. Designed for use with the new generation Advanced
Technology P-4 Processor, the AE-4 system is a versatile performer
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tems technology, Apogee’s new “P” series processor brings to the
AE-4 system an integral subwoofer output and anadvanced “User-
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LUNCHING WITH BONZAI

recording is direct-to-disc, and Bill did
some exceptional records, such as the
one with Thelma Houston. For me, it's
the most fun trying to do a record like
that, live. Live-to-2-track is infinitely
simpler because you can edit between
takes.

And Lee Hirschberg, who did most

of the great Sinatra records. He's been
in the business for a very long time,
and he's sttt as good as ever.
Bonzai: Were your sessions with
Sinatra enjoyable?
Sides: Yes, a lot of fun, with Quincy.
We had large orchestras, and it was
interesting for me as an engineer,
because the whole band was rehearsed,
and I had plenty of time to geta sound.
I had a mic set up for Frank with a few
baffles around the side, because he
doesn’tlike to be in anisolation booth.
I was very happy with the orchestra
sound, and I had some stand-ins for
Frank to set the levels as close as |
could guess.

Frank came in, walked up toQuincy
and said, “Let's take it.” He goes over
to the mic and I haven't even heard
him yet. No chance to set levels, no

chancetosetanything. And with Frank.
it has to be right. We started recording
and halfway through the first take,
Frank said to stop. he didn't like what
he was doing, “Quincy. lets just pick it
up right here.” They counted it oft and
finished the song. Frank says, “Next
song.” That's it.

Bonzai: Any other big names that
stand out in your memory?

Sides: Well, 1 did the last two Count
Basie albums before he died. Those
were tremendous fun. T had recorded
albums with him before—one of the
nicest people T ever worked with, and
[ felt privileged to do those albums.
And I remember a very special album
with Ella Fitzgerald and Nelson Riddie,
She came in and her pitch and per-
formance were so incredible. T also
remember working with Rosemuary
Clooney and Woody Herman. Killer
performances.

Bonzai: What about producers? What
makes a great one?

Sides: I tend to like working with
musical producers, people who are
knowledgeable and involved in that
respect. Some producers tend to be
executive producers, putting people
together to create something.

Bonzai: Anything clse on your mind?
Sides: There is something very impor-
tant that I think has become a bit of lost
art. For me, being able to walk into a
control room and bring up micro-
phones and have it sound great and
accurate on the big speakers is very
important. When all the musicians
come in for that playbuack. you wantto
have an impressive sound, but it must
have a semblance of reality.

The better the system is, the better
a great recording sounds and the worse
a bad recording sounds. The  hi-fi
audiophiles spend more and more
money, and there are only a few great
recordings that sound better. The av-
crage recordings sound worse and
worse. The better recordings are few
and far between.

If there is any one thing that sepa-
rates Ocean Way from other studios,
it's the monitors. Most of the engineers
at our studios mix on the big speakers.
They may have a mix, and say they
balance out the whole thing on a set of
Yamaha NS-10s. Sounds fine. Now,
you go up to the big speakers. “Too
much sibilance on the lead vocal, hi-
hat is a little harsh. the low end of the
kick drum isn't quite right.” So you

2400 WATTS - 40 LBS.-2 RACK SPACES
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New High Efficiency Technology from Yorkville Sound brings
you a stereo power amplifier capable of delivering the full
dynamic range of today’s music. The AUDIOPRO 3000 is an
outstanding value in terms of performance, size and reliability.
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LUNCHING WITH BONZAI

rebalance to correct those things. Go
back to the Yamahas and it hasn't
changed.

The Yamaha is a great speaker for
determining vocal balance, instrumen-
tal balance, but there are a lot of things
that get by you. A pair of good, high-
resolution speakers makes for a much
better recording.

Another thing that is ditficult to
determine is the actual size of the mix,
how big it is. If you put it up on the big
speakers, you balance so that it is
impressive, has impact, low-end
punch—everything is defined, every-

thing is clear. Go back to the Yamahas
and it sounds great. It's smaller, but it
sounds great. It's possible to get a
median line that sounds great on both
speakers. And if it does sound great on
both systems, then you're set.
Bonzai: Whatisthe key to your monitor
syslems?

Sides: Difficult to describe, because
I've been working on it for 20 years, 1
think I've come up with something
unique. The hardest thing to do is 1o
get a set of speakers that sounds great
at a low level, but also sounds great at
a loud level. And you need a system
that can tolerate the abuse that goes on
in a typical studio situation. You get

Do You
Know
these

terms?

Monitor — a reference loudspeaker system for
the mixing and mastering of recorded music.

Standard — a reference from which qualitative
judgements can be made.

Tracks — (noun) channels on a multi-track
recorder (verb) accurately reproduces the audio
qualities of another transducer.

Monitor Standard™— a close-field recording
monitor system from RADIAN. The only one
which accurately tracks large recording monitors.

What does all
this mean?

RADIAN'’s new MM-8 Systems are
the only close-field monitors to
utilize full-sized compression drivers.

RADIAN’s new MM-8 Systems
reproduce explosive transients
with clarity and ease.

No more distortion or break-up from
fragile domes and cone tweeters.

RADIAN's new MM-8 Systems

provide coherent, point-source
sound for superior stereo imaging.

Model MM-8

RADIAN’s new MM-8 Systems eliminate the “sweet spot.” Their ultra wide-angle (120°)
dispersion delivers the same tonal balance to everyone seated at the console.

Call RADIAN to arrange for an audition in your recording studio.
RADIAN Monitor Standard™ Systems are sold exclusively thru Authorized Dealers.

REPIGMN

AUDIO

4520 E. Eisonhower Circle o

Anaheim, CA 92807

ENGINEERING |INC

o (714)693-9277 o FAX(714) 693-9278
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one engineer who monitors at jet en-
gine roar levels, staggering beyond
imagination. And we do such a variety
of dates. One day it's straight-ahead
rock 'n’ roll, the next day it's a string
quartet, followed by a 70-picce or-
chestra date. We have to have moni-
tors that can cover all that territory and
hold up under duress. That has taken
a lot of work.

Bonzai: What dramatic differences do
you see in the future?

Sides: | am intrigued with the 20-bit
digital machine. Right now we have a
16-bit, 44.1kHz standard in the CD. 1
am hoping for a dual standard CD, just
like VHS and S-VHS—a player that
would play a multi-standard CD, one
with higher resolution and  higher
quality. Asan engineer, fam continually
frustrated that T have this master tape
and 1 end up with a CD that is not
comparable, not as good. Not that it's
bad—and no one can argue about the
convenience and the reliability of a
CD. It's a remarkable format. I don't
buy LPs anymore, although the first
couple of cuts on vinyl are capable of
sounding better than a CD. After that,
it's all over, because of the inner-
groove distortion and high-frequency
roll-off and other problems in the
medium, and the format is so crude.
But it is true that the first few cuts on
a good system will blow away a CD if
it's all done right and the pressings are
great. But how many plays is it good
for? I'd like to see us go from 16-bit to
20-bit digital.

Bonzai: Sounds like you're calling for
a major overhaul in the industry.
Sides: Well, let's keep the present
format and have another for those who
want to pay extra for a multiformat
player. And I'm hoping that we can up
the performance of the multitracks.
George Massenburg and I have been
doing some research and consulting.
What is intriguing. and this is my
understanding, is that on a regular 16-
bit CD, the quality is rarely better than
14-bit. But if you record in a 20-bit
format and transfer to a 16-bit format,
you end up with a full 16-bit CD, and
a better-sounding finished product. It
is a way to improve the consumer
product without changing the format.
That is remarkable. 1 think a 20-bit
machine will be the next big im-
provement. n
When told Michael was next door, Mix
contributing editor Mr, Bonzai re-
sponded “Michael who?”




e rT.o1._ %
AL SN B B SR A g I BFOUERC | T S L e I IR T A S AL TS 3
.{Il.lllll h[;J=1;]c,]="l;\l'\\\\y&\\\.‘Lk
O O [ gl O Tl T P TR Tl T

A & 2 EE AL I T Ol

(W N o H

THE FIRST CONSOLE
HAT TALKS MIDI.

o console is versatile enough to be
all things to all people. At Soundtracs,
we believe you've got to specialize.
Especially in MIDI recording, where lots of
different jobs (and inputs) have to be juggled
at once without wasting valuable time.
That, in a nutshell, is the thinking that
went into the Soundtracs PC MIDI console.
Its inline design maximizes sonic purity
to produce the clear, radiant sound British
consoles are famous for.
The PC 24 channel can provide input-
hungryv MIDI musicians with an impressive
56 inputs to handle all their MIDI gear.

© SOUNDTRACS PLC. 1999

Its MIDI Mute Automation streamlines
mixdown with easy, hands-off muting for
individual inputs (or groups of inputs) on
any of 16 MIDI channels. All of which can
be recalled as patches from the PC’s master
module or a MIDI sequencer.

And the PC is flexible enough to handle
8, 16 and 24 track recording.

Soundtracs PC MIDI. For those who
record and mix MIDI, we’ve designed the
first console smart enough to speak your

language.

SOUNDTRACSZ=

Soundiracs didributed exclusively in the United States by:
Samson Technologies Carp., Hicksville, NY 11801,
TEL (516) 932-3810  FAX (516) 932-3815
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MULTITRACK
RECORDING

TWENTY YEARS AGO, A CUFTING-EDGE RADIO PRO-
duction studio consisted of a 12-channel ster—
eo console with no effects sends, returns or
EQ, a few 2-track reel-to-reel machines. three
turntables, a dynamic microphone, and two
or three cart (tape cartridge) machines. So-
phisticated production in such a studio often
involved gratuitous dubbing, resulting in sev-
eral generations of tape noise and distortion.

While such audible side-effects of the
production process were toleruble when AM
was king, the ascent of FM, the increased
quality-cansciousness of listeners, and the
emergence of digital recording and the com-
pact disc have pressured radio stations 1o
increase the flexibility and sound quality of
their production studios. Many radio station

60 MIX. SEPTEMBIR 1990

by Tony Thomas

production studios now reflect the techno-
logical advances of the last decade and the
audio quality made available by the new
digital media.

But it’s difficult tor radio stations to keep
up with recording studios in terms of equip-
ment. A massive load of debt service was
incurred by many stations as the prices of
radio properties spiraled upward during the
‘80s and deals were tunded by Wall Street
speculdators. As balloon payments for those
properties become due, many stations are
forced 10 look at their balance shects.

In fact, that trend has already begun. One
frustrated major market broadcast engineer
confides: “What has happened in radio today

is that vou have a lot of people looking at the



bottom line so hard that they shoot their foot off. Asa result,
it is very difficult to sell [digital] technology to management.”
Still, some stations have been able to keep up with the
emerging technology by considering it an investment in their
station’s sound.

WQHT-FM, New York

WQHT-FM is onc of New York City's top-ranked Contem-
porary Hit Radio stations. Situated in the most competitive

radio market in the country, WQHT has its equipment arse-

nal stocked with sonic weapons, that will keep it at the front

You're on the Air!

MIXING FOR LIVE RADIO THEATER
BY TOM KENNY

There was g time, long betore Coshy. Rosecnneand
The simpsons, when radio was king. There was no video.
It was simply sound and the listener’s imagination
Families followed the adventures of Fibber McGee and
Molly, the Lone Ranger, The Shadow and other heroes
from largely forgotten radio dramas.

But not everybaody has forgotten. A small group of self-
proclaimed radio junkies meet for five days each Sep-
tember in Columbia, Missouri, to put on the Midwest
Radio Theater Workshop. Their eftorts culminate ina live,

PHOTOS PETER ANGER

of the pack. Among these is the New England Digital
PostPro™ 8-track Direct-to-Disk® recording system with
two-and-one-half hours of disk storage, three-and-one-alf
minutes of RAM, 32 voices, optical disk and four Winches-
ter drives, a Trident 24 console and an Otari MX-70 8-track.

According to WQHT production director Rick Allen, “The
intent of putting a leading-edge studio at our station was not
as a profit center, per se, as much as it was to keep on the
torefront of technology in a market where one ratings point

can translate into millions of dollars of revenue. I we can

Saturday night production of real-time radio drama,
completely produced by workshop participants. The
show 1s open to the public: roughly 350 people catch it
live from the historic Missouri Theatre.

From a mixer’s point of view, the demands of live ra-
diotheater are enormous. There’s music from a live band
voices (high and low). live effects, tape effects and, now,
sampled effects. Jane Pipik, engineer at WGBH Radio in
Boston and technical director at MRTW, says the most
nerve-riucking aspect of live radio drama is the
“unpredictability of everything from the actors to the au-
dience 1o equipment failure. Nothing is taken for
granted when it's live.”

“Live” means live to the house and live to public ra-
dio station KOPN in Columbia via satellite teed, both of

which require a separate submixer. Six submixers, in fact,
are ganged around the main 33-input Soundcraft 20013:
broadcast, music, ambience, communications. effects
and house. Outboard effects are added at the main desk
with a stereo feed sent to the broadcast mixer.

This past year marked the first time the performance
wus recorded to multitrack, enabling more precise post
work for a satellite link to NPR stations across the coun-

CONTINUED ON PAGE 63
(Top photo): A stage-wide view. (above): Isolation

booth on stage; director in the pit. (left): The live
Foley table.
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Another Smash Hit!

Is the Gremlin
Hissing You Off?

If so, the dbx 563X Hiss-Reducer® will put a
smile back on your face and your sound back
on the charts. Our patented dbx circuitry is
easily adjusted to wipe out the hiss and noise
gremlins that plague your system. Digital hiss,
“I've-got-a-million-effects-boxes” hiss, tape hiss,
whatever—our 563X will flatten the hiss before
the hiss flattens your music.

Cut the Hiss, Not the Music
Most Hiss Gremlins live in the same frequencies
‘ave that add brightness to music. That’s
why equalizers and other noise
A% reduction solutions usually zap

your sound along with the hiss.

The 563X gets rid of steady state hiss, but
preserves those high frequencies that add punch
to your sound. Our system simply works
better—you can hear it right away for yourself.

Don’t Get Hissed, Get Even

Don’t let the Gremlins get you. Call dbx now for
the name of your local 563X dealer. Hear why the
563X is a smash with performers and engineers!

L

v/ Adivision of
4 AKG Acoustics, Inc.

Mo i 1525 Alvarado Street

PRODUCTS e San Leandro,
5“ California 94577, USA
Tel: (1) 415/351-3500
Fax: (1) 415/351-0500
INDUSTRY STANDARD

COMPRESSOR/LIMITERS « NOISE REDUCTION SYSTEMS +« EQUALIZERS - MODULAR PROCESSORS
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do something to keep the attention of
the listener and increase the time spent
listening, it's worth it for us in the long
run. Plus, our parent company, Emmis
Broadcasting, is really good about
giving us the tools we need to fight the
battle. In fact, it wasn't even my idea to
put the Synclavier in. Top management
came to us and gave us the option.”
WQHT bucks the trend established
by most large stations by not airing
compact discs—fast becoming the
music medium of choice. “We don't
use CDs on the air because we take the

—FROM PAGE 61. LIVE RADIO THEATER
try in April.

Pipik says, “We've incorporated
a lot more technology in the five
years I've been here. We didn’t use
to use any sampled effects, and now
we have a sampler player named
Leo Weatherell. That's in addition to
tape playback, in addition to a
whole area set up for live effects.
Rather than get simpler, I think our
job has gotten more complex.”

Since there really is no MRTW
equipment budget, all the gear is
begged and borrowed from par-
ticipants, local studios, sound com-
panies and a few manufacturers,
including Studer Revox and Beyer
Dynamic. Setup, blocking and
technical run-through take place
within 36 hours. Dress rehearsal is
the morning of the show. Dave
Taylor, station manager at KDHX
(St. Louis) and tech consultant at
MRTW, says, “We're basically wir-
ing a major league studio in an old,
funky theater in the course of 24
hours.”

Taylor is also responsible for the
effects mix, which includes a live
Foley table and MIDI keyboardist
onstage, and tape playback effects
in the booth. “We try to do as many
of the standard sounds as possible
live onstage,” Taylor says. “That's
everything from footsteps to
breaking glass to doors opening
and closing.”

The Foley table, a favorite with
the kids in the crowd, is miked on
top with a Shure SM53 condenser to
gather a good high-end. It’s miked
below, where the footsteps fall,
with a Sennheiser MD-421 or Shure
SM57. Horse hooves are still done
with coconuts, cigarette-package
cellophane sounds like a crackling
fire, and thunder...well, at MRTW,

eight- and nine-minute dance mixes of
songs and edit them down to single-
length—four or four-and-a-half min-
utes,” says Allen. “As a result, we can'’t
pull off of the CD. We go from CD to
the Direct-to-Disk to tape cartridge. Of
course, that will change as soon as they
perfect the recordable CD. In fact, our
corporate chief engineer won'teven let
us invest in DAT for that reason. He
feels that the recordable CD is just
around the corner.”

The use of custom remixes has also
given radio stations like WQHT a

thunder comes from a punching-
bag balloon filled with BBs, shaken
close to the mic then rolled off.

Tape playback effects are gath-
ered in stereo on a Sony D10PRO
DAT machine the week of the
show. Ambience effects like crick-
ets and birds are gathered live. This
past year, the play Film at Eleven
even required a trip to a local Burger
King to record sounds that could be
edited later for background.

Still, there are many possibilities
for playing around with natural ef-
fects. “We like to do the natural part
live and then embellish with all
kinds of different processes—not
just MIDI and tape playback, butall
the standard tricks like EQ, reverb,
room ambience,” Taylor says.
“Harmonizers are great for adding
multiple layers of voices. But it can
get overdone. I come from the old
school that allows for a lot of
imagination and creativity on the
partof the listener. [t'samazing how
little you really need.”

The same can be said of the
house mix, where Dave Bartlett,
house mixer and owner of Enter-
tainment Technologies in St. Louis,
intentionally downplays the house
in favor of the broadcast. A single
monitor stack, stage left, covers the
house.

“It was a vaudeville hall,” Bartlett
says of the Missouri Theatre, “with
an average reverb time of 1.8 sec-
onds. It’s extremely live, and I'm
into super minimal. I used the four-
way all horn-loaded P.A.—4560s,
the old radio horn and 2350s—all
JBL. The idea was a high-directivity
P.A. focused specifically into the
audience area. As far as I'm con-
cerned, I'd just like to turn the P.A.
off, but nobody will let me do that.”

As can be imagined, technical

competitive edge. It breeds listener
loyalty because a popular remix can be
heard on only one station in that mar-
ket. It also demonstrates the station’s
creativity and ability to track the musi-
cal tastes of its audience.

Because radio stations have moved
from 2-track production to multitrack
within the last decade, Allen had to
relearn tasks once performed with ra-
zor blades and splicing tape. “I had a
real hard time adjusting to digital edit-
ing since I did razor-blade editing for
15 years,” Allen says. “Now that I'm

cues play a pivotal role in produc-
ing any radio drama. Steve
Donofrio, production trainer at
KOPN and tech consultant to
MRTW, is responsible for the com-
munications mixer. He sets up
onstage and makes sure the right
people can talk to the right people.
A Clear-Com system takes care of
the “grease” channel, or active
channel, and a secondary system
handles the “brief” channel, which
monitors any technical mishaps
while the show is running,.

Donofrio is also partly respon-
sible for gathering equipment and
setting up the stage. He runs what
is known as the “tech bar,” for
peopleto check equipment, and he
helps arrange the 22 mics onstage.
To help minimize leakage, an iso-
lation booth with a window sits
center stage. When David Ossman
of Firesign Theater fame brought
back the character George Tirebiter
as the voice of God in a 1988 pro-
duction, “God” sat in the iso booth
and his voice went through a Lexi-
con PCM70 reverb.

Now in its 11th year, MRTW is
the country’s longest-running con-
temporary radio theater project.
The 1989 production, which in-
cluded a David Ossman adaptation
of Frank Corwin’s 1941 classic The
Odyssey of Runyon Jones, won a
National Federation of Community
Broadcasting Gold Medal award for
live radio drama.

MRTW 1990 will take place in
Columbia, Missouri, from Septem-
ber 17-22. Call Diane Huneke at
(314) 874-1139 to see what's on tap
for this year. ]

Thanks to Richard Fish, perform-

ance director at MRTW and long-
time radio head.
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used to it, I love it! It gives you the
chance to go for a really creative edit
that you wouldn’t have the guts to do
with a razor blade, especially consid-
ering the time constraints you are un-
der in radio. The mere thought of hav-
ing to make a splice just to try it and
then having to put it back together if it
doesn’t work is too time-consuming.
With the digital system, I can try
something, and if I don’t like it Tjust hit
‘paste’ and it's right back the way it was,

“However,” Allen adds, *most of the
digital systems are not quick enoughto
replace analog tape for routine pro-
duction tasks. When the program di-
rector hands you a piece of copy and
says, ‘This has to be on the air in 15
minutes,” you don't have time to load
the voice track, load the music track
and line up events on a sequencing
page. A simple voice-over music picce
that takes two minutes to produce on
analog takes 25 minutes to do on a
digital system. They're going to have to
write software that is radio-specific
before digital workstations will really
take off.”

WGCI-FM, Chicago

WGCI-FM in Chicago also opted forthe
PostPro system. As an Urban Contem-
porary station in one of the black music
centers of the U.S., WGCl felta need to
remain technologically competitive.
According to Jeff Andrew, WGCI's
chief engineer. “Gannett [WGCI's
owner] was looking at the Synclavier
system for KHIS-FM in Los Angeles and
for our station. We looked at the cost
of building an analog room and dis-
covered that for a little more we could
have a full-blown digital system. We
are the only Midwest radio station with
the PostPro.”

In addition to the 8-track PostPro,
WGCH has a Yamaha DMP7 automated
mixer, Harris XI3-001 DAT machines
for mixdown, an Otari 5030, several
processors and an array of MIDI gear.
With all this high-tech equipment,
WGCI faced the challenge of finding
the talent needed to make the invest-
ment pay off.

“One of the big problems with the
digital system is it is difficult to find the
right kind of person to actually run it,”
Andrew says. “You generally have to
find a recording studio engincer with
a music background. Most production
people can provide voice-over talent
as well as operate the equipment, but
with the digital system, you need both
an engincer and an announcer.”

Despite the talent crunch, Andrew

is quick to point out the benefits of
multitrack, digital multitrack in par-
ticular. “In radio, everything has gone
multitrack. There aren’t too many sta-
tions that don't have at least a 4-track
machine. With 8-tracks, it's just so
much easier to lay down everything on
aseparate track. With our digital room,
we are able to use a much smaller
room than for analog recording since
we don'tuse a huge console. Plus, we
can store all our jingles and sound ef-
fects on the hard disk.

“We have somebody here who
does customized jingles for clients.
We'll doa package in which somebody
writes the spot, produces the custom
jingle and then voices the spot. We do
all the production from head to toe,”
Andrews adds. *Its starting to become
a profit center for the radio station, and
we've only had the system together for
the past six months.”

Like WQHT, WGCl takes the time to
custom-remix records. “There isa lot of
rap music we have to remix because of
lyrics.” Andrews says. “We also remix
a lot of records in cases where we
aren’t satisfied with the original mix.”

WBLS-FM, New York

The station that many believe has de-
fined the Urban Contemporary sound
nationally is WBLS-FM. Remix masters
such as Shep Pettibone and Jellybean
reportedly got their start by remixing
dance hits for the station. Program
director Frankie Crocker was so
popular that he used to commute
weekly to WBLS' former sister station
in Los Angeles. In addition, the station
is tied to the history of black music
through its ownership of the legendary
Apollo Theatre in New York City.

Anthony Richards, WBLS produc-
tion director, details the genesis of the
station’s dance mixes: “We do specific
mixes. What usually happens is that
one of the DJs will come in with his or
her 1/2-inch master, We edit it down,
throw in sound effects by locking it up
to the 4-track. We've even done a
couple of records here. One of them
was “The Poem’ by Bobby Konders.”
Making records at a radio station is not
a new phenomenon. In fact, many
classic sides by James Brown, Ray
Charles and Little Richard were re-
corded at radio stations 30 or more
years ago.

The station’s production studio in-
cludes a Ramsa 8428 console, Otari 4-
track machine, two Mitsubishi VHS Hi-
fi machines, two DAT recorders, an
Eventide H3000 Ultra-Harmonizer,




three Otari M1TR-10 1 2-track machines
and a wide setection of MIDI gear and
digital eftects.

Although Richards maximizes the
equipment at his disposal. he plans 1o
upgrade some of the station’s gear
soon. “We've outgrown the 4-track,
he says. “Treally would like 1o get a 24-
track machine in the near future.” The
station is also reportedly planning to
take delivery of the $23.000 Yamaha
CD recording svstem later this year.

KIIS-FM, Los Angeles

One of the stations that established the
primacy of the CHR format nationally
is KIIS-FM (pronounced “kiss™). With
the zany antics of its nationally known
morning man. Rick Dees, and its
eclectic blend of rock. dance and pop.
the station rose from obscurity 10
dominate LA, radio. The station’s
production tools reflect its high-energy
tormat. To handle the workload, the
station uses a Studer Editech Dyaxis 2-
track digital workstation with a 350M13
hard disk. an Emulator I, an Otari M\-
70 8-track machine and an arsenal of
effects.

According 1o KIIS production di-
rector Ron Shapiro, the Dvaxis svstem
is used primarily for storage of the
station’s jingles and sound etfects,
while the Emulator serves a different
purpose. I use the E-IIT mostiv for
voice cffects and sometimes for sound
effects.” hesays. While it may seem like
overkill to use an expensive sampler
like the E-ITT for voice manipulation.
the density of CHR promos can be
overwhelming.

“Most of the promos we do here
have so muny ettects, sounds and
music changes that it would be close to
impossible 1o do it 2-track.” savs
Shapiro. It would take tour to five
times longer than with the 8-track. I
would like 1o have 16 tracks.”

Shapiro is quite pragmatic about his
criteria for equipment selection. “The
higgest factor in choosing new equip-
ment is whether or not it will help the
sound of the station. Other factors we
consider are the cost and whether it
will fit into the budget.” he savs

KQLZ-FM, Los Angeles

KIIS-FM's crosstown rival, KQLZ-FM
(known as Pirate Radio locally) at-
tempted to stack the deck by hiring
former Z100 (New York) morming man
and “Morning Zoo" creator Scott
Shannon for the PD and morning shift
posts. He is sometimes credited for
taking the New York station’s ratings
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from “worst to first™ in a single rating
book. The station is known for its
blend of rock. CHR and new music, as
well as its highly produced sound. The
station uses a Studer/Revox 900 Series
console, Otari MX-70 16-track, a Lexi-
con 480L, Eventide H3000 and an array
of MIDI equipment and effects gear.

The station maintains two separate
production studios, as was the case
with many of the stations [ talked to. A
small, bare-bones 4-track studio is used
by the station’s on-air staff for routine
production, while its 16-track studio is
used predominantly for station pro-
mos, music beds, drops and liners.

One of the interesting things about
the station is its massive investment in
Dolby SR processing. Accordingto the
station’s assistant chief engineer, Kevin
Scott, *We have Dolby SR on all the cart
machines. Eventually, we'll have SR on
every tape machine in the radio station.
I would guess that we have $60,000 in
Dolby SR alone. When you don't want
CDs messing up on the air and you
want that quality, it is worth the in-
vestment.”

WABB-FM, Mobile, Ala.
To see what is happening in smaller
markets, we contacted Chip Maples,
production director of CHR-format
WABB-FM in Mobile, Alabama. The
station’s production studio is outfitted
with a customized MCI console, Otari
5050 8-track, Scully 2-track, a wide
range of MIDI gear including a Roland
$-50 sampler, and outboard effects.
While Maples is swamped with sta-
tion promos and commercial produc-
tion and has little time for the remixes
commonly done by his big-market
counterparts, he still sings praises for
the power of multitrack recording: 1
can keep the basic elements of my
promos on the multitrack and thenadd
the changing elements of the promo,”
he says. “Multitrack also helps when
we have rotating sponsors. 1 can eas-
ily swap out sponsors’ names without
destroying the commercial.”

Back to the Future

While digital equipment will have a
definite effect on the quality of radio
production in the future, these digital
tools will be used in much the same
way as cart machines, turntables and
tape decks were in the past—to com-
hine voice, music and sound effects
into jingles, music beds, sweepers and
commercials. It remains to be seen
whether manufacturers will adopt
these metaphors to make their systems
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more user-friendly to the broadcast
production professional.

WQHT's Rick Allen paints an inter-
esting picture of how a radio station
may look in the future: “If digital
memory comes down low enough, we
may see a completely digital radio
station. There will be a computer
screen in the program director’s office,
one in the music director’s office, one

MIDI on the Aie

In their efforts to maximize pro-
duction power while watching the
bottom line, many radio stations
have discovered MIDI equipment
and low-cost digital effects. MIDI
gear gives those stations that cannot
afford the most expensive digital
toys a considerable amount of flex-
ibility.

Samplers and sequencers, in
particular, can emulate many of the
functions and features of high-
priced digital workstations, albeit
without the memory and fidelity. A
single sampler can replace several
CD players, turntables and cart ma-
chines, especially when used to

| store sound effects, musical “hits™

and short voice “drops.”

“MIDI was one of the things that
gave me a leg up on other folks in
this business,” says WQHT-FM's
Rick Allen, who also owns a home-
based radio production firm active
in 60 markets. *T actually got out of
radio production for a while about
five or six years ago and worked in
sales for a jingle production com-
pany inthe Midwest. The owners of
the business were getting into MIDI
just when it was starting to happen.
I would hang around the studio and
learn how to operate the MIDI gear.
When 1 got back into radio pro-
duction, T was fortunate to under-
stand MIDI as soon as it started to
take off.

“MIDI has allowed me to tie a lot
of geartogether and get a sound that
is a lot bigger and thicker in less
time. MIDI also gave me the chance
to goof around and try things musi-
cally that I never would have tried
before, I was especially interested in
samplers even before the “stutter’
effect got big in radio. [used to have
an Akai 5612 sampler and load a
bunch of sound effects onto those
little Quick Disks. That is when most
guys were putting their sound ef-
fects on cart. Now, I have an Akai

in traffic, one in production and one in
the air studio tied to a system con-
taining the format, music and com-
mercials.” |

Formerly a studio owner in the Los An-
geles area, Tony Thomas is currentlyan
engineer, disc jockey and ad agency
owner in Cleveland, Ohio. He is a fre-
quent contribitor to Mix.

— 1
S1000 at home, and 1 lay an entire
car sound effects disc, for example,
across the keyboard. T do the same
thing with the Synclavier here at the
station.

“Athome, I lay a SMPTE track on
one track of my 8-track. You can get
super-precise laying in sound ef-
fects as events using MIDI time
code. That is something I think will
open up more once stations add
more tracks.”

WBLS' Anthony Richards uses his
MIDI setup to supplement his four
tape tracks. “Tuse MIDI primarily for
sound effects. T have a number of
sound effects on disc that I will bring
up on the Casio FZ-1 keyboard.™ he
says, “Sometimes I will also sample
the voice into the sampler along
with sound effects to double the
effective number of tracks and lock
my sequencer to the 4-track using
FSK. With the sequencer, it is very
casy to edit and move things
around.”

Even non-musicians can use
MIDI gear for production tasks. As
WABB's Chip Maples explains, “We
use MIDI for promo beds. T lay
down the basic tracks on the 8-track
and then overdub effects from our
S-50. Tam not a musician and am
generally looking for non-melodic,
rhythm-based beds that don't dis-
tract from the promo. I keep sound
cffects, sweepers and some voice
cffects in the sampler and lay them
into the mix.”

For most stations, an entire MIDI
studio can be purchased for much
less than a broadcast console, and in ‘
some cases, even less than a few
quality cart machines. The potential ’
of samplers as low-cost digital
workstations has barely been ex-
plored. As radio producers continue ‘
to unlock the power of MIDI, the
result will be more sophisticated
production available to radio sta- |
tions with less-than-megabuck
budgets. ‘

—Tony Thomas |




ScreenSound. A fully integrated
audio for video editing suite

Post production facilities need to take
advantage of the efficiency offered by today’s
technology. Speed and creative flexibility are
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Simple to learn and fast to use, a cordless
pen, tablet and RGB monitor provide control of
all ScreenSound functions.
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dialogue and effects to be laid back to picture
and synchronised to the exact video frame.

Edit, review, time offset, track slipping,
cross fades and many other production
techniques are available at the touch of a pen.
Gain and stereo pan controls can be automated
to timecode.

AES/EBU interfacing keeps digital audio
transfers free of analogue distortions and losses,
preserving the highest audio integrity through
to the final format.

Above all, ScreenSound is a dedicated
system - purpose-built to bring the advantages
of hard disk sound manipulation to audio
post production.
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HS322 Sampling Board

ventide engineers just can’t stop
teaching the Ultra-Harmonizer® new
tricks. First the eight new algorithms

and 200 new presets in our SE ConKit. Now,
11.8 seconds of stereo or 23.7 seconds of
mono sampling with the HS322 Internal
Sampling Board option.

For $995, the HS322 adds 16 bit, 44.1 kHz
sampling to any H3000 Ultra-Harmorizer's
audio processing capabilities. And Eventice’s
unique pitch change technology makes it
easy to do things no ordinary sampler can.
Change playback length on the fly without
changing the pitch, to make rhythm loops
that groove perfectly at any tempc. Or
change playback pitch (from the front panel
or any MIDI keyboard) without changing
length, to transpose parts or tweak timbres
without EQ-ing. The HS322 can also work
like an ordinary sampler if you do wart to
change pitch and length simultaneously.

The HS322 board records two stereo or mono
sounds, with the flawless audio quality that’s
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Looping Is Only
Our Newest Trick.

made the H3000 a studio favorite. You also
get fast, flexible, precise control. Start
recording and playback manually, via MIDI or
audio trigger. Edit Start, Stop and Loop points
using the tamous Eventide Knob to “rock”
audio, or enter locations on the keypad.

Impressed? Ultra-sampling is just part of the
H3000’s best trick—the way it keeps your
original investment growing in power and
performance, without making you buy a whole
new box. If you're ready for the digital audio
processor that's more than just another “fad
box,” it's time to visit your Eventide dealer.
And sample the future.
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by Dan Daley

THE NEW
MiIDDLE CLASS

JEFF LAYTON REINVENTS HIS WORLD

eff Layton is not one of those jaded
jingle guys who have permeated the
New York session scene since the
Pleistocene era—the type that bitches
and moans about 9 a.m. calls for Sugar-
Coated Toxic Widgets dates while
plotting on picking up a pair of
iguana-hide cowboy boots later in
the day with that

nessman and person.

An early dabbler with the open-
reel 4-track format, Layton moved up
to a Tascam 8-track several years ago
before making the big leap to his own
dedicated facility. He took over an
adjacent apartment in his building in
January and, with business manager

STUDIO VIEW

morning’s double-
scale check. One gets
the sense that Layton
actually enjoys the
challenge of being
creative in what
might be the music
business’ most frus-
trating division.

But Layton admits
that after 15 years on
the morming circuit,
holding afternoons
and evenings open
for record dates with
artists like Maynard
Ferguson and Janis
Ian, he sensed im-
pending burnout. He
recently put $100,000
into expanding his
personal project stu-
dio—doubling the
existing invest-
ment—in his Chelsea

apartment. Surveying

the results, he reflects, “The feeling of
just loving to play the guitar for its
own sake is just starting to come
back. You can't be totally vulnerable
from an artistic point of view and be
a session player; you need to have
tough skin. You can’t really create
under those circumstances as well as
when you work on your own.”

It’s not that Layton was looking to
chuck the commercial world; rather,
he sought to twist it to accommodate
his own evolution as a player, busi-

Barbara Soehner, designed a control
room and isolation booth. Both rooms
were built by local constructionist
Leonard Manchess.

Large-paned windows and a sky-
light prevent the notorious New York
“studio tan.” A combination of pale
pink walls, white ceilings and deep-
green, marbleized laminate cabinetry
combine to make Jeff Layton Produc-
tions comfortable and familiar to both
sneaker and wing-tip wearer. That's
good, because Layton aimed squarely

PHOTO: WILLIAM LUDLOW
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STUDIO VIEW

at his old business to support his new
venture. Since expanding carlier this
year, JLP has handled jingles for Pru-
dential, Mitler Genuine Draft, Dole,
Arrid and Milky Way, as well as
underscores for Hyundai, Miller,
Xerox, M&M's and Campbell’s, among
others. Layton also writes and arranges
for projects.

The main features of the facility
are the 40-input, 56-fader Trident 24
console and the Akai A-DAM digital
12-track recorder. *1 felt a bit lonely
when I bought the Akai 12-truck.”
recalls Layton. “Mine was one of the
first ones around here. 1 had to think
about what format 1 would be com-
fortable with. On one hand. 1 knew
that things were going digital and 1
had to follow suit: on the other hand,
I was familiar with tape and knew
that the DAT format was working
well. so T decided to go for the 8mm
Akai format and do my mixdowns to
a [Sony 25001 DAT deck. This way,
I'm working with tape and staying in
a totally digital format for a reason-
able price.”

Other JLP equipmentincludes Otari
MX-5050 2- and 4-track decks, a Sony
VO-9850 3/4-inch deck, an Adams-
Smith Zeta-3 synchronizer, and Lexi-
con, Yamaha and Alesis signal proc-
essing. Despite being known as a
guitarist, Layton studied trumpet at
the Manhattan School of Music and
has plenty of keyboard chops. His
array of synths include a Korg MIR, E-
mu Proteus, Yamaha TX802, Roland
D-50 and a Korg P3 piano module. A
Mac Plus with an Opcode Studio Plus
Two Interface runs Performer, Pro-
fessional Composer and Passport’s
Clicktracks, among other programs.

Layton’s role as a jingle sideman is
what provided the client base he
nceded to move out on his own. ~1
got to know the music producers at
the agencies over the years,™ he ex-
plains. “I approached them first about
arranging some jingles, and then
moved into writing and producing
them as well, T wasn't just walking in
off the street in terms of looking for
business for this studio; you can't do
that and expect to succeed. 1 feel for
anyone trying it that way; New York
is simply too competitve for things to
work like that.”

New York's competitiveness hasn't
changed, but the rest of the jingle and
studio scene has, as Layton readily

acknowledges. Citing the demise of a
number of well-known and scem-
ingly invincible rooms over the last
18 months, he says, “It was no longer
feasible [for agencies) to hire studios
and musicians for jingle demos. and
in many cases even for the finals,
even though it took them a long time
to realize that. The fees weren'tin line
with the escalating costs. Fdon't know
if the technology alone would have
caused these changes or if cyclical
variations in the economics of com-
mercials would have done it, but
certainly the two of them together
have made some definite irreversible

Fresh.

changes in the industry.”

The movement of the jingle indus-
try from commercial studios to project
studios is due toeconomics(most notably
cable television and New York real
estate prices) and personal recording
technology. It will leave Manhattan
and other major recording centers
with fewer, but stronger, commercial
audio facilitics and a plethora of
project and artist studios. The facts
have been speaking, loudly and as-
sertively, for some time. But the hu-
man elements of this revolution are
less casy to document. Coffee and

~CONTINUED ON NEXT PAGE

Canned.

People say that the AirCraft Music Library has the freshest
sound around. Maybe that's because it hasn't been sittin' on
the shelf for years. Call 1-800-343-2514 and we'll send you
our latest demo. Once you've heard our fresh sound, you'l
never settle for canned music again.

The AirCraft Music Library.
For people who can tell

the diff betwe
efre:r.Iaﬁaarf:cll‘::.anned.en

The AirCraft Music Library
n Street, Boston, MA 02114 1(617) 367-4962 :
et New York, NY 10010 1 800 343-2514 &
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croissants (paid for by the agency, of
course) while the engineer was set-
ting up became a social ritual for
session players on jingles. What be-
comes of this rite in the age of per-
sonal recording environments?

The control that the technology
affords to composers, arrangers and
musicians is enormous, but much of
it occurs in an increasing vacuum.
You may find that doing solos in your
underwear is liberating, but if a ninth
chord falls in the forest and no one
else hears it. does it really make a
sound?

The use of personal audio technot-
ogy in the project studio, coupled
with the need to produce @ commer-
cial product, seems to solve the social
issue to a degree by transforming the
home studio into an electronic fire-
place for musicans.

Layton aftirms, “Jingles are the
number one priority for JLP right
now: They coverthe nut. I've worked
on a few personal projects and on
some fora few friends there, but it has
come to take on a life of its own. And
I don’t mean to imply any negative

connotations in that. It's not a mon-
ster that needs to be fed, but rather an
extension of my relationships with
other creative people.”

However, Layton wonders aloud
whether or not the decline in the
everybody-at-once jingle tradition
might be deleteriously affecting the
level of studio players. “"Guys won't
be out there doing 15 dates a week
and staying real sharp,” he says. “The
studio musican’s skills might go the
way of the blacksmith’s. That's my
main concern about losing [commer-
ciall studios: losing the interaction
between players. T think musicians
are compensating for that by doing
more tive playing. Studio players are
out there now doing club dates and
otherlive performances—players who
at another time wouldn’t have con-
sidered doing anything but studio
work.”

Layton also acknowledges that
project studios might be hitting a
saturation point in the Manhattan
market. The technology now pro-
vides less of an edge than it once did
by virtue of its ubiquity. The result is
an increasingly level playing field for
project studio owners, “a4 democrati-

zation process in which good musi-
cians and writers and producers have
an equal shot at getting the account.”

For anyone who has been follow-
ing the home studio/commercial stu-
dio controversy that erupted on the
left coast last year, that democratiza-
tion carries other, more ominous im-
plications. Layton admits to a reluc-
tance to discuss the specifics about
his studio/tiving arrangements, other
than to state that he has his landlord’s
blessings. JLP doesn’t advertise, and
Layton says he hasn't and doesn't
intend to rent time to outside clients.
Besides underscoring the vagarics of
local zoning ordinances, this high-
lights the importance of having as
secure a client base as possible, one
that brings in a reasonable propor-
tion of money to that invested in the
project studio. “I don’t want this to
become so much a facility as a hubfor
other writers and producers and mu-
sicians who I can work with on
projects,” says Layton. “But the big-
ger and busier it gets, the more impor-
tant every decision becomes.” ]

Dan Daley is a Mix contributing
editor.
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MAGNUM

24 buss in-line
recording console
with 32-track
option, 4-band EQ,

~
..

V¥ OTARI MX-80
2" RECORDER

MX-80 features a
microprocessor-
controlled constant-
tension transport, a
full-function remote
controller, exceptional audio electronics, and

up to 72 inputs with
EQ at mixdown, 8 aux
sends assignable to
monitors, in-place solo
or PFL, 2 mute groups,
high-resolution 30-
segment bargraphs with
peak hold, 288 point
patchbay, fader muting/
automation ready.

connectors for interfacing to any SMPTE/ EBU
timecode-based editing system, controlier, or
synchronizer. Available as: 24-track, 24/32-track.

BEST SERVICE
BEST PERSONNEL
BEST PRICES

SUPPLY CO.
619 So. Glenwood Place, Burbank, CA 91506. Tel: 818/843-6320. Fax: 818/843-5754
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Anywhere you find MTE sound
equipment —that's practically
everywhere in the world —you'll
find Magna-Tech service read-
ity available. Not only when you
buy your equipment, but for as
long as you ownit. Our service
engineers are on the road vir.u-
ally every day of the year, call-
ing on customers, checking on
equipment, working with local
service people.

With sales offices on six conti-
nents, we can provide the rignt
post production equipment from
afullline that includes magnetic
film recorders and reproducers,

-— -4
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W
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N

THINK OF US AS A UNITED NATIONS

telecine magnetic followers,
video tape-film interlocks,
electronic looping systems,
dubbing systems, 16-and-35mm
electronic projectors. Or, we
can prov.de total facility engi-
neering and consultation.

More awards have been won for
theatrical and television fitms
on MTE equipment than all
others combined. We're ready
to help you win some too.

Magna-Tech Electronic Co., Inc.
630 Ninth Ave., N.Y., NY 10036
Telephone 212-586-7240
Telex 126191. Cable “Magtech”
Fax 212-265-3638

MAGNA-TECH ELECTRONIC

NEW YORK « LOS ANGELES « LONDON « PARIS » BRUSSELS « KEHL (WEST GERMANY)
STOCKHOLM « ROME « BARCELONA « ATHEN'S « JOHANNESBURG » HONG KONG » TOKYO
SEQUL « TAIPEI « MANILA « SYDNEY « AJKLAND « KUALA LUMPUR « MADRAS + CAR«CAS.

000

The SoundHeard Round the World
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NEw PRoDUCTS

GEFEN MAC
TRACKWRITER

Geten Systems (Woodland
Hills, Calif.) has unveiled a
new version of its Track-
writer™ software for Mac-
intosh computers. Previ-
ously only available for
the IBM PC, Trackwriter
reduces the hassles and
paperwork of an ADR
session and features the
automatic entering of
VITC or LTC time code
numbers, feet/frames to
time code (and vice versa)
conversions, and frame
insert/delete with auto-
matic adjustment of the
ADR list. The program can
export to CMX-compatible
EDLs and can control
TimeLine Lynx, Adams-
Smith Zeta 3 or Cipher
Digital Phantom II syn-
chronizers. Currently un-
der development is a new
version of Trackmaster for
the IBM PC, operating
under the Microsoft win-
dows environment.

Circle #275 on Reader Service Card

MINUTES ~SECONDS — FRAMES

01020329 mm

SMPTE TIME WINDOW A
From MIDIman of Pasa-
dena, Calif,, comes the
SMPTE Time Window, a
compact (6x3x1.5-inch)
SMPTE time code reader
generator/ writer/regenera-
tor priced at $299.95. The
unit handles any SMPTE
format (24, 25, 30 and 30
drop-frame), and features
switchable -10/+4dB op-
cration and SMPTE offset
striping. It reads in for-
ward, reverse and reel-
rock rates; can record and
recall up to eight SMPTE
“hit™ points; and has a
built-in stopwatch
function.

Circle #278 on Reader Service Card

NEUMANN GFM 132 BOUNDARY MIC

SPATIALIZER 3-D
PROCESSOR

The Spatializer™
(distributed by Audio
Intervisual Design of Los
Angeles) is a psycho-
acoustical processor that
works in real time,
producing a three-
dimensional sound field
from up to cight sources.
The system includes a
controller with cight
joysticks (called
Actionators™) allowing
the user to locate mono
sources (mic inputs, tape
tracks, etc.) within a 3-D
space. The Spatializer can
be expanded to 16 or 24
Actionators. The 3-D
image is said to be
effective with head-
phones, portable and
home stereos, and stereo
radio and television
broadcasting.

Circle #279 on Reader Service Card

Distributed by Gotham Audio of New York
City is the GFM 132 boundary mic, ofter-
ing uniform frequency response in the
diffuse and free fields. The phantom-
powered mic uses a new 0mm con-
denser capsule and features the
transformerless circuitry of
Neumann's TLM170 microphone.
Its computer-designed tri-
angular-plate is said to elimi-

nate angle-dependent
coloration in the vertical

and horizontal planes, and provides a
consistent, frequency-independent hemi-

spherical pickup pattern.
A clip-on windscreen is
optional.
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PARADIGM

3SE MINI

MONITORS

Designed for close-field
listening is the 3SE Mini
from Paradigm Electronics
of Weston, Ontario, Cana-
da. The 3SE Mini is a two-
way design combining a
l-inch polyamide dome
tweeter and 6.5-inch die-
cast aluminum frame
woofer in a 14.75x8.25x
9.25-inch bass reflex cabi-
net. The speakers, priced
at $300/pair, are available
in walnut or black vinyl
veneer. Stated specs in-
clude a frequency re-
sponse of 55 to 20k Hz
(£2 dB) and a power han-
dling of 15 to 80 watts.
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AVALON AUDIO ES
Made by Avalon Audio of
New South Wales, Aus-
tralia, (U.S. offices are in
West Los Angeles) is the
E3, a 4-band equalizer/mic
preamp that uses a sym-
metrical Class-A design
with fully discrete cir-
cuitry. Priced at $4,200,
the single-channel ES
tfeatures line- and trans-
former-balanced mic in-
puts, variable high/low-
pass filters, dual inde-
pendent signal path op-
eration, phantom power-
ing, external DC power
supply. and Soft-Curve™
The latter is a tone-shap-
ing network incorporating
a variable mix of pre- and
post-equalized signals,
acting as an extension of
the conventional EQ by-
pass function and adds a
new dimension to the
equalization process.
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BBE MODEL 322

An intelligent audio proc-
essor designed to provide
BBE signal enhancing is
the BBE Model 322 from
BBE Inc. of Huntington
Beach, Calif. The BBE
process applies different
phase-correction algo-
rithms to three separate
frequency bands. The 322
($259 retail) is a single
rackspace device for un-
balanced, -10dB level sys-
tems, such as musicians’
racks, tape duplication,
sound reinforcement and
small studios. It can be
used as a stereo or dual
mono channel device.
Circle #281 on Reader Service Card
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PREVIEW

ALESIS MICROVERSB i
The Microverb III from
Alesis (Los Angeles) offers
250 stereo effects—112
reverbs, 32 gated/reverse
programs, 80 delays, 32
multitaps and special ef-
fects—into a full rack-
space unit. Features in-
clude 16-bit resolution,
15kHz bandwidth, 2-band
shelving EQ controls,
three-stage signal overload
LED, defeat footswitch
jack and 1/4-inch
inputs/outputs.
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TELEX <«
VIDEO
PROJECTOR
Based on single
lens, liquid
crystal display
technology is
the MagnaByte
2001 from Telex
Communica-
tions of Minneapolis.
Priced at $2495, the 2001
connects to any video
source via a standard
NTSC RCA jack and re-
quires no technical or
convergence adjustments
other than focus. Throw
distance ranges from three
to 20 feet, providing a 60-
inch diagonal picture at
eight feet. Lamp life is 75
hours from a standard
ENX bulb.
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Magna-Tech has issued a
new bulletin describing
its EL IT electronic
looping system, ca-
pable of storing up to
200 loops for instant
access and playback. For
your free copy, call (212)
586-7240...All Mitsu-
bishi X-880 32-track
digital recorders sold in
the U.S. are now
equipped with state-of-
the-art Apogee filters
Call (203) 744-6230 for
info...Designed for use
with DAT recorders is the
Pygmy Computer Sys-
tems AD-1, an A/D
converter providing a
high-quality (sigma-delta
conversion with digital
FIR filters) front end with
AES/EBU and SDIF out-
puts. Call (305) 253-

SANKEN COS-11 »
LAVALIER

Featuring a vertical place-
ment of the diaphragm for
a greater effective area is
the Sanken COS-11, dis-
tributed by Audio
Intervisual Design of Los
Angeles. This omnidirec-
tional mic is said to be the
world’s smallest lavalier
microphone. The result of
a joint effort between
Sanken and NHK, it meas-
ures 4x16mm, has a fre-
quency response of 40 to
12k Hz, and includes a
removable metal wind-
screen for outdoor use.
Circle #284 on Reader Service Card

ART MDC-2001

New from Applied Re-
search & Technology
(Rochester, N.Y.) is the
MDC-2001, a 2-channel
processor offering com-
pression, limiting, gating,
de-essing, exciting and
sibilance control functions

HOT OFF THE SHELF

1212.. . Moi-Stir™ 10 is a
protective throat spray,
designed to improve
vocal performances. Call
Kingswood Labs at (317)
846-7452 for details. ..
Spectrum offers a variety
of digital signal proc-
essing boards (analog
I/Os, DSP56001 proces-
sors, FIR filters, etc.) for
the IBM PC family of
computers. Call (800)
323-1842 or (617) 890-
0976 for info and pric-
ing.. .Firstcom/Music
House now has exclusive
North American repre-
sentation of the updated,
digitally mastered/re-
corded Chappell pro-
duction music library,
with over 100 CDs avail-
able. Call (800) 858-8880

or (214) 934-2222 for
info... The Computer
Music Consortium is now
shipping ScoreMaster™
a Mac-based CD-ROM

multimedia catalog (au-

dio demos plus data-
base) of nearly 5,000
pieces of production
music from six produc-
tion libraries. For info,
call (800) 544-5449 or
(212) 645-4365...The
Binaural Source offers
42 music releases on CD,
disc and cassette for
headphone/dummy head
recording aficionados
Call (415) 457-9052 for a
catalog.. A free sample
CD of music and SFX
recordings made using
the Crown SASS
microphone is avail-

for studio or live sound

applications. The unit is
based on a new VCA that
is said to provide 15dB
dynamic range at less
distortion than other
VCAs. Balanced inputs
outputs are standard. as is
the use of 45 LEDs for
status monitoring (includ-
ing 21 LED gain control
metering), external de-
tector loop (for gating,
keying or ducking) and a
stereo auto detect circuit.
Circle #285 on Reader Service Card

able for a $4.95 shipping/
handling charge. Order
from: SASS CD. Crown
Intl.. Box 1000, Elkhart,
IN 46515.. . Alesis is now
offering a Quadraverb
software update

(chip swap) that adds
sampling, panning.
multitap effects, ring
modulators and resona-
tors. Call (213) 467-8000)
or your dealer for details
and pricing...The Voice
is a publication about
hearing issues, providing
a vital link for persons
with hearing im-
pairments. For a free
sample issue (featuring a
piece on music-related
hearing losses) write
The Voice, Box 2663,
Corpus Christi, TX

78403 ]
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Roland International Gold ROMS $45.00 ea

‘| Korg Voice ROMS $45.00 ea
Korg International Gold ROMS $50.00 ea

ROLAND | KORG ‘ PEAVEY PEAVEY ‘ KORG \ ROLAND
VALHALA
THE BEST SYNTHESIZER ROLAND KORG PEAVEY
VOICES WORLDWIDE! 115 0/D550[D10/20/5] D110|MI/M1R] M3R |T1/T2/T3| DPM3
ROM STYLE
NEW AGE V200 V210 |V220| M-103 [M-303! TD-3
ANALOG V201 V211 |V221
ORCHESTRAL V202 V212 |V222| M-102 |[M-302| TD-2 DP-202
TOP 40 V203 V213 |V223| M-101 |[M-301| TD-1 DP-201
DIGITAL V204 V214 |V224
PCM V205 V215 [V225
EFFECTS V206 V216 | V226
| ROCK M-104 |M-304| TD-4
'| |International Gold
BRITISH MIX #1 D-501 D-121 {D-131| B-101 |B-301| B-401
BRITISH MIX #2 D-502 D-122 [{D-132| B-102 |B-302| B-402
Roland Voice ROMS $40.00 ea Roland M-246D RAM {same as M-256F} $55.00 ea

Korg MCR-03 RAM $65.00 ea
Peavey “Cache Card"“ RAM $65.00 ea

Korg TD-1 thru TD-4 disks $40.00 ea }'
Korg International Gold disks B-401 & B-402 $45.00 ea

Peavey Voice ROMS $50.00 ea {on disk $40.00 ca} |

RAMS loaded at time of purchase for only $15.00 per RAM
(your choice of any one of Valhala’s ROM cards)

International Gold ROM voices, add $20.00 per RAM loaded.

ALL VALHALA PRODUCTS ARE AVAILABLE DIRECT ONLY-NOT IN RETAIL STORES!

5 )

" For information, voice listings, assistance
or to check on the status of an order call: |

'1-313-548-9360 |

The number below is for placing Visa or MasterCard ORDERS ONLY'!
When calling. have your card number ready along with the expiration date. ™

Minimum ChargeCard order: $20.00 Business Hours 9am-5:00pm M-F (EST)
| ORDERS ONLY can: 1-800-648-6434 ext. 508 il )

57-MX Ferndale, Michigan 48220

Box 20

VALHALA

1

-

90\ athala Mu 1

Al Rights Reserved. Prices/ uhject to change without notice. Studio Senes, International Gold, Sound Patch Library and ESQH Bible are trademurks of Valhala Music, Inc




"THE ULTIMATE DIGITAL SAMPLING CDs! |

$59.00 each - Any two for $110.00, or three for $160.00

SONIC IMAGES

288 Sounds organized in 24 Drumsets and 9 instrument
categories, includes 24 short demos.

v - {290 Stereo Samples}
Asian, African, Latin and Other Percussion Instruments
(inciuding: Waterdrum, Surdo, Bougarabou, Dondo, Rain Stick, Djun,

Marimbula, Tibetan Crotales, Souroubs, Chinese Opera Gong, and more)

VOL 3: STACK SOUNDS A {216 Stereo Samples}
VOL 4: STACK SOUNDS B {247 Stereo Samples}
Each volume contains 24 stereo stacks consisting of 4 to 8
layers of; Symphonic Orchestra, Strings, Brass, Flutes,
Piano, 12 String Guitar, Harpsichord, Choir, Historical
Instruments, HighEnd Synth Sounds & more...

VOL 5: MUSICAL EFFECTS {243 Stereo Samples}
Percussive, Acoustical & Electronic Effects. Including;
Orchestra Hits, Tibetan Monks, Whale Screams, Japanese
Flutes, African Percussion Effects, Cobra Strike, Space
Clusters, VCS 3, Moog FX and much more...

VOL 6: GRAND PIANOS {404 Stereo Samples}
Steinway “D"............. the classic - no comment needed
Bosendorfer.............. concert grand, rich sounding
Bechstein “EN"......... the famous german concert grand
Seiler MIDI Grand......very bright sounding
Klavins Mod. 370....... 12-foot upright piano the World’s
largest stringed instrument!
SONIC IMAGES Demonstration CD Disk $10.00 (+ S/H).
Features examples from ail six volumes.
{Refundable toward the purchase of 2 or more CDs.}

MASTER BITS

SAMPLING COLLECTION 500
{528 Synth & Drum Samples in Stereo}
M1 . D-50 - K1 « K5 « DX7Il - - K-1000 - ESQ-1
PPG 2.3 - FZ-1 - MiniMOOG - TR-808 - Alesis HR-16
Simmons SDS-5 - Linn 9000 - plus more.

AMPLING COLLECTION 600
{649 Stereo Digital Studio Samples}
Waldorf-Microwave - Korg T1 « Proteus-XR
Akai S-1000 - Kawai K4 + VFX « Prophet VS
Oberheim X-pander - Roland CR-78 - plus more.

SAMPLING COLLECTION 800
{830 Stereo Digital Studio Samples}
Ensoniq VFX » EMUII - Kurzweil PX-1000 Plus
Roland R-8 - - Oberheim Matrix 1000
Kurzweil HX-1000 » Casio VZ-1 - Roland MKS-70
Casio FZ-10M - Korg M1R - plus more.

CLIMAX-COLLECTION Vol 1 - VOCALS*

{664 Digital Studio Samples}

Contains the standard-vocals (ooh, ah, oh, mmh, etc)
multi-sampled. Different timbres (clean voice, powerful
soul voices, rock lady, etc). The ultimate sampling CD

for human vocai sounds - no limits to your creativity!

*CLIMAX Vol 1 VOCAL cD $69.00

{Cannot be applied toward multi-purchase CD discounts)

SONIC IMAGES VOLUME1 VOLUME 2

* Symphonic Orch.  «P ion 1
S' 'I 000 * Seiler Autogrand ~ » P::gzzzzg: 2
SAM dLES

* Drumset 1+2 » Bass Stack*
on 3.5 * Drumset 3+4 * Harpsiflute*
* Bright Guitar Strgs® - Bright E-PnoStrgs*
+ Glockenflute® + Six Pianos*
* Industrial Bamboo* « Soft Piano Strings*
* Plug Mix* + Spacelanding®
« Full Choirstrings*  « Soft Voices*

20 diskettes per volume! * Rough Stack* * Fast Attack Fuzz*

$178.00 per volume
Each volume contains 70
programs minimum. {for
each volume ordered add an
extra $1.50 s/h, for 2nd Day
$2.25 extra. AK, HI, PR &
CANADA add $3.50 extra).
‘ This S/H per volume is in
addition to the normal S/H
prices listed below.

VOLUME 3
*» Musical Effects 1
* Musical Effects 2
* Klavins GrandPiano
» Mystery Pad*
+» JapanFluteOrchestra*
« Staccato Orchestra*
* Rainstick Choir*
* Octave Bellstrings*
* Piano Orchestra*
+ Piano Strings* * STACK SOUNDS |

VOLUME 4
20 Drumsets including
Percussion in 10 banks
& 80 Programs.

VOLUME 5
156 Musical Effects and
exotic Percussion in 10
banks & 93 Programs.

DIRECT ORDER FORM

mailto: VALHALA Box 20157-MX  Ferndale, Michigan 48220

SHIPPING HANDLING

TY PRODUCT DESCRIPTION

Continental USA $4.50 Shipping/Handiing; 2nd Day UPS

PRICE $8.00 SH {2nd day air means you will receive your product

EXTENDED

2 working days after your order is processed - provided it is
instock). Mich res. add 4% tax. Alaska, Hawaii, PR, &

Canada add $12.00 SH. Al other Countries add $25.00
SH plus $3.50 for each additional item ordered. All

payments must be in USA FUNDS drawn on a USA bank!

Al orders are shipped UPS, a street address is required!  ** Print or Type Information **

Name

[ Business hours 9am - 5:00pm Monday - Friday (EST)

SUBTOTAL
Mich 4% Tax

Street

Card #

SHIPPING

City

Exp. Date

[EXTRA SHIPPING

State

[cranD TOTAL | $ Signature

Minimum

Area Code/Daytime Phone

Phone (313) 548-9360

= Charge Card
FAX (313) 547-5

[ VISA
\ order: $20.00.

L)

Copyright © 1990 Valhala Music, Inc. Al Rights Rescrved.,

All products, logos and company names arc trademarks or registered trademarks of their respective holdens.

Pricea/specs subject 1o change without notic |
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AUDITIONS

by George Petersen

Probpuct

CRITIQUES AND COMMENTS

ascam DA-30 DAT Recorder
Unveiled at the winter NAMM show in
Anaheim last January, Tascam’s DA-30
was greeted with much anticipation by
audio dealers and the press alike. Of-
fering full-function studio features at a
rock-bottom retail price of $1,899, it’s
no wonder that this DAT machine has
generated so much interest.

The DA-30 has AES/EBU and co-
axial (RCA-type) digital inputs and
outputs; a full-function hardwired re-
mote control; balanced (+4dBm) XLR
and unbalanced RCA (-10dBV) analog
inputs and outputs; 44.1 or 48kHz
sampling rates (plus playback of 32kHz
tapes); comprehensive start 1D and
autolocation capabilities; and 64-times
oversampling A/D converters (using
delta-sigma modulation) with 18-bit
dual D/A converters. It's all contained
in a solid rack-mount package. You
never have the feeling that this is just
some regurgitated version of a con-
sumer DAT deck. The DA-30 is a seri-
ous contender in the realm of profes-
sional recording tools.

The first thing you notice about the
DA-30 is its highly visible display win-
dow, with its large peak level meters
and mutlticolor indicators of operating
status, 1D points and time displays
(switchable to show running time in

hours/minutes/seconds, track time,
time remaining on the tape or as a nu-
merical tape counter display). Rather
than use a standard peak hold-type
display, the DA-30 has a “margin”
function that shows the available
headroom before clipping (from -39to
0 dB) while recording. The margin
display can be reset atany time during
the recording and is a feature that 1
found to be highly useful.

Exceeding the 0dB mark on the
meter did not prove to be disastrous, as
in most cases I could go over the zero
point by 2 to 3 dB before digital distor-
tion occurred, especially with fast
transients. With a bit of practice, you
soon get a feeling for how far this satu-
ration point can be pushed. It depends
on the program material and yourown
techniques. On the minus side, the
meters only function when the deck is
in the record or record/pause modes,
which is inconvenient in those situa-
tions where you want to check levels
before recording, without having the
tape heads engaged. However, the
meters are bright, fast and easy to read,
even from across the control room.

The DA-30's front panel is laid out
in a straightforward manner. Switches
and controls are provided for search
and ID modes, transport functions and
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QNNOUNCING THE BRYSTON TWENTY

YEAR WARRANTY

For over a quarter-century Bryston has been
committed to designing and producing audio
products with reliability, musical accuracy and
value as our primary focus. It is widely known
that Bryston's policy on the warranty of our
products has always been extremely generous if
ever required. To further enhance our long term
commitment Bryston is instituting a 20 year
warranty program as of January Ist, 1990. This,
as far as we know, is a first in our industry and
as such will further demonstrate our continuing

dedication to our customers.

We are able to offer this for several reasons.
One is because we consider reliability to be
exceedingly important. We have applied
techniques and materials in our everyday

construction of electronic equipment more

Bryston 10B electronic crossover

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%. Also. 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 where they are given a

Bryston 4B amplifier
Power amplifiers range from 50-800 watts

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 oft, to exert

additional 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 functions, at which time a test sheet is
made, and included in the packing with the unit.
At Bryston, we take very seriously the accurate
functioning and long term reliability of our

products.

This new twenty vear warranty is also
retroactive. It includes all audio products
previously manufactured and sold under the
Bryston name. This warranty is also fully
transferable from first owner to any subsequent

OWNErs.

Bryston has always been dedicated to
designing and producing products that deliver
uncompromised performance, outstanding
reliability and exceptional value. We believe
our new 20 year warranty is one more example
of our commitment.

Bryston Marketing Ltd.

Tel: (416) 746-0300 Fax: (416) 746-0308
Brystonvermont Ltd. Tel: 1-800-673-7899
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VACUUM TUBE SIGNAL
PROCESSING AT ITS FINEST

« TUBE LEVELING AMPLIFIER
TLA-100A
8 ™ Ao WL vl e BN S sl A
- 9099000 ¢

©
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* DUALPROGRAM EQUALIZER

EQP-200
-DUAL'&;!G?'IEISL % . ® C
PREA by -
TPA-200 .,“;CC,.

* DUAL CHANNEL .
-10db to 4db ® ® @
PREAMPLIFIER S .
Wi-200

Summit Audio Inc

P.O. Box 1678, Los Gatos, California 95031 USA.
408-395-2448 FAX: 408-395-1403
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SOIIND AD\IICE

From The Magnetic Head Specialists

Timely Maintenance i1s Essential. Reconditioned and Aligned Heads will:
® RESTORE signal amplitude ® ENHANCE top end response

i

i

stability ® REMOVE causes of oxide
® ELIMINATE tape/head generated shedding & build-up
distortion

® STABILIZE tape-path tracking

For the best sound, always rely on the best service.
Head Replacements — Reconditioning — Optical
f y Alignment — Time Code Kits — Alignment Tapes.

249 Kennedy Road « P.O. Box 121 « Greendell, NJ 07839
MAGNETIC SCIENCES Tei: (201) 579-5773 « Telex: 325-449 » Fax: (201) 579-6021

AUDITIONS

for selecting from a variety of analog
and digital input sources. I punched the
tape “open” button, dropped a DAT
cassette into the drawerand pushed the
“close” key, whereupon the door
stopped with the back of the cassette
jammed in a half-closed position. After
repeating the sequence a few times, I
achieved success by sliding the cassette
to the left-most edge of the drawer. This
proved to be only an occasional quirk
with certain cassettes, and when it
occurred I could avoid the problem by
following this procedure.

I was impressed with the DA-30's
audio performance. It seems that
Tascam has taken the best aspects
from its earlier DA-50 (a great-sound-
ing, but—at $3,995—overpriced
model) and incorporated this ster-
ling approach to sound into the DA-
30. When recording from analog
sources—say, copying CDs—the out-
put sounded damn close to the origi-
nal: obviously, the ADCs and DACs are
doing a fine job. I also made a digital
clone copy of a CD by connecting the
digital output from a top-of-the-line
Revox B226-S CD player to the DA-30,
with fine results. Anothertest was a CD
premastering project, where I was
transferring PCM-F1 format data (the
processor was modified for digital I/O)
to and from the DA-30, making some
level and subtle EQ changes via the
AES/EBU and coaxial digital ports on
4 Yamaha DMP7D mixer, while
keeping the project entirely within the
digital domain. The DA-30’s digital 1/
O connections worked flawlessly, and
the DMP7D is ideally suited for such
applications.

The DA-30’s construction is clean
and of high quality, both internally and
externally. The transport seems du-
rable and is reasonably fast: For ex-
ample, entering the record mode from
the “stop” position occurs in less than
two seconds; going into record from
“pause” requires six-tenths of a second.

The manual could stand some
tweaking. Atleast two-thirds of the text
rambles on about the interworkings of
the programmed play, start/skip indi-
ces and location functions. The manual
makes these seem far more convoluted
than they really are, and with the DA-
30’s iarge status display they are simple
to use once you become accustomed
to them.

One easily overlooked aspect is an
unassuming 15-pin parallel control
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MIDI Spoken Here

here, too.

Fostex offers you by far the most
sophisticated MIDI control inall
of the most popular recording for-
mats.

Choose either 16 - or 8 - track
openreel or 4 - track cassette and
Fostex lets you use MIDI com-
mands to control the recorder via
the MTC-1.

It simply plugs into the R8 or 280
and provides a bridge between
SMPTE time code and MIDI time
code. Forthe G-16, the MTC-1 is
on the optional Model 8330 plug-
insynchronizer card.

Dipswitches allow youtoseta
MIDI System Exclusive address
(0-16), an address-free mode and
MIDI note information.

Thus truly sophisticated MIDI
control* with full system integra-
tion is now possible.

If you own an Atari~ or Macin-
tosh™ computer, you’ll make the
most of MIDI control with Midi-
Remote™ —a Fostex Desk Acces-
sory. In addition to standard tape
transport and monitoring control,
the software will let you select
tracks, locate and loop among ten
cue points, automatically punch-in/
out, set zone limits, display MIDI
time code and generate SMPTE
code (all 4 formats).

|

* The 280/MTC-1 interface does not offer
all of the functions available with the open
reel interface. * Atari and Macintosh are
registered trademarks.

S|

© 1990 Fostex Corporation of America

The Macintosh software works
with Performer and Master Tracks
Pro. The Atari software works
with Master Tracks Pro and Dr.
T’s KCS.

Steinberg’s Cuebase sequencer has
adevice driver for the MTC-1 and
8330 built-in, so you don’t need
MidiRemote software with it.

As with all computer interfacing
certain restrictions apply. So
check the details at your local
Fostex Dealer or call Fostex.

No other tape recorder company
offers a better combination of
hardware and software.

FOSTEX

15431 Blackburn Avenue
Norwalk, CA 90650
(213) 921-1112.
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OUR
MACINTOSH AND IBM
SOFTWARE
MAKES POST PRODUCTION
AN EASY PRODUCTION.

M&E LIBRARY :

* Database application program 1o search
and locate Production Music and Sound Effects.
® Organizes CDs. Tapes & DATSs etc.
* Searches by Word. Category. Synonym. Style
Catalog number or Description

* Cross Referencing eastly identifies the library
source. CD#. length of time and Track/Index #.

M&E ORGANIZER :

* Controls the playback of Sony CDK 006 Auto
Disc Loaders and others.

® Creales an automatic transfer o Hard Disk
Recorders such as the AMS Audiofile.

* Mutti M&E networks between all rooms

TRACKWRITER

* Spotting & ADR (Auto Dialogue Replacement)
software

® Reads time code from video and transfers it
automatically to the IN and OUT columns

® Sorts by character. loop#. channet # and
timecode numbers

* Direct Cut and Paste of effects descnptions from
the M&E Library program.

® Conversion o FeetFrame
* Generates spotting or ADR printouts.

TRACKPLANNER

cue sheets for sound effects and dialogue editing.

® Reads VITC/LTC timecode.

* Accommodates 24 tracks of information.

* Screen layoul is patterned after ordinary cue
sheet paper.

* Import of EDLs from AMS Audiofile.

* Real time playback where the screen follows
timecode.

SOUND EFFECTS LIBRARIES

effect libraries on CD for sale. In stock.
NEW ADDRESS

GEFEN SYSTEMS

6261 VARIEL AVENUE #C
WOODLAND HILLS CA 91367
818-884-6294 + 800-565-6900
FAX: 818-884-3108

GEFEN SYSTEMS
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connector on the back panel. Tt offers
remote aceess Lo transport controls for
any number of applications. Among
the possibilities are: remote record stan
of multiple DA-30s in a real-time du-
plication chain. or external control
fromeventrelays, GPIs, fader starts and
other custom installations,

The Tascam DA-30 would be a fine
addition to any recording, broadcast or
mastering facility, large or small. It's
solid, priced right, loaded with useful
features and sounds great. All charac-
teristics that should appeal to the audio
professional.

Tascam, 7733 Telegraph Road.
Montebello, CA: (213) 726-0303.

Lucasfilm Ltd.

Sound Effects Library

In 1980, Canadian company Sound
Ideas began producing sound effects
collections and pioneered the use of
the compact dise medium for SFX li-
braries withthe Series 1000, a compre-
hensive 28-CD set that was nominated
fora WiIvTEC award in 19806. Since that
time, Sound Ideas has expanded its
offerings to include the Series 2000(22
digitally recorded SFX CDs), Series
3000 (12 CDs of long background
ambiences), Series 4000 G five-CD set

of "Hollywood.” cartoon and motion
picture effects). a production music
library and a collection of sounds for
samplers.

A recent co-production agreement
between Sound Ideas and Lucastilm—
the good folks who have brought us a
host of enormously successtul ad-
venture epics, including the Star Wers
series and Indiana Jones films—has
resulted in the release of a new six-CD
sound effects library. Simply titled the
Lucasfilm Sound Effects Library, this
$595 set consists of three CDs pro-
duced by Skywalker Sound (the elite
post-production group at Lucasfilm)
that feature animal sounds, industrial
mechanical noises and sounds of na-
ture (water, weather, etc.). The other
three CDs were recorded by Sound
Ideas. They include US. aircraft carrier,
helicopter and jet effects. and high-
performance  car and  speedboat
sounds.

The library is a diverse collection.
“Animals” (disc D includes notonly the
usual dogs, cats, monkees, insects,
horses and farm animals, but also the
exotic: badgers and fruit bats, camels
and cougars, walrus and killer whales,
marmosets and dwarf hamsters, o
name a few. At the same time, “avia-
tion” (disc 3) focuses only on the Bell
212 heliocopter and the Cessna Cita-
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Adrian
Carlos
Paul
Astro
Jani
Buddy
Dionne
Loretta
Paul
George
Smokey
Naomi
Wynnona
Merle
Delbert
Billy
Melissa

Your name heye.

Beta 57

Use Shure Beta And Put Yourself
On A First Name Basis With Your Audience.

You recognize these names for unsurpassed live performance. They recognize Shure Beta for the same reason.
Try Shure Beta vocal and instrumental microphones today, and add your name to the list. Or call us for more
information at 1-800-25-SHURE. The Sound Of The Professionals”... Worldwide.

SHURE
You Probably Know Our First Name Already.
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tion. “Industrial™ (disc¢ 3) has a bit of

ceverything., from power tools, light
heavy machinery, gears, clanks and
motors (of the steam, gas, diesel and
clectric varieties) to fuctory ambiences,
While =aircraft carrier”™ (dise 9 may
seem to be a bit over-specialized, it
actually contains a good selection of
effects—alarms, hatch closures, aireraft
and ambicences (machine room, mess
hall, interior rumble. ete)—that could
be useful in many situations.

The audio quality of both the ana-
log-recorded Lucasfilm sounds and the
digital effects on the Sound Ideas dises
is consistently high throughout. The
stereo imaging on nany of the selec-
tions is quite nice. For example, the
“spooky night forest™ (disk 1. cut 93)
has awonderfully mysterious feeltoit,
and the sterco really heightens the
cffect of this ambient track.

Many of the cuts in the library are
fairly long—with most in the 20-to
S0-second range—which simplifies
looping. butalso gives the usera broad
range forselecting individual elements
within. There is no scrimping on the
length of cuts: the Corvette and Porsche

Maxell has the classics.

2inch
5 Video
Floppy Disk

12inch
Betacam

1/2 inch Hi-Vision
for HD-TV

Photo: Bill Miine

911 pass-bys on ~high performance
autos”™ (disc 6) are 30 seconds long,
with plenty of time for the vehicle
approach and exit.

since none of the dises contains
over 99 tracks, no subindexing is re-
quired for cueing tracks: just punchiin
the program number and go. The
library's contents are printed on the last
seven pages of the 430-page Sound
Ideas Library catalog, which, albeit a
thorough listing of all of the company's
SEX offerings, is not as convenient to
use as some sort of quick reference
chart. The usefulness of such a chart is
made more necessary because this
information is not included on either
the back flap onthe jewel boxes orthe
dises themselves. After using this li-
brary forafew weeks, Teventually just
photocopied  the seven  Lucasfilm
pages and stored these sheets with the
CD storage case included with the li-
brary.

With over 440 sound  effects,
Lucasfilm Sound Effects Librarymay be
just the thing for spicing up an existing
sound effects library. However, this is
designed as an adjunct to—and not a
replacement for—a more complete
sound effedts collection. But this first

“Matic'
— Digital Videota

—

T —— max
1/2 inch Beta Plus
Ry ruo |
T

LIS

U Lr

1/2inch VHS Plus

/dinch -
Digital Audio

offering from the Lucasfilm/Sound
Ideas is a great beginning that leaves
this listener clamoring for more.

Sound Ideas. 105 West Beaver
Creek Road., Suite =4, Richmond Hill,
Ontario, Canada L+B 1CO6: ¢116) 8806-
5000, (800) 387-3030.

Audix HR-2 Studio Monitors
Audix. the California-based company
known primarily for its microphones,
has introduced the HR series of studio
monitors, designed for listening in the
near-tield. The speakers are made in
the USAL and models include the HR-
1(6.5-inch bass/mid-driverand 1-inch
tweeter) the HR-2and the HR-3, which
is similar to the HR-2 but uses a high-
performance HF driver. The HR-3 will
be unveiled at this month's AES show
in Los Angeles.

Priced at $649/pair. the HR-2 fea-
tures dual 6.5-inch cast frame bass
mid-drivers with a l-inch polyamide
dome tweeter. The latter is incorpo-
rated into a recessed structure giving it
the characteristics of a wide flare,
conical horn. The crossover is a steep
24dB/octave type at 3kHz. Other specs
include a nominal impedance of 4
ohms (not surprising for a dual LF

el vl

" 1anch
Professional
Reel-ta-Reel Audio

U-Matic B8O

Communicator/
Duplicator
Audio Cassette

-

. Digital Audio UDS Il Studio
Mastering Tape Audio Cassette

instant Start
Audio Cassetta



monitor). a sensitivity of 94 dB (1\W
IM). anda rated frequency response of
47 1o 18k Hz (£2 dB).

One interesting aspect about the HR
series is that the monitors include a
thick neoprene slab that covers the
front surface to eliminate unwanted
reflections and  diftraction  eftects,
Anotherstandard feature is removable
grilles: these can be removed and
stored ina back room once the speak-
ers are unpacked.

The HR-2s are designed 1o be used
cither horizontally or vertically. al
though most users would find a hori-
zontal placement 1o be more conve
nient. At 29 pounds each. some caution
should be used before vou slam these
atop vour meter bridge.

I used the FIR-2s in tracking. over-
dubbing and mixing on a varicty of
projects over several weeks. T became
accustomed to their sound rather
quickly. although some caveats are in
order. Due to the horn-like design ot
the tweeter element. the FIR-2s have o
definite sweet spot. and high-fre-
quency performance begins to tuper
off significantly it vou are listening
more than 33° 10 40° off-axis. There-
fore. in a typical near-ficld listening

environment. the speakers should be
arranged so they are angled slighly
inward toward the listener. with the
nwveeters as close as possible 1o car

level,

The most impressive aspect of the
HIR-2 is the low- frequency mesponse,
which is -elatively flat to about S0 Hz,
The speakers even did @ respectalrle
job of reproducing the 31.65Hz sine

D2 Compoosite Digital
Video Cassettes

1/2inch
Betacam SP

wave from the Prosonus Studio Refer-

ence Dise CD.although certainly at a

reduced level Midrange performance

wus right on the monev, and mixes
made to the HR-2s translated well to
other systems.

With its wide frequency e
sponse. good power handling and
solid bass output. the Audix FHR-2

is well-suited for studio listening
applications.
citherasapri
MY SYSiem
for project or
clectronic
music  stu
dios, or as a
reference
monitor  for
independent
CNgINeers or
larger facilities
Audix Corporation. 5643
Stoneridge. Pleasanton. CA 91388
(415 463-1112. n

When not wnriting for Nix, George
Peteisen conmposes miusic. produces
recoids andd dreams of someday dis-
covering that wearm sound of a tihe
digital workstation

now, heavy metal.

Whatever you're into, Maxell makes a full
ine of superior media. Like new BQ betacam tape.
And, after a decade of making innovations in metal,
ve offer new SP metal betacam and D-2 tapes.
These new metal tapes have a ceramic
surface coating to inhibit corrosion, not output.
A conductive backcoating to resist dust, static,

and instability. With an ultra-smooth binder
system ta make our oxide coatings invincibie,
even to relentless shuttling while editing.

Of course, all our video and audiotapes, and
video floppy disks share this level of durabitity.
And technology. But most of all, Maxell shares
your taste —for the very best.

maxell

22-08 Route 208, Fair Lawn, NJ 07410
© 1989 Maxell Corporation of America
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How To Get The

Perfect Vix.

With MAGI Il Console Automation Series from J.L. Cooper Electronics.

he mix down process

isn't what it used to be.

Recording engineers are
finding it increasingly difficult
to maintain calm, creative con-
trol over both the console and
the battery of outboard gear.
Asthese demands escalate,
the need for console automa-
tion is further amplified by the
need for perfection. The MAGI
ITand MAGI Hli Console Auto-
nation Series from J.L. Cooper
Electronics are designed to
save you time, money and
give you the ability to achieve
perfection!

Freedom Of Choice
Both MAGI Il and MAGI Hi
interface with virtually any
console to provide precision
SMPTE-locked automation for
81064 channels. The MAGI I
is an outboard system for the
audio facility preferring “por-
table” automation that can
be moved from desk to desk.
The MAGI Ili is an internally
installed system that uses the
console’s existing faders.

Flexibility & Control
MAGI Il memorizes fader,
mute and other real time
events. These events can be
performed in as many passes
as you wish, or you can work
on the mix one sectionat a
time, oreven one track ata
time. MAGI Il can be used to
automate effects sends and
sub-groups as well as control-
ling your outboard effects pro-
cessors. The MAGI II allows

*limited restrictions may apply, contact your local dealer for details

h

"\\ \

MAGI VCA
S

MAGH i
i re—

MAG! Il External System

avery complicated mix to be
quickly constructed, edited,
and refined in real time or off-
line with absolute accuracy.
In addition, these mixes can
be saved to disk for future use.

Fast, Intuitive &
Transparent!

Every aspect of MAGI Il has
been designed for the working
engineer. MAGI Il features a
straight ahead user-interface
incorporating clean, unclut-
tered moving fader graphics
that make it extremely easy to
learn and use. Even a “guest
engineer” can be up and run-
ning in 15 minutes!

MAGI Il and MAGI lli
Features:

Both the MAGI Il and MAGI IIi
feature high quality dbx VCA’s
for audio transparency. The
MAGI II Controller reads and
generates all SMPTE formats.
The powerful software
program runs on either a
Macintosh or Atari computer.

Mixes may be performed and
edited in real time, or off-line
with MAGI II's powerful cue
list. Cut, Copy, Paste, Merge,
Undo, Redo, and other precise
numeric edit decisions are
fully supported. Our MIDI
Event Generator allows the
recording and triggering of all
types of MIDI events. Film and
Video composers can take ad-
vantage of our hit list to spot
cues inreal time. No other
automation system gives you
this flexibility!

The Bottom Line
Other manufacturers would
like you to believe that an auto-
mation system must have a
high price tag to be on the cut-
ting edge. The MAGI Il dispels
that myth. The MAGI system
with its wealth of profes-
sional features starts at just
$5,000.00, and it works! That's
the bottom line.

MAGI is being usedin a
number of applications from

standard music recording, to
film, TV, broadcast, commer-
cial and live sound. MAGlis
automating consoles from
Trident, Soundcraft, Allen

& Heath, Harrison, D & R,
Biamp, Neotek, Tascam, DDA,
Soundworkshop, Soundtracs,
AMEK/TAC and Ramsa.

Guaranteed

Satistaction!
JL. Cooper Electronics and its
Authorized Dealers are confi-
dent that once you own MAGI
II, you'll never go back to man-
ual mixing again. So confident
that we’re putting our money
where our mouth is. Fora lim-
ited time, our participating
dealers are offering a money
back guarantee* If you're not
totally satisfied within 30 days,
return the system and they’ll
refund your money.

With the cost of perfection
finally within reach, why wait?
Call ustoday for the location
of adealerinyour area. It's
time to see what MAGI Il can
do for your mixes.

The Video
You can preview the MAGI I1
with our video demonstration.
This Video offers a complete
overview of the system's oper-
ation. It’sjust $13.95 and can
be charged to your VISA or
MasterCard. To order, contact
J.L. Cooper Electronics at:

(213) 306-4131.

JE?JDPER ELECTRONICS

13478 Beach Avenue - Marina del Rey, California 90292 - FAX 213-822-2252




FIELD TEST

by Larry Oppenheimer

ALESIS

1622 MIxER

Ithough mixing consoles have im-
proved with time and technology, the
dramatic advances in mixing technol-
ogy have not proliferated as widely into
the mainstream as have advances in
signal processing or recording tech-
nology. The Alesis 1622 represents
perhaps the first major technology-
driven innovations in price/perform-
ance ratio to reach the broader section
of the market. The 1622 uses a new
and inexpensive manufacturing tech-
nique in which the conductive ele-
ments of all the switches and pots are
integrated into the surface of a multi-
layer printed circuit board. The wi-
pers and  knobs are mounted on the
front panel, which, when mated in

a “sandwich” configuration with the
motherboard,completes the switch or
pot. The resultis that the Alesis lists the
1622 ata $899 retail price, which makes
this mixer a potent contender in its
intended markets: home studios and
small-scale sound reinforcement.
The model number refers to the
product’'s 16x2x2 configuration: 16
input channels, two submasters and
two master outputs. But this is just the
beginning of the story. Each of the
16 channels has a 1/4-inch phone
line input, 1/4-inch TRS insert jack,
+12dB shelving EQ controls for treble
(10 kHz) and bass (100 Hz), six aux
sends (two prefader, four postfader),
switches for assigning the channel to
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Now Open in Seattle!

AUDIO

Images

Professional Audio for the
Northwest United States
@ SALES AND SERVICE
@ DESIGN AND INSTALLATION
@ AUDIO FOR FILM AND VIDEO
® MULTI-TRACK RECORDING
® DIGITAL AUDIO WORKSTATIONS
@ SOUND REINFORCEMENT
©® COMPUTER MUSIC SYSTEMS
@ TAPE AND ACCESSORIES

70 Oak Grove Street

San Francisco, California 94107
Tel: (415) 957-9131
Fax: (415)957-9131

550 Mercer Street, Suite 130
Seattle, Washington 98109
Tel: (206) 285-9680
Fax: (206) 283-9744
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READY TO
IMPROVE
YOUR
RECORDING
SKILLS?

THEN SIT NEXT TO A TOP FLIGHT
ENGINEER AS HE DEMONSTRATES
ALL THE ELEMENTS THAT GO
INTO GREAT RECORDING!

The Suaring Your Sounp series is five
indispensable new videotapes
covering multi-track recording, mixing,
signal processing and microphones.
They bring better studio technique to
life using the power of video to do
"WHAT NO BOOK ON THE SUBJECT HAS
EVER BEEN ABLE TO ACCOMPLISH!"
{Mix Magazine)

Every tape is packed with
demonstrations and examples that cut
through time consuming book study
and get you down to better recordings.

CALL FREE TO FIND OUT MORE
ABOUT SHAPING YOUR SOUND, THE

PROFESSIONALS' TRAINING PROGRAM.

1-800-777-1576

FirsT LIGHT VIDEO PUBLISHING
374 N. Ridgewood Place, L.A., CA 90004

FIELD TEST

the submasters and/or master output
buses, mute and solo switches, pan
pot, and a 100mm fader. The first eight
channels have balanced XLR micro-
phone inputs (all other inputs and
outputs are unbalanced) and 1/4-inch
phone direct outputs.

The master section has  two
submaster faders, each with a pan pot,
and a switch that assigns the
submastersto feed the master outputs.
Next to these are the master faders. In
line with each row of channel aux send
pots is the master for that send. There
are eight aux returns, each with its own
level pot. Four of the returns have pan
pots, while the other four are in hard-
wired stereo pairs (5/6 and 7/8). Be-
cause the 1622 is intended for use in
small studios, separate facilities for
control room or headphone monitor-
ing are provided, specifically: a moni-
torlevel pot (this feeds a pair of monitor
out jacks on the rear panel), a tape
master monitor select switch (which
switches between the master outs and
a pairoftape injacks onthe rear panel),
and a control room monitor defeat
switch, which disconnects the monitor
out jacks while still feeding the monitor
signal to the headphone jack. Status
indicators include power and solo
LEDs and a pair of 15-segment LED
ladders for level metering,

The rear panel has jacks for channel
line inputs, mic and direct outs for
channels 1 through 8, channel insert,
submaster inserts and outputs, master
inserts and output, aux sends 1-6 and
returns 1-8, monitor outs, tape ins,
headphones out, and the DC power
connector that mates with the external
transtormer. Finally, there is the power
switchanda +4/-10 switch for selecting
muster output levels.

[ used the 1622 both for live sound
reinforcement and in my home MIDI
studio. Of the two, the live environ-
ment was by far the most challenging,
as the inputs to the mixer consisted of
vocals, two electric violins, mandola
(which is to a mandolin as a viola is to
a violin) and bodhran (an Irish side
drun)—all rather difficult sources.
Before discussing my impressions,
remember that this mixer is very inex-
pensive for the features it offers. How-
ever, you don't get something for
nothing, and the 1622 does have some
shortcomings and corners cut. You
could certainly do better in quality in
some areas, but notanywhere nearthis

price. Thus, it is worth overlooking
some things in view of the price. In
short: what do ya want for $900?

Anyway, the review. First, the
sound: It was clean, it was quiet. Alesis
has done an excellent job with the
audio fidelity of this unit. In terms of
features and performance the unit had
its moments to shine and its moments
of shame. Prior to working with the
Alesis, my band was using a console
that did not have insert jacks, which
made it difficult to eliminate the
boominess that the bodhran can have,
the boxiness that the mandola pickup
has, or the unevenness of the lead
vocal. I was delighted to be able to
patch in my outboard processing to
deal with these problems.

Unfortunately, there is no standard
among manufacturers regarding the
wiring of TRS insert jacks. The system
Alesis has chosen (with the tip as the
send and the ring as the return) makes
less sense to me than the other way
around. In a pinch, a signal can be
injected into the channel using a stan-
dard 1/4-inch guitar cable, if the tip is
wired asa return. When using outboard
gearwith 1/4-inchjacks, thisisn't much
of a problem, just reverse the plugs at
the outhoard gear end. Since most of
my outboard processing has XLR in and
out, I had to custom-build insert cables
for use with the 1622.

Soloing on the 1622 is non-destruc-
tive, that is, it does not interrupt the
master outputs, ideal for live work
where an engineer needs to check
individual sounds mid-song. In fact, it
is necessary in this case, since the 1622
has no metering for individual chan-
nels (even a clip LED would be suffi-
cient), forcing one to solo a channel in
order to check its level. Set your levels
carefully before starting and leave
yourself a little headroom in order to
avoid inadvertent clipping.

The onboard 2-band EQ sounds
good as far asit goes, which is not very
far. If you're using synths where you
can get the sound you want from the
instrument, this is not a problem, oth-
erwise you may need to use those
insert jacks with some outboard EQ.
Fortunately, there are inexpensive half-
rack parametric EQs available (from
Alesis and Symetrix, for example) that
would do this job nicely. As frustrating
as it is to have such minimal EQ facili-
ties, better EQ would raise the price
significantly.

The unitisextremely light (about 14
Ibs.), which is truly wonderful. The
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Get Every Bit
Into Your Audio

New Aphex Dominator™ II Precision Multiband Peak Limiter

hen audio is converted to digital,
it had better be hot or you're
going to lose resolution (1 bit for every
6dB). Too hot and you will crash! Which
is why you need the new Aphex
Dominator I Precision Multiband Peak
Limiter before your A-to-D conversion.
The Dominator has become the
standard peak limiter because of its
superb audio quality and absolute brick
wall limiting. It lets you run hotter with
absolutely no overshoot. And now, it
offers a dynamic range of 104dB, five
times better than digital!
The Dominator limits the audio in
three bands and recombines it in a

patented intelligent circuit. This means
that signals in one band won’t affect
another band, eliminating spectral gain
intermodulation, dulling and hole
punching. The result is hotter audio with
transient feel and absolutely no
overshoot!

There’s a Dominator designed to
maximize your recording or transfer
medium ... analog or digital ... tape, vinyl],
disc, sampler, hard disk or film ...
broadcast, land line, microwave or
satellite link. Contact your Aphex dealer
for a demonstration of the world’s finest
peak limiter, the Aphex Dominator II,

SYSTEMS
11068 Randall Street
Sun Valley, CA 91352

(818)767-2929
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ound, teleconferencing

S

® Studio sound, live

and permanent installations @ Linking capability for input and/or output expansion @ Both +4
balanced (XLR) and -10 unbalanced (1/4") inputs and outputs @ -10 output adjustable to O dBu

® 8 X8 Distribution Amplifier/Mixer Combination

For more information, contact:

MERIDIAN

COMMUNICATIONS
PO Box 97, Alameda, CA 94501
Telephone: 415.769.1515
Facsimile: 415.523.6296
Dealer inquiries welcome
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FIELD TEST

rack you mount it in will probably

weigh twice what the mixer itself

weighs. Speaking of rack-mounting,
I don't really like a power switch
mounted on the rear of a rack-mount-
able picce of gear; it can be rather a
pain to reach it

Neitherthe XER mic connectors nor
the DC power connector lock. T did not
find this a problem with the mic con-
nectors: They didn't fall out or get
pulled out too casily. The power con-
nector. onthe other hand, was a major
pain. It falls out casily and that's not
good inalive situation. Not only did we
have the sound die entirely in the
middle of a song, but a loud pop was
clearly audible when it was plugged
back in. Furthermore, the connector is
labeled “up™ with an arrow to ensure
proper orientation when plugging into
the mixer's power input; unfortunately,
the review unit had this marking onthe
bottom of the plug.

I like Alesis” “lump in the line™ ap-
proachto external transformers, where
an in-line transformer is used (with a
cable on eitherside of the lump), rather
than having an unwieldy transformer
right at the wall receptacle. On the
other hand, it uses a two-wire AC plug,
which is not the best for a mixing
console (the connection center and
often the main grounding point for an
audio system). Neither is there any
grounding post anywhere on the
plastic case.

The Alesis manual offers some sug-
gestions about grounding, but not all
ones that 1 endorse. Although it is
commonplace in the real world for
people to lift third-pin grounds to
climinate ground hums, it is neither a
safe solution nor the only one, and |
disapprove of a manufacturer lend-
ing legitimacy to an unsafe technique
by recommending it in an owner’s
manual. There are other statements in
the manual with which I disagree, but
overall it contains a lot of useful infor-
mation written in an accessible style.

In my home studio, which is a more
controlled environment than live use,
the 1622's limitations were less of a
problem. The product sounded ex-
cellentwith synthesizers, aslong asthe
channels were set with adequate
headroom. The large number of inputs
and returns nicely accommodated the
multitude of sources (instruments,
outhboard gearandtape returns) found
in even the smallest MIDI studios. The

full 100mm faders were useful for mix
moves (fades, ducking, etc.) and are an
appreciated touch.

There are a couple of questions that
I'was unable to answer in the course of
this review, First and foremost is: How
sturdy is this construction? Although
the pots and switches function fine
now, they don't have a good feel, and
I wonder if they are more susceptible
to smoke and liquids because they are
not encased. Alesis, Tam told, has made
a demonstration video to address this
question, wherein the board is abused
but it keeps on ticking. The reviewers

v

Remember
that this mixer is
very inexpensive
Jor the features

it offers.

at Electronic Musician (Mix's sister
publication) apparently attempted to
replicate this with their own “Pepsi
Challenge.” My feeling is that time and
only time will tell how long the 1622
will stand up to the rigors of daily use.
Once again, it is important to keep in
mind the $899 list price: At that price,
how long does it have to last to be
worth it?

The Alesis 1622 is an interesting new
entry in the mixer market and a gaunt-
let thrown down for other manufac-
turers. It offers a superb set of features
for the price, although corners have
been cut. The cut corners are gener-
ally livable, but there are some minor
design quirks. The sound of the unit is
acceptable for professional work, but
it is not clear how long the unit will
stand up toconstant wear and tear. The
1622's strong points, such as the num-
ber of inputs and outputs, are impor-
tant ones in the arena at which the 1622
is aimed. If the 1622’s few shortcom-
ings are not in areas that are critical to
you, I definitely recommend it. ]

Larry “The O” Oppenbeimer is a musi-
cian, audio engineer and consultant
based in San Francisco. He performs
with the Celtic fusion band Pboenyx
and is currently producing their first
album.




Even OQur Smaller
Systems Can Fill A
Big Hall.

SR4700 Series

You've seen and heard our big systems,
installed in major venues around the
world and on tour with some of the
biggest names in the
music business. The
SR4700 Series Loud-
speaker Systems are
equally at home on the
road or in the hall.

Their legacy comes from
Cabaret® Series, a prime
player in small to medium
club sound reinforcement
since the seventies. Their
influence is Concert
Series!” the new standard in
packaged JBL systems. With
Cabaret as the starting point and

Concert Series as our current direction, we
listened to your comments and suggestions,
turning them into the sound system of the nineties
and beyond.

The SR4700 Series is pure pro audio. Pure JBL com.
ponents, the same caliber as those in our larger systems,
including the Vented Gap Cooling™ low frequency
drivers and the 2445] compression driver. Pure JBL en-
closures, five times stronger than traditional designs,
and protected by plastic-coated steel grills and super-
durable fabric-laminated plywood cabinets. Pure JBL
sensibility, interlocking enclosures with heavy-duty steel
handles and recessed input connectors, so they travel
tighter, set-up easier and last longer.

SR4700 Series, pure JBL. Be the first in line to hear them
today at your local JBL dealer.

UBL

JBL Professional
8500 Balboa Boulevard, Northridge, CA 91329 USA
H A Harman International Company
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LIVE SOUND

SOUND

REINFORCEMENT NEWS

Mike King, president of Speeda
Sound Inc. (Fresno, Calif), is un-
disputedly the sound reinforce-
ment king of California’s vast Cen-
tral Valley. Speeda provides con-
cert sound production for the ma-
jority of the region’s audio events
and stays busy doing national one-
offs, regional tours and county fairs.
King states, “We probubly do close
to 30 fairs u year. And when we

Seth
Goldman,
monitor mixer
for David
Bowie’s
recent
American
tour, is shown
at a Ramsa
WR-S840

40 x 18
monitor
console
during the
band’s
California
swing.

work a fair we provide everything
from paging, Motorola radios, com-
plete backline gear to concert audio
production.” Part of Speeda’s market
is with the expanding Hispanic music
scene. Recent acts include Los Bukis
and Chayanne. King recently pur-
chased a 9,000-square-foot facility in
Fresno to house Speeda’s growing
business that also includes installa-
tions and equipment sales.

World Radio History

Speeda’s main system is based
on 72 EAW KF550 cabinets with
accompanying subs. The boxes are
packaged three high on a dolly and
loaded into a truck trailer three
wide for quick truck packing and
show setup. Other equipment in-
cludes EAW 253 full-range near-
field boxes and several smaller
speaker systems. Speeda uses AB
900 and AB 1100 amplifiers and
recently bought several of the new
fully modular AB 1200Cs for sub-
woofers. King says, “The new AB
1200C amp isa real monster. It does
at least 2000 watts per channel at 2
ohms and sounds tremendous. We
own nearly 200 AB amplifiers and
have been using them for 12 years.
They sound good and are always
reliable” The recent equipment
purchases of Yamaha PM3000 and
Ramsa WR-S840 mixing consoles
add to the inventory of various
Wheatstone/Audioarts and Yamaha
consoles.

King states, “We work through-
out California and some of the
surrounding states. By choice, we
are not involved with extensive
concert touring. Too many con-
secutive days spent on the road is
bad for one’s personal attitude and
family relationships. We promote
the idea that family and reasonable
work patterns are important. Many
of the people working for me have
been here for quite a long time.
I am geared toward taking care
of the employees who want to
enjoy the work and be involved.
We even have a pension profit-
sharing program going for our
company; this helps ensure that my
employees will have something
years from now.”

Electrotec Productions (Ca-
noga Park, Calif.) was busy keep-




ing six systems working through
the summer. Hardworking Pierre
D’Astugues updates Electrotec's
tour schedule: Rush continued
their extravagant production with
Robert Scoville mixing house
and Bill Chrysler on monitors. ..
Cher s tour is one of this year’s top
grossing acts. Dave Zammit is
mixing house with a full 72-box
arena system along with George
Barnes onstage...Barry Mani-
low finished touring late June af-
ter two years on the road. . .Randy
Travis continued his world tour
...Tesla. opening for Motley Crue,
carried monitor and house elec-
tronics.. .Electrotec was subcon-
tracted by Showco to provide a
system for one leg of the Milli
Vanilli tour...Lenny Kravitz fin-
ished touring Europe; the system
was then used for Alice Cooper's

European tour that began in July. ..
Billy Idol's rehearsals and large
arena tour began in early August. Idol
will do about three months in North
America before heading to Europe for
the winter.. Electrotec was there for
Alabama's annual “June Jam" char-
ity event that raises money for the local
community in the band's home town
of Fort Payne. Ala. A farge system with
four delay towers provided sound for
many national acts that donated their
performances.

Canadian speaker manufacturer
Adamson Acoustic Design Corp. (Pick-
ering, Ontario) reports steacly sales of
its innovative main loudspeaker sys-
tem that features a midrange com-
pression driver mounted on an acoustic
waveguide. Without exception. all the
sound companies I have spoken to
that use the Adamson cabinets con-
tinually rave about the clarity. re-

sponse, ease of handling and pre-
cise coverage of the two-box sys-
tem. Cabinets have been recently
sold to GreatLakes Sound. Gould
Vibrations, Masterplan Pro-
ductions. Showtec Productions.
Eastern Audio, Max Technique,
GSD Productions. Audio Arts
and Wall Sound. Adamson ulso
made its tirst European sales to
Sweden’s SPLProduktion AB and
Spain’s Jolper Musica. Sound
systems were installed in Toronto
hotspots El Macambo and The Di-
amond Club. A 40-box nuin house
system and several delay stacks are
now being installed in the large,
new Westside Amphitheatre in
Phoenix. The MH225 and 13218
loudspeaker cabinets were speci-
tied by audio consultants Jaffe
Acoustics.. .Due 1o increased pro-
duction demands. Adamson has

ONTHE ROAD

SOUND COMPANIES, EQUIP

MENT, ARTISTS & PERSONNEL ON TOUR

T

Artist
Sound Company
Tour Dates
Region

House Console #1
House Console #2
Monitor Console #1
Monitor Console #2
House Crossover

1
!
|
l

Main Speakers
Main Speakers
Subwoofers
Monitor Speakers
Monitor Speakers

Main Amplifiers

Main Amplifiers

Sub Amplitiers
Monitor Amplifiers
Monitor Amplifiers

Harry Belafonte
Audiowest
July-September
North America

Yamaha PM3000 40x8x2
Ramsa WR-5840 40x 18
EAW MX 800-8T

(8) EAW KF850
(8) EAW $B850

Audiowest Custom

Engineers:
(B) = band
(H) = house
(M) = monitor
(T) = tech
(a) = assistant
(C) = crew chief

Crast 4001, 8001
Crast 4001, 8001

Crest 4001

Craig Roush (B, H)
Glenn Hatch (M)
John Fassett (T)
Mailcolm Weldon

Jackson Browne
Sound Image
June-August

us.

Soundcraft Series 4 40x16x2

Ramsa WR-5840 40x18
BSS FDS360

(10) Phase-Loc Series V
(6) Phase-Loc Series V Lo

Phase-lL.oc 2x12

QSC 3350, 3800
«SC 3800

QSC 3350, MX2000

Mike Adams (H)
Bilt Szocska (M)

LA Guns
Naked Zoo
June-July
uU.s

Yamaha PM3000 40x8x2
Yamaha PM2000 32x4x4
Ramsa WR-5840 40x18

8SS FDS360

(8) NZ aW

(8) NZ 2w

(8) NZ Low

NZ LoPro
NZ 2w, Low

Carver 1.5

5)
5
Carver 1.5
Carver 1.5

Gary Whitelock (B, H)
Mike Gonzales (B, M)
Jim Quiggle (aH)
Paul Tillman (aM)

Richard Marx
Audio Analysts
June-August
North Ametica

Soundcraft Series 4 40x16x2

Soundcraft 500 40x8x2
Soundcraft Series 4 40x16

BSS FDS360

(36) AA HDS-4

AA 2x15

Crawn MA2400
Crown MA1200

Crown custom MA2400/600

Steve Miller
Clair Bros.
June-September
North Ametica

ATl Paragon 40x16x12
Yamaha PM3000 40x8x2
Ramsa WR-5840 40x18
Ramsa WR-S840 40x18
Clair Custom

(30) Ciair C-4

custom wireless

World Radio History

Carvet/Clair 2.0

custom wireless

Bill Philput (B, H)
Michael Mulé (M)
Matthew Tonges

Dave Goodrnch

Steve Wiese (B, H)
Blake Sulb (M)

Jim “Boom” Bang (aH)

Corey Stone




NEW DYNAMIC DIMENSION.

| The DC 24 Multi-Function
‘ ) . { ' Dynamic Controller.

] q...\\ , "‘o

ther designs give you “either/or” The

DC 24 gives you "AND": Two limiters AND
two compressors AND two gates AND a built-in
crossover, all in one compact unit.

‘ ’ ‘ ’ . A NEW SERVO-LOCK LIMITER DESIGN mean:
: ; more transparent limiting no matter how
drastically the program material changes from
{ moment to moment. Our servo-locking circuit is
‘ P . g smart enough to continuously maintain just the
. ‘ v right ratio necessary to guarantee flawless contro

s ) SEPARATE COMPRESSION CONTROLS allow
. you to dial in the perfect amount of dynamics you
! want, independently of the limiter. Extremely low-
( ’ noise, low distortion VCAs guarantee a level of
performance that will satisfy the most demanding
( ’ recording or broadcast requirements.

THE INDEPENDENT EXPANDER/NOISE GATES
can be adjusted to tighten percussion or turn off
A & g . background hum and noise, without effecting any

‘ ] ’ of the other dynamic control operations.

p A BUILT-IN 4TH ORDER CROSSOVER

‘ J ’ : transforms the DC 24 into a bi-amp crossover/

processor afl-in-one. You can minimize feedback,
. i maximize speaker protection and save

( . . considerably on equipment costs. Or use the DC
. 24 as a band-split mono controller to obtain more
. . . consistent broadcast or recording signal strength
¢y with less “pumping” and “breathing.”

¢) : . Why put up with the expense and bulk of
‘ . handling 3 or 4 conventional units? Get greater

precision and more versatility with fewer side
) effects, ail packed into a single compact unit.
. Experience a whole new dimension in dynamic
control from Rane. ‘
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¢) ) Rane Corporation
. 10802-47th Ave. W. Everett, WA 98204
. (206)355-6000
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recently moved into a larger facil-
ity and aquired three state-of-the-
art computer-controlled produc-
tion machines.

Most people do not know that
Adamson is also active in digital
technology research. For several
years the company has worked
closely with the University of To-
ronto’s internationally acclaimed
Electrical Engineering Department.
Adamson has also reached a sig-
nificant research funding agree-
ment with a major international
mining and resource company.
Adamson sales manager Jerry
Placken says, “The Kidd Creek Di-
vision of Falconbridge Limited is
now involved with us, to the tune
of more than 2 million dollars
spread over three years, to do re-
search in the digital signal proc-
essing domain. We're working on
certain hardware and software
technology for specific industrial
applications.”

Delicate Productions (Cama-
rillo, Calif.) fielded three impres-
sive Martin F2 systems this summer,
and 12 new Martin F2 main cabi-
nets highlighted recent equipment
purchases. Concert systems were
out with Basia's first tour leg (late
June untillate August, with Yamaha
PM3000 in the house and Sound-
craft Series 4 40x16 onstage). . Peter
Murphy started late June and fin-
ished in mid-August (32 F2 boxes
and eight Delicate 218 subs, Ya-
maha PM3000 in the house and TAC
Scorpion 40x12 onstage).. The
Church went out in May and fin-
ished mid-July (24 F2 boxes. Ya-
maha PM3000 in the house and
Soundcraft Series 4 40x16 onstage)
...The Gipsy Kings carried 42 F2s
for their June and July West Coast
dates.

When asked about Delicate’s
corporate  business, Smoother
Smythe replies, “Excellent. We did
a big thing down at the Bren Event
Center. in Irvine on June 8-11, for
Robbins Research with one of our
Apogee A-5 systems. We're also
now permanently keeping a cor-
porate system in Hawaii in con-
junction with Showtech. We also
provided sound and lights for a
large movie premiere party for
Back to the Futire Il at Universal
Studios” western lot.”

This year Sound Chek (Mctairie,
La.) played a prominent part in the
prestigous New Orleans Jazz and
Heritage festival. They handled the
Jazz Tent stage and over the course of
the festival worked with a wide selec-
tion of mainstream, national juzz art-
ists. Co-owner Chris Brown says
that this summer Sound Chek pro-
vided sound for the Latin American
Mensaje festival for nearly 100000
people, the Carnival Inter-Americano
on the New Orleans’ Riverfront and a
variety of local work. Sound Chek also
has been active in Honduras installing

complete sound systems for five
churches in this audio-stanved coun-
try. Co-owner Michael Paz is now
designing a sound system installa-
tion for a World Exposition exhibit
in San Pedro, Honduras, and in his
spare time he produces a well-re
ceived jazz radio show

Naked Zoo (Minncupolis, Minn.)
is a full production company with
sound, lights, trucks and 18 vears of
experience. Technical director Greg
Longtin says the company han-
dles a wide range of production
cevents across the United States,

system.

. T————
PROFESSIONAL SOUND SYSTEMS
333 East Fifth Street ¢ Chester, PA 19013 o (215) 876-3400 » Fax (215) 874-0190

Puts the others in perspective...

Community’s new RS880 loudspeaker system flys heads above all
others with its trapezoidal, three-way Wavefront Coherent™ horn
loaded design. Dynamically controlled from a single rack space
with our 880EQ, the RS880 additionally features unique feedback
loop sensing circuitry, and reinforced D-rings which can get you
off the ground quickly and smoothly. For room-shaking bass
response, our VBS415 subwoofer can also be added to extend the
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such as figure skating shows and
international ski events, occasional
national and regional concert tours,
many fairs and festivals, industrials
and sporadic national one-offs
Recent tour clients include L.A.
Guns (see “On the Road”) and
Roger Whittaker.

Naked Zoo can put out three
complete systems and boasts over
175 Carver 1.5 amplifiers to power
all main and monitor cabinets. The
main PA. systems have either a
four-way, full-range cabinet similar

to an Clair $-4 in appearance, or a two-
box setup with a two-way, front-
loaded trapezoid high box loaded
with JBL 10-inchers and the 2-inch
2450. A separate low box has two JBL
18-inch woofers crossed over at 160
Hz. The monitors consist of various
proprietary enclosure designs. Mixing
consoles included three Yamaha PM-
3000s, a PM2000, two Ramsa WR-5840s
and a TAC Scorpion 30x12.

Crystal Taylor Systems is a large
regional production company with
audio, lights, staging and backline
gear. Located just north of Philadel-

Stage Lighting Systems

Box Trussing ® Ground Support

NEW JERSEY
(201) 423-4404

LOS ANGELES
(805)499-5932

DETROIT
(313) 961-9111

HOUSTON
(713) 855-9227

CANADA
(519) 256-5665
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phia in Bensalem, PA, owners
Marty Garcia and Carl Taylor
have quickly developed this 5-year-
old company into a respected busi-
ness serving the concert, corporate
and industrial markets. As far as
concert sound goes they work a
large number of national one-offs
and occasional regional and na-
tional tours. Regular clients include
Grover Washington (during Au-
gust), Joan Jett and Miles Davis.
Recent work included a small na-
tional tour with the Alvin Ailey
dance company, John Denver’s
Northeastern dates in July, and a
national spring tour with Najee.

Crystal Taylor has three large
main systems as well as several
smaller 16- and 24-channel sys-
tems. The larger systems are based
around 60 Turbosound TMS-3
mains and TMS-4 subs. Also in
stock are many of the small trap-
ezoidal MacPherson M2 enclosures
for various situations. Carl Taylor
states, “The M2s have worked out
excellently. They're very versatile,
cost-effective and really put out a
lot.” Monitor cabinets are Turbo-
sound TMW-215s and TFM-2s, as
well as additional proprietary, two-
way, JBL-loaded enclosures. Power
amplifiers are QSC 3800s for the
house and MX1500 and 3800s
onstage. “We've had virtually no
failures with the QSC amps; they
have been very reliable. We are
now also interested in the new QSC
MX4000 high-output amplifier,”
Taylor adds. House consoles are
two Yamaha PM3000 40Cs and a
32-channel PM3000; monitor con-
soles are a TAC Scorpion 40x12 and
a Soundcraft 800B 32x10. Signal
processing is composed of Draw-
mer gates and dbx compressors,
Klark-Teknik DN360 EQs and BSS
FDS 360 crossovers.

(Note: Some of the data in this
column and in “On the Road™ is
based on information provided by
the companies. Address all corre-
spondence and photos to Mix
Publications, Sound Reinforcement
Editor, 6400 Hollis Street, Suite 12,
Emeryville, CA 94608.) |

Mix sound reinforcement editor
Mark Herman operdtes d compdny
specializing in console rentals for
live sound and touring appli-
cations.




INCOMPARABLE PERFORMANCE.
CONSISTENTLY ACHIEVED.

In the 43 years Crown has been
creating amplifiers, we have also
created the industry standards for
sound ampiification. In doing so, we
have captured the imaginations of
thousands of performers, contractors,
engineers, dealers - even other
amplifier manufacturers — across the
country and around the world.
Arecent survey by Sound & Video
Contractor identified Crown as the
world's leading name in amplifiers.
With this in mind, we might have
rested on our laurels. But we haven't.
Because Crown's standards of

GUARANTEED
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excellence demand constant
evaluation. And ongoing, systematic
evolution. Evolution which has
resulted in patented technologies that
protect our amplifiers from damage.
That keep distortion to the absolute
minimum. And that eliminates
obsolescence. Together, these are
advantages no other amplifier
pOSSEsses.

Add to this a transferable three
year no-fault warranty... a warranty
which can be extended to a full six
years... and, comparing apples to
apples, there simply is no
comparison.

Of course, to some, the ongoing
evolution of Crown amplifiers —
already the best available — seems
unnecessary. But judging by the
growing number of people who
recognize Crown as the leader —
those who use Crown amplifiers and
those whose goal is someday to be
able to - this ongoing evolution, in
large part, means incomparable
performance. Consistently achieved.

For more information and detailed
specifications on our amplifier line,
pick up our literature at the Crown
dealer nearest you. Or call Crown
direct at 1-800-535-6289.

EXCELLENCE crown®

Made in America Exported as Amcron
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A short time ago, A.RT. stunned the recording world with the !
release of the SGE Mach |I. Offering 12 simultaneous effects
and a 400% more powerful processirg section, the Mach I R
offered spatial realism that defied description. The all new DR
uses that same processor and is expressly designed for studic
and live sound applications. The DRX will do 10 simultaneo
audio functions and features an exciter, compressor, limiter,
noise gate, expander, envelope filter, 24 different reverb alg
21 different delays, sampling. pitch transposing, panning, ec ati
leslies, stereo flange and chorus and more—over 60 effects to ¢hoose
from with bandwidth to 20 KHz! The creative power is astonishing. The
noise gate can gate off microphones so the wash from live drums doesn’t
trigger your effects buss. The comp-essor can smooth out wild dynamic
swings on vocals. The exciter will increase the edge and clarity of a
of material. The noise gate can "turn-off” noisy guitar amps in be
or aliow you to run higher gain leve:s without feedback on vocal an
The limiter can hard limit any source 'so that clipping can be t
you can pick and choose effects and mix and match at r.
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The all new Multiverb Ill uses the seme revolutionary processol he DRX
more than 50 effects to choose from! The Multiverb Hll features rything th
does except the dynamic effects section (comp/limit/gate). It will do four simuit
effects and uniike other units allows you to pick and choose effects at will and
change their locations-you’re not lirrited to confusing configurations. Like th
DRX, it features a Midi Data Monitor that allows you to see the digital midi
data stream—simply connect a keyboard, foot controller or any
device and the LCD wil! give you a real time readout of channel
pressure, patch change or any other midi info! And the sound
and spatial realism of the Multiverb Il is absolutely stunning.
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The Multiverb LT offers the power of the Multiverb Il in an ultra simple
format. It will do 3 simultaneous effects and contains 192 of the finest
studio effects combinations ever created. Lush reverbs, delays, Circl
flange, chorus, and special effects combinations are available

at the touch of a button! The sound for the price is unbelievable
—and midi addressable. The NEW X-1l Midi Foot Controller
works with all midi effects units—at a great low price.

Juu

/TWYS XIN/IOIN 313730

$30HL

BAN
n

IENRERNNL ARRERUNET
000

i

>

.

Applied Research & Technology * 215 Tremont Street * Rochester, NY 14608 w(’/16) 4565730 Fax'(716)

1 11%0
IR ?)
NAD

“HAIY1SHI




LIVE SOUND

SOUND REINFORCEMENT NEW PRODUCTS

KLIPSCH SUBWOOFER
Klipsch & Associates (Hope,
Ark.)) has unveiled the KP-115-SW,
a single-15 subwoofer in a vented
erclosure. The unit has a re-
quency respanse of 40 te 2,000
Hz (£4 dB). with a maximum
power output of 125 dB from a
300 input. The 3/4-inch ply
cabinet has a furniture-giade
birch veneer and is available with
or without textured black paint.
Its 24.5-inch width allows stack-
ing with most popular two-way
cabinets. and the box is pre-
drilled for Omnimount brackets
to facilitate cluster installations.
Ontions include a metal grille.
handles and a top socket that
accommodates mounting an
upper main system without
tripod.
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CORRECTION

The June Mix product
announcement for Shure s line
of new L Series VHF wircless
microphones included a price
range of $532 1o $718. These
prices are for complete wireless
systems (transmitter and receiv-
er), not just the L2 transmiitters,
as implied.

JBL SR4700 SERIES «
Offering new technology in a
high-powered, lighter-weight
design is the SR4700 Series from
JBL Professional (Northridge,
Calif)). Replacing the Cabaret
Series. the new line incorporates
advancements such as titanium-
diaphragm compression drivers.

Bi-Radial™ horns and Vented Gap

Cooling™ transducers for high
reliability. low distortion and
reduced power compression. The
six models in the series (ranging
from 12-inch/two-way to 18-inch,
three-way and an 18-inch sub-
cabinet) feature passive cross-
overs—switchable for multi-amp

powering and a trapezoidal design

tor grouping in arc arrays.
Circle #286 on Reader Service Card

TASCAM M-1016/M-1024
Designed specitically for sound
reinforcement are the M-1016 and
M-1024 from Tascam (Montebello,
Calif). The M-1024 ($1,899) has 16
mono (with XLR mic inputs) and
four stereo input
channels; the M-
1016 (81.299) has
cight mono and
four sterco input
channels. Other
features include
$iX aux sends
(four post-fader
and two pre/post-
switchable), six
aux returns and
switchable
phantom power

PEAVEY PC4-X DIGITAL
CROSSOVER

New from Peavey (Meridian,
Miss.) is the PC4-X™ a totally
programmuable, digital crossover
that can be configured as two-
way, three-way, four-way, two-
way stereo, or three-way with an
additional low-, mid-, high- or
full-range output. Up to 650ms of
delay can be applied to the
balanced inputs, with up to 10ms
of driver alignment delay—
adjustable in 20.8us (1/4-inch)
steps at each of the four outputs.
Filter selections are 4th- or 8th-
order Linkwitz-Riley or linear
phase. In addition to its crossover
functions, the unit also operates
as a multitap delay with high and
low filters. Features include 24-bit
internal processing, 6:4-times
oversampled A/D. 48kHz sam-
pling rate, memory for 99 setups,
LCD status display, access code
security lock and remote opera-
tion via MIDI. A similar unit, the
CEX- 1. is offered by Peavey’s
Architectural Acoustics Division.
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on the mic inputs.
Circle #287 on Reader Service Card

SOUND SYSTEMS FOR WORSHIP

The Yuinaba Guide to Sound Systems for Woiship is a “how-to” guide for
churches, synagogucs, temples and other places of worship. Presented
generically, and written for ministers and other church personnel, the
200-page book covers speech. vocal and instrumental music reinforce-
ment and troubleshooting. Also included are sections on the recording
and broadcasting of worship services. Published by Hal Leonard Publish-
ing. the $24.95 text is available through Yamaha Pro Audio dealers,
religious hookstores and Mix Bookshelf.
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SEPTEMBER 1990. MIX 99




[Q System 2000

J cthro Tull, most widely known by thirty-suftering-types for chart-
busting hits such as "Aqualung,” “Thick as a Brick™ and “Locomotive Breath,” '.'h ¥
went ontour following their Rock Island release and covered 60 cities across
Europe and North America. Sound reinforcement for the North American
leg was provided by Cleveland-based Eighth Day Sound, which made this Road
one of the first major tours o use computerized amplifier control and
monitoring,. wi,..h
“Despite the popularity of their new music, you can't come to see a Tull
show without hearing some of the old classics,” says Rod Price, the tour's
chiet audio engineer. “As for the sound system, I'll gladly pass on the ‘clas- N e'.'h ra»
sic” way of doing things and admit I couldn’t see doing another show with-
out computer automation.”
The amplifier control and monitoring technology that has cast its spell . .
upon Price is the 1Q System 2000, which was supplied by Elkhart, Indiana-

based Crown International, Up to eight different serial loops can be con- by Greg DeTogne

A view of the master control
panel in the 1Q 2000 System
is pictured at left. Below are
some of the core elements
of the system: the Crown
system interface, the
2-channel input board and
the system application.
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Swiss Family NIEEW) T RRIIC

Europe’'s most innovative audio test
equipment is the newest in the U.S.A.
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2UDID TEST & SERVICE SYSTEM A

The Al audio test system is the only instrument providing the capabilities

of 7 separate pieces of equipment: sweep generator, level frequency, cross
talk, noise, distortion, wow and flutter, curve tracer and an audio
measurement oscilloscope. Communication and hard copy available

through RS232 interface or centronics port. Accuracy and reliability that is
portable for the audio lab, broadcast. manufacturing, service and studio user.

Meet your audio testing needs

High-quality:-Neutrik et dyStelad ath accurately and in budget with Neutrik.

serviced in the United States and backed
with a 1 year warranty. @N NN

CONNECTORE
AUDIO TEST SYSTEMS
INFOMATIC SYSTEMS

Neutrik AG ¢ Im alten Riet 34 + FL-9494 SCHAAN - Furst en tum Liechtenstein « 011-41-75-29666
Neutrik USA, Inc. « 195-83 Lehigh Ave. + Lakewood, NJ 08701 + Phone: 908 901-9488 « FAX: 908-901-9608
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nected to 250 amplifiers, providing
control of 2,000 amplifiers in any one
given system, hence the name. Three
main components lie at the heart of [Q
2000—a host computer, an 1Q-P.I.P.
Card and a system interface—and the
system is powered by custom software
that enables remote monitoring and
control.

Ten major monitoring functions are
inherent in the IQ System, along with
six control features. Included among
the monitoring functions are the abil-
ity to review the on/off status of each
amplifier channel, input and output,
and Crown’s [OC (input/output
comparitor) and ODEP (output device
emulator protection) signals. With the
control functions you can turn any
channel’s high-voltage supplies on or
off, decrease or increase the input-level
attenuation in increments of 1 dB, and
turn on or off any device connected to
the auxiliary control line.

As used by Jethro Tull, the IQ Sys-
tem 2000 was interfaced with the
overall sound system set up by Price
and feltow Eighth Day Sound engineer
Mark Brnich. Loudspeaker power for
the tour was supplied by six sub-
woofers and 24 full-range cabinets per
side, based around Turbosound’s TMS-

PM-900 (350+350W @ 8Q).

Each with features you've asked us for. Like

barrier strip inputs

102 MiX, SEPTEMBER 1990

Four new amplifiers from Carver Professional.
The PM-120 (40+40W @ 8Q), PM-300
(110+110W @ 8Q), PM-600 (200+200W @ 8Q), and

3 enclosures. In most venues, 20 of the
full-range cabinets were flown, while
the ground stack held six subwoofers
with four of the TMS-3s resting on top.
Featuring a power rating of 68,000
watts, the system’s 42 Crown Macro-
Tech 2400 and two Macro-Tech 1200
amplifiers were housed in three stan-
dard-size house racks and a smaller
subwoofer rack. During system op-
eration, a host computer located at the
house mixing console controlled and
monitored each amp.

Price says the 1Q System has saved
him hours of labor and provided a
dimension of control and monitoring
capability that truly amazed him. It al-
lows him to perform troubleshooting
functions almost instantly and has also
dramatically decreased setup and load-
out times.

“In a touring situation the 1Q System
2000 will pay for itself in setup time
alone,” he says. “Now, when we bal-
ance the system before a show, I sim-
ply walk around the room and make
notations on the various hot spots and
so forth. Then I walk back to the com-
puter and adjust each amp accord-
ingly, right from the computer screen.
Before, it was like a continual 400-yard
dash, running back and forth between

(along with TRS & XLR's) and 70 voit capabnluw
The new PM-600 and PM-900 also include
remote/manual sequential power on/off and rear

the amp racks and the house floor.
What used to sometimes be a two-hour
job can now be accomplished in two
or three minutes.”

Price has also used the IQ System’s
control features to create special audio
effects quickly by changing the polar-
ity of different combinations of loud-
speakers; he enjoys being able to turn
all 42 amps in the system on or off with
one simple command.

To eliminate the chance of the racks
overheating, fans were attached to the
lead amplifier on each rack and oper-
ated from the auxiliary control feature.
“Once the fans were added, I was able
to control them from the console-
mounted host computer,” Price recalls,
“I checked for overheating conditions
by monitoring the ODEP level. If [ saw
that it was running above 50 percent,
I knew instantly that the rack was
heating up, so I'd turn on the fans.
Once they were operating, 1 could
watch on the screen as the ODEP level
dropped betow 10 percent. At that
level, I could see that everything was
safe, and I monitored the whole pro-
cess without ever leaving the house
mix position.”

Troubleshooting on the Tull tour
was about as simple as tying your shoe.

cover card slot for use with Carver add-in options

such as our new PG2 Dual-Zone Paging Module.

Call toll-free, FAX, or write-us for comp’e

information including Archite

cts' and

Engineering Specs on the powerful,
accurate, reliable solutions to permanent
installation challenges

CARVER

PR OFESSIONAL

TOLL-FREE 1-800-443-CAVR, FAX 206-778-9453

PM-120 PM-300 PM-600 PM-900

P.O. Box 1237, Lynnwood, WA 98046




some of the safest @ =
and most exciting engineering
i the world.

- . \‘4-'-

In between.

Our microphones come from a country that goes
to any extreme in the pursuit of engineering excellence.

Fortunately, we’ve managed to incorporate the best of
those extremes into the Milab line of precision microphones.
Both the heart-stopping sound quality and the stolid reliability
Sweden has become famous for.

The redoubtable VIP-50 condenser pictured above is one of a
wide range of Milab studio microphones currently winning raves from
leading engineers.

They all share a meticulously detailed, smoothly transparent sound coupled
with an exceptional level of performance only quality-obsessed engineering
can provide.

Experience the beautiful extremes of Swedish engineering. Audition a Milab.

Milab

For more information on ow studio condenser and dynamic microphones, write for a free Milab catalog or the name and location of your nearest Milab dealer.
Exclusively distributed in :he U.S. by Klark-Teknik Electronics, 200 Sea Lane, Farmingdale, NY 11735 Tel: (516) 249-3660 Fax: (516) 420-1863

Milab International AB, Box 510, $-260 50, Billeshoim, Sweden. Tel. 042-730 70.
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"As the complexity and scope of modern
recordings increases the essential need to
define clarity, presence and naturalness in
key sounds has become paramount.

Digital recording technology, advanced
noise reduction techniques and the extensive
use of Dynamics processing has done much to
eliminate unwanted and residual signals

Much less thought has gone into
creating devices which can be used to enhance
the inherent quality of signals, particularly
through the medium of analogue processing
which is still unsurpassed in the finesse and
subtlety of its capabilitics and probably will

remain so into the next century.
Throughout my career I have been

The Medici
Equalizer

MR RUPERT NEVE

The Medici Equalizer is my newest
creation. The curve shapes, slopes and
turnover frequencies have been chosen most
carefully, the result of many years
experience, of listening to and serving the
needs of top producers and engineers in the
professional recording and music industry.
My new Warmth control, as the name
suggests, adds that elusive quality of fullness
and presence without colouration.

On top of this accumulated knowledge, a
vears’ further research and design work has
gone into the development of this product.
However the  enthusiastic  backing and
resources of the AMEK team, who developed
the  digital  control  elements,  was

dedicated to obtaining what I regard to be the ultimate in
equalization. The circuitry required to reach such a result cannot
be separated from the highest standards in noise and distortion

indispensible in bringing this product into being.
As a result, we believe the Medici Equalizer provides the
most powerful yet subtle and musical sounding creative tool yet

performance.

available”.

The Medici Equalizer is manufactured in the UK by AMEK
Head Office, Factory and Sales: Amek Systems and Controls Ltd., New Istington Mill, Regent Trading Estate, Oldfield Road, Salford M5 45X, England. Telephone: 061-834 6747. Telex: 668127. Fax: 061-834 0593.
AMEK/TAC US Operations: 10815 Burbank Blvd, North Hollywoud, CA 91601. Telephone: 818/508 9788. Fax: 818/508 8619.
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In one situation, a dead short devel-
oped in one of the loudspeakers and
caused an amplifier to malfunction.
Scated at the house console next to the
host computer, Price noticed it imme-
diately. “During any show, T use the 1Q
System’s scan feature to check on the
amps from time to time. In this in-
stance. as | was watching the monitor,
the display for the amp at fault began
to flash. which immediately let me
know something was wrong. In the
past [ probably never would have
known about the offending amp until
the next dav’s soundcheck. Then it
would have taken another 30 minutes
to two hours to find it and remedy the
situation. With the 1Q System, each
amp has its own address and can be
identified instantly.”

The most unique eftect Price ever
designed with the 1Q System came
about virtually by accident. As he re-
members, “We were looking for a
sweeter sound than what the Turbo-
sound cabinets start out with. | ¢spe-
cially wanted to tone down the harsh,
nasally midrange we were experienc-
ing, because what was coming out of
the P.A. wasn't what the band really
sounded like. By experimenting a little
with the amp settings, we found that if
we threw half of the midrange amps
either out of phase or turned every
other midrange amp down 3 dB, the
system opened and became smooth
and musical. All this was done with the
computer’s control window functions
one afternoon during a soundcheck.
To be honest, I don't think we would
have ever come up with the idea orthe
right combination of settings if the
computer hadn’t been there. 1t's just
not something you could do without
the control being right at your finger-
tips.”

Price is cagerly awaiting his next
outing with the 1Q System. now that
he's discovered the power of the
computer and the Tull tour has come
to a close. To make his life that much
easier next time, he wisely stored on
disk the sound system settings for ma-
jor venues all across North America.
That should save some time. and who
knows, with future software upgrades,
perhaps Price’s lite will become so easy
that he and his trusty computer will be
able to getin a few rounds of Nintendo
between the soundcheck and the
evening show. [

Gregory Delogne is a longtime Mix
correspondent based in the Chicdago
ared.

DO THEY SING ALONG BECAUSE THEY KNOW THE WORDS
ORBECAUSE. .. THEY CAN H]EARI_HE WORDS.

We're Looking For A Few Chents Who Care

.TLJ-L

70-V WOODLAND AVE
SAN RAFAEL, CA 94901

~-u|<1.

;_\ -

{415) 459-0100
FAX (415) 457-0264

Circle #046 on Reader Service Card

We didn’t invent time, but we
helped pioneer the use of time on
audio and video tape with time code
readers, Shadow synchronizers, and
friendly Softouch edit controllers.
We wrote the book a few years ago —
everything we knew about time —
and have distributed thousands of
copies to schools and individuals. If
you don’t have a copy of our Time
Code Handbook, just ask for one.
Free. And we'll even pay for the call.

We're still pioneering time with

our new family of time code prod-
ucts; the Phantom II VTR Emulator,
the Softouch IT Edit Controller, plus
a new digital random access recorder
to be formally announced at AES.
See it in booth 635. But take the
time to call us now for your free
Time Code Handbook.

,
| ' cher dgial inc
\ 5350 PARTNERS COURT. PO. BOX 170
4 FREDERICK, MD 21701
TQLL-FREE 1-800-331

90066
(31)695-0200 FAX' (JOT) 694-5152 TELEX 272065
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MI UPDATE

by Craig Anderton

Tar

INCREDIBLE
SHRINKING
NAMM SHOW

ast vear's summer NAMM (National
Association of Music Merchants) trade
show was soslow that many attendees
referred to it as “the wake on the lake

This year, the number of manufactur-
ers and square footage was down by
almost 40%; although the summer

show usually fills two floors of

Chicago's McCormick convention
center, this year it didn't even fill one
floor.

Notable by theirabsence were Akai,
Apple. Commodore, J.L. Cooper,

Wus the industry sick, or was
NAMAI? Before that question can be
answered. alittle historical perspective
is in order about the two shows (sum-
mer and winter) that NAMM sponsors.
A decade ago. the summer show was
the event. and the winter show (in
Anaheim, Calif.) was a secondary and
much smaller exhibit for the benefit of
West Coust dealers. Butthatwas before
the Japanese. and the American mi
crocomputer industry, invaded the
world of musical technology. Japanese

Whar's bappening

at NAMM shows reflects

the state of the country as

well as the music

industry.

Digidesign, Ensoniq, Korg, Lexicon,
Opcode, Passport, Peavey, Roland and
many more. In addition, several
booths were empty: Exhibitors had
decided to cuttheir lossesand not send
any personnel.

companies such as Fostex, Kawai,
Roland, Tascam and Yamaha were
based in Southern California, while the
microcomputer revolution was cen-
tered in Silicon Valley, a few hundred
miles to the north. Out of the micro-
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All the drum sounds, effects and sequencing
power you'd expect from a MIDI Studio.

Without the studio.

The Korg S3 is more than the world’s
most advanced drum machine. Its a
complete rhythm workstation.
Combining all the features of a
drum synthesizer, digital
mulu-effects uni,

SMPTE generator, and
8-track sequencer
into a single, compact module.

The S3 not only contains great drum
sounds, it can split those sounds into attack
and decay components, letting you mix and
match them separately. This unique “compo-
site synthesis” feature results in more realism,

as well as an unlimited variety of drum sounds.

'lo put the finishing touches on those
sounds, the S3 has two stereo digital multi-
effects processors. The same as those used in
our renowned MI keyboard.

With the S3’s sequencer section, vou've got

all the power of a stand-alone MIDI sequencer.

And all the overdubbing capabilities of an
8-track recorder. With four pattern and four

© KORG USA 1990 Circle #161 on Reader Service Card

linear tracks.
The ability to set up
work loops. Variable soft quantizing.

And 192 pulse per quarter note resolution.

The S3 even reads and wrnites SMPTE time
code, so you can sync to multitrack and video
recorders. Or use it as a central time code
device for other equipment.

If vou want to put together studio-quality
drum tracks — without putting together an
entire studio —check out the new S3 Rhythm
Workstation. Its at your local Korg dealer now.

KORG S

MUSIC POWER

For & “ree catalog of Korg products, send your name
and address, plus $1.00 for postage and handling, to:
KorgISA, 89 Frost St., Westbury, NY 11590




Sennheiser.
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Still setting the
standards.
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MI UPDATE

computer world came companiessuch
as Digidesign. E-mu Systems. Opcode,
Passport. Sequential and many others.

Meanwhile, the media was also
strengthening on the West Coast. The
GPI family of publications dominated
the market for serious musicians, while
Mixdominated the world of pro audio.
In the middle of the decade Electronic
Musician successfully targeted the
newly emerging computer musician,

and the Music Maker family of maga-
zines was also based onthe West Coast.
Around the same time. the American
heartland was turning into what some
economists called “the rust belt” for its
decaying industries and changing de-
mographics.

As a result, the winter show in Ana-
heim increased in importance and at-
tendance while the summer show lost
momentum. Anaheim became the
muain place for new product introduc-
tions. Those who feel the decline of the
summer show spells gloom and doom
for the music industry should look at
the attendance figures for Anaheim
over the past few years: What we're
witnessing is a shift in the balance of
demographic and economic power.
Granted, the music industry has been
slowing down; and granted. technol-
ogy. oversold by manufacturers and
underexploited by musicians, has lost
some of its shine. But what is hap-
pening at NAMM shows reflects the
state of the country as well as the music
industry.

Some people feel NAMM is a factor
in the declining attendance at the
summer show because it has not been
able to get dealers excited about the
concept. After all, NAMM is a dealer
organization and the show is put on for
their benefit; if dealers don't want to
come (or more likely, can't afford to




You know how good this guy is. For total
musical abilities there's simply no one better.
So when an impressive guy like Stevie tells
us he’s real impressed with A‘DAM, its
music to our ears.

Well, what Stevie is doing for music, Akai

is doing for digital multi-track. A-DAM.
The world’s first portable digital multi-track,
with the convenience of universally accepted
8mm tape, gives you the flexibility to expand
to 36 tracks. It's the only digital machine
within the means of any professional
application.

A:DAM is the ultimate satellite multi-
track. In a midi facility, A-DAM is the ideal
primary machine because its SMPTE

TECHNICAL EXCELLENCE § CREATIVITY

1990
NOMINEE

IF A-DAM IS JUST ANOTHER
DIGITAL MULTI-TRACK,
STEVIE IS JUST ANOTHER MUSICIAN.

compatibility lets you devote 12 digital tracks
to vocals. And with single frame editing, you
can now eliminate the most difficult breaths

and pops with absolute precision.

A-DAM. Just another wonder from Akai.
Call today for the authorized AKAI Digital
dealer nearest you.

AKAI

PO. Box 2344 - Fort Worth, TX 76113
(817) 336-5114
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Turn your IBM compatible and DAT machine into a stereo digital audio mastering system.
Want to see more?
Call or write for a free demo disk or send $15 for 56K: The Video.

s pr ,;ﬁss'cui \JLJ( [ C
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SQSC@TWS

Post Office Box 5074, York, PA 17405 e 717-843-6916 » Fax 717-854-8319

digital audio processor
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MI UPDATE

come because business is slow), then
the show is considered less successful
by manufacturers, whose main reason
for going to NAMM is write up bunches
of orders for new gear.

Not that NAMM didn't try other
enticements. Since the possibility of
new product introductions didn't seem
to be enough to attract dealers, NAMM
tried a different tack, putting on an
array of business-oriented seminars
concerning sales, motivation, bar
coding, and so on; yet reactions to the
change was mixed. The summer show,
a victim of changing times and chang-
ing economic trends, came close to
being a non-event.

Nonetheless, the mood was much
more positive than I would have ex-
pected. First, people had low expec-
tations for the show, and so they
weren't too surprised when those ex-
pectations came true. Second, it ap-
peared that the companies that did
attend liked having the spotlight all to
themselves. Even the funky little
booths that normally get lost in the
basement of the convention center
were right up on the main floor.
Showgoers only have X amount of
attention; divided by the smaller num-
ber of manufacturers, each exhibitor
got much more attention than they
would have otherwise. In fact, some
exhibitors were very pleased with the
amount of business they did at the
show, adding that the number of seri-
ous buyers was substantial despite the
smaller attendance. The manufacturers
who scaled back, had small booths
and targeted specific new products
seemed to do at least well enough to
justify the expense of exhibiting.

For the first time in years, 1 felt 1
actually saw most of what was to be
seen. Showgoers spent 15 minutes
talking with people instead of five, and
had the time to catch complete demos
of products. The feel reminded me of
Anaheim shows in the early '80s: com-
pact, friendly and as much a social
event as a marketing slugfest.

So where do we go from here? To
Anaheim in January, with a show that
has been lengthened from three days
to four, and that will take advantage of
alarger venue, due to expansion of the
Anaheim Convention Center. The next
Summer NAMM is scheduled for the
Jacob Javits Center in New York next
July, and the last day will be open to
consumers. Yes, NAMM has finally

taken the plunge and decided to see if
a consumer day will fly.

I thought showgoers would con-
sider this decision art least forward-
thinking, but a non-scientific, random
sampling of attendees didn'tshow a lot
of enthusiasm. Complaints included
New York in July has been known to
approximate hell (pray that there's not
a garbage strike!), the main hotels are
far away from the convention center,
load-in and load-out is a major hassle,
and a consumer day would wipe out
everything that was not nailed down.
Some, however, felt that the opportu-
nity to talk to the people who actually
shell out cash and buy musical prod-

NOWYOU
SEE THEM...

The COS-11and the COS-12 are the results
of a joint engineering effort by Sanken and

NHK to create a new generation of microphone

designed to meet today’s digital standards

and high-resolution visual requirements. With

ucts will make the show worth attend-
ing and boost the industry. Whether
the consumer day will affectany of the
local East Coast trade shows put on by
music stores (or vice versa) remains to
be seen.

Anyway, back toour current reality.
Some really interesting new products
debuted in Chicago. We'll check out
these unveilings next issue; stay
tuned, .. ]

Craig Anderton is a musician, author
and lectuirer. His latest recording is
Forward Motion; his latest book is
Power Sequencing with Master Tracks
Pro/Pro 4.

over 50,000 microphones in daily use, Sanken is

foremost worldwide in progressive technology
and precision craftsmanship. These new lavalier
microphones combine advanced miniaturization
inelectret condensers with a unique vertical
diaphragm design for the ultimate in sensitivity,

natural response and hidden capabilities.

For the name of your nearest dealer, call:
AUDIO INTERVISUAL DESIGN
Exclusive U.S. Distributor (213) 469-4773

[Sanken)

Japan's most original microphone maker
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FROM PAGE 34, AUDIO FOR VIDEO & FHLM
Jim Brady Recording Studios
Tucson, Ariz.

Jim Brady, owner

MGM, UA has been a regular client of
Jim Brady Recording Studios recently.
All the ADR for Young Ricders, the ABC
Western drama series, is done in the
Tucson facility near where shooting
takes place. a service Jim Brady is
hoping more of Hollywood will notice.
The company also provided ADR for
Christian  Slater's  Tules from  the
Darksicle .

“It's convenient to have looping
done locally, rather than fly the actors
back to LA once a week, " says Brady.
“We have afairly comprehensive ADR
setup. We're the only place in town
with o 1/2-inch 4-track for lockup.,
which is still fairly standard in Holly-
wood. and we have that interlocked
with the 3/4-inch. Once we knew the
need existed. we developed a Holly-
wood-styvle ADR setup.

TUs not like we have the newest of
everything  here. but we're well-
cquipped.” Brady continues. “The
Trident 80 (40-inpul) console used 1o
be in a post-production house in L.A.
Sun West. We've gone fora fairly high
level of sophistication, but not ne-

cesssarily buying brand-new stulf all
the time. Similarly, vou can't go outand
get garbage or you have downtime.”

The company recently purchased
two more 24-track recorders (Ampex
1200s), hoping to attract a full-blown,
low-budget movie. National TV spots
for Dole, with Kenny Rogers, and
singing tags for Adult Tylenol and
Mueslix have helped increase the
facilitv’s visibility to the point that more

—FROM PAGE 33. BUENA VISTA
multitrack and analog with Dolby
SR encoding. The tapes will be
stored in two different locations:
The digital will be used here for later
retrieval and restoration, and the
analog will be stored offlot, as a
backup. It's a six-yeuar project—ijust
to archive everything in the library.
We're having a special room built
adjacent to the vault, so transporta-
tion will be kept to a minimum, and
we're preparing the film rolls in a
clean-room environment. We're
very concerned, because the ac-
ctate film is beginning 1o deterio-
rate. and we're losing a little bit
more as each month goes by.”
—George Petersen

64 CHANNELS.
CABLE READY.

N,
Sometimes it seems like you can't get there from here. You've got a thousand great ideas,

than 30% of the gross is attributed to
clients from outside the Tucson area.

Chaton Recordings
Scottsdale, Ariz.

Marie Ravenscroft, co-owner
The big event of the past year for
Chaton Recordings was a  Paul
McCartney music video shoot for the
single “Stranglehold.” On a recom-
mendation from Phil Ramone, the
McCartney crew brought in cameras
and loads of equipment. The 24-track
Chaton mobile unit was used as com-
mand central. The three-day shoot re-
sulted in 24 reels of 2-inch tape.

“Our main purpose for the unit is to
go directly onto multitrack and digital
for video,” Maric Ravenscroft says.
“From there they go with a rough cut,
one channel of audio, maybe a sterco
mix to the video. Then they at least
have their SMPTE code and their
soundtrack. Everything is locked up;
then they can go back in the studioand
remix, and later relay audio onto
video.

The 28-foot mobile home was pur-
chased in 1981. It contains three video
monitors, Tannoy speuakers, a Sound-
craft bouard and an Otari 24-track re-
corder, with 24 channels of floating

and just about as many plugs in your hand. What you don't have is enough input channels
Well, allow us to give you some input about a new way to solve your
dilemma. It's a Tascam M3500 in-line mixing console. Choose either the 24 or
32track mixer and by simply flipping a switch, you can double it to 48 or
64 mix positions.
And, with a suggested retail price of $7499 for 24 inputs or
$8499 for 32, it wont take up a lot of your budget, either.
if you're planning to build a 24-track development
studio, here's another advantage: The M3500 is the
perfect match for the MSR-24, Tascam'’s one-
inch 24-track recorder, Together, they
make the most cost effective studio
available.
It just may be that you
don't need a huge console to
enlarge your capabilities. The M3500
offers you a new, more effective approach
to traditional mixing that is both compact and low
cost. And when you need more inputs, all you'll have to do
is switch channels. From 24 to 48. Or from 32 to 64.

TASCAM.

©1990 TEAC America, Inc., 7733 Telegraph Road, Montebello, CA 90640, 213/726-0303




Dolby SR. No mixing in the truck.
however. Everything is compatible
with the #8-track main Trident studio

in Scottsdale.
Other clients at Chaton include the

TV series B4, Stryker (music). An-
heuser-Busch (music with George
Strait) and tic Video (various
projects). Commercial composition is
handled in-house in the 2 1-track MIDI
room; ADR tor sitcoms is also com-
mon. Ev other Tuesday and
Wednesday brings a complete main-
tenance check.

Devonshire Audio & Visual Studios

North Hollywood, Calif.

Dee Mancini, owner;

Greg Beaumont, technician
Movies. music, sitcoms, commeicials
and  cartoons  all pass  through
Devonshire. In fact. the facility won
wo Emmys. 1wo vears in a row, for
effects work on the cartoons A/ and
The Real Ghosthusters. And it's the ef-
feets, particularly the custom library of
sounds. that Dee Mancini likes to talk
about.

“We have live Foley pits in the

ground.” she says, “along with big tubs

of running wuater and faucets. We have

computer Folev. along with CD and
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computer disk and [/ 2-inch coated.

“Five vears ago we thought that 1o
stay alive. we had to diversify into post
work.” Mancini continues. “We started
with the Mac and Emulator 11, Now
sound effects crews sample inthe field,
archive to DAT, plug mnto the Mac'll
Gwith Alchery) tied to an Emulator 111
and Pinnacle optical system. then fire
via SMPTE.

“We're 16-bit stereo on all post
production. with full VITC encoding,”
adds Greg Beaumont. “All D-to-D. It's
faster. more efficient, less eleatricity.

The company recently purchased
the newest Adams-Sivith A-V editor
and 92 channels of Dolby SR, Mainte-
nance engineer Fred Deiter keeps it all

running. By November. a tapeless stu
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Studio 1 at Devonshire
audio and video studios,
featuring a Neve V-60
console

_h

dio across the street should open.
addingan SSLwith ScreenSound to the
three Neves already in use.

Skywalker Sound South

Santa Monica, Calif.

Bruce Markoe, general manager
You knew George Lucas couldn
physically stay away from Hollvwood
forever. Skywalker Sound South, a di
vision of LucasArts Entertainment, has
been operating out of the old Lion's
Gute tacility since October (renamed
the Bundy facili). and an all-new
building is coming in November. Two
stages will be dedicated to film post
work. and two will be dedicated 10
television work.

“Our sound editorial work is going




to concentrate on television,” states
Bruce Markoe, “with low-budget fea-

tures, movies of the week, cable mov-

[ : ies and some episodic. There is a divi-

‘ sion of Lucasfilm getting into the tele-

- vision production market, but our fa-

cility is a rental facility like any other

TO YOUR WORN HEADS . place; it’s not designed to work on

WITH OUR REFURBISHMENT SERVICES Lucasfilm projects. If Lucas has some-

24 HOUR TORN-AROUND o SUPEHONOUAUTY « COMPETITIVE PRICING thing we're working on, itll be

: handled, booked and scheduled just

like any other outside client. In all

honesty, any Lucastilm features will be

posted up north at The Ranch. The L.A.

facility is a true, independent sound
house.”

e Al According to Markoe, Skywalker
LM Sound South will place an emphasis on
post-production packages for long-
format television: sound editorial,

"‘\}8:‘(![' (l (;(‘\(_‘}"\)\“ : prelay, mixing, tape laydown and

NEW RE PLACEMENT WEADS layback. All the facility’s listening

AVAILABLE e rooms will be outfitted with Lucasfilm’s
WE STOCK PARTS FOR AL\ THX™ repro system and Otari Pre-
MAJOR RECORDERS miere consoles. New England Digital

AR PostPros™ should be in place soon.
2275 East Mm The company has also begun redevel-
PNg\s swmmn ﬂ!ﬂun m opment of the SoundDroid editing
Fax: 8167315043 system in association with NED. W

-325-4243 Tom Kenny is an associate editor at

Circle #048 on Reader Service Card Mix.

FROM PAGE 31, SYNCHRONIZATION
in Studio A because it's very user-
friendly, and a lot of engineers go
through these doors. They don't
have time to sit down at something
new. In Studio B, we have an Audio
Kinetics Q.Lock: It does looping
and ADR; everyone’s familiar with
it.”

Soundelux, Wylie Stateman:
“We chose TimeLine Lynx for our
newer rooms because it’s basically
bulletproof. It's simple to operate. It
doesn’t require a whole lot of ab-
stract cabling. And it's been very
reliable.”

West Productions, Dave West:
“I was a severe, avid Q.Lock fan. It
was very hard for me to break away,
because it did what I wanted. Most
people who come from the film-
style of re-recording want a box that
will go forward and stop. They don't
want to have a CMX auto assembly;
they want motion control. The
Q.Lock was the only device that
really answered that problem el-
egantly. And now the Lynx is doing
it very well.”

hen you deal with us itallclicks together:
Every department. guitars, keyboards, pro
audio, lighting, percussion, and accessories
is w;red%or your call. We keep turning you
on after you plug it in with service after
the sale.

2204 E. HILLSBOROUGH AVE. TAMPA, FLORIDA 33610  813-237-5597 ORFAX 813-238-5443

— George Petersen
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The Future.
We've Been There Before.

—— -

The PRSP Opitom, a 24-bi1 dwéial mixer/digital signal procescor.

This is not the first time we’ve introduced a
revolutionary nevv digital audio product today
witlt the promise of a long and profitable future.

As a matter of fact, as the company that
started it all, we've made our share of promises.
But a look at our track record (at right) shows
we've delivered on those promises — and in
the process changed the way the industry
works. At the same time, customers who
bought systems even way back in 1977 have
been able (o upgrade every step of the way.

‘ Take, for
L cxample, our

L Centrn latest break-
4 (h‘
o through, the

' - DSP Option.
. . It's a 24-bit,
With SuleAr ™ nebiple wsers e share processing and sterage mult ilasking
resouresfrom azeniral machine roan mixer/di gu al

signal processor that provides 5-band EQ,
autamnated level control, muliitrack cigital
1/0, plus sample rate conversion. And il’s
compatible with all current Synclavier and
PostPro systems.

What's more, the new DSP Option eliminates
the Achilles” heel of digital audio: back-up.
Loading ard saving can occur in the pack-
ground while you continue working.

te40-1 sk The Tapetres Studio, and the New Frgland Dig tal Loy
i

= Fug

See us at AES, Room 214 A,B,C

Our commitment to third-party software
developmem ensures the widest variety of user
interfaces. For example, with our EditView

window and e ol I
Lucaslilm’s new vl

SoundDroid o 34_,

Audio Editing e

System, you now 7 s

have your choice = = | &= = &

. b | ) e o
of tape- or film- = —

R Lucasfilit’s SoundDroid is the first in a series of
St yl e editin (%, third party user interfaces created for NED.,

And here’s a look at the future: because the
DSP Option incorporates our new MultiArc
platform, it provides for a true multiuser
system tomorrow, where multiple users will
share the same disk and processing resources.
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Our AudiMation ™ virtual mixer gives you fast, intuitive conirol over EQ, levels, rowting,
and other system parameters.

By investing today, you can take advantage
ol such powerful teatures as 24-bit signal
processing and multitasking. What’s more,
your investment will be rewarded in the
future, as true multiuser operation becomes
a profitable reality.

To find out more, call 1-800-848-4400 ext.
356 and receive our new video on the
DSP Option and MultiArec.
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Rivermill Commercial Center
Lebanon, New ilampshire 03766
{603) 448-5870
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MUSIC & RECORDING NOTES

by Blair Jackson

WHAT’S
THAT SOUND?

It Takes Big Work to Make Even
the Smallest Movie Sound Effects

lungers. Toilet plungers. For some reason that’s not the answer [ was
expecting when I asked sound effects specialist and Foley mixer Greg

Orloffabout how he created the sound of galloping horses for the film

Back to the Future III. “Gee,” 1 said, “why not just use coconuts like
the ‘horses’ in Monty Python & the Holy Grail ?”
“Oh, coconuts are pretty good, too,” was his deadpan reply.
See, when I started this story I thought it was going to be about
sound wizards using samplers and digital workstations in conjunction

with the latest outboard whiz-bangs to make incredible sci-fi noises.

A scene from
“Gremlins 2,
The New Batch”

PHOTO COURTESY OF WARNER BROS. INC
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PHOTO COURTESY OF ORION PICTURES CORP./DEANA NEWCOMB

RoboCop 2

And I suppose that stuff is in here to a degree. But
more than that, this is a tale about the incredible
amount of work that goes into creating sound effects
that, as viewers, we probably take for granted, What?
You mean you're surprised that it took eight daysto
work up the sound for RoboCop's legs?

Yes, we're talking obsessive pursuit of perfection

Doc
(Christopher
Lloyd) and
Marty (Michael
J. Fox) in
“Back to the
Future lII.”

here. But the bottom line is that sound effects work
is a craft, not just a job. and the people who work
in the field are there because they love it. They'd
better, because the hours are lousy, the pressure’s
intense and there’s always the chance that the sound
they slaved over for days on end is going to buried

under some overzealous composer’s drippy score.

PHOTO CQOURTESY OF UNWERSAL CITY STUDIOS NC
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Like no other.

MIXING - Our Mixing Desk includes a broad array

No other digital workstation fits this picture beciause no
other system matches the flexibility and productivity of
the Sonic System.

The Sonic System offers a series of “firsts.” “The first
(and only) digital audio workstation that can record
directly to a compact disc. The first to ofter background
loading and unloading to hard disk.  And no other sys-
tem gives you from 16 to 24 bit audio at such a reason-
able price.

The Sonic System offers unprecedented ease. speed, and
power. All editing and mixing can be previewed

in real time. so there's no waiting for the system to com-
pute edits and write them to the hard disk.

EDITING - We surrender complete control over
crosstades, allowing you to make smooth edits which
are impossible on other systems. All editing is “non
destructive.” so you can make changes quickly and

save multiple versions for those finicky producers.

of filters, dynamics, and tull automation. You can
change filter settings and audition your EQ in real time.
NoNOISE © - The NoNOISE system has restored
thousands of recordings. Now you can
add any NoNOISE “ool” for de-clicking
and noise reduction to the Sonic System.
Whether you edit or mix music, dialog and sound
eftects, or multi-track recordings, chances are there is a
Sonic System package that could enhunce your produc

tivity without breaking your budget.

Call us for more information:
Sonic Solutions

1902 Van Ness Avenue

San Francisco, California 94109
Tel (415) 394-8100
Fax (415) 394-8099

MAA
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Would you or I ever know if the gun-
shots in the Civil War film Glory were
taken off a sound effects record of
World War II battle noises. Probably
not. What the hell do we know? But
Lon Bender, whose job it was to come
up with those Civil War gunshots, got
into it—deeply into it—and all of a
sudden we're sitting in a darkened
theater, wincing at every musket re-
port, thinking, “Holy shit, this probably
is what it was like!” That’s the sound
designer’s art: the creation of a con-
vincing reality—even if it's all just
smoke and mirrors...or plungers and
samplers.

One more thing before we get into
these four short tales. Sound effects
people are listed under a hundred dif-
ferent titles in film credits: sound de-
signer, special effects supervisor, su-
pervising sound editor, you name it.
There are shades of differences in
those, I guess, but they don’t really tell
the story. I liked Mark Mangini’s
tongue-in-cheek description of his job:
“sound swami.”

Horsing Around

with Greg Orloff

Although the past decade has seen a
move toward the use of increasingly
sophisticated technologies in sound
effects work, the Foley stage, with its
“actors” tapping real footsteps or
slamming car doors or breaking panes
of glass, remains a vital part of the
filmmaking process. Until he went to
work for Lucasfilm in July, Greg Orloff
was a principal Foley player/editor at
Taj Filmworks in Los Angeles. Taj's
credits the past couple of years include
such mega-budget features as The
Abyss, The Little Mermaid, Back to the
Future Il and III, Young Guns Il and
Die Hard 2: Die Harder. (Lawdy, what
would Hollywood do without se-
quels?) Orloff talked about the process
of dubbing horse gallops for Back to
the Future III, much of which takes
place in the Old West.

“In a way, Back to the Future was
like four shows in one for us. It was
human footsteps; human props; all the
horses and whatever they pull—
stagecoaches and things like that; and
then the futuristic stuff, machines. A lot
of that was done in Foley.

“I think most of the time you hear
horses in a film you're probably hear-
ing something created in Foley,” he
continues. “And what we like to use
are plungers on different types of sur-
faces. The advantage of this method is
you can actually do it to sync instead of

having an editor cut in each individual
horse footstep. To get a large group of
horses, you usually need at least five or
six channels just for the group, and
then you might augment that with
thundering horses [from SFX libraries)
and any specific horses that jump out.
We've used up to 20 channels just for
the horses and their equipment. You
try to get different ranges. Like if it’s a
cavalry charge or a stampede, you try
to get a lot of low rumbling stuff. In
streets, the foreground horses might be
kind of low and the background horses
kind of high, with more of a clip-clop
sound. So that affects what surface you
clop on and maybe what you're
clopping with. Occasionally, an editor
has picked out specific horses he wants
you to cover in addition to the group,
so you work up something that lets it
stand out a little more. Microphone
perspective and equalization comes
into it, too.

“I try to mike differently for each
visual perspective; I've never felt this
could be done on fader alone. It’s
much better recorded that way. So
that’s what we try to do for everything
we record, whether it’s with props or
whatever. For the horses in Backto the
Future III, 1 used mainly Neumann
KMR-82s.

“Sometimes we might do a mix for
a temp dub, but we generally transfer
it singly so [the editors] have as much
control over things later. They're
working with an amazing amount of
material: Roger Rabbit was 40 tracks of
Foley perreel, as was Die Hard 2. A lot
of the major action films seem to be
about 40 channels per reel, just for
Foley. Then there might be anywhere
from 40 to 120 channels of sound ef-
fects in a reel.

“With something like the horses, the
sound editor usually tries to treat them
as a single track, then cut them to
whatever other sound effects and
Foley and dialog he has. Chuck
Campbell had that job [on Back to the
Future IIT], and he’d probably be the
first to tell you it's a monumental task;
no question about it.”

The Many

Voices of Mark Mangini

Mark Mangini is one several sound
effects aces—including Steve Flick and
Richard Anderson—who make up
Weddington Productions (soon to be
renamed Bang, Zoom, Kapow) of
North Hollywood. Widely regarded as
one of the top sound houses any-
where, the Weddington group snares

As you mig ct, Fairlight
ESP has taken an intuitive
approach to Digital Audio Post.

Call us old fashioned, but we
think that a few knobs and
buttons can be worth a
multitude of mice and balls -
especially when you're having
to chase them all day long.

Qur revolutionary old fashioned

approach is centered around a
purpose built console with
buttons, a knob and a very
informative display.

It's called MFX.DR - a RAM
and disc based editing and
production system with integral
machine control - for those
brave folk who wish to venture
beyond mouse-ball literacy.

THE DIGITAL SUPPORT GROUP
626 N BEACHWOOD DRIVE
LOS ANGELES CA 90004

Tel: (213) 460- 4884 Fax: (213) 460-6120

FLECTRICSAS &PCTURE
22 SN

FAIRLIGHT ESP PTY. LIMITED
30 BAY STREET. BROADWAY
SYDNEY, N.S.W. AUSTRALIA 2007
Tel: 011 61 (2) 212-6111
Fax: 011 61 (2) 281-5503
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work on nuny of the big Hollywood
films cach year—RoboCop 2, Totul
Recall, The txorcistand Gremlins 2are
just a few of the crop of movies trans-
formed by the company’s sound de-
signers. Mangini shares some of the
techniques he used 1o make the
Gremlins in Gremis 2sound as weird
and nasty as they do.

T created all the Gremlin voices for

Gremlins 2. he says, “That was one of

my specific tasks. 1 did the original
Gremlins, alsa. Actually. this particular
job didn't require too much in the way
of nifty gadgers. Most of it involved al-
tering voices. Sa we had an ADR stu-
dio—actually Paramount’s Stage L,
their looping stage—modified so that
a film projector could run varispeeded
in interlock with a film recorder. Fre-

The soldiers of the 54th
Regiment of Massachusetts
Volunteer Infantry parade
through the streets of
Boston in “Glory.”

quently, when the [Gremlin] puppets
are filmed. theyre undercranked. so
later vou get this speeded up action:
trying o lip sync to these guys at 24
frames a second is difficult for the ac-
tors. So we slow down the projector
and interlock it with the recorder soit’s
easier 1o lip sync to. That also means
that when we come back up to sync
speed, the voice has a slightly speeded

The power that Pro’s rely on

Discover why more professionals are switching over to the superior sound of

Carvin's FET series amps than any other power amp made. It's not just reliability,

but the pure sound of Carvin’s MOSFET circuitry that makes the difference.
CARVIN sells FACTORY DIRECT giving you more performance for your dollar.

Call tolHree 800-854-2235 for information or to order your FET amp today.
You be the judge—all FET amps are sold on a money back guarantee!

CARVIN

FET Seres

PERFORMANCE TESTED

“When you compare the performance of the FET power amplifier with that of other
amplifiers having similar power output ratings and features you begin to realize just how
much of a bargain that price represents...Internal layout of the amplifier was exemplary

as clearly the resudt of careful design and layout”—fzn

120 MiX, SEPTEMBER 1990

en db Magazine

Sound reinforcement / Studio users:

- Derrek Allen (Janet Jackson)

« Jay Azzolina (Spyro Gyra)

« Jennifer Batten

« Jason Becker (David Lee Roth)

- Bob Bradshaw

« Vito Bratta (White Lion)

- Oingo Boingo

« Craig Chaquico (Starship)

» Chris DeGarmo (Queensryche)

« Mick Fleetwood (Fleetwood Mac)
» George Lynch (Dokken)

« Lee Ritenour

« David Rosenthal (Robert Palmer)
- Dave Sabo (Skid Row)

- Steve Vai

« Frank Zappa FACTORY

list DIRECT
FET400 400 watts 5895 $519
FET900 900 watts 195 S669

Outside the USA: See your dealer

CARVIN......

Wirite for FREE full color catalog: P E
CARVIN, MX28, 1155 Industrial Ave.

Escondido, CA 92025

Hollywood Store: 7414 Sunset Bivd. (213) 851-4200




You can't aflord to spend

less on a DAT. And you certainl
can't afford to spend more!

Introducing the new, improved Pro-DAT Recorder from Panasonic: the SV-3700. “New?”
“Improved?” Aren’t those just overused buzz-words for breakfast food or laundry detergents? Sure.
But the SV-3700 is new, and it is improved, and we want to tell the professional user about its 4th
generation technology as directly as we can.

You know the sonic and performance excellence of the Panasonic SV-3500 DAT. Who in the
industry doesn’t? The new SV-3700 incorporates significant advances in analog-to-digital
converters, digital-to-analog converters, transport accuracy and reliability plus control and
interface technology. In the SV-3700, one bit A-D converters bring dramatically improved
performance and linearity compared to conventional successive approximation A-D converters.
These high- performance one-bit ADCs reduce both signal and zero cross distortion producing
cleaner, clearer audio at low as well as high levels.

Subjectively, these technical advances translate to accuracy in the spectral balance, ambience,
and “space” around instruments that form the most important part of natural musical and
“correct” sound.

Oh yes, there’s another very important improvement in the SV-3700. Price. When you visit your
dealer, you'll find that in professional applications you can't afford anything less than the SV-3700.
And you certainly don't have to spend more.

Panasonic

Professional Audio Systems




Inside the SV-3700

The transport of the SV-3700 is built on a
massive die-cast chassis that ensures stability
and accurate dimensional tolerance. Built al-
most entirely by robots for consistency and re-
liability, this proprietary transport and head as-
sembly provides superior performance
compared to traditional hand assembled bent
metal construction transports.

Considerable investments were made to im-
prove the price/performance;/reliability of the
SV-3700 over that of the highly successful SV-
3500. Development of VLSICs specifically for the
Panasonic DAT reduced the number of com -
ponents and PC boards to a minimum. One
main PC board carries all of the functions that
previously required four. The consequent re-
duction in components, manufacturing stages,
and adjustments markedly improves per-
formance and reliability.

circuitry that can interface with the widest variety
of devices in all applications while maintaining
the utmost quality and integrity of the signal.
Industry Standard Digital 1/0

AES/EBU Professional Format and IEC 958
Consumer Format Digital Inputs and Outputs
provide direct interfacing with compact disc
players, digital audio workstations, and other
components in a recording studio or pro-
duction facility.

A comprehensive display includes program
numbers, Absolute Time, Program Time, Re-
maining Time and Table of Contents. TOC dis-
plays Total Recorded Time and Total PNO
count for commercial prerecorded DAT tapes.

Sampling rates are selectable in record
mode from the analog inputs at 44. 1kHz and
48kHz. Recording from the digital inputs, the
SV-3700 automatically clocks to incoming fre-
quencies of 32kHz, 44. 1kHz or 48kHz.

The conversion of digjtal data to audio in-
formation is accomplished by high resolution
DACsystems. Four of these high-precision
DAGs, two per channel, ensure optimum replay
quality by effectively removing zero cross dis-
tortion and enhancing linearity.

Real World Engineering

The SV-3700 has instrumentation quality
input and output circuitry designed with an un-
derstanding of “real world" cabling, grounding,
and RF interference problems and how these
degrade audio quality. One of the traditionally
weak areas in pro audio has been interface
technology. All too often basically good equip-
ment is marred by bad design of input and out-
putcircuits. Unstable output stages intro-

duce severe coloration and inputs that hum,
buzz and perform as CB and RF tuners, and
cause mushy bass or colored highs, through
grounding and capacitance crosstalk. Utilizing
experience gained in the development of top
quality studio and touring sound equipment,
our engineers have designed input and output

Controllability

The infrared Wireless Remote Controller
enables remote operation of all front panel func-
tions. The Shuttle Wheel has two variable speed
ranges, allowing program material to be audi-
tioned at stow or high speed in forward and re-
verse.

A high speed transport with up to 400 times
Fast Forward/Rewind and Search speeds en-
sures access to any point on a two-hour DAT
tape in approximately 27 seconds. A new
straight line DAT feed system simplifies loading
for low maintenance.

The SV-3700 will display the Serial Copy
Management System (SCMS) status during re-
cording and playback. Rear panel DIP switches
can be used to preset SCMS 1D 6 status during a
recording via the AES/EBU Professional Digital
Inputs.

Error correction rates can be displayed dur-
ing replay by simultaneously pressing the front
panel Counter Mode, Reset and Pause buttons,
then pressing the Mode switch a second time.
The time display window now shows the com-
bined error rate for the A and B heads. Pressing
Counter Mode again displays the error rate for
the A head alone. Normal mode is restored by
pressing the Reset again.

Ramped Record mute and unmute with
three second fade in and five second fade out
provides automatic level changes at the start
and end of a recording,

$V-3700 Specifications

Signal Format
Recording System Rotary head type DAT
Sampling frequency
Recording 48kHz/44. 1kHz (analog/digital inputs)
32kHz (digital input only)
Playback 48kHz/44.1kHz/32KHz (selected
automatically)
Modulation Method 8-10 Convension
Encoding, Decoding 16-bit Linear PCM; two channels
Error Correction Double encode Reed - Sulomon Code
Transport
Record Playback Heads Amorphous Ferrite-compasite type
Olinder Diameter 0mm
Cylinder Rotation Speed 2,000 rpm
Tape Speed 815 mavs and 12.225 mnvs (selected
automatically)
Track Pitch 13.6pm

FF/Rewind Time
FF Rewind Speed

Approx. 27 seconds for a2 hour DAT tape
Upto400 times normal playhack speed

Search Speed Upto 250 times normal playback speed
Shuttle Speed Between 0.5- 15 times normal playback speed
Audio -
Number of Channels Two (stereo)
Frequency Response At48 kiz Sampling Freq
10Hzt022 kHz (£ 05dB)
At44.1 kHz Sampling Freq.
10 Hzt0 20kHz (£ 05dB)
At 32 kHz Sampling Freg.
10lizto 15 kHz (£ 0.5dB)
Signal to Noise Rato Greater than 92 dB. DIN weighted
(22.4 Hzto 22 4 kiz bandpass)
Total Harmonic Distortion  Lessthan 0.05% (1 kHz; +4dBu)
Less than 0.007% (1 kHz: +22 dBu)
Cross Talk Less than 80dB (1 kiz)
Headroom 18dB
Wow and Flutier Unmeasurable
Analog Input/Qutput Characteristics
Input Connector XLR-31vpe
Input Impedance 10kohm balanced
Nominal Input Level +4dBu (- 18dB record level)
Maximum Input Sensitivity - 14dBu {- 18dB record level)
Maximum Input Level +26dBu
Output Connector XLR-31ype
Actual Output Impedance 75 Ohins balanced

Maximum Load Impedance 600 Ohms

Nominal Output Level +4dBw/-10dBu (switch selectable)
Maximum Output Level +22dBu

Headphone Connector TRS Phone Jack

Maximum Headphone Output 30 mW/32 Ohms

AES/EBU Digital Input/Output Characteristics

Input Connector XLR-3type

Input Impedance 100 Ohms balanced
Nominal Input {evel 3-10Volts peak to peak
Output Connector XLR-3tvpe

Actual Output Impedance 20 Ohms balanced

Maximum Load Impedance 100 Ohms

Output Level 5Volts peak to peak

IEC 958 TYPE-2 “S/PDIF” Digital Input/Qutput
Input Connector RCA Phono type (conxial)

Input Impedance 75 0hims

Nominal Input Level 200-500 millivolts peak to peak
Output Connector RCA Phono type (coaxial)

Actual Output Impedance 75 0hms

Maximum Load Impedance 75 Ohms
Output Level 500 millivolts peak to peak

Wired Remote Control input
Input Connector 8PinDIN
Winng Tvpe Parallel, connect to ground

Functions Controlled Play, Stop, Rec, Pause. FF, Rew,
F-skip. R-skip

Infrared Remote Control Input

Functions Controlled All Deck Functions and Programing

(except Shuttle Wheel)

General
Power Supply 120 Volts AC. 60 Hz
Power Consumption 35 Wans

[hmensions (WxHxI}} 1
(430 122x 315 mm
Weght 135 Pounds (6.14kg,
Included Accessonies ACPower Cord
Infrared Remote Control
Rack Mount Kst
Cleaning Tape (RT-RCLP)
Optional Accessories Wired Remote Control (SSE44)

Specifications subject to change without notice.© 1990

Panasonic

0550 Katella Avenue, Cypress, CA 90630, 714-373-7278 Fax: 714-373-7242



up chipmunk effect. We can vari-
speed the projector to taste, to suit dif-
ferent variations.

“Then there was a whole variety of
specialty Gremlin voices that were
done from those original recordings.
The making of the Gremlin voices was
partially actors reading lines and mak-
ing noises and things, speeded up
later, and some of them were proc-
essed with electronic outboard gear
and then augmented with animal re-
cordings. We made a bat Gremlin who
was kind of interesting. It all seemed so
simple when [ did it, but looking back
on it, it was fairly complex.

“Idid some sampling, but most of it
was done as live performance or with
conventional editing techniques. I put
together this rack of samplers and a
mixer and a sequencer that I called
‘The Rack of Doom,” and I brought it to
the stage. It consists of two Roland $-
550 samplers, a little 16-input rack-
mounted mix console, some rack-
mounted reverb devices—SPX90-type
things—a MIDI-to-SMPTE interface
and a Macintosh with Performer [Mark
of the Unicorn’s MIDI sequencer]. I've
adapted Performer to allow me to
work with it in ‘feet’ and ‘frames,
which is not a function it normally has;
I've managed to convert ‘bars’ and
‘beats per minute’ into ‘feet’ and
‘frames.’

I presampled a ton of sound ef-
fects. I basically created a sample li-
brary of sound effects and Gremlin
voices, and as we'd be mixing, the di-
rector would inevitably say, ‘Gee, we
need this here,” and it wasn’t some-
thing we'd anticipated in sound effects
editing. Since I had the sample library,
it allowed me to quickly load some-
thing, lock it to picture, perform it to
picture and give the director not just a
sound, but the ability to massage it.
You can spread it across a keyboard,
play it around, process it a million dif-
ferent ways, and basically sound de-
sign on the spot. It turned out to be
very efficient. It really pleased every-
one, because we had sound effects at
our beck and call. whereas in the past
you'd have to go to the back room and
loop or call back to the shop and get
something transferred to mag, getit cut
and wait hours for it.

“If there was a sound effect we
didn’t have on disc or mag, we could
record it live directly into a sampler,
frequently doing it vocally. We did
dozens of effects that way to augment
things. We did squishes, pops, drips
and even Gremlin voices on the spot.

We’d sample it, then trigger it locked to
picture.

“So the Rack of Doom actually
functioned as what we call a ‘wild re-
corder—a lot of soundstages have
one. When we’re dubbing, we use up
our usual allotment of three recorders
to create our dialog, music and effects
stems, so you don’t have an extra re-
corder when you're there on the spot.
The samplers functioned as our wild
recorder and allowed us to sample
things and save them on disk, and give
them address points so they could be
used easily later.”

Lon Bender's

High-Tech Civil War

Gloryis not exactly a new film at this
point, but it did win an Oscar for
sound, and if you saw the film, no
doubt you, too, were astounded by
how real those gunshots and cannon
blasts sounded. How were they done?
I called Lon Bender of Soundelux in
Hollywood to find out. Not only is
Soundelux one of the most successful
sound effects operations on the Hol-
lywood scene (they also worked on
Born on the Fourth of July), the
company’s new Hollywood Edge
sound effects library on CD has been
drawing raves from effects specialists
and audio types alike. (Mix reviewed
it last month.) Bender spoke during a
break from his sound effects work on
the upcoming political thriller Air
America.

“One of the most interesting things
we did on Glory—and it’s already be-
ing sought after by other sound de-
signers—were the bullet whizzes and
the incoming cannonballs,” Bender
says. “For the bullet whizzes, we had
about 30 Civil War re-enactors come
up to my ranch in Frazier Park [near
L.A.] to record gunfire. We actually
wanted to get the sound of real Civil
War bullets being shot through the air,
because we knew the velocity would
not be the same as an M-16 or an AK-
47; it would be slow enough to actually
make an air whiz-by. So one of our
guys got downrange in a gully about
400 yards away, and we actually shot
live rounds at him—or at least near
him. That’s how we recorded them,
and they were very, very eftective. We
used a DAT machine with a Neumann
single-point sterco mic. The sounds
were easily isolated, so then we put
them on the Synclavier and that gave
us a ot of flexibility in terms of how we
could use the sound.

“We also went to Mississippi to

“AUDIOPHILE
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record cannonballs, There we had a
couple of DAT recorders set along a
road on a private ranch 250 yards
downrange and 2 quarter-mile down-
range. [ wanted the recorders to be far
enough downrange that the initial ex-
plosion wouldn't contaminate  the
sound of the actual projectile going by,
I's a matter of milliseconds. but it's
important. This was wild—the re-en-
actors macde up 50 real cannonballs out
of iron. These guys are hardcore—they
make theirown cannons, too, actually
forge them. Anyway, froma whole day
of shooting these things off, we only
got one recording of a cannonball
whiz-by, because you couldn’t aim
them very well. That's the price you
pay for having realistic cannons, |
guess. In the end we discovered that
when the bullet whiz-bys were ma-
nipulated—played in reverse on the
Synclavier and slowed down—they
sounded like the cannonbalt whiz-bys
we spent a whole day trying to record.

“Once we had what we wanted. we
worked very hard to make the barrages
interesting in the actual film, panning
back and forth, working with levels
and placement so it wasn't static. We
cut on an AMS AudioFile, and I think

there were upward of 200 tracks of just
guns and weapons, The great thing
about having the AudioFile and the
cight simultancous tracks you can cut
with, youre able not only to manipu-
late sound, butto hear all the things in
sync with one another, so the incom-
ing whizzes relate directly to the ex-
plosion. the bullet whizzes relate di-
rectly to the gunshot, and so on, and
you can lay them out in groups before
you mix.

A group of us worked for a month
from 7 p.m. 1o 4 a.m. doing cffects
redubbing. It was hard work. but ob-
viously it was worth it. 'm very happy
with how it all came out.”

Alan Howarth:

Story of a Leg Man

A 1op independent sound designer,
Alan Howarth has worked on such
recent special effects extravaganzas as
Back to the Future I Die Hard 2: Die
Harder, Total Recall, Firebirds and
RoboCop 2. His Electric Melody Studio
in Glendale, Calit, is equipped with an
automated Soundceraft console, a va-
ricty of different recorders and the
requisite outbourd gear to be com-
putitive. We chatted about the work he

did on RoboCop 2, a tilm that seems o
have used just about every effects
person in Hollywood at one time or
another.

1 got involved with RoboCoup 2in
the second go-around, actually,” Ho-
warth says. “There was a whole design
that went into the big Kane monster
[RoboCop's arch enemy in the filml that
Steven Flick, the sound designer/
editor, did. He thought he had it cov-
ered, but when he played it for the di-
rector, he didn'tlike it for some reason.
Directors do that kind of thing some-
times. So what happened was the ro-
bot got split up into different parts for
different people 1o work on, because
time was getting short. T handled the
lower torso and the leg servos; Joel
Valentine of Todd AO/Glen Glenn did
the upper torso; John P, one of the
original guys on it, had the arms; and
the footsteps they kept from the origi-
nal. It sounds like that could be prob-
lematic. but actually it worked out well.
Because cach guy took his own ap-
proach, there was a lot of variety to the
sounds. If T or someone else had done
the whole robot, it might have turned
out more homogenous. Mine was like
ultrarealistic servos and clinking; Joel’s

in 1972 apex invented and introduced the first

two sided automatic on-cassette printer which has printed
billions of cassettes and is still in production today ! !

in 1990 apex is happy to introduce a new version
of their incredible on-cassette printer incorporating
new technology never seen before ! ! !
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was more sci-fi comedic, with synth
sweeteners and things like that; and

John P. had a combination of servos “The HO“YWOOd Edge 00

and synth sweeteners.
“I worked up probably ten different °
versions of the leg and showed them to e est soun e cts A
Steve Flick. The one we went with was . =
a DAT recording of the servo on a 1968 th d b '
LTD convertible top. [ used Sennheiser WI Out a Ou to

441s on it. It had a nice bass: guhb-

eeeeshh! So each time the robot would Oliver Stone, Director
move, you'd hear this great servo (Born on the Fourth ijuly, Platoon)

sound, and we had big, clunky foot-
steps to go with it; it was a nice con-
trast. At the same time, [ had some
other servos and I only used the end
clink—when a servo goes to the end of
the travel it sort of buckles up against
whatever the mechanism is. So 1 used
that. It was a combination of events @
thu‘t became tl?e movement. - M”L‘I VWGB3 £o0:
“Then the trick was to come up with o R,
about seven different lengths of this -
movement, because we didn’t want .
them to all sound the same. We wanted
different-sized steps and different Listen for yourself—1If you buy seund effects for your company;,

rates. So F went into the Synclavier and Call us for a free Premiere Edition demo disc.
chopped up the effect. Basically, 1

pulled the center out of the servo travel (all 800-292-3755 In CA 213-466-6723

from the original, which was maybe

four seconds long, down to one that 7060 Hollywood Boulevard, Suite 700, Hollywoed, CA 90028

was maybe a half-second long. From Circio 7053 on Reader Service Card
there, [the effects editors] gave me the

cuttrack of the footsteps transferred to
a 1/2-inch 4-track with time code. I got

my old LinnDrum, took an audio trig- ]HE CONS'O tli COMJ
ger off the down of the footstep, and
got myself a MIDI hitlist that T put on

one track of the Synclavier. Then 1 TRIDENT
dragged all the hits to the right-sized
servo footsteps. After a while we got Soundcraft

pretty good at manufacturing this walk.
Then [ split it into left and right foot-
steps, which you needed for some
close-up shots.

YAMAHA

“So there was a batch of effects from )
me for the legs, a batch for the upper ‘ - authorized Iﬁpﬁ.ﬁm
torso, more for the arms. Then some i - sales and service
guy had to sit at a Moviola and make - Widest selection in %
the little one- and two-frame correc- i .
tions to get it all to work, because it had ! the mdustry tornznt dutloBeiees
to be coordinated with everything Why spend YOUR time and
else—the torso had to move with the < money talking to dealers
legs and all. That can drive you crazy. offering THEIR limited

My part alone took about eight days,

though [ did a few other sounds dur- )
ing that time, too. When they suck phone call to The Console

RoboCop up with a giant electromag- Company ?‘nd o
net—that was mine, too. That's an- The choice IS yousrs. mm,opr

other story.” = AMEK
Mix managing editor Blair Jackson 602 X 267- 0600

wonders bow they made the sound of PROFESSIONAL AUDIO/VIDEO W
the spear going in the cyclops’ eye in 2641 E. McDOWELL P-HOENIX AZ85008

The Seventh Voyage of Sinbad.

selection of consoles? One
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TAPE & DISC

by Philip De Lancie

['TA CASSETTE

SEMINAR, PAR’

ﬂ

-

Pete Norton, Andy Isakson, Richard Clark and Bob Farrow of
Concept Design and AMI provided an impressive demonstration on
the need for 16-bit, high sample rate systems for digital bin-loop
duplication.

Last month's look at the ITA's fifth
annual "How and Why Seminar” on

audio cassettes covered some of

the issues raised in the arcas of
duplication chain calibration, azi-
muth adjustment on consumer
decks and the outlook for Dolby §-
type noise reduction. Much of the
discussion wus on quality as a fuc-
tor in extending the life of the ana-
log cassette through the "90s. Qual-
ity isn't the whole story. of course.
Convenience, portability and re-
cordability all enter into consumer
buying patterns. And, perhaps most

important, there is the question of

price. As CD prices fall, the cassette
begins (o lose one of its main com-
petitive advantages. So it may not be
cenough for duplicators to produce
excellent-sounding cassettes. They
have to be able do so at a price that
continues to make the CD seem ex-
pensive. The challenge. then, is to
simultaneously improve both quality
and productivity,

One sign of the emphasis on in-
creased throughput is the trend to-
ward longer and longer pancakes. In
a presentation on the use of “super-

length™ (over 10,000-teet) stock.
Wavne Desmond of Agfa com-
pared 12,300-foot pancakes to
8,200-foot lengths. He concluded
that using the longer stock reduces
both material handling and slave
down time by 33%, and similarly
reduces the volume of QC check-
ing required to verify every pan-
cake. While acknowledging the
view that these productivity gains
are erased by an increased inci

dence of hub drops (tape falling off
the hub), Desmond set forth a
number of relatively straightfor-
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ward guidelines for eliminating
that problem. Stock should not
be stored against exterior walls
and must acclimate to the pro-
duction environment for at least
24 hours before duplication.
Duping and loading should be in
the same temperature range (68°
to 72° F), with duping never
warmer than loading, which
should follow duping as soon as
possible. Ramp up and down
times on loaders need to be ad-
justed for the weight of long pan-
cakes. And staff need to be extra
careful to use only the hub when
handling and seating pancakes.

Even with these precautions,
the use of super-length tape may
involve some trade-offs, as point-
ed out in the Q&A following Des-
mond’s presentation. Some load-
ers simply won't accept the larger
pancakes, and those that do may
suffer from the stress that extra
mass places on their reel motors.
Further, the increase in footage
duplicated between head clean-
ings on slaves could be a prob-
lem when using stock that runs
a bit dirty. Still, the advantages
from a productivity point of view
are significant enough that a
move toward longer lengths
seems inevitable. In fact, some
tape suppliers are already inves-
tigating taking the idea to its
logical extreme, which is to
maximize pancake footage by
using thin tape, like that used in
C-90s, for all duplication regard-
less of program length. The prac-
tice, already common in Europe,
was the subject of two lively
panels at the seminar.

C-90 Tape Only?

Terry O’Kelly of BASF began the
supplier’s panel by outlining the
reasoning behind the proposed
change. Assuming a practical di-
ameter limit of 11.5 inches, a
pancake of 12-micron tape (total
thickness including oxide and
base) would run about 18,000
feet, maximizing all the advan-
tages of super-lengths outlined
above. But perhaps the greatest
benefit would be the elimination
of down time currently devoted
to setting up production lines
when switching back and forth

COMPLETE

CUSTOM PACKAGING

o CASSETTE DUPLICATING
o COMPACT DISCS
MANUFACTURING
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