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make a difference.
@ But you know better.
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(,SAL ﬂ{]ﬁnlﬂgﬂ 32-channel digital audio recorders.
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Newe

A Siemens Company

CT:(203) 744-6230 - NY: (212) 956-6464 - CA: (213) 461-6383 - TN: (615) 329-9584 - Toronto: (410) 365-3303

Apogee Electronics Corporation - (213) 399 299/ “Sandard on X 8805 sold in US and Canada only




THE POWER PACKAGE

City Lights Recording Studios
Howell Township, NJ

(201) 938-4565

* Neve VR 60
* Flying Faders Console Automation
* Mitsubishi X-880 * Mitsubishi X-8GHS

’Im Exclusive North American Distributor of
N N @W@ 1990 MITSUBISHI

A Siemens Company N()N{IN‘EE DIGITAL PRO AUDIO

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



T HE

RECORDING

INDUSTRY MAGAZINE

OCTOBER 1990, VOLUME 14, NUMBER 10

15

32

36

100

108

148

156

20

117

187

AUDID

Insider Audio: The CD-I Conference
by Ken Poblmann

The Fast Lane: Fish Fins and Finnish Singles
by Stephen St. Croix

“One World One Voice”: The Making of a
Musical Chain Letter by Paul Tingen

The Byte Beat: Sound Effects Library
Management at Zoetrope by Paul Potyen

Sound for “The Arsenio Hall Show”
by Brad Leigh Benjamin

Artist’s Studio: Mike Hedges by Paul Calderon

International Update:
“La Boheéme” in Australia

The James Jamerson Project:

The Making of the Award-Winning Audio Book
by Michele Picozzi

PRODUCTS

Juxtapositions:
Digital

Audio
Workstations

by Mel Lambert

PAGE 20

NED MultiArc:
Pointing DAW's

to the Next Generation
by Dan Daley

MI Update: NAMM, Part 2
by Craig Anderton

2 MIX, OCTOBER 1990

48

55

63

71

75

82

92

190

128

138

144

RECORD PRODUCERS

Jeff Lynne Lightens Up by James Hunter

Roy Halee: Recording Paul Simon’s New Album
by Bill Milkowski

Shel Talmy:

The *60s Hitmaker
Is Back

by Blair Jackson

The Fast
Climb of
Keith Cohen
by Jobn Thomas

Matt Wallace:
Out of the
Garage and
Onto the Charts by Alex Bebr

Lunching with Bonzai:
Hugh Padgham by Mr. Bonzai

The 1990 Survey of
Independent Producers and Engineers

Music & Recording Notes: Top Producers
Choose Influential Albums by Daniel Levitin

MAINTENANCE

The Politics of Power: Taking Care of Your
Electrical Environment by Herb Levitin

Maintaining Digital Outboard Gear
by Greg Hanks

Restoring Tube Audio Equipment
by Joseph Carr



PAGE 172

STUDIO BUSINESS TAPE & DISC

113 Studio View: The Survival of 198 Mastering Services:
the Small Studio  hy Dan Daley A User's Guide
by Philip De Lancie

208 Tape & Disc News/Splices

DEPARTMENTS

6 From the Editor

9 Current Cover: Installed earlier this year
LLASIARE at Right Track Recording's Stu-
. . R dio A is the largest music re-
122 Wrestling with the Health 10 Industry Notes cording console in New York
Insurance Beast City. The board, a custom 80-
input Solid State Logic G Series,
by Lawrence Henry 212 Coast to Coast was configured by producer
(Including Frank Filipetti and chief technical
" engineer Robin Thomas in a
llVE Sﬂ"Nn Sessions winged design, with 48 inputs in
& Studio News) the center section and 16 inputs
ineach 45° wing. The facility also
) sports two Sony PCM-3348
164 Sound Reinforcement News/ 279 Feedback digital multitracks. Acoustical
p da design: Frank Filipetti.
TourU 2 ) Photo: Robert Lewis.
by Mark Hermean 281 Classifieds
172 The New Orleans 287 AdIndex
Jazz & Heritage Festival:
A 14-Ring Circus of Sound I"RH:T[BY
by Howerd Mandel '
182 Problems with Acoustics: 223 New Products
One Shed’s Solution for 1991
by Richard Zweibel

OCTOBER 1990, MIX 3



POWER. PERFOR

What do you reauy need in a digital audio
hard disk system? Simple operation, total
creative control, a hig}m level of recording

and editing power, and lower cost?

Yes, Studer |DIEINE exactly.

The New Dvaxns 242, Blllldlng upon the

ongmal Dva\1~ ovcrwlwlmmg and continuing
success, Dva\ls 2+ 2is now provulnm

gl‘lannel simultaneous plavl)agl\ and many new
advamed features, such as overdub, multi- al\c
record and pm,,,ramma]olo in/out, mang it the
ideal tool for prodmtmn and post {'agllltlt‘i where
multichannel appluahon- are lcqunccl (Orlkmal
Dyaxis owners can upkraclc

vinchronization ls Easy. With the
Svstem Synchronizer and llmc ode optmn,
I)va\h (and Dyvaxis 2+ 2) isa “master” of

h (])

-amplc accurate timecode-based slave
appluahon- By a
~1mplc click of tlm
mouse, Dvaxis is
ready to lock to
SMPTE, EBU,
VITC, vidoo,

and film tach.
Never before has
synchronization of
audio been so casy.

\uperl) Audio
Qual ity. Dvaxis
has aghleved a reputation for the best sound
qualltv of any dlgltal audio hard disk svstem.
Tl‘lrou,,,l‘l \tuJer Edlteg l1 C orporatmn s

own proprietary A-D/D-A convertor
implementation anti- alm-m filter and
analo 2 circuit deﬂgnt, D\'a\h maintains tl'le
-uper[) audio qualltv tl'lat vou've come to
expect from Studer prodmt~

RDAT Bacle~ U More. W lnlc otlwr~ may

Io~e necessary L‘dltlng and umtrol infor ‘mation

].)v using consumer RDAT units for lm;L—up
Dva\h integ srated data INDAVA ~ul)~v~tcm stores
a" -ounc“:llo along with tllcn' precise L‘(llt’lng
instructions. W llcn rc~torccl to Lll-L l)va\h users
may resume the project L‘\ﬁutl\' where tllcv loft

oH \Vltlmut the need to re- rc;oul ~Ollll(“:llc~ or
re-create critical &‘Llltlllg mfmmatwn or to loacl
n aclcllhonal instructions from Otl‘lL‘l mcclla
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Digital Compatibi]ity.
communicates with and transcodes between

all major digita] audio formats such as DASH,
I\ES-EB[', PD, SDIF, 601 and more. Up to
100 different sampling rates including‘ 44.0856,
+4.1 and 48 kHz are available on line. The
fﬁendliest of all digital audio svstems, Dyaxis
makes compatil)ility and studio interface

a breeze.
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Hard Disle At Its Best.

randonm access to precise nnmlustmcti\'c

From mstant

c]cctmnic uliting’, from internal unlimited

mu]titmcl\‘ soundfile assembly and MiNing to
timc-sca]ing‘ without pitch clmng’c, Dvaxis is
hard disk cgi:iita] audio rccoralin; and mliting‘

at its bost,

Studer ])_\'dxis—')csig'ne(l For You.
Discover disital tuc’mn]u;y that's ﬂcxiMc,
powerful and Casv to use—al| the rig’ht stuff at a
price that mi_g")t p]casantl'\' surprise vou. With
Studer's ’cg‘um ary technical support and
ffinancia] capa’)ilitics, Dvaxis iz a sound
investment in vour future. Call us at [-800-
306-4900 for our free | 2-page color ln'nc’mn‘
on Studer Dvaxis, or call anv of our regional

. oftices for an immediate Junmnsh‘ation.

Picture vour sound. O I)_vaxis.

) ~
From btuder, a name vou can tryst,

STUDER REVOX
\

Studer Revox America, inc

1425 Elm Hill Pike « Nashvile, TN 37210-(615) 254-565]
New York (212) 255-4462 Log Angeles (818) 780-4234
Studer Revox Canada Ltg Toronto(416) 423-283]
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Feature Shock!

O lari’s new MX-50. Built © lime-code Otari’s MX-50.

around the premise that : external A buili-in tape timer displays current tape position in For whenever or

you can have everthing you X controllers hours, I’II/IIl.II(':\‘. and .s'w'pm/s. and inv/m/r._s' ascarch-lo-— wherever you

ever wanted in a two-Lrack tape : via an Otari- cue focator with cue point_amd zero location memeries. need 2 pro fess-

machine, and still stay within . standard 37-pin connector. . fonal audio machine at an afford-

your budget. For example: : —Optional remote control. - able price.

The Transport - The Electronics : IFor more information., call
—DC quartz PLL capstan : —Lighted VU melters with - your nearest Otari professional

motor with front panel selec- - peak-reading LED indicators. - audio dealer, or Otari Corpor-

tion of operating speeds (from : —Transformerless active © ation at (415) 341-5900.

either a 15/7.5 or 75/3.75 ips - balanced inputs with Xl-lype :

speed pair). . connectors. :

—Capstan speed variable : —Optional Voice Editing .
by =+ 7% from Lhe front panel. © Module (VEM) for twice normal ; Eﬂﬂﬂ”
and by = 50% from SMPTE - play speed with normal pitch. S ®

K0.5" reel size capacity + 7% vari-speed.
with self-centering
NAB hul locks.

Gapstan speed controflable
* 50% via SMPTE time-code
exiernal controflers

Tape drive tachometer
for accurate tape time
display. and for external
synchromzer or controfler
interface via Otari-standard
Optional Voice Fditing Mode 37-pin connector
(VEM) for twice normal
play speed with audio
pitch shifted down one
octave for normal piich

DG quartz PLIL capstan motor
with front panel selection
of operating speeds.

Alloy deckplate.

Lighted VI meters /

with peak reading
LED indicators.

Headphone amplifier with /
[ront-panes headphone

Independent reet size
sefectors for supply
and take-up moors.

Built-in tape
timer display

jack and fevel controf, /
Switeh-setectahle NABIEC 1Q Lifter defeat with
Optimized record and with front panel mdwator momentary or locked
reproduce heads. operation

ORI Otan
Circle #1208 Readér Séwvice Card



The APR-24.

In a couple of years,
will become even clearer

SONY
FOE SneNeEEEs CNENSENE GEARERES
@8 ooOoOPUOU JUODOUOG UGDUNEAE
eoGaa gy @ ..., @O E@W
SEoEan :;:ﬂi’ ;sts.o aua
onoo oo o HEEE
The Sony APR-24 Analog Multitrack Audio Recorder not only meets transport, alignment, signal routing and timecode functions. So you
your production needs today, but those of the future as well. can take advantage of the built-in synchronizer and precise automated
It's a remarkable combination of reliability and advanced engineer- punch-in/punch-out operation.
ing that won’t become obsolete as your requirements expand. Since these operations are software-based, the APR-24 can incor-
To provide dependability and alignment stability, we've con- porate new features and performance improvements. Such as our
structed a die-cast aluminum webbed deck and tubular welded unique serial interface that enables the APR-24 to control a Sony VTR
frame. And the state-of-the-art amorphous-metal heads give the for a video sweetening project. Or a second APR-24 in a dual 24-
APR-24 significantly longer head life and a smoother, more extended track music recording session.
frequency response. To learn more, call us at 1-800-635-SONY. With the APR-24,
The APR-24's microprocessor fully integrates control of the it’s clear today why you can look forward to the future.

SONY

Sony (ommuratiors Products Company, 1600 Queen Anne Rood, Teanedk, NJ 07666. € 1990 Sony Corperation of America. Somy 15 g registered trodemark of Sony. P R o F E s s ' o N A l A U D ' o
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AKG Purchases

Turbosound and BSS

AKG Acoustics Lid,, the London-
bused subsidiary of AKG GmbH, has
purchased the controlling interest in
Brooke-Siren Systems and Turbo-
sound. AKG Acoustics in the LS.
(San Leandrq Calif)) will take on dis-
tribution of the product lines some-
time in September, according to
company president Richard Ravich.

speaker systems and components
for the sound reinforcement, con-
tracting market. BSS munufactures
signal processing cquipment for
broadcast, recording and live sound
applications. AKG will be exhibiting
both product lines at the AES con-
vention Scptember 21-25 in Los
Angeles.

Soundmaster

Acquired by LTI

Soundmaster International Inc.,
best known for its machine control
synchronization systems, has been
acquired by Linear Technology Inc.,
a public Canadian high-tech com-
pany specializing in custom chip
and integrated circuit design. The
move became officiial on August 1.

LTI also develops crosspoint
switches for video, and according to
Soundmaster vice president Curt
Smith, the company has plans 1o
expand aggressively into  the
broadcast industry with the forma-
tion of a Broadcast Communica-
tions Group.

Soundmaster had been incor-
porated for five years with approx-
imately 130 sound editing and con-
trol systems in use worldwide. The
company recently introduced Syn-
cram, a4 modular disk-based digital
audio recording system that can be
integrated with the company’s ma-

Turbosound is a2 manufacturer of

chine control technology 10 provide a
workstation-like environment. The
majorily of manufacturing now takes
place in Westlake Village, Calif. Plans
are for all Soundmaster units 10 con-
tinue shipping uninterrupted.

*IU’s business as usual here,” says
Smith. “This move doesn’t atfect our
sales staff, distribution or manufactur-
ing fucilities. What LTI provides is a
subsiantial financial base with corpo-
rate tinancial stability.

Bierstocks Buy into TRF

Freddy and Johnny Bienstock have
acquired an interest in TRF Producticn
Music Libraries and its associate music
publshing company, Alpha Music. As
part of the investment, TRF has moved
to the Brill Building in Manhattan,
headquarters for Freddy Bienstock
Enterprises.

TRF Production Music Libraries
currently offers more than 50.000 se-
lections on roughly 4.000 compact
discs. According to TRF president
Michael Nurko, this past year TRF be-
came the first music library 1o release
music on DAT.

“This is the first step of our expan-
sion program,” Nurko says. “Before the
end of 1990, we will be introducing a
major new music library, now being
recorded by a leading music publish-
er.” For more information. contact Al-
lan Tepper at (212) 265-8090.

“Music Makes
the Difference”
From Oukland, California, to Fort
Wayne, Indiana, and many stops in
between, public school systems have
eliminated or drastically cut music
education programs. It's happening in
grade schools as well as high schoals,
big schools and small.

To bring national attention to the
value of music in education, NARAS

has joined with NAMM and the
Music Educators National Conter-
ence to establish a national music
education commission and pro-
gram titled "Music Makes the Dif-
ference.” Plans call for three torums
1o be held this fall in L.A., Nashville
and Chicago. A national symposium
on music and the arts will be held
in March 1991 in Washington, D.C.
For information on the forums,
contact NARAS at (213) 819-1313.

CD-ROM

Committee Formed

The Special [nterest Group on CD-
ROM Applications Technology
(SIGCAT) has formed the CD-ROM
Consistent Interface  Committee
(CD-CINC) in an attempt to stan-
dardize basic functions inherent to
conlemporary search and retrieval
software.

The committee will suggest new
or endorse existing standards for
function key assignments so uscrs
will not have to learn a new inter-
face for each new title. Also, gener-
al guidelines for installing and exit-
ing applications will be explored. It
the committee’s intent,
however, to make recommenda-
tions about screen design, the
search engine, the index structure,
or any other internal operation of
the software.

CD-ROM users and producers
are encouraged to participate in the
work of CD-CINC. If you want to
contribute an audio perspective,
contact Susan David at (202) 707-
7169 or Fred Durr at (301) 243-0797.

is not

AES Educational

Foundation

The Audio Engineering Society Ed-
ucational Foundation has an-
nounced the names of awardees for
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INDUSTRY NOTES

Hans Tschernig, president of West
German audio manufacturer Dyna-
cord, will also be a VP of Mark IV
Audio (Ambherst, NY), which ac-
quired Dynacord in early 1990...New
England Digital left its Vermont
home for a 100,000 sq.ft. space in
Lebanon, NH, and product specialist
Jim Bonevich relocated to NED'’s
sales office in Los Angeles. Also, Ted
Pine was promoted to the position of
director of marketing...Allen and
Heath (Brighton, UK, and Orange,
CT) named Vic Steffens as product
specialist and customer support rep;
he will continue work as a producer
and studio owner with Horizon
Studio in CT...Sony Magnetic
Products Group of America pro-
moted Kenneth F. Wiedeman to
director of marketing, Professional
Tape Division (Park Ridge, NJ)...In
Evanston, IL, Nancy A. Calvert
joined Shure Brothers as manager
of advertising and PR. Christopher
Lyons, author of the “Guide to Better
Audio” handbook. now holds the
post of product line manager, wired
microphones, at Shure...AKG Acous-
tics promoted Dave Ogden to
product manager and David Rou-
debush to U.S. marketing and sales
manager in San Leandro, CA. Scott
Heineman now holds the title of
product manager for dbx and Or-
ban, divisions of AKG...Studer Re-
vox (Nashville) added three reps:
Communications Task Group

(Buffalo, NY), Blevins Audio Ex-.

change (Nashville) and +4 Audio
(Salem, MA)...In NYC, Scharff Weis-
berg Inc. purchased the audio and
communications equipment rental
portion of VRI Scharff Rentals;
Scott Schachter will continue as
head of audio rentals...In Northvale,
NJ, Video Services Corp. sold its
controlling interest in Compton
Capital Corp., which specializes in
pro audio financing and leasing, to
Compton’s management team...Lon-
don-based Cliff Electronic Com-

ponents Ltd. opened a North Amer-
ican sales office in Houston, which
Robert Tupper will manage...Com-
munications equipment dealer Au-
diovisual Inc. (Omaha, NE) pur-
chased Video Midwest/AVC Sys-
tems, a division of Vaughn Commu-
nications Group (Minneapolis)...
Australian Monitor is now distrib-
uted in the States through headquar-
ters at 11845 Wakeman St., Santa Fe
Springs, CA 90670...In Santa Monica,
CA, Pam Mongeon will manage
Apogee Electronics' purchasing
department... Audio Animation
moved to 6632 Central Ave. Pike,
Knoxville, TN 37912; the company
brought aboard David L. Ball as
applications engineer and James M.
Ruse as product manager...In San
Francisco, mastering engineer John
Acoca, whose credits include The
Residents and Squeeze, joined Rock-
et Lab’s digital editing and CD mas-
tering suite...Shure (Evanston, IL)
awarded Pro Tech Marketing (Salt
Lake City) its Sales Representative of
the Yearaward...In Northumberland,
PA, Susquehanna Sound/Ascen-
sion Video opened a MIDI produc-
tion division called Bullet Produc-
tions. Paul Vanderbeck will be in
charge. . The fourth annual West L.A.
Music Keyboard Show will be held
October 13-14 at the L.A. Airport Hil-
ton. This consumer-oriented show
gives musicians a chance to meet
manufacturers, and is held in associa-
tion with UCLA Extension’s Enter-
tainment Studies. Phone (213) 477-
1945 for info...In Northvale, NJ, Au-
dio Plus Video International pro-
moted Beth Simon to director, sales
and marketing. . .Bill Daniels formed
a field service rep firm for audio/
video and CCTV manufacturers called
Quad-Tech Inc. Contact them at
18500 Midland Dr., Shawnee Mission,
KS 66218...Tim Ready has been
named sales manager at Lyon Lamb
Video Animation Systems Inc. of
Burbank, CA. |

its educational grants for the
1990-1991 academic year. Grants
for graduate studies with an em-
phasis on audio topics have been
awarded annually since the foun-
dation was established in 1984.

Ten grants were awarded this
year, five to first-time awardees.
They are: Carl Casey, University
of Colorado; Robert Dunn, Uni-
versity of Miami; Brent Karley,
University of Miami; Timothy
Leishman, Pennsylvania State
University; and Rene Quesnel,
McGill University. Renewal grants
were awarded to Jayant Datta,
John Klepko, Kenneth Linton,
Rebecca Mercuri and Rainer
Michelis.

AES Educational Foundation
awards are made possible by
contributions from private ben-
efactors, the John K. Hilliard es-
tate, AES Inc. and the Mix Foun-
dation for Excellence in Audio.
For additional information and
applications, contact the AES at
(212) 661-8528.

EIA Announces Speakers
for Winter CES

Richard A. Kraft, president and
COO of Matsushita Electric Corp.
of America, will deliver the key-
note address at the 1991 Inter-
national Winter Consumer Elec-
tronics Show, to be held in Las
Vegas January 10-13, 1991.

Also speaking will be Frank J.
Myers, economic forecast; Rob-
ert W. Carver, audio outlook;
Sidney Topol, video outlook; and
Marc S. Regberg, home office
outlook. For more information,
contact Cynthia §. Upson at (202)
457-4919.

Corrections

In our August directory listing for
Intelligent Services of Riverside,
Calif, the contact name should
be Chuck Herron.

In our July feature on “Re-
cording in the Pacific Rim,” the
photo caption for Toshiba EMI
should read Studio Pan. Toshiba
EMI owns Studio Terra, pictured
on the same page. ]
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ScreenSound. A fully integrated
audio for video editing suite

Post production facilities need to take
advantage of the efficiency offered by taday’s
technology. Speed and creative flexibility are
essential to commercial success. Digital sound
quality is no longer a luxury.

ScreenSound is a fully integrated audio for
video editing suite. It combines digital audio
storage and editing with machine control of
multiple VTRs, Laserdisc or film reproducers.
It also interfaces with Quantel’s digital video
editor, Harry.

Simple to learn and fast to use, a cordless
pen, tablet and RGB monitor provide control of
all ScreenSound functions.

Multiple sound reels enable music,

TEC

1990
NOMINEE

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 analague 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.

ERNDIGITAL

Solid State Logic

Begbroke, Oxford, England OX5 1RU {0865) 842300
London (01) 706 4948 * Paris (1) 34 60 46 66 * Milan (2) 61217 20 * New York (212) 315 1111 * Los Angeles (213) 463 4444
* Toronto (416) 363 0101 ¢ Tokyo (03) 547% 1144

U.S. Toll Free Number 800 343 0101

AUDIO STORE

The hard disk store of sound clips
gives title and duration, in addition
to powerful search and sort routines.

SCRUB EDITOR
Provides accurate edit marking and
scrub of audio waveform.

OPTICAL LIBRARY

An off-line library of sound clips
and effects can be compiled on a
Write Once Read Many (WORM)
optical disc.

MACHINE CONTROL
For control of multiple VTRs,
laserdisc or film reproducers.
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E STUDIOS
GO GOLD ON AMPEX
THAN ON ALLOTHER
TAPES PUT TOGETHER

o ERY STUDIO PICTURED HERE HAS EARNED THE PRESTIGIOUS
...;i/Ampex Golden Reel Award for having recorded or mixed a gold album exclusively

g on Ampex audio tape. In fact, of all the gold albums released last year—and the
year before—most of them were laid down exclusively on Ampex tape. And it's a good
bet that most of the others used Ampex for the majority of their work, too. * At
Ampex, we appreciate the unique blend of wit and wisdom demanded in the studio
business. Running a studio means balancing the passion of art with the reality of
money. It means soothing egos, settling arguments, saving souls. It means never
compromising your client’s standards— or your own. *+ We've made our own commit-
ment to provide you with the highest quality, most consistent, most dependable audio
tape in the world. A tape built with the same practical passion you bring to your

business. * For all the details on what makes Ampex tape a pleasure to work with,
just call or write for a copy of our new 456 Technical Brochure, and see why
Grand Master®456 is engineered like no other tape in the world.

AMPEX
A MASTER OF ENGINEERING

Ampex Recording Media Corporation « 401 Broadway, M.S. 22-02 MS « Redwood City, California 94063 + (415) 367-3809
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mix-er

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

THC

ETENENTEED
1990
NOMINEE

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

MONDLIENIE 10

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

LONOON: 17 Letchworth Point, Letchworth, Hertfordshire, SG6 IND.
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(CONFERENCE

he theory and technology of Compact
Disc-Interactive (CD-I) has been de-
veloping for several years. Merging
motion video, digital audio, text,
graphics, animation, database and in-
teractive software on a single compact
disc has proved to be both stimulating
and challenging to its designers. In-
deed, it's been more stimulating and
challenging than anyone had first
imagined. It's taken a long time to
develop the hardware product line,
authoring infrastructure, titles and
marketing plan tc anywhere near the
point of introduction.

On June 19 and 20 in London, all
that changed, or at least everything
took a definitive step forward.
PolyGram, Philips, Sony and Matsushita
co-sponsored the first conference 10
present a status report on CD-I, and
preview many of the new
tools and titles for the June

by Ken C. Pohimann

1991 launch of this remarkable new
format. While conference planners
expected only 150 attendees, over 500
showed, perhaps a significant omen
for the future.

Although similartointeractive video
svstems, CD-I carries the concept a
decade further in terms of technical
clout. Things that previously were dif-
ficult orimpossible to achieve on inter-
active video are part and parcel of CD-
I. For the audio cammunity, CD-I rep-
resents an unprecedented opportunity
to form stronger ties with the video
post-production and computer com-
munities, and expand audio recording
and post-production in markets such
as book publishing. CD-I is the biggest
potential market for the '90s (and be-
yond) and, if successful, could radi-
cally change the audio industry.

Always eager to wit-
ness (and sometimes try

PHOTO: INFOTAINMENT, LTD.
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INSIDER AUDIO

to participate in) history in the making,
I booked myself on a jet to Britain and
lent an ear to CD-I hardware manufac-
turers, in particulartoan up-and-coming
CD-I software guru, Andrew Bonime,
for an insider’s look at the birth of a
technology.

Appropriately, Jan Timmer, presi-
dent-elect of Philips and past head of
PolyGram, delivered the introduction
speech. He pointed out that the ex-
pected sales of CD players in 1990 are
33 million. Its success is tied to its
universality, convenience and fidelity.
CD-I will use the same tenents, but play
a unique role in people’s lives: provid-
ing entertainment, education and in-
formation. With initial hardware prices
tagged at $1,000, and software ranging
from $15 to $50, worldwide hardware
and software standardization (includ-
ing NTSC/PAL compatibility), and over
100 licensed publishers and manufac-
turers supporting the format, CD-I is
well-positioned for launching into the
professional, consumer and education
markets.

Gordon Stulberg and Bernard Luskin
of American Interactive Media described

that company’'s pioneering efforts in
developing CD-I titles. Over the last
year, AIM has authored over 25 titles,
with the goal of illustrating the broad
spectrum of material that can be pre-
sented successfully on CD-I. Titles such
as Sargon Chess, Rand McNally’s
America: United States Atlas, The Palm
Springs Golf Open/ABC Sports, Time-Life
Photography, Caesar’s Palace Casino
Gambling, Sesame Street and Treas-
ures of the Smithsonian certainly ac-
complish AIM's mission and blaze the
trail for other CD-I authors.

Other presenters also described a
wide variety of CD-I titles. For ex-
ample, Renault has tumed to CD-I to
answer the growing problem of pro-
viding technical training for the many
mechanics who service Renault cars
worldwide. Rather than incur the cost
of training seminars, Renault devel-
oped interactive training discs. By de-
scribing the symptoms of a problem,
the disc helps the user identify the
cause of the problem and find a rem-
edy. Because a CD-I disc can carry
multiple soundtracks, a single release
can hold many different languages and
be used in many countries.

Of course, even the best concepts

2624 WILSHIRE BOULEVARD
SANTA MONICA, CA 90403
213-828-6487/FAX-213-470-6176
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can be hindered by implementation
hardships. Thus, an early focus of the
CD-I plan was development of
authoring tools. Robert Sorensen of
Optlmage described the tools that
company offers to CD-I authors. Al-
though a number of environments are
available, each provides a point-and-
click method of interface. Forexample,
using a Macintosh orIBM PC, a CD-I ant
package allows the user to manipulate
existing images or create new ones; in
addition, text can be added to the
image using several fonts. A menu
editor package lets the author add
interactivity to the presentation. Re-
gions on the screen are selected and
linked to sequences. Using this and
other software, authors can develop
complete CD-I titles, emulate their
operation and prepare master tapes
ready for shipment to the CD pressing
plant.

The toughest thing about interactive
publishing is trying to explain it, with-
out being able to demonstrate it. Fortu-
nately, a gallery was set up at the
conference with CD-I players galore,
running the newest trial balloon soft-
ware. Everything from innovative
children’s games to physical fitness
and medical advice, from science fic-
tion to urban gardening was offered on
interactive CD software. This stuff ac-
tively stimulates the user and provokes
an appetite for information. That, of
course, is what CD-I is all about.

In addition to demonstration titles,
there was a taste of new CD-I hard-
ware. Along with a variety of home and
professional players was a trio of star-
tling Sony portable CD-I players. Based
on the Dataman concept, these port-
ables hold either a CD-ROM or CD-I
disc, and with the help of simple
control buttons or QWERTY keyboard,
provide full access to the disc’s infor-
mation, which is displayed on a color
LCD screen. When you consider the
amount of information contained on a
CD (650 MB) and that you have full
portable accessto it in the palm of your
hand, the Dataman players must rank
among the technical marvels of the
century.

But even the most advanced infor-
mation carrier/retrieval system is moot
unless the information itself is valua-
ble. So, exactly what kind of informa-
tion should belong on CD-I? How
should it be presented? Is interactivity
a benefit ora liability? Foranswers to all
those questions, on the flight back to

—CONTINUED ON NEXT PAGE
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INSIDER AUDIO

the States [ took an aisle seat next to
Andrew Bonime, president of
Infotainment Ltd., a New York CD-I
publishing company. During the flight
Bonime sketched out his perspective
of CD-I publishing.

“CD-l s at a stage where everything
hinges on software. It's a little like the
early days of motion pictures. When
Edison first brought out the motion
picture camera and projector, every-
one scrambled around trying to come
up with innovative ideas for it. First
they showed someone sneezing, then
they showed a fire being put out. Later,
stage plays were shot from a single
perspective in a theater.

“Similarly, nobody seems to know
what will, and will not work on CD-1 as
a consumer medium. The stumbling
block seems to be interactivity. Those
who come to CD-I from other media,
like film and music (and let’s face it:
everybody comes to CD-I from anoth-
er medium), often try to impose
interactivity on a lincar concept. When
this happens, the interactivity actually
gets in the way of the experience
instead of enhancing it.

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

“To illustrate, let’s suppose we took
a picture book and made it interactive
on CD-I. At various points, menu-
based choices are put to the user. The
user has to go through these artificially
imposed decision points to experience
the visual material. The same material
presented in a book is much more
accessible. You can pick it up, flip
through it, look anything up in the
table of contents or index—all the
while retaining a direct relationship
with the material.

“Let’s suppose you had a dictionary
on CD-I, and you want to look up a
word. Simply input an approximate
spelling of the word (or just the first
few letters to get to those words with
the same beginning), and you have
instant access to the desired informa-
tion. If the word refers you to another
word, you would simply point and
click to get to that reference. If the
word requires sound or a graphic
diagram, full motion, animation or still
picture, that, too, can be delivered
along with the text. In this case, the
interactivity is an improvement over
the paperbound book because the
computertechnology is doing the work
of delivering appropriate material to

our new family of time code prod-
ucts; the Phantom II VTR Emulator,
the Softouch II Edit Controller, plus
anew 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.

|
o -
’ coher agial inc
\ 5350 PARTNERS COURL. PO. BOX 170
FREDERICK, MD 21701
TOLL-FREE 1-800-331-9066

(301)695-0200 FAX:(301)694-5152 TELEX: 272065
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the user. Whatever CD-I offers must
benefit from the technology.

“Because of the confusion, there is
a sense that CD-I is like a record, only
less exciting. The record industry people
seem to feel CD-1 needs something
akin to a Michael Jackson of CD-I. At
Infotainment, we see CD-I not as a less
exciting record, but as a more exciting
book. We have developed a broad
range of titles that have strong useful-
ness and/or entertainment qualities.
We focus on interactivity’s ability to
serve the user. We also focus on the
enormous quantity of data that can be
presented on a single disc.

“Another key idea in CD-I is the
worldwide, universal standardization.
In the computer industry there is not
quite the need for such universality.
Computer manufacturers and users
have accepted a world of multiple
platforms and languages (I'm not say-
ing they likeit). Mass market consum-
ers want to know that this CD-I disc
they are about to purchase in London
will play on the CD-I machine they
have at home in Detroit. In CD-I that
compatibility is guaranteed. Moreover,
since CD-I is fully compatible with
existing CD-Audio discs, a CD-I player
becomes, in effect, an enhanced, uni-
versal CD player. We believe strongly
that CD-I is and should be presented as
an extension of the compact disc, not
of the computer.

“Initially, CD-I presenters have been
under pressure to dazzle the audience
with technology. Unfortunately, they
rarely dazzle the potential user with
content. In the end, CD-I will succeed
if it presents material that interests
users and maintains their interest. A
long time after the thrill of interactivity
has worn off, the user must still find the
content itself useful and entertaining.
Thatis the key tosuccess in CD-I. If you
are looking for raw interactivity, go
buy an Action Glove.”

With those and many other ideas
fresh on my mind, I cleared customs at
JFK and caught the next flight to Miami.
Bonime wasn't on the other side of the
aisle, but a child with a Nintendo
Gameboy was. Today, thanks in part to
that kid's allowance, the video game
industry is pegged at $5 billion annu-
ally. CD-I is pegged at $0. The way that
ratio changes will change the audio
industry. ]

Ken Poblmann is working on an inter-
Jace between the Action Glove and bis
word processor.
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The Workstation Jungle...

In addition to the companies dem-
onstrating wares at the recent SPARS
conference, here are new develop-
ments from nine firms that also have
developed viable workstation de-
signs.

The DSE-7000 from AKG
Acoustics is a RAM-based worksta-
tion that includes an 8-track ran-
dom-access recorder, editing con-
trol surface and 10-channel mixer;
the stand-alone unit is controlled
from a menu-driven video display.
Front-panel control elements in-
clude conventional channel faders,
an edit/scrub wheel, virtual “re-
corder” controls, and software-de-
finable keys for track routing and
assignment. Both 32kHz and 44.1/
48kHz sampling frequencies are
available. Companion software
controls the operation of all re-
cording, cut/paste non-destructive
editing and track assignment func-
tions. Each plug-in RAM card holds
a total of 264 seconds of mono au-
dio, with input/output via analog or
optional AES/EBU-format digital I/
O; a total of four memory cards can
be added to provide a storage ca-
pacity of 17.5 minutes. Hard disks
are also available for long-term
storage and archiving of sound files
between recording and editing
sessions. Onthe horizon: enhanced
time code synchronization plus
additional DSP functions (in-
cluding EQ, reverb, special effects,

time compression and dynamics
controb).

Since its introduction last year,
Digidesign has reportedly delivered
more than 2,600 Atari- and Macin-
tosh-based Sound Tools systems,
which offer stereo direct-to-hard
disk recording. as well as SMPTE

S

Hybrid Arts ADAP Ii

lock, time compression and pow-
erful editing features. Recently.
Digidesign unveiled PRO 1/0.™ a
single-rackspace option that pro-
vides two channels of G4-times
oversampled A'D and 18-bit, 8-
times oversampled DA converters,
along with Apogee digital filters,
balanced XLR analog I/O. metering
and hardware-based video syn-
chronization. The company is also
shipping its Deck software, which,
when used with Sound Tools, al-
lows 4-track hard disk recording

—CONTINUED ON PAGE 23
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AUDIOFILE..
THE PLUS POINT

During the 1980°s, one hard disc
recorder both established and dominated
the market - AMS AudioFile!"

AMS now announce AudioFile PLUS'
as part of a continuing policy of
upgrades that take AudioFile into the
90’s and beyond.

With a transfer of operating software
to the latest technology 32 bit,
4 Megabyte transputer  platform,
AudioFile PLUS' offers yet faster
operation and  the  ability to
accommodate a range of major new
features — further distancing AudioFile
I” from other disc based recorders.

* B = Extended System Architecture also

m ‘E provides for 8 simultancous inputs/
outputs, in analoguc and/or several
* - digital formats.

_. Whether you have yet to make up

| your mind about hard disc recording or
’ you alrcady own an AudioFile, you’ll
: find it comforting to learn that this

L;EE‘- system upgrade is once again available
for all existing AudioFilcs.

& SIS &

ES
4s a' 2 #5. 8~

see!
oot #3355 Lo SMFTE QUDIOFILE:
e l’o‘)l',::o'” #1002 Setting the pace for hard disc recording

AMS Industries ple
Billington Road, Burnley,
Lancs, BB115ES, UK
Tel: (0282) 57011 Fax: (1282) 39542

AMS London: (01) 722 3925 AMS USA: (707) 762 4840
New York: (212) 586 7376 Chicago: (312) 527 4569
LA: (818) 8450199 Scattle: (206) 842 7182
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~FROM PAGE 21, JUNGLE
that can be synched to MIDIL.
Digital Dynamics’ ProDisk 464
utilizes a Macintosh as master con-
troller, and is available with be-
tween four and 64 hard disk tracks
and full SMPTE/EBU time code in-
terlock. Sampling rates are 32, 44.1
or 48 kHz; storage capacity per data
track is between 30 and 180 minutes
per track at a sampling rate of 44.1
kHz. In addition to auto punch-in/
out, visual waveform editing, digital
crossfade  and
rock 'n" roll
scrubbing, new
enhancements
include a Cue
List mode that
allows audio-
edit locations
from an editing
sessionto  be
sorted against
time code val-
ues, and then
copied  re-ar-
ranged and/or
cut and past-
ed to different
locations.
Doremi Labs’
Digital Audio Workstation Nucleus
(DAWN) is controlled from a
Macintosh Plus/SE/Il and provides
up to four simultaneous analog in-
puts, eight outputs and eight tracks
of hard disk recording. Various sizes
of add-on SCSI-equipped hard
drives and an expandable system
architecture offer recording capaci-
ties up to several hundred track-
minutes of sound files; a 300MB
hard drive stores 52 track-minutes of
data at a 48kHz sampling frequency.
Sampling rates can be set between
44.1 and 96 kHz. Also available for
DAWN are WORM and magneto-
optical drives, plus Exabyte and
similar backup tape drives. Custom-
developed software for the Mac
controller provides forward/back-
ward play, full cut-and-splice edit-
ing and other system functions.
Synchronization to external time
code sources is via conventional
SMPTE-to-MIDI conversion devices.
Digital-DAWN isa functionally similar
version with fully digital I/O—op-
tional outputs to AES/EBU, IEC 958
Type II (SPDIF) and Yamaha cas-
cade formats, with AES/EBU or IEC

Digidesign Sound Tools

958 Type 11 input.

Ediflex Systems has developed
Audiflex, designed specifically for
assembling, editing and otherwise
cleaning up dialog, ADR and sound
effects elements. The system con-
sists of a hard disk-based recorder/
editor, controller PC and graphics
VDU, and a 660MB magneto-opti-
cal drive for archive/backup stor-
age. Standard configurations are
equipped to handle four channels,
but can be expanded to 8-channel
capacity. EDLs can also be imported
directly from
any CMX-
compatible
offline editing
system vid
floppy disk.
| Full cut-and-
1 splice editing.
“shaving” or
“scraping” also
is provided,
withassignable
crossfade and
edit  profiles.
TimeLine Lynx

modules are
d used for time
code sync to
external trans-
ports and editing systems.

Now back in business as Electric
Sound & Picture, the former par-
ticipants in Australia’s Fairlight In-
struments are currently developing
a series of enhancements for the
Series III workstation. The new XDR
package includes enlarged RAM
capacity to 32 MB (for online storage
of up to 360 seconds of sound files);
a new stereo input module for ana-
log and/or AES/EBU-format signals;
plus REV 8 software with Cue List
management and improved time
code functions. Standard Series 111
features include four track-hours of
stereo 16-bit sampling to hard disk
ata 50kHz sampling frequency (100
kHz for mono samples). Also being
revived is the Series III's custom-
designed control surface for audio
post. The MFX (Music and Effects)
hardware/software package fea-
tures dedicated transport controls,
rock 'n’ roll scrub editing, program-
mable soft keys, plus time code-
based sequencer and controller
software. A hard disk recording op-
tion with 24 “virtual” tracks and full-
function random-access editing will

Sound & Music Cataloggin

® Organizes Tapes, DATs, Samples, Floppy Disks,
Compact Disks, Broadcast Carts & LPs.

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

@ Provides easy data entry for your own libraries,
checks spelling and allows descriptions of virtually
unfimited length.

@ Searches library catalogs by sound, style, mood,
category, title, synonym or description.

@ Enables multiple word searches using AND, OR,
ALSO & NOT to specify exceptions, alternatives.

® Sorts & (ross-references by Format, Length, Media,
Project, Recordist or Source Roll

® Allows unlimited number of custom categories.

@ (ontrols Compact Disk playback via 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 fa
spotting lists.

L

Dialogue (ADR) Spotting

@ Organizes replacement dialogue fines, sorts by
charadter, reel, scene & footage.

@ Prints standard cue/line sheets as well as a variety
i of other forms

IL. Transfers data to Cueprinter for mixing cue sheefs.

Cue Sheet Printing

@ Prints standard re- recording cue sheets in
feet/frames or timecode on any size paper.

® (onforms footages o picture changes.

LEONARDO SOFTWARE

10378 Holman Avenue

Los Angeles, California 90024
lEUHHHUU PH: 213.277.5161 - FAX: 213.277.9086
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JUXTAPOSITIONS hancements include a control-surface  as 1/20th normal playback speed.

grouping package; EQ grouping; time  Opus/e is a pared-down, stand-alone

~FROM PAGE 21, DIGITAL WORKSTATIONS code-controlled record punch-in/out  version that features the random-ac-
useful functions. Pro-user price of an 8- cess recording and editing section, but
track/two-hour system with four in- without the mixing console functions.
puts, eight outputs and TimeWarp New England Digital emphasized

the combination of RAM-based re-
cording, sampling and hard disk re-
cording offered by the new PostPro/SD
(Sound Designer) system. Configured
with a choice of four, eight or 16 hard
disk tracks and eight or 16 RAM-based
tracks, PostPro/SD offers random ac-
cess to a total of 24 or 32 tracks of dig-
itized material locked to time code.

software is $108,000; WordFit costs
around $19,500.

Lexicon Opus and Opus/e systems
have now been installed at more than
50 facilities throughout the world. The
Opus comprises a console-style con-
trol surface with 12 channels of digital
mixing and eight simultaneous tracks
of hard disk recording at a sampling

frequency of 44.1 or 48 kHz; 480 track- New backup formats are also available,
minutes of storage are available at 44.1 including DDS DAT, with CMX
kHz. The time code-capable system is  DAR SoundStation Il Autoconform for EDL compatibility
available with an EQ/filter option and VPR-3/P2 machine-control proto-
providing 12 channels of real-time, for dialog replacement; and shuttle  cols. A powerful new DSP option in-
4-band digital EQ, with selectable fil-  lock mode for locking aucio replay to  cludes real-time, 5-band parametric

ter profiles per section. Recent en-  external time code sources as low  EQ, mixing between four inputs and

~FROM PAGE 23
be unveiled at the AES convention.

Hybrid Arts’ ADAP II is a direct-
to-hard disk recorder/editor con-
trolled by an Atari Mega that can
store around 50 minutes of stereo
16-bit audio at a 44.1kHz sampling
frequency using a 760MB hard
drive. All functions can be locked to
external or internal SMPTE/EBU
time code and/or MIDI data; a built-
in TC reader/generator is also in-
cluded with the system. Custom-
developed Atari software enables
waveform editing, rock 'n’ roll scrub
editing, crossfade editing and a host
of other functions. Also offered is an
erasable magneto-optical drive for
archiving and long-term storage
(capacities from 170 to 760MB), plus
AES/EBU digital I/O. Scheduled to
be unveiled at AES: “Time Page”
time-compression/expansion soft-
ware; a DAT archiving utility; and an
LTC/VITC time code chase-lock in-
terface.

The Sonic System from Sonic
Solutions comprises a Macintosh I,
additional hard disk drives for data
storage, custom-developed con-
troller software, and SSP (Sonic
Solutions Processor) plug-in cards
for the Mac that handle both analog,
AES/EBU and SDIF-2 digital I/O at
44.1 and 48kHz sampling rates.
Software is available for full-func-
tion 4-track (soon to be 8-track)
digital editing, mixing, real-time EQ

firm’s proprietary NoNoise proc-
essing for removing unwanted
noise, pops and clicks. Full lock to
external time code for audio-fol-
lows-video, editing will also be in-

Ediflex Audiflex

troduced by early fall. First ship-
ments have now begun of Sonic
Solutions’ CD Maker, an add-on
encoding and recording unit for the
system that produces Red Book-
standard CDs using Start Lab
WORM drives and media. Sched-
uled to be unveiled at the AES con-
vention: an unbundled version of
NoNoise that provides selectable
declicking, background noise
elimination, hum and buzz reduc-
tion, etc., for post applications; and
new Sound for Picture software for
dialog, effects and music editing.
In Australia, veteran sound de-
signer/film mixer Roger Savage has
been developing a digital work-
station so new that details of its ex-
istence only reached me during

very late July. The Soundfirm
Soundtracker, scheduled to be for-
mally unveiled at AES, has been
designed specifically for feature-
film sound editing. Due to the large
amount of raw material that must be
cataloged and collated, the system
places specific emphasis on sound-
file management.

Configured as the “electronic
equivalent of a Moviola, splicing
block and 8-gang synchronizer,”
Soundtracker is intended to allow
sound editors to make the intuitive
transition from film-based tech-
niques to new random-access, disk-
based technologies. The operator’s
console is equipped with a plas-
ma display and membrane-type
touchscreen, dedicated keys and
two edit/scrub and transport shuttle
controls. A 386-based PCacts asthe
time code-capable master controller
with serial/Sony 9-pin control of
external transports, and connects to
an audio frame equipped with four
inputs (64x oversampling via sigma-
delta converters) and eight internal
hard disk tracks. A VME card cage
allows multiple frames to be inter-
connected for multiple track out-
puts and multi-user access to hard
drives. CMX-format EDLs can be
imported for use during audio con-
formation. The system constantly
backs up sound files and edit data
in background mode to a remov-
able magneto-optical drive.

—ML

L and dynamics control, plus the
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“WavekFrame

At War”

CC hen Scott Gershin and Wylie Stateman
of Sound Deluxe in Hollvwood were drafted to
post the sound cffects and Foley work for
Universal's award-winning motion picture.,
BORN ON THFE FOURTH OF JULY. they
turned to the AudioFrame for the tirepower
they needed.

“Using the AudioFrame’s sampler and
EDL to spat the sound effects to picture.
coupled with its internal mixer and 24-bit
multitrack disk recorder. we were able to
produce a product which e¢xceeded our
expectations for audio quality aid beat our
deaclines signiticantly.

BORN ON THE FOURTH OF JULY has

been nominated for an Academy Award for

Best Achievenient in Sound.

" STREET
LOS ANGELES

251t 55TEF
BOULDER

BCULDER, CQO

Likewise. when James Horner composed
the breathtaking score for GLORY . he turned
to his AudioFrame

“The purity of the sound of AudioFrame
lets the beauty of my music come through.”

James Horner’s original score for FIELD
OF DREAMS. which was composcd and
performecd on the AudioFrame. has been
nominated for an Academy Award

L J

So. in yororbattle against man and machine.
choose the ultimate weapon

The AudioFrame... by WaveFrame.

~—~WaveFrame

303 447-1572
COPENHAGEN

80301
NEW YORK
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eight track outputs, plus various multi-
user, multitasking functions.

The company is also actively pur-
suing third-party development of soft-
ware for PostPro and PostPro/SD sys-
tems. Lucasfilm’s new SoundDroid
software package is the first such
product to be released, comprising an
“electronic cue sheet and audio wave-
form editor” designed specifically for
film-style mixing and episodic TV-type

AMS AudioFile/Logic 2

mixing. Based upon the new DSP op-
tion and utilizing NED’s proprietary
SyncNET controller protocol, the new
software will also be offered in a ver-
sion that runs on non-DSP-equipped
PostPro systems.

Otari Corp. demonstrated a pre-
production version of its new Digital
Audio Recorder and Editor—now
renamed DDR-10—that the firm is
developing in conjunction with
Digidesign and]J.L. Cooper. The stand-
alone system, which includes built-in
monitor speakers, utilizes a Mac Ilci as
a workstation controller that houses
Digidesign’s proprietary D-to-A con-
verter cards with Apogee anti-aliasing
filters. Controlled from a version of
Digidesign’s Sound Designer 1I re-
cording and waveform editing soft-
ware, the new stereo-capable unit fea-
tures a 350MB hard disk holding up to
60 minutes of mono sound files. Mul-
tichannel versions are also under
consideration. The system archives to
conventional audio and data DAT for-
mats. A hardware control panel
(HCP) provides a dedicated jog/shuttle
wheel, 100 cue points and dual LED
displays for current and event time.
New application-specific software
versions to be unveiled at the AES
convention include CD mastering,
ADR and other functions.

Solid State Logic showed its

ScreenSound Digital Audio-for-Video
Editing Suite in a real-world post/ADR
environment, with material from a
Back to the Future Il trailer. A new bit
pad and cordless pen now provide
easier data entry into the system, which
features eight simultaneous channels
of hard disk recording/playback (with
an additional eight available for
submixing); non-destructive editing of
up to 60 track-minutes of audio; a re-
movable WORM drive for storing
sound effects, music and other sound
files; plus a real-time, automated, 8-
channel graphics mixer. Upcoming
ScreenSound enhancements include
the importing of CMX- and Sony-com-
patible EDL files, real-time DSP, and
software extension for automating a
variety of ADR functions. At the AES
convention, SSL will unveil SoundNet,
a new ScreenSound networking option
allowing different processor racks to be
addressed by different control surfaces,
and/or multiple processors to be
commanded from a single controller.

Sony Professional’s current ap-
proach emphasizes the use of “hybrid
technology” in a production environ-
ment, including tape and disk-based
technologies. Products spotlighted
during the SPARS presentation in-

Studer Editech Dyaxis

cluded the new SDP-1000 Digital Ef-
fector (featuring automated digital
compression, limiting and 4-band EQ
with high/low filter sections), Twin-
DASH PCM-3402 stereo tape machines
capable of holding 94 minutes of ma-
terial at 44.1 or 48kHz sampling rates,
and the DAE-3000 Digital Editing Sys-
tem. As marketing director Courtney
Spencer emphasized, for a large num-

ber of editing sessions, material is be-
ing arranged sequentially from 2-
channel source reels; in these and other
applications, a viable market exists for
existing tape-based digital editors with
add-on digital-domain processors such
as the SDP-1000.

With a worldwide customer base
now approaching 400 Dyaxis systems,
Studer Editech recently announced a 4-
channel version. Dyaxis 2+2 (which
began shipping in May) comprises two
Audio Processors linked via controller
software running on the Macintosh.
The company is currently evaluating a
variety of archiving formats, including
C-3 data DAT and erasable magneto-
optical media. Other enhanced DSP-
based options soon to be offered for
the Dyaxis Series include real-time
equalization with low/highpass filters
and a 3-band parametric section, se-
lectable for mono or stereo modes,
plus a digital fader and gain-trim func-
tions. An analog-digital effects/insert
loop is also available. The company is
actively pursuing third-party develop-
ers to provide additional software
modules for the Dyaxis platform. Pro-
user price for a standard 2-channel
Dyaxis with 60 track-minutes of storage
is $16,000 (a Mac Ilcx/ci is extra), while

a similar-capacity Dyaxis 2+2 sells for
$26,000; DAT backup drives cost
$4,000.

Symetrix was showing final screen
displays for the DPR100 Digital Proc-
essing Recorder, and announced that a
new 4-track Recording and Editing
Station with full-function 4-band EQ,
dynamics control and mixing would be
unveiled at AES. As system designer
and Mix columnist Stephen St. Croix
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The Future.
We've Been There Before.

The DSP Option, a 24-bit digital mixer/digital signal processor.

This is not the first time we’ve introduced a
revolutionary new digital audio product today
with 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 to upgrade every step of the way.

. Take, for
example, our

L Central | latest break-
7 . through, the

DSP Option.
- . It's a 24-bit,

With MultiAre, ™ multiple users user share processing and storage multitasking
vesources from a central machine room. mixer/digi[a]
signal processor that provides 5-band EQ,
automated level control, multitrack digital
I/0, plus sample rate conversion. And it’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 and saving can occur in the back-
ground while you continue working.

Synclavier, Sample-10-Disk, The Yapeless Studio, and the New England Digital logo are regisered
Arademarks of New England Digital, Direct-to-Disk, PostPro. EditView, AudiMation and Muls Arc sec
wrademarks of New England Dightal. Apple and Macintosh are registered wrademarks of Apple
Computer. Inc. disa of LucasArts

© 1990 New England Digital. Product specifications are subject to change witaout notice

See us at AES, Room 214 A,B,C

Our commitment to third-party software
development ensures the widest variety of user
interfaces. For example, with our EditView
window and e | S

Lucasfilm’s new e
SoundDroid
Audio Editing
System, you now
have your choice
of tape- or film-
style editing.
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Lucasfilm’s SoundDroid is the first in a series of
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 control over EQ, levels, routing.
and other system parameters.

By investing today, you can take advantage
of such powerful features 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 brochure on the
DSP Option and MultiArc.

N gland

®
Rivermill Commercial Center
Lebanon, New Hampshire 03766
(603) 448-5870
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explained, full compatibility between
the “flagship” multichannel system and
the RES will allow material that has
been edited and processed to a time
code-related EDL to be exported to the
DPR100. Both systems now feature
object-oriented editing software (four
layers for the RES and eight for the
DPR). Currently, the DPR100 is de-
signed for use with a monochrome 19-
inch monitor, while the RES is com-
patible with a 13-inch color system and
features a handheld Graphics Control
Tablet with transport controls, soft keys

and shuttle wheel. The DPR100 in-
cludes an optional Dedicated Control
Surface featuring long-throw moving
faders, record safe/ready switching,
autolocator and a touch-sensitive data
entry/display screen, a jog/shuttle
wheel for edit location, and transport
controls. Prices for the new 4-track RES
start at $60,000 for a base system with
206 track-minutes of audio storage, to
$75,000 for a similar version with time
code sync, mixing, equalization, dy-
namics control and full sample-accu-
rate editing.

WaveFrame used the SPARS con-
ference to emphasize the modularity of

The Next Generation in
CD Mastering Systems

Is Here Now.
The ODC 530.

Optical Disc Corporation, the
acknowledged leader in optical disc
recording technology around the
world, has set a new standard in CD

Mastering with its Model 530 Master
Disc Recording System.

CD manufacturers who are develop-
ing or expanding their mastering
capabilities should take a careful

look at the 530.

Our new Master Disc Recording

System offers:

B Extemely high throughput and
yields.

® QC while mastering through the
use of DRAW technology.

® Fully compatible with all
replication processes.

B Extraordinary price/performance
combination.
B Worldwide service and support.

Call, write or fax us. We’d like to tell
you more about the better way to
handle your disc mastering needs. Be
part of the next generation.

OPTICAL DISC

CORPORATION

Optical Disc Corporation
12150 Mora Drive

Santa Fe Springs, Calif., USA
Telephone (213) 946-3050
Telex 510-101-2615

Fax (213) 946-6030

Learn more about ODC’s
Series 500 Laserdisc
Mastering Module
at AES.

AudioFrame; some 110 systems have
beeninstalled worldwide. AudioFrame
systems are controlled from an IBM PC-
compatible platform, and can be as-
sembled from four basic hardware el-
ements: 4 RAM-based Sampling Mod-
ule; 2 16 x 4 x 2 Mixing Module with EQ
and reverb; a 4/8-track Disk Recording
Module with selectable 16- or 24-bit
capabilities; and a 4-channel Digital
Interface (4-in or 4-out, or simulta-
neous stereo 1/0O) with variable, 32 to
50kHz sampling rate and format con-
version.

Two demos showed off the system’s
capabilities both for sampling and hard
disk recording with time code inter-
lock, as well as use of EDL information
to enable replay of sound files stored
on hard disk. Also being demonstrated:
CyberFrame, an 8-track digital sound
system designed specifically to speed
up the editing of sound for feature film
and episodic TV.

Data Interchange
Standardization
An increasing number of projects are
moving from facility to facility during
their recording, editing and mixing
stages. And producers and directors
cannot always find time on the same
workstation for last-minute sound
changes to picture, not to mention the
need to re-edit the material for dif-
ferent applications. Inevitably, the
primary focus during the SPARS
conference’s round of panel discus-
sions became one of data exchange.

As many participants were quick to
point out, there are two primary factors
to consider: the archiving or off-load-
ing of all data, including sound files,
edit pointers, DSP profiles and auto-
mation information, from the particu-
lar workstation in greater than real-
time, for reloading into the same type
of system at a later date; and the off-
loading of the same data for subse-
quent transfer to a different platform.

In the former case, we need to de-
termine the following;:

¢ What information should be off-
loaded?—raw data files, plus stand-
ardized formats for timing, editing,
processing and level information (on
systems equipped to handle such
functions);

¢ How should the data be off-
loaded?—standardized 16/20/24-bit
sound file formats, possibly compatible
with 2-channel AES/EBU or 56-chan-
nel MADI bitstreams, plus formalized
EDL structures;

Circle #029 on Reader Service Card
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No other digital workstation fits this picture because 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.

spITING - We surrender complete control over
crossfades, 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.

no other.

MIXING - Our Mixing Desk includes a broad array

of filters, dynamics, and full 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 “tool” for de-clicking
and noise reduction to the Sonic System.
Whether you edit or mix music, dialog and sound
effects, or multi-track recordings. chances are there is a
Sonic System puackage that could enhance 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

WA
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A NEW TRACK RECORD

Fairlight's MFX is the new front runner for Audio Post

00:18:42:@2

MFX is a 24-track disc recorder for post production. transfer. Audio is 16-bit linear at 44.1 or 48K. MFX
It can play up to 16 tracks simultaneously, for around incorporates the latest generation 2 and 3 hour

the same price as many 8-track disc recorders. So it's capacity hard-disc drives which can provide over 20
cost effective enough to be used for track lay to multi- hours of on-line storage.

track tape, yet it has enough tracks to be used directly

for the final mix. It’s fitting that Fairlight should set a new track record

for audio post. Chances are the music soundtracks

The MFX console has dedicated keys for track you're laying up now were produced using sampling,
selection, sound effect performance, external sequencing and waveform editing techniques that
machine control, and most importantly - fast and our designers introduced in earlier decades. In fact,
powerful editing features. You can edit, cut and with the addition of a MIDI keyboard, MFX can also
paste non-destructively on all 24-tracks before run all of Fairlight's Series-III sampling and
committing anything to tape. sequencing software,
Twenty-four outputs connect straight to your mixing With hundreds of Fairlights in use around the world,
console, with AES/EBU in/out for digital stereo it’s the track record that counts.

30 Bay St. Bro;iawivl:;g,hstvﬁ?\l;;g;;’lvdf\uslralia 2007 Hmm&mu{ 626 N. BeaZl}:‘irgggi'[g:i\S':pll‘)c;)s"/\(r;\;;reps CA 90004

Tel: +61 (2) 212-6111 Fax: +61 (02) 281-5503 Tel: (213) 460-4884 Fax: (213) 460-6120
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¢ Where should the data be off-
loaded?—possibly as time code-linked
2-channel files with labeling to con-
ventional DAT or Exabyte carts, ortoa
removable, high-speed magneto-op-
tical disk format.

Having selected an appropriate
storage media and developed a pro-
prietary format suitable for their spe-
cific workstation, are manufacturers
going to be able to agree on a common
archiving format? I have my doubts,
primarily because too many conflicting

“The Tapeless Directory”:
A Guide for the Confused
Two London-based independ-
ent consultants recently pub-
lished a directory listing some
50-plus digital audio worksta-
tions, with brief technical and
operational descriptions of
each. Carefully compiled by
Yasmin Hasmi and Stella
Plumbridge of Sypha, “The
Tapeless Directory” (8§55) is
available through Mix Book-
shelf—call (800) 233-9604 or
(415) 653-3307 for details.

Each entry in the 40-page di-
rectory provides a single-para-
graph product description; a
succinct analysis of salient fea-
tures; an operational overview;
a list of technical specifications,
applications, integration plus
backup formats; future devel-
opments; and approximate
pricing.

data-storage formats currently exist.
Also, the “complexity spectrum” be-
tween different designs—ranging from
a “plain vanilla” 2-channel recorder/
editor to a time code-driven, multitrack
system with real-time EQ, dynamics
and multichannel mixing—means that
a common data format will need to ac-
commodate a great deal of redundant
data, all of which can slow down the
archiving process on smaller-format
configurations.

Several compromises were pro-
posed during the Nashville conference,
including a Transcode Utility that
would convert a firm’s proprietary for-
mat into a universal structure capable
of being input to other hardware. Un-
fortunately, such processing would

probably need to be done in some-
thing approaching real time, with in-
evitable inefficiencies and delays at the
end or start of a session.

Several participants pointed out that
both audio DAT and data DAT formats
are being used more and more for
simple archiving and data exchange of
2-channel audio, in addition to the fa-
miliar AES/EBU, IEC 958 Type II
(SPDIF) and other digital I/O formats
for 2-channel data transfer within a
multiroom facility. It was also pro-
posed that consideration be given to
stripping the data back to its compo-
nent sound files, and then transferring
these with the information necessary to
reconstitute the multichannel, proc-
essed and edited mixes against time
code. However, because of disparate
differences between the system archi-
tecture and operational capabilities of
different workstations, and the unique
functions offered by each, some in-
evitable compromises might lead to
frustration in extracting all of the
necessary information from the im-
ported data.

Although complete data inter-
change might remain a dream for the
foreseeable future, several compa-
nies—including New England Digital,
WaveFrame and Solid State Logic—
agreed at the SPARS conference to
publish their respective interface pro-
tocols and file structures so that disk
and optical files can be read by “for-
eign” systems.

While the debate continues, the
topic is being examined by the AES
Subgroup on Operational Require-
ments for Disk Recording. Seeking to
“define the operational and technical
requirements for disk-based profes-
sional digital audio recording with
emphasis on applications for television
and motion-picture media,” the sub-
group is currently looking at the
complex pros and cons of various
magneto-optical archive and data-ex-
change formats, including ISO3-for-
mat, 650MB drives and WORM CD
drives capable of recording 24-bit data
at higher rotational speeds.

I'll be back next month with a de-
tailed look at current developments
and future design options for analog,
digitally controlled and all-digital re-
cording and production consoles. W

Mel Lambert is the principal of
Media&Marketing, a bigh-tech con-
sulting and marketing service for pro
audio firms and facilities.
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® 8X8 Distribution Amplifier/Mixer Combination @ Studio sound, live sound, teleconferencing

AN

DISTRA

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

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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THE FAST LANE

by Stephen St. Croix

FisH Fins &

ell, I can see by the
old shadow on the
rocksthatitisabout
11:30 p.m.,, time to
think about going
tobed. The sunisa
bit low on the hor-
izon now, and it’ll
be good and dark
by 2 a.m. Besides,
we've eaten all the
fish we caught and
smoked, the bread
we baked, and the
wild raspberries
and strawberries
that we picked.
There is beer and
even some vodka
and cloudberry
juice left, but it's
over there, and
we’re over here.

I guess I'll hit it
whenthe fire burns
out, or when I fin-
ish this column,
whichever comes
first.

[ write to you
this time from a
small island off the
coast of Finland,
latitude 60°24',
longitude 21°12'. 1
guess it hasa name,
but if it does, the
chancesthatI could
pronounce itare so
siim that I never
even asked. A friend has a summer
house here, a very Scandinavian ver-
sion of a log cabin. It’s up the hill a few
meters, the ocean is down the hill a
couple of meters, and I'm in between,
sitting around the fire with friends, on
a naturally polished flat rock some-
what larger than my entire house in
the U.S.

It has been a packed week. Yester-

day we crossed
over to Swedish-
speaking islands in
a little fishing boat
to see the sunset.
We caught it from
anisland somewhat
smaller than the
above-mentioned
house in Maryland.
We swam in an
oceanthathad been
totally locked up
with six to eight feet
of ice only a few
months before.
Now, we didn’t ex-
actly hang out in it
for hours, but we
did swim in it,
mostly so that I
could say we did.

A couple of days
before, an evening
insouthern Finland
tummed out to be
quite electrifying.
We were in the
middle of a major
storm, wherein
lightning struck less
than three meters
from where we
were relaxing with
a few beers. That’s
nine feet for you
locals! Really. Five
witnesses. What a
sound. It actually
whistied, sort of a
downward chirp. I went to sleep that
night thinking that it sounded like the
fabric of space itself was being ripped
apart, only to wake up the next mom-
ing realizing that within the ionized
plasma of the lightning itself, that was
exactly what happened.

And, a couple of days before that,
we caught the total eclipse of the sun
from the top of a ski jump a little after
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4 a.m. Nice.

Actually, I came to Finland to pro-
duce and engineer a single for a well-
known Finnish artist named Anna
Hanski.

It has been several years since I
actually worked in a studio outside of
the major recording countries. I have
worked in the U.S., the UK, other
countries in Europe that sport interna-
tional Top 10-track records, and on
some well-known sunny islands.

In these studios (at least the major
facilities where money is in evidence)
there have always been constants that
provided a sort of uniformity, so I've
never really felt too far from home.
Overlooking obvious differences in
working environments, such as [EC vs.
NAB tape equalization, instrument and
speaker choices, processing gear cho-
sen primarily as a function of national
pride, language and the prevailing
music formula du jour for each coun-
try, it has always been pretty much a
matter of different shades of the same
old rock 'n’ roll: Dolby racks with a
third of the lights burned out, XLRs
(wired wrong), a few Gibsons, a Fender,
a Marshall, a Yamaha synth, loose
RCAs, noisy monitor pots, a mystery
hum. Constants is constants, continent
to continent.

Well, as I said, I found myself
working in a studio in Finland with a
very good female artist, currently on
the charts in gold. [ was brought in by
the label to produce and track the A/B
sides for a single, to be sent to my
facility in the States for mixing.

They wanted a more pronounced
American influence for this single, in
the hope of breaking out of the rela-
tively small Finnish market and into the
continental European and American
markets. I guess their line of reasoning
was that this would happen if T was
imported to track there, and then mixed
in the USA.

This gave me a chance to compare
the major world facilities with a smaller,
but no less serious, studio in a country
that produces successful product but is
not known worldwide.

The feeling I got when I walked in
the door wasn’t exactly like stepping
out of a time machine after a ten-year
trip backward; it was a bit more like
falling into a parallel universe.

Remember what it was like when
you were just starting out? How you
spent endless hours learning how to

CRAMOLIN° DeOxidiz

DEOXIDIZES » CLEANS * PRESERVES » LUBRICATES » IMPROVES CONDUCTIV!
For All Metols, Including Gold!

CRAMOLIN® DeOxidizer. . .is o fost-acting deoxidizing
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THE FAST LANE

trick the absolute maximum out of
each piece of precious gear? How this
was usually expanded to an ant with
signal processing equipment? Of
course, the reason for this was eco-
nomic.

I saw the same thing there, but
somehow different. Much less in the
way of processing gear than we are
generally used to, but not solely due to
money—though in Finland, for ex-
ample, you can pretty much count on
at least twice the price for any given
item, witha quadruple price increase if
it falls into the ambiguously defined

“luxury” category. To give you anidea,
cars fall into that category. How would
you like to spend $80,000 for a Miata

What

they didn’t know was
what really goes on in

America.

that you could get in the U.S. for $17k?
Yeah, me too.

After talking to the people who
worked at the studio, it became clear
that the additional factors of availability
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and technical support had contributed
to this lack-of-effects effect. They sim-
ply don’t enjoy the freedom to casually
try out gear that we do. No mega-
dealer sends stuff out to evaluate.
Selections are extremely limited.

The people 1 worked with on this
project were all very professional. They
knew what they were doing. What
they didn’t know was what really goes
on in America. They had heard stories,
rumors, foggy descriptions of equip-
ment and techniques. They were very
interested in the U.S. tricks, but for
some reason they felt that this particular
magic was just too far away to reach.
Interesting.

Let me give you an example. This
singer pops. It's not so much a pop as
it is a burst of breath after certain
consonants. Using a U87 at one-and-a-
half feet, this puff phenomenon was
being removed with the highpass filter
on the recording console, with the
expected phase damage and transient
slurring. To complicate matters, her
voice is just a bit smooth—maybe even
thin—so I didn't like working the mic
far away.

So I sent someone out for nylon
stockings and a couple of wire coat
hangers. They got all excited, because
they knew what this was for, and had
always wanted totry it. They had never
actually gone out and tried it on their
own, as they assumed there must be
some other secret U.S. factors that they
were not privy to.

One hour later and $40 (1) lighter,
the runner came back with the goods.
We made a pop screen d la USA, took
out the HP filter on the console, moved
the singer real close (and a bit side-
ways) to the mic, and got exactly the
intimate sound I was looking for,
without the puff. We even went on and
replaced existing vocals on other tunes.

In a world as small as ours is today,
it was surprising to see distant attitudes
of isolation like these prevail. On the
other hand, it did take me 21 hours to
fly there.

There are many other examples that
I could tell you about, but there is no
room left because I used up half of my
column telling you about hanging out
on the little Finnish islands. Priorities,
you know. ]

Stepben St. Croix speaks enough Finn-
ish to proudly order an elaborate five-
course dinner...and end up getting a
Toyota, three spiders and four bags of
scented kitty litter.
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BY PaurTinamra

ometime in the middle of February, Rupert
Hine, British pop producer, received a
phone call. Kevin Godley, formerly of
Godley & Creme and now one of pop’s
foremost video directors, said, “Rupe, I've
got this project. You know what a chain
letter is, don’t you?”
“Yes, Kevin.”
“I've got this idea of a chain tape...Mu-
sician A in country A starts a piece of music,
and musician B in country B adds something to it and
soon. The piece travels the planet in six weeks. I film
it and someone has to record it and fit it all together.”

“You mean me, Kevin?”

“Yeah.”

“Sounds great, Kevin; ['ve never been involved in
anything like it. When does this project start?”

“Kind of now, really.”

“What?”

Within a few days Hine, whose previous credits
include Howard Jones, Stevie Nicks and Tina Turner,
and his fellow collaborator and engineer, Steve
Tayler, were involved in a project so crazy and unique
that it defies comparison. The result, an hour-long TV
program called One World One Voice, was broad-
cast in 20 countries to about 500 million viewers last
spring. It featured Sting, Peter Gabriel, Lou Reed,
Wayne Shorter, the Gipsy Kings, Suzanne Vega,
Remmy Ongala, Johnny Clegg, Robbie Robertson,
Laurie Anderson and others—a total of almost 300
musicians collaborating in a spectacular visual and
musical collage. The music has since been released
on CD, vinyl and cassette.

One World One Voicewas part of “One World,” a
week of international broadcasts designed to raise
awareness about global issues like the greenhouse
effect, deforestation and pollution, and how they
interlink with poverty. Or, as Godley says, “Care for

Peter Gabriel

“Pollution doesn't respect na-

" tional and political boundaries.

What we do in one country will
have lasting and dramatic ef-
fects on people in other coun-
tries. The only thing I know of

that spreads as fast and reaches

as far as pollution is music. In
the same way that the musicians
in the One World One Voice
project have come together in a
spirit of good faith with no idea
in advance of how we will work
together, governments must
come together if they are really

going to right environmental

| wrongs. They have to find ways

' of working together to solve our

many common eavironmental

| problems if there is to be some-

thing worthwhile left of the

planet for our children and our

SN S SN NN NN SN NSNS NCEESEEN NSNS NSNS EEEENEEEEEERNEENEES children’schildrentoenjoy.”
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Photo left: Rupert Hine;

Photo right: Stephen Tayler with
the equipment he carried around
the world in three flightcases.

the environment must be matched by
care for people.”’

Ten weeks and 250 hours of tape
after Godley’s first phone call, Hine
and Tayler sit on the roof of Nomis
Studios in London, answering ques-
tions about One World One Voice
while enjoying an unusual English
heatwave. They are still in the middie
of mixing, trying to make sense out of
the most hectic and chaotic recording
project they'd ever been involved in.

Hine remembers with a mixture of
amusement and pride that the six
weeks they'd spent recording artists
and traveling the globe were orga-
nized—or rather improvised—on u
day-to-day basis. “There was no
modus operandi. Artists were con-

tacted and recording sessions and
dates organized as we went along.
Planning was a word that didn’t exist
on this project. If you planned some-
thing one night, everything would

change by the next morning.’

One thing that complicated the
whole process was that they weren't
just recording music, they were heavily
involved in the making of a TV pro-

stereomic
playback
speakers
DAT DAT
Diagram 1:
Diagram 2:
mic
playback
speakers
or headphones
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|
DAT DAT
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Methods to the Madness

Four of Tayler’s
Recording Schemes

Diagram 1:
“This was my most basic sctup, used
to record. for example. the Baga-
moya Players. They played thumb
pianos in my hotel room in Dar es
Salaam, Tanzania. T was gelling
cnough spill from the playback
speakerto know where I'was for later
sync purposes. There were three
players. and I balanced them by i
moving them around the stereo mic.
“Tused a variation of this setup to
record the samba group A Vehla
Guarda da Portella in Rio de Janeiro.
They played in the street, and ev-
erybody was dancing and moving
around. Here I used two DATs and
two stereo mics. I placed one stereo
mic, the SASS-P, in front of the
seated musicians. I held the other |
mic and followed the soloists and
the singers as they moved about. |

Diagram 2:
“This was how I recorded a lot of |
people, for example Wayne Shorter |
and Courtney Pine. Courtney played
ina New York music shop. The film
crew thought it would make a great
location. I'd planned to give Court-
CONTINUED ON PAGE 39
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—FROM PAGE 37, TYLER'S RECORDING
ney headphones, but when I was
setting up in the shop  managed to
borrow a small guitar practice amp,
which I used as a playback speaker.
It worked really well. As he was
playing, members of the public
walked in and out, wanting to buy
things. New Yorkers, being what
they are, just barged in and walked
in front of the camera.”

Diagram 3:

“I recorded some of the Johnny
Clegg sections and the Kodo drum-
mers this way. The Kodo drummers
were playing ina concert hall in L.A.
I felt they were too big and too
spectacular to record with just one
stereo mic, so I set up three stereo
mics and two mono mics and put

them in radically different parts of |

the hall. When we reconstituted this
recording a few days ago it sounded
fabulous.

“The main reason for lining the

| whole system up like this is that the

Tascam doesn’t have mic inputs. So
I used the DAT machines as mic

| amps and level controls, and took

line outs from them to the Tascam.”

Diagram 4:

“I used this setup for acts who
overdubbed to what we already had
on tape. The Tascam was again
used as a reference and a notebook,
but also used in cases where bands

| wanted to overdub themselves. I

recorded Remmy Ongala like this,
as well as the remaining Johnny
Clegg takes.

“We caught Clegg just after the
soundcheck in a big stadium in
Lilles, France. A P.A. mix went into
DAT A, his concertina was recorded
on DAT B; I had two ambience mics
recording on DAT C; and DAT D
provided playback. This was for the
first recording. 1 then went into
playback mode on the Tascam and
fed tracks 1 and 2 via the Yamaha
mixer to the stage monitors. Clegg
did some vocal overdubs, and we
even managed to double-track his
vocals. All the overdubs were re-
corded on the Tascam. It was a
crazy situation, because we were
completely pressed for time. The
doors were supposed to open in
half an hour, so it required very fast
thinking. But it was fantastic; it came
out really well.”

gram. All performances had to be
filmed as well as recorded. This meant
that many artists were put on the spot,
having to improvise an addition or an
overdub to a piece of music they'd
never heard before, in front of rolling
TV and film cameras. The visual aspect
required that a lot of the recordings be
done at interesting locations, usually
outside. Says Hine, “An hour of images
of people playing and singing in stu-
dios would look very boring.”

In other cases, as with sessions in
Tanzania and Brazil, there wasn't even
a recording studio around, and they
were forced to record in the streets and
hotel rooms. All this required an un-
usual and inventive approach to re-
cording. Tayler remembers how it was
at the outset: “The week leading up to
the beginning of the project was a
nightmare of trying to figure out how
on earth we were going to do this. We
used the multitracks available in the
studios, but the problem was on-loca-

Crown Sass-P PZM

I

Sony ECM MSS

I

tion recording. Film sound people
have all their equipment dedicated to
recording under the most adverse
conditions. They have the most in-
credible wind socks and pop shields
and shock-mounts, but they restrict the
audio quality. You interview some-
body in the street with film sound
equipment and it sounds great, but
when you record music with it, it
sounds terrible.”

Another problem was compatibil-
ity. Tayler realized that they needed a
unified format which was small, light
and reliable enough to be carried
around everywhere. “Initially we had
lots of high-flown ideas like using
some kind of hard disk system or
digital workstation,” he says. “That
would have been great, except that
they all weigh a ton. It seemed that
every time we had an idea, like taking
the Akai 12-track digital, or the DAR
SoundStation, the question crept up,
‘What on earth will we do in the middle

Sony ECM 979

I
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Kevin Godley

| “The One World One Voice project is about the fu-
ture of mankind. The idea is to tune people every-
where into new ways of thinking. ‘Green' awareness is
beginning to take off, but care and respect for the en-
vironment must be matched by care and respect for
people. Wherever we have traveled, we have heard
this message loud and clear, not just from the musi-
cians, but also from people in the street.

“One World One Voice is an impression of the
world. It's a collage documentary bringing together
musicians who wouldn't under normal circumstances
work together. Music can unite people much more
quickly and effectively than the spoken word. I'd like
to think of the program as a celebration of the hu-
mankind, even though we are touching on some
pretty grim issues.

“The main problems of the project were techni-
cal and organizational. We have done something in
six weeks that would normally take a year if done with

" the usual amount of planning. One minute we're re-
 cording in someone’s house, the next we're out in the
street recording hundreds of people. Half the places
we visited don't even have power. We had to carry
ahsolutely everything with us—at the last count we

had 65 flight cases of equipment.”

of Africa when something goes
wrong? So we figured that the best way
to handle this was to choose the sim-
plest option.”

Tayler opted to carry four Sony
D10PRO DAT recorders with him, plus
a Tascam 238 8-track cassette recorder
and a rack-mount Yamaha MV1602 16-
channel mixer as the main workhorses.
When working in studios he would
mix down recordings to DAT stereo,
which gave him an easy format for
playback, either in other studios or on
location.

“I originally brought four DATs,”
Taylor states, “because I thought I
would need two and then have two as
backup, in case there were technical
problems. As it was, the DATs were
100 percent reliable, which enabled
me to use all four of them most of the
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time. We initially took the Tascam with
us as a sketch pad, the idea being that
we could make rough mixes of what
we'd recorded and see how things fit-
ted together. We actually ended up
using the Tascam to record full-blown
bands in live situations, like Johnny
Clegg in Lilles [France] and Remmy
Ongala in Tanzania.”

Audio quality limitations of the
Tascam aside, this makes sense. But
when Tayler explained he recorded
bands, an orchestra, a samba group out
in the street, and many other artists on
four DATs simultaneously, madness
seemed to be creeping in. Sure, it’s a
cheap way to do 8-channel digital re-
cording, but how do you fit the whole
thing together later on? Things must be
drifting all over the place...

At that stage Hine, who was dozing
off in the scorching sun, opens one eye
and calls out that synchronization was
done by “thin air.” Very enlightening.
Hine tries again, saying that their sys-
tem was “optical synchronization,
meaning that you could see that the
DATs were all running at the same
time!”

“One of the reasons that we're re-
cording at Nomis is that they have the
New England Digital Direct-to-Disk
system,” Taylerexplains. “It’s basically
an 8-track digital recorder and se-
quencer, so you can shift whole tracks
backward and forward. [ used the time
and date code on the DATSs to identify
a certain take. The four DAT recordings
of that take were then loaded into the
Direct-to-Disk. Mark Willie or Ben
Darlow at Nomis would find a start
point, line the tracks up and press
‘play.’”

Sounds easy. And DATSs are likely to
be very exact. But didn't he still have
to correct the synchronization every
half a minute or so? Even a couple of
milliseconds delay on a drum take can
become distracting.

Tayler patiently explains that the
DATSs were so accurate that there was
no noticeable drift, even after five
minutes. “In fact,” he stresses, “the
only synchronization problems we
have are with analog multitrack tapes,
because we never used SMPTE when
we recorded. Analog tapes drift a little
bit, but we're getting around that either
by trimming with the varispeed or by
adjusting offsets and dropping in.”

After Hine and Tayler returned to
London, they faced the daunting task
of sorting out 250 hours of compact
cassettes, DAT tapes and multitracks,
and mixing them down to a one-hour

stereo.

“The first day that we weren’t re-
cording, Rupert started working on a
master plan,” Tayler recalls. “We sat
down and listened to all our DAT
tapes. The first of hundreds of lists was
drawn up, and we would test these all
the time to see if they worked.”

Hine continues: “Steve and I had
notes of the keys and tempos of all the
pieces, and while traveling [ continu-
ously tried out things either in my head
or with Steve on the Tascam 8-track.
Every time we sat in a plane, [ went
through loads and loads of notes and
was comparing keys, tempos and
moods, constantly shuffling the cards
and finding two or three pieces that
would work well together. I might re-
alize that I needed something at the
end of a section and had to remember
to pick that up somewhere on the
planet.

“I picked up en route whatever 1
could. Sting’s piece, for example, was
recorded at 96 bpm. The Chieftains and
Hermeto Pascual’s drainpipes were
about 100 bpm. They were all in the
same key so [ knew that they would
work well together. The piece of the
Gipsy Kings was about 100 bpm, too,
so I asked them whether they were
willing to start at 96 and end at 100.
They were quite happy about that, so
that whole section started taking shape
early.

“A lot of that kind of thinking went
on, but when we came to Nomis half-
way through April, there were still
many loose ends and a lot of combi-

- Stewart Copeland
“There is something very symbolic about bring-

ing together musicians and singers from all over
the world who speak different languages and play
different styles of music, yet are able to interrelate
easily and naturally in the same way that envi-
ronment and nature interrelate. We all know that
the world is in trouble. Since musicians have the
platform, the stage and the microphones pointing
at us, and people listen to what we have to say,
it is our duty to shout about it and bring it to the
attention of the rest of the world. That's not to say
we know more about it than anyone else, but it’s
obvious that the world is falling apart and if we
shout loud enough things will change.”
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nations to figure out.”

Hine and Tayler spent another three
days at Nomis, recording artists like
Suzanne Vega, Eddy Grant, Chrissie
Hynde and Nusrat Fateh Ali Kahn (a
Pakistani singer as big in Asia as
Michael Jackson is in the West). Then
they flew to Leningrad to record the
Leningrad Symphony Orchestra. They
played a section written by Hine to the
Japanese Kodo drummers, who came
through with a mindblowing ending to
this “first truly global composition,” as
it has been called.

With the overdubs out of the way,
and an overall plan of what the “world
symphony” was going to sound like, it
was time to mix. Tayler explains, “At
the moment we're mixing all the ele-
ments we have onto digital 32-track
tapes—the whole piece is divided into
four segment reels for easier compiling
and mixing. We’re reconstituting the
DAT recordings we've made in the
Direct-To-Disk and dumping them on
the Mitsubishi X-880 multitrack, which
is now SMPTE-locked to the NED.
We're mixing 16-, 24- and 32-track
tapes into the NED, too, usually in
sections. These sections are all given
specific start points and mixed back
onto one of the 32-track tapes.

GeoEeyAOryema

(A Ugandan-bom singer and multi-instrumentalist &

now living in Paris.)

“My reason for getting involved in the One |

World One Voice project is a political one, a

statement to the Ugandan govemment and my |3

people back home. The quality of life in Uganda

has been going rapidly downhill for the past 20
years, and we have to make some drastic changes [

now. You can put a message across by throwing
stones or shouting at people, but in recent years

we've seen that music is a much more powerful 8

way of making people in positions of power take

notice of ordinary people’s wishes. Albums and |3

tapes are effective ways of spreading messages.

If any serious environmental change is to take |
place and people everywhere in the world are to
live together in lasting peace and harmony, then
someone has to sow the seed. Without it there will |
be no plants, no harvest, nothing will grow and
man will simply cease to exist.”

“Once everything is on these four
32-track reels we will put it through the
Direct-To-Disk again, do more editing
and mixing, and transfer all the musi-
cal sections in stereo to an hour-long
32-track tape. This master will have the
different musical sections compiled in
eight tracks of stereo mixes. There are
a lot of overlaps and crossfades, and
we want to be able to change things till
the last moment—make the Kodo
drummers a bit louder, or add a bit of
bass to Sting’s backing track, or bring
the Gipsy Kings in earlier. The last
phase consists of mixing those eight
tracks down to stereo. It's a process of
mixing and mixing and mixing...”

What came out of the monitor
speakers while he was mixing was
absolutely wonderful, and seemed to
underscore the destiny of One World
One Voice as a musical classic as well
as a landmark in digital technology.
Let’s pray it will also benefit both the
environment and the hungry poverty-
stricken people of the world. |

Paul Tingen is a London-based
Sfreelance writer who contributes to
music and trade magazines in Europe
and the U.S. He’s also a songuwriter,
singer and guitarist.
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response, with no ringing or unwanted transients that degrade program material. Ashly amplifiers are sta-
ble into virtually any load and deliver full output even under the most demanding circumstances.
Unrestrained. uncolored sound reproduction with remarkable accuracy is assured by choosing Ashly for all
your power needs, All Ashly amplifiers are now backed by our exclusive Five Year Worry-Free Warranty.

RATING
ASHLY'S
FET SERIES

AT1000: 1% 120
EIA Specification

Ashly Audio Inc. 100 Fernwood Ave. Rochester, NY 14621
Toll Free (800) 828-6308 In NYS (716) 544-5191
In Canada: Gerraudio Dist. 363 Adelaide St. E. Toronto, M5A 1N3 (416) 361-1667

LISTED 35€5
COMMERCIAL
SOUND EQUIPMENT

ASHLY

Lucastilm
and TH

trademarks of
Lucastiim Ltd
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If youre working to bust out into the big time,
Yamaha has the right console to take along for
the ride.

Its the MR Series Professional Mixing
Console. A live mixing console when youre gigging.
And a recording console when you're laying it down
for keeps.

The MR Series console comes in three configu-

rations—eight, 12 or 16 inputs. Each input accepts
mic, line and tape sources. It has a three-band
channel equalizer with sweepable mid-band for tone
adjustments. Three aux sends so you can set up
mixes to headphones, stage monitors or effects
processors. Two stereo aux returns. A cue buss to
monitor inputs and outputs without skipping a beat.

A talkback system. Six calibrated VU meters for
accurate monitoring and matching of signal levels.
Plus a host of other features that make this console
easy to work with whether youre on stage or off.
At a price that’s reasonable for any console, let alone
one that does the job of two.

The MR Series Professional Mixing Console.
When you start going places, it'll show you the
way. Check one out at your Yamaha Professional
Audio dealer.

Yamaha Corporation of America, Professional Audio Division, P.O. Box 6600, Buena Park, CA
90622—6600. i1 Canada, Yamaha Canada Music Ltd., 135 Milner Avenue, Scarborough.

~ YAMAHA

Professional Audio Division

Tonight, this console hits the road.
Tomorrow; it Il make tracks.
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How To Get The

Perfect Mix.

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

he mix down process
T 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.
As these demands escalate,
the need for console automa-
tion is further amplified by the
need for perfection. The MAGI
ITand MAGI i Console Auto-
mation 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 MAGIII and MAGI Ili
interface with virtually any
console to provide precision
SMPTE-locked automation for
8to 64 channels. The MAGI II
is an outboard system for the
audio facility preferring “por-
table” automation that can
be moved from desk to desk.
The MAGI IIi is an internally
installed system that uses the
console’s existing faders.

Flexibility & Control
MAGI II 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 section at a
time, or even one track at a
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 Il allows

MAGI VCaA
S

MAGH 1
-

MAG! II External System
a very complicated mix to be Mixes may be performed and
quickly constructed, edited, edited in real time, or off-line
and refined in real time or off- with MAGI II's powerful cue
line with absolute accuracy. list Cut, Copy, Paste, Merge,
In addition, these mixes can Undo, Redo, and other precise
be saved to disk for future use.  numeric edit decisions are
i fully supported. Our MIDI

Fa.“s.;'nlg;::'t:’vnt: |& Event Generator allows the

Everyaspectof MAGIThas ~ coordingand triggering of all

been designed for the working
engineer MAGIII 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 i
Features:

Both the MAGI IT and MAGI IIi
feature high quality dbx VCAs
for audio transparency. The
MAGII Controller reads and
generates all SMPTE formats.
The powerful software
program runs on either a
Macintosh or Atari computer.

Visit us at AES booth #130-131

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

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 MAGIII 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.

MAGIisbeingusedina
number of applications from

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

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

Guarantesd

Satistactionl

J.L. Cooper Electronics and its
Authorized Dealers are confi-
dent that once you own MAGI
11, you'll never go back to man-
ual mixing again. So confident
that we’re putting our money
where our mouth is. For alim-
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 us today for the location
of adealerin yourarea. It's
time to see what MAGI I can
do for your mixes.

The Video

You can preview the MAGI 11
with our video demonstration.
This Video offers a complete
overview of the system’s oper-
ation. It's just $13.95 and can
be charged to your VISA or
MasterCard. To order, contact
J.L. Cooper Electronics at:

 (213) 306-4131.

(=TT ¥ —_ )
JEPDPER ELECTRONICS

13478 Beach Avenue - Marina del Rey, California 90292 - FAX 213-822-2252
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Jeff Lynne:
“We're spoiled
because we've got
24 tracks and we
can keep second-

guessing it forever,
which can be a
bad thing.”

Roy Halee:

“The idea was to
create these grooves
by strictly using
percussionists,
adding on melodies
and harmonies later,
with vocals

coming last.”

PAGE 55

Shel Talmy:

“As we got more
tracks we did more
overdubbing, and I
always liked to
overdub voices.
One of the things I
started doing was

Al

PAGE 63

double-tracking voices.”

Keith Cohen:

“I mix very
aggressively and
get dynamics with
big drums, big
rthythms. For me,

the low end and
the rhythm prove the song.
I like the rough edge.”

PAGE 71

Matt Wallace:
“The only way [
leamed was by
making every
mistake possible:
blowing something

up, breaking it,
distorting it. You just plug it PAGE 75

in and see what happens.”

Hugh Padgham:
“It’s not so much
that I think of [the
music] in visuai
terms; | just get a
concept when |

hear a song. I geta

vibe and keep fiddling

around until it equals what 'm
thinking in my head.”
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PRODUCERS RNEN

by James Hunter

48

Jeft Lynne Lightens Up

The Ex-ELO Leader Is on His Own as Producer and Artist

ince 1987, when without much fanfare he
produced some songs on a Duane Eddy
album for Capitol, Jeff Lynne gradually has
turned his old job of Electric Light Orchestra
leader into his current position as superstar rock
producer. Following Eddy, the clients have been
enormous, often legendary names: George

Harrison (Cloud Nine), Brian Wilson, Randy
Newman, Tom Petty (Full Moon Fever), the late
Roy Orbison and Del Shannon. And with
Orhison, Petty and Bob Dylan, he teamed up for
a best-selling album that made him a Traveling
Wilbury.

His most recent triumph is his solo album,
Armchair Theatre, named after an old TV show
that ran in his native Britain. Recorded in the stu-
dio he recently had installed in his sprawling 15th
century home in England, the album contains
rockers and ballads, a couple of pop standards
(“September Song” and “Stormy Weather™), and
a transcontinental lament featuring Indian vocal-
ists from Ravi Shankar’s group.

In this interview, Lynne talks about Armchair

Theatre and some of the principles that have
guided his recent productions.

Mix: When you were growing up, did particular
pop records obsess you? The Beatles, maybe? The
Beach Boys?

Lynne: That’s funny. [ wasn't going to mention
them. I think the first records that inspired me to
want to do music were Del Shannon’s. I also
loved Roy Orbison, for a different reason. I think
some of Orbison’s recordings are still some of the
best pop records ever made.

Mix: Which Orbison record seems finest to you?
Lynne: I'd probably have to say “Only the
Lonely,” followed by six or seven other ones. It
captures  whatever it is that gives you
goosebumps.

Mix: Do you think of Orbison’s singles as ex-
amples of vocal-centered productions?

Lynne: Obviously, the vocal was very important.
I since learned from Roy and from Del—as | re-
corded both of them—what the techniques were.
It’s quite amazing. They told me that they re-
corded Orbison on three tracks, that there would
be three discrete channels, and that there would
be three speakers as well. So they'd have the
strings coming out of one speaker, the voice
coming out of the other and the backing track out
of the other. It was like a three-way stereo system.
Mix: But those recordings remain models for you,
correct?

Lynne: Those recordings—the atmosphere, the
sound! I just can’t account for the skill of the ses-
sion guys who used to play them. If it was exactly
as they tell me it was, they’d just walk in, learn the
songs, have a three-hour session, and do it. How
they thought of all those fantastic riffs and brilliant
drum breaks in that short period of time...They
must have been of a much higher standard than
we are today.

We're spoiled because we've got 24 tracks, or
whatever, and we can keep second-guessing it
forever, which can e a bad thing. It’s nice to have
the luxury, but sometimes you lose track of what
you're doing, because you keep fiddling about so
much, mainly because you're able to.

Mix: Maybe '50s and *60s session musicians were
hungrier, better able to capitalize on the limited
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time they did have.

Lynne: | guess so, but it also tells you
where the priorities were, because if
they were making million-selling
records, then given three hours to
record—how much could it have cost?
It seems a bit daft that evervone was
making fortunes, and yet in the studio
you could only spend three hours.
George Harrison has a nice line about
sessions of that era: “Yeah, the first
album took eight hours to make, and
the next one took even longer.”
Mix: Do you hear a so-called “Jeft
Lynne sound™ on your recordings?
Lynne: Yeah, | do, actually, because
people keep telling me there is one, so
I've come to believe it. I do have a
sound and I know what it is, but I can’t
explain it,

Mix: It seems real live on the one hand,
highly crafted on the other.

Lynne: | have to spend days making
it sound like it was done in minutes.
The way I mike things is what makes
some parts sound live; other parts are
live. 'm trying to create out of the same
set of values that informed a record
from the "60s, with people knowing
what thev're doing and being good at

it, even though T don't think people can
really do it anymore like the old guys
did. But on the other hand, you get the
later Beatles stuft, tor example, which
took a year to make and is brilliant.
Mix: People associate a certain loose-
ness with the Traveling Wilburys and
Full Moon Fever: Did you intend a
similar feel for Armchair Theatre?
Lynne: Well, Tom's record was done
ina sccond. When I met with himtodo
it, he'd heard George's Cloud Nine
album and he really liked the sound of
that. He said, "Would you fancy writ-
ing a song together and see what we
come up with?” So we came up with
“Free Fallin® * in Mike Campbell’s ga-
rage, and we recorded it there. 1 didn’t
treat Tom's album as I'd normally treat
a project. We did the track, T went
home and worked out all the parts for
the guitar, keyboards, everything. And
I always play bass if I'm producing
someone—it’s in the fine print—ijust
kidding. But then when we finished it,
we said, “Well, that was fun. Let’s do
another one.” So we finished that song
and mixed it. The whole album went
like that: “Well, let’s do another one.”
I ended up doing the whole lot. Usu-
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| APOGEE ELECTRONICS
CORPORATION
2103 Main Street, Santa Monica
California 90405 USA

| Tel: (213) 399-2991 Fax: 399-7665

Over the past few vears, Apogee has hecome
famous for enhancing the sound of digital
audio recorders and processors. Now Apogee

quality is available for virmally any digital audio
svstem, with the introduction of the AD1000 and
DA1000 Portable Reference Converters. Thev're
freestanding, can be battery-powered, and

ally, I would be working on ten songs
at once.

Mix: And being more hands-on about
it?

Lynne: Well, hands-on in the ar-
rangements, yeah. I like to play a lot of
things if 'm producing. I like to do my
homework. 1like to take home a rough
mix, and 1 like to try and develop parts
so that when | come ’round the next
day I can say, “How about this?” You
don’t have to sit and agonize over the
parts while we’re all sitting around
doing them.

Mix: Which, in your view, is a waste of
time.

Lynne: Absolutely. T like to have
things to play. I like to see if they work.
Mix: How did you approach Arm-
chair Theatre?

Lynne: The same, really. It's just that
I'd go into a different room, like going
to my office, to work out late at night
the difterent bits I'd do the next day. 1
really worked hard on my album. I
probably putin 12 hours a day, on and
off, mainly on, for about six months.
Mix: But you still wanted to get some
of the Wilburys-style nonchalance?
Lynne: | didn’t try and compare it to

use the very latest Apogee digital
components. They'lEinterface with
most systems with digital 170,
including DAT machines and
EINJ/FT format digital audio
Processors.

Contact us
today for full
details.

Then hear
the Apogee difterence
for yourself J
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anything. I had this bunch of songs I'd
just written. I approached them indi-
vidually—songs take on their own
lives, anyway, and you have to treat
them like that. I just sort of bashed
away at them until I'd knocked them
into shape. There are acoustics on
them, which I do like a lot.

Mix: Did you follow your recent
thinking about the importance of vo-
cals up in the mix?

Lynne: | wanted to get the vocals real
dry and up there, like 1 did on Tom’s
album, because Tom’s got a great
voice, and I think in the past he’s al-
ways been sort of swamped in reverb
and stuff. 'm not a fan of reverb at all.
I spend a lot of time putting the mic in
different places, because the sound of
a room is much nicer to me than the
sound of a gadget. I love the intimacy
of a dry vocal up front.

Mix: Dimensionality improves.
Lynne: You can almost picture it. The
singer is right there in front of the band
in the middle, then the instruménts are
where they should be. That's what I try
to get, anyway.

Mix: A rock bias against recording
vocals clearly seems to have asserted
itself over the years. Maybe it was
because the Rolling Stones’ recordings
did such great stuff with murk.
Lynne: There was a lot of reverb there.
I went through it with ELO records—
I mixed myself right down, with
echo—not reverb, particularly, but all
gadgets, ADT and all that. But that’s
insecurity—hiding—that’s all. I've
lately gotten into the thing of, well, if
he’s singing it, we might as well hear it.
Otherwise, don't bother. I've really
taken a lot of care over the past years
with miking. And Richard Dodd, my
engineer, is a great one. He takes ab-
solute care over stuff like that. We don't
actually have to spend much time. It’s
strategic.

Mix: Do you have some techniques
you favor over others?

Lynne: It's evolving all the time. There
are certain things that I like to do. For
example, in miking drums 1 only use a
couple of tracks for drums, ever. I see
sessions where there are 17 drum
tracks and three machines locked to-
gether. I like to get it all on 24 tracks.
If T can’t get it all on that, I think I
shouldn’t bother.

Mix: But didn’t you used to do that sort
of thing with later ELO? Do you now
view that music as fairly left-field?
Lynne: Yeah, some of the stuff seems
amazingly left-field when I hear it now.
And I wonder, “What was I thinking?”

80 MIX, OCTOBER 1990

Before, on

ELO tracks, I would
never even sing until the
backing track was finished,
with a 40-piece orchestra
and a whole chorus
and everything on it. And
nobody ever knew what
the tune was except me. Now
I put rough vocals on things.
I don’t worry as much.

being the ELO producer. I mean, I said
I was the group’s producer, and they
said, “Oh, okay.” And, as we all know,
you've got to learn to be a producer.
Butsome of my early ideas were good,
and a bit wacky and bold. And then 1
learned more and more as [ went on,
and I made some real pop records,
proper ones that were within the scope
of the pop-rock mainstream. But I
probably messed up a few of those
recordings by burying the voice too
low.

Mix: Your work, in some ways, is
simpler now.

Lynne: People always thought that
ELO was very complex. Actually, it was
just lots of very simple parts all put to-
gether. It’'s the same process I use now,
really: This should go there and this
goes there. It's a bit like a jigsaw puzzle.
But what I've tried to do more recently
is thin it down a bit, to try and make it
more like a small group than an enor-
mous one. Although I've tried to leave
it sounding big.

Mix: Scaled down and blown up?
Lynne: Fast decisions. I've learned a
lot of basic things that I probably never
learned in the first place, just things that
are so simple that I may have over-
looked them in the past. I feel really
good about making records again. 1
went through a period where I wasn’t
enjoying it, where I started getting into
digital sequencers and all that stuff,
typing numbers in, which 1 hated.
What I'm referring to is the later ELO
albums, where I was dabbling in all this
gear. So, when George [Harrison]
called me to do his album, we both said
how much we didn’t like playing at
computer operators, and how much
we really liked to play. So we played
everything by hand and had fun play-

ing. And since that album, all the stuff
I've done has been done by hand.
Mix: Why a solo album now?
Lynne: Well, because Warner Bros.
asked me if I'd like to make an album
for them. At the end of ELO, I didn’t
know what [ wanted to do. I was still
playing about in my little studio—I
used to have a small one upstairs—and
I used to make up songs and demos,
for my own fun, really. But I never re-
alized that I wanted to be a producer.
Well, I sort of did, but having gone
through the experience of all that
digital stuff, I'd gone off it a bit. And
then while I was working on Cloud
Nine, Warner asked me if I'd like to do
an album for myself.

But it took me all this time because
I did the Wilburys, Tom’s album and
parts of Roy’s album. As soon as I had
some clear time, I booked my engineer
for six or seven months. We built the
studio in two days—this little company
in England called Raindirk. And I got a
desk from Cyril Jones, its owner. He
made this lovely 40-channel desk, with
really nice EQ—not that we have to
use it much, because we put the mics
in the right place.
Mix: Armchair Theatre puts you cen-
ter stage. Are you at home there?
Lynne: Before, I liked hiding more. 1
mean, I'm still not a performer in the
sense of a showman. But I just love
making records. So to make my own
record was an absolute pleasure, be-
cause there were a lot of musical
statements that I wanted to make, and
I wanted to make them without being
under any constraints.
Mix: Your vocals are up front now.
Lynne: I'm more confident now just
singing and not being such a drama
queen—just sing it. I'm still a bit picky
with my own vocals, but in fact there
are a few tracks on Armchair Theatre
where I've sung all the way through in
one take, which I'm pleased to do.
Before, on ELO tracks, | would never
even sing until the backing track was
finished, with a 40-piece orchestra and
a whole chorus and everything on it.
And nobody ever knew what the tune
was except me. And I would save it,
because [ was embarrassed to sing it at
first. Now I put rough vocals on things.
I don’t worry as much.
Mix: Do you want to be a star?
Lynne: I'm just a record maker, and
I’'m a singer. But I don’t particularly
want to be on TV every day. u

James Hunter is an Atlanta-based
Sreelance writer.
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Dual Domain Audio Testing
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Analog ana Digital

There are two worldsbf delo - .analog and digital. Thesetwo domains share many
basic attributes but when it comes to audio testing, they're distinctly different.
Until now custom hardware ¢ 1s needed to test digital audio devices in their own domain.
Now the System One DualBomain combines both analog and digital testing capability in one unit.

ANALOG audio testing with System One Dual
Domain is cven more comprehensive than
before. Data acquired can be further

analyzed using the Digital Signal Processor,

which adds harmonic analysis, waveform
display and FFT spectrum analysis to the
already extensive list of System One’s
capabilitics. New version system software
supports color VGA graphics and on-screen

cursor function with numeric readouts.

DIGITAL audio testing directly in the digital
domain is available for the first time.

System One Dual Domain provides signal
generation, analysis and Input/Output
capability and also mirrors familiar analog
measurement techniques, now implemented
digitally. The multiple-DSP architecture
supports both AES/EBU serial and two-channel
parallel inputs and outputs at a variety of
sampling rates.

Integrated analog and digital domain audio testing...only from Audio Precision.

System One
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If it'sinyour head, it's in the D-70.

As scientists see it, 90 percent of your brain’s creative
potential is untapped. Which, as we see it, isn’t so much a reflec-
tion on your brain as it is on not having the right tool to do the
tapping—a tool that now exists in the extraordinary new D-70
Super L/A Synthesizer from Roland.

The D-70 provides a radically new level of creative flexibil-
ity. Thanks to our new Differential Loop Modulation technology,
there are thousands of new distinctive, modulated wavetorms

and a slew of new PCM samples to work with. And since the D-70
layers up to four multi-samples at once, it’s not only easier to
create new sounds the moment you conceive them, it’s also pos-
sible to produce some of the brightest, fattest sounds imaginable.
The D-70 also delivers tremendous hands-on creative
control, courtesy of a Tone Palette editing system which gives
instant access to the most widely-used synthesizer parameters.
And since you can use the four sliders to modify any of four



Tones simultaneously in real time, you can
create new sounds instantly. a0
We realize this is a lot for 10 percent of
your brain to take in. So if you have questions,
call (213) 685-5141. And if you want to skip
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RolandCorp US, 7200 Dominion Circle, Los Angeles, CA,90040-3647
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There was a time when these words
were seldom used together. The
disciplines necessary to produce ar?
had little patience for technology.
Today the union is prerequisite. With
this fusion in mind, Trident engineers
set out to combine vintage sonics
with adaptable studio integration
and control.

‘lechnology
Embraces Art.

1EC

1990

The Vector 432 in-line console.
Featuring balanced bussing, 32
groups, 4 stereo mix busses, 4 band
equalizer splittable between channel
and monitor and 8 auxiliary send
busses. The 16 mute groups, fader
automation, and multiple machine
control are all accessible from our
Central Command Panel.

With Audio specifications straining
theoretical limits and sonics that

can only be described as Trident, the
Vector 432 is clearly the console for
the creative. Audition a Vector and
hear for yourself. After all, you've
been listening to us for years.

TRIDENT

NOM I N'E E TRIDENT AUDIO DEVELOPMENTS LTD ¢ Trident House, Rodd Estate, Govett Avenue, Shepperton, Middiesex TW17 8AQ, England ¢ Phone 0932224665 ¢ Fax 0932-226721
TRIDENT AUDIO USA ¢ 2720 Monterey Street, Suite 403 ¢ Torrance, California 90503, USA ¢ Phone 213-533-8900 ¢ Fax 213-533-7072

TRIDENT AUDIO NEW YORK ¢ 914-591-3741



Roy Halee
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by Bill Milkowski

Recording Paul Simon’s “The Rhythm of the Saints”

itting behind the SSL board at The Hit Factory

in New York City, engineer/producer Roy

Halee casts a keen ear to the groove while

listening back to a track from The Rbythm of
the Saints, Paul Simon'’s latest blockbuster project.
Percolating percussion pours
through the speakers, a tenor sax
jumps out from the throbbing
pulse, a booming bassline undu-
lates beneath layers of congas and
berimbaus as voices unite in tri-
umphant harmony. It all fits like a
glove and Halee, an intense per-
fectionist in the studio, seems
pleased. Finally, after 26 months of
recording, overdubbing, editing,
re-editing and fine-tuning, the
tracks are ready for Simon to lay
down his signature vocals.

As Graceland before it was
Simon’s excursion into the music of South Africa,
The Rbhythm of the Saints represents his baptism
in Brazilian music. Halee, who has worked with
Paul since the very beginning of Simon &
Garfunkel, is calling it Simon’s greatest project to
date. It's got to be one of Halee’s proudest ac-
complishments as well. Consider all that went into
it: a sprawling, international cast of musicians

from Rio to Cameroon to New Orleans, South
Africa, Trinidad and New York are assembled in
different studios throughout the globe and
brought together in seamless fashion through
digital editing. It was certainly the most ambitious
project that Halee's
had to tackle; and
given the unortho-
dox nature of several
of the homemade
percussion  instru-
ments he had to deal
with, the most chal-
lenging as well.
Born on April 17,
1934, in New York
City, Roy Halee
studied to become a
classical  trumpet
player but got side-
tracked into another vocation when he began
working in audio at CBS Television in the late '50s.
“I was at CBS for a while until a big union layoff
hit there,” he recalls. “I probably would've never
left that job had there not been this layoff.”
From there he went to Columbia Records in
the early '60s and worked as a technician editing
classical music tapes. “I spent about a year-and-
a-half doing that before
they finally put me in the
studio. That's when 1
started doing some mix-
ing.”
One of the first record-
ing projects he engineered
was a 3-track session foran
up-and-coming folk duo
from Queens, New York,
by the unlikely name of
Simon & Garfunkel. The
year was 1964, the album
was Wednesday Morning
3 AM. “Tt ended up being
a masterpiece,” Halee says
of that debut album that
produced the hit single
“The Sound of Silence.”
Halee continued to
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work with Simon & Garfunkel on and
off over the years and more recently
has established a tight working rela-
tionship in the studio with Simon. We
spoke to the engineer about The
Rhythm of the Saints, the latest
achievement in an illustrious career.

Mix: This project has been over two
years in the making. How did it begin?
Halee: The project actually started
when Paul went down to Brazil with
Phil Ramone to cut percussion tracks.
Shortly after they did one ortwo tracks,
I inherited the project. So the concept
of going down to cut these percussion
tracks had already been established.
We went back to Brazil to cut more.
This must've been about a year after
Graceland.

Mix: And the idea was to capture some
of the energy there in its natural envi-
ronment?

Halee: Correct. Specifically, the Bra-
zilian percussion feel. We linked up
with a guy down there named
Mazzola, who's a big pop producer in
Rio, and he got the musicians for us.
The first time I went down there with
them, there were about ten guys just
laying out these incredible percussion
grooves. And we went back several
times after that for more recording and
overdubbing. The idea was to create
these grooves by strictly using percus-
sionists, and then build the songs up
from there, adding on melodies and
harmonies later, with vocals coming
last. These initial percussion grooves
served as the foundation for the entire
project.

Mix: What kind of inherent problems
did that present to you as an engineer?
Halee: It's hard under the best of cir-
cumstances to record percussion, in
my opinion. To capture the sound of
congas or anything being played with
the hands—to get the tonality and the
roundness of the instrument’s sound in
the room—has always been difficult.
They tend to sound like cardboard
boxes and what-have-you. That made
me nervous right from the start. We
had to do it all live with no overdub-
bing to get the kind of grooves we
wanted to get. There'd always be ten or
12 guys in a small room playing at
once.

The studio we were in down in Rio
was really a radio studio, so the mi-
crophones and the console were not
what you would normally pick. We
were at a disadvantage to begin with.
I would've preferred having more AKG
421s on hand, because 1 like using

them on congas.

Mix: Did you bring any special equip-
ment with you?

Halee: No, I didn't because 1 like to go
and grab whatever they've been used
to doing rather than walk in with my
own stuff I ended up using as many
421s as I could get for close-miking.
Plus, I had many room mics strategi-
cally located around the room, mostly
87s.

Mix: Was there any problem with
leakage?

Halee: The usual problems. But the
leakage in this case was good because
it gave it a real live, full sound.

Mix: So at that point there were no
melodies or lyrics?

Halee: Nothing. We were just going
after the groove.

Mix: I understand that some percus-
sion grooves were recorded outside
using street musicians?

Halee: Yes, one track was recorded in
a courtyard down there with 14 drum-
mers—a group called Ola Dum. That
particular track was a Phil Ramone
track, so I wasn’t party to that. I was
involved with the overdubbing in the
studio and any repairing, fixing and
editing that went on later.

Mix: So those guys down in Brazil
were basically just jamming up
grooves?

Halee: Sort of. I don’t know whether
I'd call it jamming. It was a little more
than jamming because the patterns are
so disciplined and come out of a par-
ticular school of percussion. But they
were playing unrestrained, more or
less.

Mix: How did you treat those original
percussion tracks once you got back to
New York?

Halee: We transferred them from
analog to the Sony 3324 digital, strictly
for editing purposes. That allowed us
to do all types of quick editing, which
is really the only reason I would use
that particular machine. I certainly did
not choose it for any sound reasons.
I'm not what you would call a big pro-
ponent of digital. But that did enable us
to edit and edit and edit—in some
cases to go down to nine masters
starting with one—repeating grooves,
moving things around and so forth, to
construct some sort of a form for a
song.

Mix: Did you enhance the percussion
tracks in any way?

Halee: Yes. Basically, I'm trying to
make it sound as contemporary as
possible, so I'm not against using AMS,
DDL, the Lexicon 480L, the Quantec



unit. I'm not adverse to using the
modern delay and reverb sounds.
There's a lot of embellishment, but [
tried to do it in good taste; it's not
obvious. It’s basically to fatten up
sounds and make it sound '90s, shall
we say. But for the recording process,
in general, I went for a lot of room
sounds.

Mix: What was the studio like in Rio?
Halee: It had three separate rooms.
One was a dead room joined by a live
room joined by a very live room, with
doors leading into each room, all vis-
ible from the control room.

Mix: Where did you end up recording
those percussionists?

Halee: [ used the medium room to cut
all the live stuff. Then I dabbled with
the other rooms for my overdubs. 1
tried to keep everybody very close
together with no go-bos and nothing
separating them, in orderto get the feel
happening.

Mix: What were the next steps in-
volved in this project?

Halee: We got hooked up with a guy
from Cameroon, a West African gui-
tarist named Vincent Nguini, who
came in and played some West African
melodic grooves over the Brazilian
percussion grooves. And that's what
the album is: West African grooves and
Afro-Brazilian percussion.

Mix: You mentioned a fantastic new
bass discovery who appears on this
album.

Halee: Yes, Armand Sabal-Lecco, a
fabulous bass player from Cameroon.
He’s got to be the best bass player I've
ever been involved with. I don't know
if it’s fair to tout him as another Jaco
Pastorius on the strength of what
people will hear on this record, but
certainly on the strength of what I
heard him doing in the studio, just
vamping and playing between takes.
When they go out on tour and people
actually get to see and hear this guy,
he’ll become a star. Mark my words.
He’s a monster.

Mix: Were there other overdubs done
in Rio other than percussion?

Halee: Many, because when we came
back to New York to edit these tracks
and put on the West African melodic
grooves, there was room for many
overdubs. We would then take the
digital tape and make an analog slave
of it, take the analog slave down to
Brazil and overdub on it. Then we’'d
bring that back and dump it onto the
digital and re-editagain. That's how the
process went.

Mix: What were some of the overdubs

done in Rio?

Halee: We locked into three or four
guys who did a majority of the work on
the record: Nana Vasconcelos, Dom
Chacal, Cidhino and Mingo. They were
the core of the original percussion
tracks. When we went back we got
these same four guys to overdub. We
also had a fabulous classical nylon-
string guitar player on one song, Rafael
Rabello. He'’s very well-known down
there. And we also overdubbed Milton
Nascimento down there rather thanin
New York. He sings a little piece inone
of the songs called “Spirit Voices.” We
also overdubbed some accordion. And
then there was the Uakti group, a fairly
well-known percussion ensemble
who make their own instruments. It's
something you have to see to be-
lieve—some stringed instruments,
some percussion instruments, marim-
bas, big, long tubes for bass sounds
that can be tuned by increasing or
decreasing the length of the tube. It
was a challenge to preserve the sonic
integrity of those instruments.

[The percussionists] love to do their
overdubs together. It can’t be just one
guy ata time; it's gotta be four guys at
a time. So you have to get it when it
happens. The chemistry is very im-
portant to those guys. Like on this Uakti
track, “Can’t Run, But,” with all these
bass tubes. That started out with
homemade vibes made out of little
squares of glass played with home-
made mallets. They sound wonderful,
man. Then they put on these bass
pipes and percussive pipes. Then they
put on straight percussion, like two
batas and this box thata guy sitsonand
plays. We also had a Nigerian talking
drummer, and Nana plays bells on this
track. It’s amazing!

Mix: Who were some of the other
special guests on this project?

Halee: There was Michael Brecker on
tenor sax and Akai EWI, and his
brother Randy on trumpet. We had
Milton Nascimento and Ladysmith
Black Mambazo on vocals, CJ. Chenier
on accordion, Kim Wilson on har-
monica, Greg Phillingaines on key-
boards, Adrian Belew and J.J. Cale on
guitars, Steve Gadd on drums and
Dave Bargeron, a great trombone
player from New York who plays with
Gil’'s band.

Mix: At what point did Michael
Brecker come into the picture?
Halee: Much later, after the songs were
really songs and had real musical
forms. Then he came in and did his
schtick. Just beautiful, particularly on
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“She Moves On.”

Mix: How diverse is the personnel on
some of the tracks?

Halee: Incredibly so. To give you an
idea, there’s one track called “Proof.”
It's like the U.N., man. We cut the track
in Paris because the Cameroonian
rhythm section live in Paris. That was
two guitars, bass, keyboards and a
drummer playing a foot pedal and a hi-
hat fortime. Then we brought in “legit”
horn players from Paris. We came back
to New York and put a South African
bass player on it [Bakhiti Kumahlo,
who appeared prominently on
Graceland], an American drummer
[Steve Gaddl, an accordionist from
New Orleans [CJ. Chenier]. It was re-
ally wild.

Then we took it down to Brazil. The
tape that originated in Paris goes to
New York where we put it on a digital
machine so we can overdub Ameri-
cans onto it. Then it becomes an ana-
log tape and goes down to Brazil
where we put on all kinds of added
percussion. Then we bring it back to
New York and add on female singers
from Cameroon and a shakere player
from New York, Ya Yo. And then after
all that, Paul put his vocals on.

Mix: Did you go about this project
differently than others you've worked
on with Paul?

Halee: Sure; we've never done any-
thing like this. Never went to a place to
geta percussion groove and then write
a song over it.

Graceland also involved lot of ed-
iting, but the original grooves that went
on there were melodic grooves with a
rhythm section and a guitar player or
keyboard player. The big difference
here was beginning with just percus-
sion. You'd bring it into the studio and
just hear percussion, no melody. To
construct it so it was some sort of a
song, from a percussion standpoint—
that was a whole different approach.
Let me add, too, that when the guys
from Brazil heard the editing and heard
the reconstruction we did back in New
York, they flipped out. They thought it
was great.

Mix: What is your method of collabo-
ration with Paul in the studio? Does he
have specific ideas of what he wants?
Halee: Oh, that’s a tough one. We're
just a good team. He thinks so; I think
$0. I'm strong in an intonation sense—
tuning and mistakes. He's a very strong
songwriter; the best in the world, as far
as I'm concerned.

Mix: How has technology over the
years affected your methods in the
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he percussionists
love to do their overdubs
together. It can’t be just one
guy at a time; it’s gotta be
four guys at a time. So you
have to get it when it
happens. The chemistry is
very important to

those guys.

studio?

Halee: It’s changed it a lot lately, with
the advent of digital. 1 think we're
coming full circle in that area, as far as
mic techniques go. When I first broke
into the studio, everything was miked
pretty much at a distance. There was a
lot of room sound, a lot of leakage,
very few microphones. Then we went
into a situation where it evolved and
records became very tight, isolated,
overdubbed and close-miked. Now,
with digital—with the harsh, hard,
brittle sound—we have to back the
mics off or get a ot of distortion and a
very ugly sound. I also see studios
becoming more live now because of
this; more ambience is used. Even with
symphonic records, they're going back
to using just two or three mics, far over
the orchestra.

Mix: How did you record some of the
melodic stuff—the guitar player, the
bassist. Was that straight to the board
or did you work with amplifiers in the
room?

Halee: Well, the bass player, Armand,
has such a fantastic sound that I used
MIT shotgun cable plugged directly
into the machine. I wouldn't dare put
an amplifier on that bass. [With the
guitarist] I think we used the Roland JC-
120 mostly, and also a Fender Super
Reverb. And then there’s some direct
work being done also.

Mix: How did you mike the accordion?
Halee: That was a bitch. It depends.
Sometimes one, sometimes two mics
closerto it, and always one about nine
feet back from it.

Mix: Any other instruments that pre-
sented problems or unusual challenges

for you?

Halee: Yeah, they have an instrument
down there called a sordu. It’s like a big
bass drum and they put it on every-
thing—it’s generally played on one or
three of each bar. And it runs through
this record quite a bit. I's a monster.
The thing is extremely low, and in the
hands of a good player, he can
dampen it, double up on it, bend the
thing. So to just capture the tonality of
the sucker was a real challenge. I think
T used an AKG 414 on it, up close and
in the bi-direction pattern. Plus, a room
mic. Again, always a room mic on ev-
erything.

Mix: Any particular mics that you used
on the vocals?

Halee: I used an AKG tube mic on
both Paul and Milton. For all the other
background vocals by the Cameroon-
ians and Ladysmith, I used AKG C-12s.
Mix: What are some other highlights
on the album?

Halee: There's a horn section from
Trinidad that plays some great stuff on
two tracks, “The Cool, The Cool River”
and “The Coast.” Uakti playing with ] J.
Cale on “Can’t Run, But” is out of this
world. Are you kidding me?! These
schooled musicians from Brazil who
make their own instruments and J.J.
Cale playing guitar on top of it! Then
there’s Adrian Belew, who plays on the
Milton Nascimento track “Spirit
Voices.” Isn’t that an interesting com-
bination? That one’s also got Nana all
over the place. Paul plays acoustic on
that, too, and it also has Bakhiti, the
South African bass player, on it. What
a track it is!

Mix: What track does Ladysmith sing
on?

Halee: “The Coast.” Band one, side
one. They don't really sing, they do a
vocal rhythm thing, kind of like chant-
ing.

Mix: Do you have a favorite track?
Halee: It changes from day to day,
man. I like “She Moves On” a lot. Great
groove, wonderful playing by Michael
Brecker, sensational lyrics by Paul
Simon. And the sound of the percus-
sion on that particular track was cap-
tured pretty damn well. I won’t say
perfect, ‘cause nothing’s perfect. But
will say it’s most representative of what
I'wanted to hear. The right blend of the
direct microphones and the room mi-
crophones made it sound big. I would
say that was my favorite from an en-
gineering standpoint. ]
Bill Milkowski is a Brooklyn-based
Sfreelance writer.
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by Blair Jackson

Shel Talmy

The Producer Behind Le endary Hits by
The Who and The Kinks is Back Behind the Board

he first surprise is that he isn’t British. Despite

making a name for himself producing a

string of UK hits in the mid-"60s for such

artists as The Kinks (“You Really Got Me,”
“All Day & All Night,” “Tired of Waiting,” etc.), The
Who (“I Can’t Explain,” “My Generation,” “The
Kids Are Alright,” etc.), the Manfred Mann Group
(“The Mighty Quinn”) and The Easybeats (“Friday
on My Mind”"), Shel Talmy is a Yank from Chicago.
He also produced hits for Chad & Jeremy, albums
for the great British folk
group Pentangle, he
“discovered” the 17-
year-old British singer,
songwriter Davy Jones,
who went onto become
David Bowie, and he
was at the helm of al-
bums by a number of
other great—but less
heralded—English art-
ists such as Bert Jansch,
Roy Harper and Nicky
Hopkins.

By the end of the
’60s, though, Talmy had
grown weary of the day-
to-day grind of record-
ing, and his work trailed
off through the '70s as
he became consumed
by a plethora of other
interests. He worked as
music supervisor on
several films (including
Butch  Cassidy), he
dabbled in real estate,
started a book publish-
ing venture, wrote three
adventure novels, and also began a successful
computer company involved with optical scan-
ning and storage.

Still, he always kept up with changes in re-
cording technology, and then, two years ago, he
began recording bands again. A stint with The
Fuzztones for RCA inaugurated the latest phase
of his long, distinguished career. More recently,

he was at the helm for a new album by the popu-
lar Milwaukee acoustic band Ecoteur (on Cha-
meleon Records).

I talked to Talmy about some of his career
highlights and about his decision to get back into
music after an eight-year absence.

Mix: Why did you decide to come back to pro-
ducing, working with The Fuzztones?
Talmy: It’s a simple and mundane answer: They

approached me shortly after they’d signed to
Beggar's Banquet Records. 1 listened to their tape,
and I liked what they were doing a lot, so 1
thought it might be fun. And it was. 1 liked the
label, too. They’ve been good at promoting their
releases. Also, this came at a time when I had sold
my interest [in the computer companyl, and 1
frankly missed being around artistic people.

PHOTO: ROMAN SALICKI
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That’s something you just don't find as
much of in straight business. | ended
up liking the experience so much 1
decided to go back into it full time.
Mix: | guess working with a raw band
like that hasn’t exactly thrust you into
the world of digital recording.
Talmy: Hardly! They're really adher-
ents to the '60s way of doing things.
We're using Farfisas and old Vox amps
that buzz like crazy, ancient guitars. It
was great fun.

I want to be selective about who 1
work with. There’s only so many
records I can do a year, and I don't
want to get into that thing of
overcommitting by booking too many
projects. So I've been moving slowly,
letting the industry know I'm back

The Who onstage in 1965, another
of the bands Talmy produced

producing again and seeing what de-
velops.

Mix: Is it a liability that you haven’t
been around much, and that your
name is so closely associated with art-
ists from a specific time period so long
ago?

Talmy: Oh, definitely. This is the sort
of business where if you're out of it for
a year, people wonder if you're re-
tired, and 1 hadn’t done anything [in
music| for about eight years. Person-
ally, I'm trying not to look at this as a
“comeback,” because it’s not like I was
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ever dismissed in the first place. 1 just
got out of it. T got bored with it, 1 got
burned out on it, and I thought I prob-
ably wouldn't return to it; but things
change. The climate in the business has
changed. I hear more bands playing

straight-ahead, good songs, which is’

what I've always liked. Down here
[L.A.], most of the bands I've seen are
playing live without synthesizers, and
they want to go into the studio and
record live. There's a move back to
actual drummers, instead of machines.
Those are all encouraging develop-
ments to me.

Mix: You made your name in England.
Where did you get your training—
Chicago?

Talmy: No, I only lived there until 1
was about 15. 1 got into recording af-
ter I moved to Southern California,
where I worked in TV for a while, and

eventually 1 met an engineer named
Phil Yeend who had a studio called
“Conway”—in fact, the Conway of to-
day is an outgrowth of that earlier
one—and he trained me. It was 3-
track, and I picked up on it immedi-
ately. Three or four days later I was an
engineer. 1 had always liked technical
things, and I just took to it. This was
1960 or '61.

It was a very good little studio. Phil
was fairly avant-garde for that time. We
did a lot of experimenting on separa-
tion of instruments, which hadn’t been

done much at that point. He used to let
me do whatever 1 wanted after our
regular sessions were over, so | used to
get guys in and work out miking tech-
niques for how to make drums sound
better, or guitars sound better. A year
or two earlier it was almost all mono,
and engineers weren't that concerned
about separation. So all the work we
did there on separation held me in
good stead as the number of tracks
available increased through the years.
We weren'’t the only ones doing that,
by any means. There were many good
engineers around L.A. who recognized
when 3-track came in that it was prob-
ably just the tip of the iceberg, and that
both tape and recorders would con-
tinue to get more sophisticated. This is
really even pre-transistors.

Mix: When you moved to Britain in the
early "60s, what was happening musi-
cally over there?

Talmy: Very little. A lot
of people were doing
covers of American
records, and there was a
lot of local stuff that
would obviously never
make it out of the British
Isles.

Mix: How did recording
there differ at that time?
Talmy: It didn't really
differ very much. The
equipment was similar;
everyone was using Am-
pex recorders and Altecs.
I think EMI had some old
Philips machines.

Mix: Most of the top
producers in England
worked with specific
record companies, didn’t
they?

Talmy: That'’s right, and
that meant that most of
them were on salaries
and not really getting
royalties. 1 declared my-
self an independent pro-
ducer when I arrived and got royalties
from my first record, so 1 was always a
little bit out of the system. I don’t know
if people resented me for that, or what.
But I always got along well with other
producers.

Mix: Were there specific producers
who influenced your style?

Talmy: It’s hard to say. I can honestly
say 1 never heard a record and then
said, “I want to use that drum sound on
my next record.” On the other hand, 1
can say I was influenced by some
records, like I loved that Marty Robbins



record that had what was the first fuzz
guitar I'd ever heard. It happened by
accident, apparently; there was a short
in the amp, and the guitar made this
distorted sound. Well, that was a real
revelation to me.

But with the kind of music we were
recording, there weren’t many prece-
dents, so we were all doing it for the
first time together. It was all totally
new.

Mix: What was it about The Kinks that
knocked you out originally?

Talmy: The songs—which is virtually
where it started with everyone I've ever
worked with. They were called “The
Ravens” and had already been together
a couple of years, and they were al-
ready quite good when I heard their
acetate. They had this upper-class
manager and were playing mainly
debutante dances. [Laughs]

Mix: Did they pose any special chal-
lenge in the studio?

Talmy: Well, I don’t know if Dave
[Davies, lead guitarist) had heard the
Marty Robbins record, but he sure
loved fuzz guitar, and he used to slash
the cones of his amp and kick it to get
it as grungy-sounding as he could; and
it certainly worked. They had great
energy and a different sound than
anyone I'd heard in England or the
States at that point.

Mix: [ have this sense of The Kinks, the
Stones and the Beatles coursing to-
gether through the late '60s on similar
but still different paths. Were you
constantly checking out “the competi-
tion,” seeing what new tricks George
Martin came up with?

Talmy: Not really. I certainty admired
his production; obviously, he knew
how to make great records, but T didn’t
analyze it too much. As for the Stones,
well, frankly, I thought the sound on
some of their early records sucked, but
they had something that was clearly
unique. It was obvious they were a
great band.

WwWe all were aware of each other,
and, of course, we all knew cach other.
At the beginning we were all a little
naive, I think.

Mix: You didn’t do much overdub-
bing, did you?

Talmy: Well, as we got more tracks we
did more overdubbing, and I always
liked to overdub voices. One of the
things 1 started doing as an engincer
was double-tracking voices. You talk
about deficiencies in equipment and
acoustics—these days you can go in,
find all the dead spots and correct them
in no time at all. But that wasn't the case

in that era. It was trial and error. and so
[ discovered that double-tracking the
voices let me fill in some of the holes
in the sound. I'd also move the singers
around the mic to alter the way it
sounded in relation to the first track, to
fill in the sound. T did that with The
Bachelors, with The Kinks, virtually
everyone.

Mix: Did you have to deal with many
old-guard engineers during the early
'60s?

Talmy: Oh sure, especially at Pye
[Recording], where 1 did most of The
Kinks records. There were a couple of
older guys there who really resented
both the music and all of us, because
we were all young, It was all crap as far
as they were concerned, and they
wanted to do big bands and ballads.
However, a lot of younger engineers
came on the scene right around that
time. I still did a lot of my own engi-
neering with The Kinks, even though
[ was mainly producing, in part so |
could have more control over my ses-
sions. I’d hire a good assistant to do
some things.

Mix: How involved was Ray Davies
with the early Kinks records?
Talmy: Quite a lot. He was without a
doubt the most prolific writer I've ever

known. He'd come in with 30 songs
that he’d written over a few days, and
we'd go over the material—putting
stuff aside for later, choosing what
we'd do immediately. And then we’d
talk extensively about the arrange-
ments. I was always happy to hear
what hisideas were because they were
usually good.

Mix: Looking through your discogra-
phy, it seems like you did an awful lot
in a very short time. Was it actually a
situation where you'd work with The
Kinks one week, The Who the next
and so on?

Talmy: At one point, yeah. It sounds
more difficult than it actually was at the
time. We were all young and full of
energy and right in the middle of...
well, I know you’ve read about the
“swinging '60s” in London, but if you
didn't actually experience them, it's
hard to explain what they were like.
They were energy-filled. Nobody gota
lot of sleep, but nobody gave a damn.
We all worked long into the night, and
then we’d go out to parties.

Mix: So you socialized with the bands
outside of the studio?

Talmy: No, [ didn’t really. We wentto
different parties. [Laughs] I always felt
it was important for me to keep some
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distance from the people I worked
with, though I must admit I now regret
that decision. I wish I had spent more
time socializing with them and getting
to know them outside of work. I
thought at the time it might not be good
for the work, but now I believe the
opposite.

Mix: You were with The Who during

The Kinks, one of the many
bands produced by Shel Talmy

gave a lot of thought to it. They were
all very young; we all were.

Mix: What's the deal with Manfred
Mann? I've liked a few songs, hated
others, and I could never quite figure
out who he was and what he brought
to those records he did.

Talmy: That’s a very good question.
[Laughs] He’s what people would now
call “a concept man.” In other words,
if he wasn’t in music he'd probably be
in marketing, or at an ad agency. The
Manfred Mann Group was

his band, to be sure, but his
main strength was choos-
ing other people’s material
and then knowing what to
do with it to make it com-
mercially palatable. Obvi-
ously, Dylan was a favorite
of his, and he did very well
with a few of his songs.
He brought a bunch of
disparate personalities to-
gether so they could work
together, though there
were times when I felt like
my role in the studio with
them was as resident
shrink. He was a strange
guy in a lot of ways, but he
was also very nice and
very bright, as were all the
people in the band. And
they were very successful,
of course.
Mix: As an independent,

a brief but seminal period in their ca-
reer. What ended your association with
them?

Talmy: Actually, it had nothing to do
with anything I did. The Who were
managed by a fellow named Kit Lam-
bert, who was very gay and much
older than all of us, and he was ex-
tremely jealous of anybody he thought
was usurping his influence over the
band. As a producer, of course, 1 did
have some influence over them. From
the first record, I made hits with them,
butthen one moming I got a letter from
Kit saying, “Your services are no longer
required.” T didn’t like that and my
contract didn’t agree with that, so 1
sued him and won. Unfortunately,
winning didn’t mean that I got to
record the group any more, and I've
always been sorry about that.

To be fair, I think the the group felt
like they had to listen to Kit, because
obviously he was great at PR and did
a great job of marketing them. So if he
said I was a bad guy, I guess they had
to goalong with that. I don’t think they
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did you have to be particu-
larly budget-conscious?
Talmy: Absolutely. Either | worked for
a company and was in charge of the
budget, or I did it out of my own pro-
duction company budget, like with
The Who, where I put up the money
myself. So I was very aware of what I
was spending. With The Kinks, which
Pye was initially funding, they had a
real scumbag president who said that
if we went one penny over budget, it
would come from me, so I was under
a lot of pressure.
Mix: Did you ever have any of those
classic, late-’60s projects that went
seven months longer than they were
supposed to, and you wanted to put a
calliope on this track but decided on a
full string quartet instead?
Talmy: [Laughs] I saw it happening
around me but it never happened to
me, thank God. I never had the pa-
tience for that kind of stuff.
Then and now, I've always tried to
have everything pretty well worked
outin advance in terms of the material
and the arrangements. We'd work in

rehearsal rooms and really have it to
about 90 percent of what we wanted
when we actually recorded it. I don't
really like big surprises in the studio. I
like to leave enough room for startling
creativity if it happens, but it’s still nice
to know what you're doing.

Mix: In the '70s we saw more and
more bands writing their material in the
studio and spending horrendous sums.
Talmy: I think it got to be an ego trip
for those bands—to see who could
spend the most time and money in the
studio. I never put up with that. I was
very careful about the bands I chose,
and I was very upfront: The studio is a
placeIlike to work. It's not a place I like
to eat and hang out and play pinball.
Mix: In the late '60s you moved in
more of a folk direction with Pentangle
and Bert Jansch. Was that strange for
you?

Talmy: No, it was great. | grew up
loving folk music, so when I got the
chance to work with some of the best
people of that time, I jumped at it, and
I loved doing it. They were all great
musicians and real individualists, to say
the least. It was a real pleasure, and
Basket of Light remains one of my fa-
vorite albums that I've worked on.
Mix: You're returning to music in such
a conservative climate in terms of what
gets played on the radio. That must be
a little frustrating for you.

Talmy: There really isn’t very much
good radio out there, it’s true. Even
here [in L.A.] it’s hard to find a station
that’s at all adventurous. Fortunately,
college radio seems to befilling the gap
somewhat.

Mix: College radio may play The
Fuzztones, but who'’s going to play the
next Pentangle that comes along?
There are entire genres of music now
that can't find a home on radio.
Talmy: That's a good point. It has
gotten narrower. But at the same time,
things do break through, whether it's
Tracy Chapman, who has helped get
more folk music on the radio, or other
people who are somewhat out of the
mainstream. The fact is, you never
know at any given time what’s going to
be popular.

Mix: So what’s the answer as a pro-
ducer? Be true to yourself and keep
your fingers crossed?

Talmy: That sounds like pretty good
advice. I've always tried to do work 1
could be proud of, and I expect to
continue that way. |

Blair Jackson is managing editor of
Mix.
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by John Thomas

roducer/engineer Keith Cohen is enjoying

the limelight these days. Touted as one of the

hottest young remixers in Los Angeles,

Cohen'’s very first forays into record pro-
duction—Paula Abdul’s “Straight Up” and “Cold
Hearted Snake” (with co-producer/songwriter
Elliot Wolff)— both hit Number One on the
Billboard charts.

Over the course of just three years, this New
Yorker-turned-Califor-
nian has compiled a dis-
cography that would be
impressive even for a
veteran. He's already
worked his remix magic
with top artists such as
Prince, the Jacksons,
Bobby Brown, Robert
Palmer, The Bangles and
Luther Vandross. Album
projects (besides Paula
Abdul) have included
work for Cheryl Lynn,
The Calloways, Mother’s
Finest, After 7, The Sys-
tem and a new Virgin act
called Aftershock.

While Cohen denies
that he has a specific
trademark sound, he
likes the music to sound
raw and powerful while
still having some polish.
“I mix very aggressively and get dynamics with
big drums, big rhythms,” he says. “For me, the low
end and the rhythm prove the song. I like the
rough edge. I can always warm things up, but I
like the real punch. It should jump out of the
speakers. It's got to get up in your face.”

His approach is an amalgamation of personal
touches and skills gleaned from working with
music experts like Barney Perkins, Louil Silas, and
Reggie and Vincent Calloway—skills that were
nurtured during a tenure at Yamaha R&D Studios,
centering almost exclusively around R&B. He
freely credits those who have helped him along
the way and modestly chalks up his success to a
never-ending obsession with music and sound.

In high school Cohen thought he might be-
come a guitarist, and he did gig with a variety of

student bands. However, at the University of
Miami's Music Engineering School he abandoned
the fretboard for the console. Then, after
graduating from Full Sail Center for the Record-
ing Arts, he says, “I had some assistant engineer-
ing jobs in Florida, but I realized I had to move out
West, to L.A., if I wanted to be successful.”

He didn’t just bump into Paula Abdul, though.
His first job in “recording” was working as a jani-
tor at Record Plant. “I
had to beg them to let
me be ajanitor,” he says.
“To become an assistant,
you had to start out
cleaning toilets and
fetching coffee.” He re-
members the period—
despite its hardships—
as both a happy and
educational time when
he would frequently
work upward of 70
hours a week.

During this time
Cohen first learned his
way around an SSL—a
technical appreciation
he carries to this day. “I
realized that all the ma-
jor clients [at Record
Plant] wanted the SSL, so
I figured that was the
console to learn,” he
says. Today Cohen does virtually all his work on
Solid State Logic desks, though now it’s L.A.’s
Larrabee Sound—with its 72-input model—that
he calls home.

In 1986, Cohen left Record Plant to begin a stint
as an assistant engineer at Yamaha R&D Studios.
It was at Yamaha that he began his still-standing
association with R&B. “One of my first projects at
Yamaha was working as Barney Perkins’ assistant
on ‘Rapture’ by Anita Baker,” he says. “I learned
alot from Barney. He was always very confident,
and his confidence was passed on to the client.
No matter what happens, he doesn’t panic.
People just knew it would come out well, and it
always did. Working with him really gave me my
base.”

It wasn't long before Cohen felt confident
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enough to strike out on his own as an
independent engineer, and, working
mainly at Larrabee, he quickly built a
discography that included engineering
for Pebbles, LaVert and Jesse Johnson,
and remixes for Robert Palmer, Chaka
Khan, Alexander O'Neill and others.
“I'll never forget the first time a song
I had worked on climbed right up the
charts,” he says. “It was The Bangles’
‘Walk Like an Egyptian.’ I engineered
it with remixer Steve Beltran and pro-