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T chnology is changing the music industry day by
day. But, change without focus and compat:bility
delivers only chaos. Where should vou turn?

The ADAT Group. Composed of a diverse group of
manufacturers who have delivered extraordinarily
focused products to the music industry, their
products are successful because they shape technology
into an extension of your creative personality.

Now, as members of the ADAT Developer's Program,
they all agree on one thing: the technology of ADAT.

For raore information on The ADAT Group and the ADAT Developer's Program call 1-800-525-3747

All trdemarks are property of their respective holders.

As a digital muititrack format. As a way of harnessing
the incredible power of digital audio to make all the
products of the ADAT Group work together as a
compatible system.

In this day of leapfrog technology, the last place you
want to be is on the bottom. Over 15,000 ADAT
customers worldwide have chosen to stay on top.
More than all other digital multitrack owners
combined. To keep them there, The ADAT Group
keeps pulling out ali the stops. Making it sate
for you to leap.

The ADAT Group - Focus on Compatibility '

“adat

USE READER SERVICE CARID FOR MORE INFO



G PLUS CONSOLE SYSTEMS

3.5” disk drives allow the use of Tow cost,
high capacity disks for mix datastorage

Audio phase scope provides permanent
display of amplitude and phase relation-
shipiof left and right stereo signals
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Wireless talkback system uses a PCM
encoded infra-red handset

G Plus consoles additionally provide:

@ 3.5IN DISK DRIVES

® SSL’S OWN LINEAR CRYSTAL,
IOXYGEN-FREE CABLE

B AUDIO PHASE SCOPE

® WIRELESS TALKBACK SYSTEM

B AUTOMATED SOLO

® VIDEO SWITCHER

® G SERIES OR E SERIES EQUALISERS

= ENHANCED GROUP AND MAIN
MIX AMPS

® PAIR OF PPM METERS

® PUSH/PUSH SWITCHING TO MUTE
AUX MASTERS

® LISTEN MIC POST-COMPRESSOR
OUTPUT TO PATCHBAY

® CUE STEREO NORMALLING

m LED METER ILLUMINATION
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® BUFFERED MAIN OUTPUT
DISTRIBUTION

@ SECOND MINI SPEAKER OUTPUT

® GROUP CROSS-NORMALLING

m Brack TRIM STrIPS

On consoles of 72 channels or over:

B A FULLY-CONNECTORISED REMOTE
PATCHBAY BECOMES A NON-
CHARGEABLE OPTION

HOSNOJS

Solid State Logic

International Headyuarters: Begbroke, Oxford, England OX5 1RU - Tel: (0865) 842300
Paris (1) 34 60 46 66 - Darmstadt (6151) 938640 - Milan (2) 262 24956 - Tokyo (3) 54 74 11 44
New York (212) 315 1111 - Los Angeles (213) 463 4444




This is real life. The frog won't turn
into a prince and his voice won't sound
like Diana Ross — at Briiel & Kjaer
capturing reality is what we're all about.

Todays studios are full of good
sounding microphones but, fortunately, we
are not one of them. With Briiel & Kjaer
you are the artist. We supply you witha
blank canvas and you get to add the colors,
not us.

The B&K 4000 series offers 6 different
condenser mics, featuring true omni or
cardioid pickup which can be passively
and accurately altered by our exclusive
acoustic pressure equalizer (APE) adaptor.
They're available in both 48 Volt Phantom
or 130 Volt powered versions offering
unmatched 168dB dynamic range for the
most demanding snare drum crack to the
ybtlest details of natures acoustical

\’L'_‘.
4

Briel & Kjaer}

.5. Distributor ¢ Briiel & Kj aer/ TG.L
North Amehca Inc. ¢ 300 Gage Avenue Kltchener
Ontario, Cahada N2M 2C8 * Tel (519) 745-1158

Fax (519) 7452364
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Suder unchains digital andio

Introducing Dyaxis II" Studer’s 2nd generation digital
workstation delivers real-time DSP power, unlimited
channel capacity and immediate interchange between
projects, in a modular multitrack system. Stack up to
six 8-track systems for 48 tracks of simultaneous
playback. Work with individual processors off-line,
then combine all 48 tracks for final assembly.

Onboard Dolby AC-2" 4:1 data compression lets you
Plug & Play" optical removable media. Unleash your
creative potential with the power of Dyaxis {l. Call

your Studer representative now for complete details.
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STUDER :
—
STUDER EDITECH B g
137C Willow Road, Suite 201 Br gl
Menio Park, Ca 94025
B 4,5.326.7030/Fax.415.326.7039 il
N
STUDER REVGX AMER CA, INC. n
1365 AirLane Drive, #12
5§ Nasbville, TN 37210 :
P 615.391-339%Fax £15.391-5974
@ News York 212 626.6734
g Los Angeles 818.780.4234
w
o STUDER REVOX CANADA
= 1947 Leslie S reet, Torento, Ont M3B M3
£16 510.1347Fax 216 510.1294
Dyaxis Il and Plug & Play are trademarks 3t Studer EdiTech Corporatinn. VSE READER SEKVICE - ARD FOR MOREINEO

All product names are trademarks of their resgective holders.
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A nd with good reason.

Alesis was founded on digital
e e oo technology, so we know what it
takes to miake the bestselling digital multirack. The Alesis ADAT* Digital
Audio Recorder’s sound quality, sample accurate synchronization capability
(ADAT Synchronization Interface), fiber-optic digital interface (ADAT
MultiChannel Optical Digital Interface), and wide range of peripherals
available now, give ADAT owners the creative flexibility they need.

po

TEC AWARD WINNER

AESIS

t N
The Alesis AI-I"MADAT to AES EBU and S/I'DIF Digital Interface with sample rate converter lets you transfer audio
digitally to or from the ADAT system and external units such as DATS, Cl)s, and other digital recording formats.

ALESIS

The Alesis AI-2T™ Multi-Purpose Audio/Video Syncironization Interface by Timel.ine (she leader in synchronization
products) connects ADAT to the wonld of video, film and multi-media production using SMPTE, 9 pin and
Timel ine Lynx control protocois.

Focus on Compatibility™

Its revolutionary impact on the recording industry has made ADAT the
de facto standard in digital multitrack. The enormous
number of ADAT users worldwide, the fact that Fostex has
licensed the ADAT format for their own digital recorder, and
the growing list of leading companies focusing on industry compatibility
by becoming members of The ADAT Group™, all mean that when you
choose ADAT, you're compatible with a vast array of music and audio
equipment, now and in the future. And, you're supported by a network
of professionally trained Authorized ADAT Service Centers worldwide.

The ADAT Format — made for multitrack
ADAT records eight tracks of 16-bit linear, 48 kHz sample rate audio, with
no data compression "tricks™ or channel sharing. We chose Super VHS®
(S-VHS") tape as a foundation, then designed ADAT's data structure and
heads specifically for the rough-anddumble, back-and-forth, punch-in-and-
out environment of multitrack recording. To mike sure that recording one
-ack wouldn't disturh any other track, we divided each helical scan into

Il a2 | 384 B 5% | 7as8

An 8track, mm recorder's helical scan: there are orly four audiv data blocks, forcing each track to share a block with another.

-l <001+« 011+«H

-A‘n ADAT's helical scan' ADAT tracks are safely separated into 8 discrete data blocks.
(Both vertical dimenstons enlarged for clarity)

TheliMGroup-

eight separate data blocks. Some
digital recorders combine data

from two different channels into
the same data block on tape, which
means that each time you record a
track, another track must be read

into a buffer and actually re-record-
ed even though it is in “safe” mode.

rrcommnc TRack gy
avancx rack S

The 8 track, 8nm helical scan format risks
introducing errors into “safe” tracks each and
every time you press record.

ADAT tAPE

———
BE——

The ADAT format records each track discretely, as
all professional mudtitrack recorders should.

H

Bigger is Safer

Microscopic contaminants in the studio aren't just pro-
bable, they're statistically inevitable. If the format can't
overcome them, they'll cause mistracking, noise, distor-
tion, even total muting of the audio. Formats smaller than
S-VHS are more vulnerable to contaminants, dropout, and
misalignment, especially when exchanging tapes between
machines. One 8mm digital format attempts to squeeze
the same amount of sound into onetenth
the tape area that ADAT does. ADAT's
S-VHS tape offers more total surface area
to meet the demands of digital recording, and its wider 100
micron tracks are five times less vulnerable to ,‘f,';,’;' ’,’fi;:ff}aff,
being derailed by dust. Because even though 5529 axdie:
technology makes it possible to make formats

ADAT (1.211 mm?)
smaller and smaller, dust stays the same size.

and the 8 track.
8mm helical scan
Actual microscopic comparison of the ADAT tape format and the 8 track,
8mm helical scan format (enlarged approximately 100 times)

"“ 172" e

33/4"

Jormat (133 mm?).

The 8nm's 20°micron Packs squeeze more data
into the same arca, with little room for error.

s wide 100-micron tracks offer an
extra margin of safety for digital audio.



an any other company.
ore than Sony. More than

itsubishi. More than Yamaha,
Akai, and Tascam combined.

. . . L14 “"[CHORUS 1"
More than just a tape recorder— ADAT/BRC digitally stores 00:25:38:15
The ADAT System important session notes Unike analog autolocators, the BRC can
4 . . oy recali 460 points, storable on each ADAT
ADAT, when combined with the BRC™ Master Remote Control,isa  Instead of scribbling notes on cumbersome tapejor later recall, so you can keep your
complete digital recording and digital editing system with features studio track sheets, the ERC lets you store 400 :’Ll,,”f,,‘,’;',',”ﬁ,’.-’fé’é?, ﬁ;ﬂﬂ: f%ﬁg
that no other recorder, analog or digital can autolocation points, 20 Song start points, punch in and out points, MIDI tempo
match. The BRC is a full-function autolocator maps, SMPTE offsets, and more in the two-minute data header of the ADAT
and MIDI/SMPTE time code chase-lock tape. The BRC's alphanumeric display lets you name each cue point and song.

synchronizer. Plus, it controls digital copying It even has a handy built-in list of 16 standard cue point names you can edit.

hetween ADATS, like a disk-based recorder,
but much simpler to use. The ADAT Worldwide Network
Thousands of ADAT Worldwide Network™ multitrack recording group
members are reaping the benefits of cnoosing The ADAT System. As
WWN members, they are able to collaborate and exchange ADAT tapes
with other talented musicians, producers, composers
and engineers throughout the world. Alesisis PO N
proud that so many creative people worldwide i -
are using this American-made product, making -~ e -
Now you can “fly in” that perfect voca$ part to ADAT the most popular digital multitrack tape
multiple locations in seconds, with absolutely recorder in history. The reconding professionals below don't
no generation loss. And our new QuadraSynth™ s o e e, €ndarse ADAT, they use it every day. Their credentials speak for
keyboard has an ADAT digital interface so you can S e i/ omronanion wnaye  themselves. Visit your Authorized ADAT dealer and see what the
record it without ever leaving the digital domain.  eriasd e < "4P** % new standard in digital multitrack recording can do for you.

editing and more.

a The ADAT MultiChannel Optical
Digital Interface digitally transmits

te odigiaup 1o eight ADAT channels at once

ZE:’;ZZZ%? over a single fiber optic cable to any
track on any ADAT in the system

without repatching,ail in the digizal domain.

Francis Web Mick Andy Russell Tim

Jay

Graydon Buckley Staunton Guzauski Hllton Benson Brower Wilson
Technical Two time One of the iop Crammy- LA's leading Owner and One of country Has engineeredand  Two Emmys Consultant and
engineer for Grammye® Auward  Hall of Famer. dance and pop mominated chief plaiinum Chairnrun of the music s hottest mixed a wide ra 2ight nomi. systern designer for
Larry Cariton, winning(twelve Pmducera/ muny  engineers m engineer and mixdown largest nro-audio prducer/arranger/  of music from roc; »rations). Sound leading recording
currently using inatic gendary coumtry Holl, ¢ studio owner. engneer. equipment-for writers. 3 ADAT: to lesendary jaz. designer and artists and
ADAT to record producer, music artists. 4 ADATs ind a 3 ADATs and a 4 ADATs and a hire company in and a BKC. 3ADATsanda Sroducer for film songurilers.
all Larrys live engineer, writer, 9ADAT  and a BRC. LRC. BRC. the UR and BRC ‘(Ie( ision and Has instailed more
concerts. and guitarist. BRC. Europe Plenty of major theme ADATS than he
2ADATsanda 4 ADATs and a ADATS barks 2 ADATs remembers.
BRC. BRC. and a BRC.

® Alesis and ADAT are registered tudemarks of Alesis Corporation.

Al1, A2, BRC, RMB, QuadraSywih, ADAT Worldwide Netwosk, The ADAT Group and Focus on Ca ibil demahs of Alesis Corp

The ADAT Group of manxfacturers are developing producss thatarefully compatible with ADAT's igital and synr prulomls They include Fas!rx

TimeLine, Iigidesign, Steinberg Jowes, JL Cooper, Apogee, Ampex, Smthax, Musonix, Soundtrax, Mark of the Unicorm, Emagic and others.

@ VHS and S-VHS are registered trademarks of [VC. ® Grammy is a registered trademark of NARAS. All trademarks are the property of their respective wolders

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016
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FROM THE EDITOR

s ]

2L he last time we took a close look
at the L.A. studio scene, this recording Mecca was embroiled in a bat-
tle between legitimate recording operations and a new crop of outlaw
studios that were defying the local building codes, tax structures,
insurance requirements and, generally, business ethics. The emerging
project or private-use studios certainly were making their impact on
the overall business climate, but these personal rooms were not the
problem. In fact, the “mothership” studios were in the process of
developing productive relationships with these home and private
operations, often providing clients a chance to begin their projects at
home and finish them in the big studios.

The problem was really one of illegal businesses competing unfair-
ly with those studios that played by the rules, most of which required
considerable expense to stay in the good graces of the government. In
response, several of the major players formed the Hollywood
Association of Recording Professionals to address the problems pre-
sented by these outlaw studios. While HARP, per se, couldn’t do much
more than provide a forum for the issues, the L.A. zoning board final-
ly became aggressive in ferreting out the problem studios.

Today, HARP is for the most part inactive, except for the occasional
lunch or meeting to put heads together on common concerns. Many
of the illegal studios are gone or have converted one way or the other
into fair play. And, happily, business has begun to pick up a bit. In
fact, while last year’s L.A. studio owners’ forum turned up little more
than doom and gloom, this time around we see many more success
stories.

As Chris Stone reports in this month’s “The Operator,” while there
are fewer large studios operating in L.A. today than there were last
year at this time, and while the prices for studio time have not risen
since then, business is up as much as 20% for many of the survivors.
To what do they attribute this growth? Comments such as “I found my
niche and expanded it,” “I cut costs so I can make more money doing
less business” and “bad times are when expansion makes the most
sense—prices are lower,” reflect common themes.

I particularly liked the approach of Ocean Way’s Alan Sides, who
gave away one of his trade secrets: “When everyone else goes left, 1
go right!” Refusing to follow the crowd has placed Alan in the top
ranks of the world’s studio entrepreneurs. Attitudes like Alan’s reflect
that nontraditional spirit that gave rise to our industry and made an
important place for the independent studio in the development of our
musical culture.

Keep reading,

David Schwartz
Editor-in-Chief
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More records go gold on Ampex than on
all other tapes combined

AMPEX

Ampex Recording Media Corporation 401 Broadway, M.S. 22-02, Redwood City, CA 94063-3199  ©1993 Ampex Recording Media Corporation
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The }Seriou

THE TASCAM DA-88
THE DicitaL MuLTITRACK DECK
For SeERIOUS PRODUCTION

It’s true. The first machine
designed specifically for low cost
digital multitrack production is now
available. And it comes to you from
the world multitrack leader, TASCAM.
It's simply the most advanced, well
thought out and heavy duty digital 8-
track deck you can buy. The best part
is, it's incredibly affordable. :

The DA-88 is built for production, -

From its look and feel — to its
exceptiona sound, unsurpassed
features and expansion capabili

GoESs FASTER, LAsSTS

While we admit that it's afr v
looking machine, it's tough to see its
finest asset. The tape transport.
Designed and manufactured by
TASCAM specifically for the DA-88, it's
fast, accurate and solid. And that's
what counts in production — in
personal studios, project studios or in
those demanding high-end facilities.

You'll notice it uses superior Hi
8mm tape, giving you a full 108
minutes of record time. What's more,

Adding the optional SY-88 synchronizer card

is as easy as changing a Nintendo® cartridge. With it you're

VARI SPEED

DIGITAL IN

REMOTE

sy

AUTO
oLl OND emser B 00, cuan

the transport is lightning fast and yet
so quiet you'll barely hear it blaze
through a tape.

We didn't stop there. Because
production environments are notorious
for constant, if not abusive, shuttling,
punching, 24-hour operation — you
get the idea — the transport was
designed and built to take a beating.

SMPTE and MIDI compatible. And no matter how many DA-88s you have locked up, you
need ordy one sync card. Other optianal accessaries include AES/EBU and SDIF2 digital inter-
faces allowing the digital audio signal ta be canverted for direct-digital interfacing with digital
consoles, signal processors and recording equipment.

© 1993 TEAC America, Inc < Nintendo is a registered trademark of Nintendo of Amerga /e

Even more impressive is the
transport’s responsiveness. Take a
look at the front panel. Notice the
shuttle wheel? Turn it just a bit and the
tape moves at one fourth the normal
play speed. Turn it all the way and it
flies at 8 times faster. Do it all night if
you want. It's quick, smooth and it's
precise. Need to get to a location
quickly? Accurately? Shuttle a bit and
you're there. The location is easily
viewed on the DA-88's 8-digit absolute
time display — in hours, minutes,
seconds and frames. With the optional
SY-88 sync card it displays timecode
and offset, too.

You ALREADY KNow How
To OPERATE IT

Unlike other digital multitrack decks,
the DA-88 works logically and is simple
to operate. Like your analog deck. All
functions are familiar and easily
operated from the front of the deck.



s Miachine

Take punching-in and out, for
example. You have three easy ways to
do it. You can punch-in and out of
single tracks on the fly. Just hit the
track button at the punch-in point. Hit
it again to punch-out. You can use the
optional foot switch, if you like.

Or, for multiple tracks, simply
select the track numbers you want to
punch, push play, and when you're
ready, hit record to punch-in, play to
punch-out.

Finally, for those frame accurate
punch-ins, you've got auto punch-in
and out. In this mode you can rehearse
your part prior to committing it to tape.

No matter which way you cnoose,
your punch-in and out is seamless and
glitch free due to TASCAM's sophis-
ticated variable digital crossfacie
technology.

That's not all, you also can set your
pitch (+ 6%), sample rates (44.1 or 48K),
as well as crossfade and track delay
times. All from the front of the DA-88.

USE RIADER SERVICE CARD FOR MORE INFO

Adding tracks is as simple as
adding machines — up to16 for a total
of 128 tracks. They interconnect with
one simple cable, and no matter how
many DA-88s you have, they'll all lock
up in less than 2 seconds.

Controlling multiple machines is
made simple with the optional RC-848
remote. With it you can auto locate
and catch 99 cue points on the fly. It
comes complete with shuttle wheel,
jog dial, RS-422 and parallel ports, and
it controls other digital and analog
machines, 100.

LisSsTEN TO THE_REST

Of course, the sound quality is
stunning. With a flat freauency
response from 20Hz to 20kHz and
dynamic range greater than 92dB, it
delivers the performance you expect in
digital recording.

So get to your authorized TASCAM
dealer now. Check it out. Touch it. And
listen to it. Once you do you'fl know
why the TASCAM DA-88 is the serious
machine for digital production. The
TASCAM DA-88 is the choice of
studios worldwide. And at only $4,499,
it should be your choics.

(i
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COMPLETE SYNCHRONICITY

There’s more. Add the optional
SY-88 synchronizer card to just one of
your DA-88s and you've got fufl
SMPTE/EBU chase synchronization.
The best part is, you can record time-
code without sacrificing one of your
audio tracks. You also get video sync - =
input, an RS-422 port to allow control i::—— =
of the DA-88 from a video editor, and
MICI ports for MIDI machine control.

A O} ==

A DiGiTAL RECORDING SYSTEM
THAT GRows WITH You

The DA-88 is truly part of a
digital recording system. Start with 8
tracks tcday — add more tomorrow. "\

TASCAM

Take advantage of our experience.

7733 Telegraph Road, Montebello, Calitornia 90640
(212) 726-C303




FIRST NASHVILLE
NAMM A SUCCESS
The summer National Association
of Music Merchants show took
place at Nashville’s Convention
Center on July 17-18, and, com-
pared with the anemic summer
shows of the last few years, it
looked like an only slightly small-
er version of Anaheim in January.
Participation was up sharply from
fast year; NAMM's Paul Lonnegren
expected to top 10,000 attendcees,
more than double last year's At-
lantic City show. And there were
270 exhibitors, up about 40 from
last year. It's almost certain that
NAMM will hold next year's sum-
mer show in Nashville. For its part,
the city went all out 1o rope NAMM,
including the arrangement of a
live concert in the District area.
While the exposition is still de-
cidedly MI, pro and project studio
products were mixed in with the
guitars and drums. Eventide an-
nounced its new DSP4000 Ultra-
Harmonizer. which allows users
to build custom eftects al-

products’ association with guitar
players,” he said. "And the signal
processing market is crowded. But
both MI and pro signal processing
manufacturers are now focusing
on higher-quality dedicated units
rather than multicffects units, and
that’s going to help studios see
what's best bused on performance,
not past associations.”

Lyrrus Inc. debuted the G-Vox,
a MIDI guitar interface for com-
puters, allowing notation and stor-
age as MIDI files for later editing
and playback. It will list for $400.

Acoustical Solutions’ Michael
Binns said that sales of his acous-
tical treatment products have re-
mained split between the pro and
MI market for years. The big
change, he said, is that, “music
stores are getting hipper to the
acoustical needs of the project
and home studio markets they
now find themselves serving. It's
become apparent to more home
studio people that they need to
deal with acoustical treatment.”

f

Korg introduced three new
workstation keyboards, including
the X3—u low-cost system hased
on the 01W family—with a 16-track
sequencer with 32,000-note capac-
ity, 32 voices and a DOS-compat-
ible disk drive. Korg also entered
the pure computer realm with the
Audio Gallery, a multimedia music
system with its own sequencing
and start-up software, 32-voice
sound module and interface cable.
The system works on either Mac
or IBM.

Finally, one welcome trend is
that computer-based products,
which had often been grouped to-
gether on the peripheries of the
show floor, have now fully inte-
grated with other mainstream
product presentations. The new
ghetto inhabitant is karaoke sys-
tems, which had a strong, if fringe-
like, presence at the show. And if
you don’t think they have pro au-
dio connections, ask any of the
several studios in New York and
Nashville that have had karaoke

recording sessions as a big

gorithms. The unit is ex-
pected to ship during the
summer and list for $4.995,

Zoom showed several
new products, including
an updated version of its
9030 processor, the 9050,
which has functioned as a
sort of ultimate 60-second
project studio DI box.
Gating and N/R has been
added. The new 9300 sig-
nal processor features a
memory card capability.
Peter Rodgers of Zoom
acknowledged that such
products. like MIDIT itself,
have had a tough time
convincing the pro mar-
ket of their viability. “Stu-
dios are locked in to the

TEC AWARDS TO EXPAND EDUCATION AID
In an effort to expand the amount of funding
for students of audio arts and sciences, pro-
ceeds of the 1993 TEC Awards will be divided
as follows: 20% to SPARS for its student assis-
tance and other educational programs; 15% to
scholarship endowments established by past
nominees and winners of the TEC Award for
recording, school program; and 10% to the
AES Educational Foundation. The TEC Award
for schools will be discontinued under the
new allocation.

The remaining 33% of the proceeds will be
distributed to organizations dedicated to hear-
ing education and the prevention of deafness.

‘The Ninth Annual TEC Awards will be held
in New York City on October 8, during the AES
Convention. Call Karen Dunn at (510) 939-
6149 for ticket information.

part of their client base
for the last two ycars, or
any of the duplicators
who've been running them
off by the millions.
—Dan Daley

SONY DEVELOPS
MINIDISC DATA
STANDARDS
Sony Corp. has developed
standards for MD Data, a
new compact, high-ca-
pacity data storage format
for personal computer ap-
plications that is based on
the audio MiniDisc specs.
The company is aiming
to make inroads into the
n floppy disk market, bank-

—CONTINUED ON PAGE 16
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In 1975, Eventide begins the digital effects revolution.

1949 ) . Deglitching brings pitch change into the mainstream.

1 969 Expanded capabilities, evolution of the species.
i i i
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Today’s effects workhorse,
1 3000 the classic H3000
continues to amaze.

Eventide MODEL H3000
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In 1993, Eventide
unleashes a new
, creative revolution.
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A great Effects Processor doesn’t
come along every day.
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the next step

One Alsan Way eiLittie Feriy, NJ 07643
Tel: 201 641-1200 ® Fax: 201-641-1640




TeE WoRLD's LEADING ProressionAL Aunio
WorksTATION Now Has Major New
FEATURES, DRAMATICALLY IMPROVED

PERFORMANCE, AND LOWER $¥STEM PRicEs,

INCE 1991, THOUSANDS OF AUDIO PROFESSIONALS HAVE COME TO
S depend upon the power and flexibility of Digidesign’s

Pro Tools” for audio post, music, and broadcast production.
Indeed, you'll find hits made with Pro Tools on just about any top
movie or music chart, just about any week of the year. In many
circles, Pro Tools is even considered the de facto standard of
multichannel professional audio workstations.

Rather than let this success go to our heads, we let it go to our
brains. And ears. And hands.

You see, we've been thinking. And listening. And working
hard. All to build something even better. Now, it's ready, and it's
called Pro Tools 2.0.

Two Point Oh Wow. Pro Tools 2.0 is a new, software-based
advanced user interface. Without any modifications or additional
hardware, 2.0 runs with all past and present Pro Tools hardware.
If you're already familiar with Pro Tools, the first advancement

More Than Speed and Efficiency. The benefits of
Pro Tools 2.0 go far beyond the obvious. For instance, we
improved Pro Tools' already acclaimed audio quality: Our new
digital EQs are as effective and musical as they are clean. We've
added a host of intuitive automation, autolocation and transport
features. Pro Teols now has a no-wait waveform overview mode.
There’s complete time-stamping. Enhanced grouping. Better
scrubbing. More session management options. Bigger, brighter,

Thanks to our new Apogee-clock-equipped SMPTE
Slave Driver; Pro Tools 2.0 delivers ultra high-fidelity,
ultra low-jitter, ultra-easy digital synchronization in
playback and record, complete with varispeed.

a
o
A o

faster, and more accurate VU metering. Improved MIDI sequencing
and control. Extensive undo commands. In fact, Pro Tools 2.0 has
dozens of new features, and scores of enhancements, for audio
post, music, and broadcast production applications.

You MicT CALL THAT IMPRESSIVE,

you'll notice is that 2.0 combines full-featured recording, mixing,

signal processing, automation, along with advanced waveform

and event editing — all in one, easy-to-use, integrated program.
There is simply no other interface as fast, as powerful, as

flexible, and as complete.

Are you a Pro Tools owner who has been holding

your breath as you read this ad? All egstered

owners will be offered a 2.0 Upgrade Kit,
including software, new manuals, and an

- instructional video, All for just $49.,
WAY UP
AL . So breathe easily.

There’s Much More To Come. We've become the industry
leader by responding to the needs of the people who use digital
audio. And by listening carefully to people like you, we have a
clear vision of what a professional digital studio should offer.

First of all, it should offer power, flexibility, loads of features,
and excellent sound quality. It should be highly cost-effective,
without compromising performance or quality. It should be
modular, to allow each user to have the power he or she needs,
without having to pay for unnecessary features. It should also be



backed up by the best customer support in the entire industry. It's

no coincidence that all of this describes Pro Tools 2.0, perfectly.

A Vision To Share. We believe that a truly professional

digital audio workstation should have a truly open architecture.

By “open,” we mean that you should be allowed to add

software-based power when you need it. (DINR” our amazing

Digidesign Intelligent

AVATLABLE SO0N!

THE NEW PRO TooLs POSTVIEW™ OPTION
INTEGRATES FRAME-ACCURATE, FULL-SCREEN,
FULL MOTION RANDOM-ACCESS DIGITAL VIDEO*
WITH YOUR PRO TOOLS SYSTEM. THE POSTVIEW
PACKAGE ALSO FEATURES MACHINE CONTROL*
FOR PERFORMING CHASE LOCK OF VIDEO DECKS
TO PRO TooLs AUDIO. CALL DIGIDESIGN
topAy AT 800-333-2137. exT. 101
FOR MORE INFORMATION.

*REQUIRES \OME ADDITIONAL THIRD-PARTY HARDWAKE.

—a 256-channel, 24-bit

Fra Yools 2.0

Noise Reduction* fvu-u0 vuon Jree system which will allow
system, is the first of many you to “drop in” DSP
forthcoming Digidesign and other cards from
software “plug-ins.”) Lexicon, Apogee, and

By open, we also mean other leading
that your workstation manufacturers. No muss,
should have powerful and no fuss. You can even
affordable upgrade paths. , : ] automate and route your
(We think Pro Tools 2.0 e 3 i | existing analog and
makes this case quite 3 - ot L digital gear within this
elegantly.) new, all digital

And by open, we environment.
actually believe that your WE CALL IT PRO T(X)ls 2.0 (Of course, all past
professional digital studio and present Pro Tools

should allow you to
integrate hardware and
software from a variety
of manufacturers, and

systems will be easily and affordably upgradable to be totally
compatible with the Digidesign TDM Digital Audio Bus.

Now that's what we mean by open.
Make Pro Tools 2.0 Your Reality. Thanks for taking a few

With our TDM Digital Audio Bus, Pro Tools
offers your studio an open door to the future.

TOOLS 2.0

not just us. Which is
why, in 1993, we are

minutes to read

releasing the
remarkable Digidesign
TDM Digital Audio Bus™

For more information about Pro Tools, or about upgrading to Pro Tools 2.0, you can
reach us at (800) 333-2137, ext. 101 (Us & Canada),or internationally at
+1-415-688-0600. Call today, and wel gt you the information you need right away.

We can also provide you with information about DINR and other Digidesign products, as
well as Pro School (the ultimate digital training ground). And if you like, we'll be happy to
schedule vou d free, rio-obligutions Digidesign Professional Audio Seminar, or provide you with tie
name of your Digidesign Professional Products Dealer.

USE READER SERVICE CARD FOR MORE INFO

what we had to say. Hopefully, we've helped you

understand better the depth of our commitment to the people
who use Pro Tools today, and will be using it tomorrow.

So while we call it Pro Tools 2.0, you might call it exactly what
you need. And if so, perhaps your next call should be to us.

digidesign
* 1360 WILLOW ROAD * MENLO PARK o
CA o USA » 94025 » 415,688.0600
* 48 RUE DES TOURNELLES ¢
75003 PARIS » FRANCE » +33.1.40 27 0967

SAN FRANCISCO @ LoS ANGELES o New York
CHICAGO o NASHVILLE » PaRIS o LoNDON



Dennis M. Houlihan was named
president of Roland Corporation
U.S. (Los Angeles). The appoint-
ment follows Roland Corp. Ja-
pan’s recent acquisition of Ro-
land U.S. During his career, Hou-
lihan has been active in domestic
and international sales and mar-
keting, product design and devel-
opment, and dealer and consum-
er promotions...Leonardo Sys-
tems Inc. (Hudson, MA), the com-
pany that recently reincarnated
the Adams-Smith line under a li-
censing agreement from Stypher
Corp., has formally acquired the
rights to manufacture and sell
Adams-Smith synchronization
products...Carver Corp. (Lynn-
wood, WA) and subsidiary U.S.
Sound restructured their sales and
marketing departments. As direc-
tor of sales and marketing for U.S.
Sound, Will Lewis will concen-

trate exclusively on the subsidi-

ary’s products. Steve Payne was
named director of sales and mar-
keting for Carver Professional. ..
TGI North America (Kitchener,
ON), North American distributor
of Tannoy monitors and Bruel &
Kjaer mics, appointed Image Mar-
keting as its new Southern Cali-
fornia representative...Some new
sales representatives for BBE

source Seven (San Marcos, TX) is
a new communications consult-
ing, design and installation firm.
The company was put together
by former Pran Inc. and Joiner-
Rose Group personnel, including
principals David Joiner and Ed
Wood.. Two hires at Sabine Mu-
sical Manufacturing Co. Inc.
(Gainesville, FL): Rob Rothschild
is director of sales and marketing,
and Nancy Haynes is communica-
tions director...Chas Smith is
Digidesign’s (Menlo Park, CA)
new managing director for sales
in the UK..Trident Audio has
moved and expanded its sales
and technical staff, with the addi-
tion of Steve Trunnell to the sales
team. The new 6,000-square-foot
facility is located at 3091 N. Lima
St., Burbank, CA 91504.; phone

| (818) 972-1050; fax (818) 972-

(Huntington Beach, CA): Venture |

Sales is the company’s new rep in
Alabama, Georgia, Mississippi,
North Carolina, South Carolina,
Tennessee and panhandle Flori-
da; Jamm Distributing Inc. han-
dles BBE in Michigan; and C/K
Sales and Marketing is the com-
pany’s new rep in Connecticut,
New Hampshire, Maine, Massa-
chusetts, Rhode Island and Ver-
mont...Philip N. Sanders joined
acoustical consulting firm Charles
M. Salter Associates Inc. (San
Francisco)...Eastern Acoustic
Works (Whitinsville, MA) appoint-
ed Tammy Baxendale to the posi-
tion of senior accountant. EAW
also hired PCM Marketing as its
Northern California sales rep.. Re-

1058.. .Portland, OR’s New Media
Magic, a multimedia design and
production company, hired Tau-
ren Mills as director of technol-
ogy...Paul Gazarian joined QSC’s
(Costa Mesa, CA) sales team as
sales manager, Eastern region.
His territory encompasses all
states east of the Mississippi, as
well as Minnesota and North and
South Dakota...Replitech Inter-
national-Munich is a new Euro-
pean seminar and trade show
aimed at duplicators and replica-
tors of magnetic and optical
media. It has been set for April
12-14, 1994, at the Sheraton Mu-
nich Hotel and Towers. For more
information, contact ITA at (212)
643-0620.. The second annual
Parsons Audio Conference will
take place at Parsons Audio in
Wellesley, MA, September 20-24.
Many manufacturers are slated to
participate in exhibits and discus-
sions focusing on current devel-
opments in digital audio, con-
soles, studio monitoring and
acoustics, MIDI, and test and
measurement. For more informa-
tion, call Parsons at (617) 431-
8708. |

—FROM PAGE 12, CURRENT
ing that consumers’ need to
add graphic as well as audio
information to documents cre-
ated on a PC will make the for-
mat's 140MB storage capacity
appealing. While MO discs are
currently being used to meet
these needs for workstations,
Sony hopes that factors includ-
ing system size, cost and ease-
of-use will make MD Data
products widely accepted.

CONFERENCE

NEWS

The theme of next month’s 95th
AES convention in New York
(October 7-10 at the Javits Con-
vention Center) is “Audio in
the Age of Multimedia” Con-
vention chair Leonard Feld-
man says that the theme was
chosen because, “It's becoming
impossible to consider audio
as its own specialty...the con-
vention theme places audio in
the context of many new and
emerging integrated technolo-
gies.” Call (212) 661-8528 for
more information.

Media Summit '93, a confer-
ence focusing on trends, de-
velopments and business op-
portunities in the new media
marketplace of digital technol-
ogy, will be held in New York
October 19-21. Call (203) 352-
8302 for more information.

Finally, the National Sound
and Communications Associa-
tion is sponsoring a business
conference at Amelia Island
Plantation, Fla., from January
20-23, 1994. Contact the NSCA
at (800) 446-6722.

CORRECTIONS
In the July Independent Engi-
neers and Producers Directory,
Richard Mathis’ company is
Pyrenees Productions.

Also, in the June “Post Notes
& Products” section, we re-
ported that Alan Ett Music
composed the theme for the
CBS series How'd They Do That.
In fact, Ett has provided the
music for the series’ episodes,
while Cory Lerios and John
D’Andrea composed the show’s
theme. We regret the errors. B
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Recording for Computers
in the Real World.

If you're thinking about harc disk ecerding, you've probably
neard that you'll need to buy a bigger, faster computer, with
more slats and accelerators, that will end up costing you a
whole bunch of money.

Until today!

The new Yamaha CBX-D5 Digitad Recording Processor,
developed in cooperation with premier hardware and software
designers throughout the world, can be immediately interfaced
with the most popular and affordabie computers peing used
today. This impressive list includes Atari (ST, TT, and the new
Falcon), Apple Macintosh (SE30, all K models, Quadras, and
PowerBooks), IBM PS2, and even ciones running Microsoft
Windows 3.1.

b?ﬁ"?*‘{'“’“--

©S000
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detail of back panel

ANALOG W LEvI PUCHER VOLLME
ST S

The CBX-DS5 system was designed to let your computer
compute and your storage devices store while the CBX-D5 han-
dles the processor-intensive work. The CBX-D5 controls digital
multi-track recording, analog-to-digital and digital-to-
analog conversions, digital audio routing, digital signal processing
ard digital equalization, digital inputs and autputs in alt standard
formats, word clock synchronization, MIDI, and much more.

J&Eze E.NM

Cooperative design input from companies sucti as Mark of

JONES

the Unicomn, DynaTek, and Steinberg made this all possible. The
CBX-D5's modular format also provides a logical upgrade path
with the ability to add more tracks, more storage, and more
computing power without disrupting, scrapping, or obsoleting
the rest of the system.

See the Yamaha CBX-D5 Digital Recording Processor
in action at your local Yamaha Dealer or call 1-800-932-0001,
extension 500 for more information.

Vamaha Corporation of Amerita .0, Bax 6600 Buena Park, CA 90620 714-522-9011 YA M A H A
©1993 Yamaha Carporation of America. All brand and produc® names. are the trademarks of their respective holaers.

USE READER-SERVICE,CARB.EOR MORE INFO
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The MONITOR Maga s is o publication with the lafest information that musician§ want ta know. To receive 4 ighues for only S5 (price goodi@  For complete Peum“(eybvafd iformation ur{ﬂ software upgrades,
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DIGIEAL RHASE. WODULATION” SYNTHESISER
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IN YOUR MU}SIC WORKSTATION?

9-TRACK, 40,

o

If you put together all the feathres that make up the workstationzof your dreams, L’hat would you get? Peavey answers that
new DPM 4! Net since the introduction of the tecltnology-altering BPM 3 in early 1989 has such empbasis been put

on finding out jost what keyboardists want in a w@rkstation. Your dream is reality!

| |

The new DPM 4 features a mabsive 10Mb set of on-board ROM gamples selected #om the renowned Prosonus™, MeGill'™, and

Northstar™sa e*ﬁhraﬁes:Wﬂh’dmbicThe'poiyphmty {32=voice}, 512k of sample RAM (expandable to 1 Mb), a 9-track; 40,000
note sequencer, and much more, fhe DPM 4 runs tings arcund anything in its class (4r price range). And to top it all of€, any DPM 3

can be upgradeé to DPM 4 specifications with a simple conversion kit.
‘ E'AVE)@(

It’s a brand gew day. Wake up to the new DPM 4 from Peavey Fectronics.
PEAVEY ELECTRONICS «» 711 A STREET - MERIDIAN, MS 393Q1 » (601) 483-5365 » FAX:1484-4278

[EAYA I\'I"ll)lclf‘t'\l'l\'l’l(l CARD FOR MORE INTO
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INSIDER AUDIO

by Ken C. Pohlmann

SURF OR DI1E!

insky vaulted over the low para-
pet, landing heavily on the
flagstones below. Drachmann
followed a split second later,
slipping when he hit the
wet stones, going down to
one knee. He was up in an
instant, right behind Kin-
sky. They could both hear
shouts and alarm sirens com-
ing from the compound behind
them. Then someone hit the lights,
changing night into day as they
crossed the open parade ground.
Both men redoubled their efforts,
Kinsky clutching the leather
satchel that Sangel had just died
for. They reached the roadway,
and Kinsky dove into the thick
hedge, tucking as he tumbled
down the embankment. Drach-
mann hesitated as automatic
weapon fire shredded the foli-
age before him, then hurled him-
self into the newly cut passage.
Both men hit the sand running,
frantically following the beach,
searching for the launch. They
found it a moment later, with
Giro’s mutilated body slumped
in the bow and a hole hacked
into the stern, the fierce break-
ers already pounding the wreck
into pieces.

Kinsky uttered a rare epithet,
looking up into the night sky.
Drachmann growled and point-
ed out to sea—there, just a kilo-
meter out, was the sub’s conning
tower, and safety. El Presidente’s
bodyguards emerged onto the beach,
spied them and started running for-
ward like wolves to lambs. Drach-
mann looked around—a barbed
wire perimeter caged them.
Then Kinsky spotted, absurdly,
a pair of Stewarts leaning against
the wire. He grabbed a board
and pushed himself out into
the breakers, paddling rapidly.
Drachmann hesitated, caught in
uncertainty. Kinsky twisted around
and shouted to his partner, his
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Serious Automation

CSEOOO

Digital Control Studio Systerm

Euphonix leads the industry in computar aided

mix management. With the powerful Version 2.0
software the CS2000 incorporates features that take it
beyond any other system on the market.

The new CS2000 digital control studio system from

Screen based interactive graphics supplement the
controls and indication on the console surface. Intuitive
displays provide the engineer with instant feedback on
session and mix status.

The system includes SnapShot Recall”, for instantly
resetting everything on the console, and an updated
Total Automation™ mixing package.

Total Automation has many rew and innovative features.
Play back a mix and all console settings are instantly
recalled together with the dynamic automation. Over
99 levels of undo are instantly available to the engi-
neer in the form of mix passes.

The new template software allows the engineer to pre-
set the level of automation for every conital on the
console. Those familiar with conventional systems can
simply start by automating lower faders and mutes,
moving on to upper fader, pan, aux send, and input
gain automation when the session demandas it.

For total control and creative flexibility, no other system
competes with the CS2000.

Worldwide Sales: 10647 RIversude Dsive, N. Hollywood, CA.'?I:O‘ » (818) 756-1666 « FAX: (818 766-3401
U.S. Central Region: 1102 *7th Ave. South, Sutte 202, Nasavil-e, TN 37212 =’615) 327-2933 « FAX: (615) 327-3306

USE READER SERVICECARD HOR/MOGRE INFO
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Ten Reasons Why You Should Cho

|8 TAPELESS EDITING [yt3e)rhEen 3. BTSN IRma NS Another cool DR4d
simultaneously record 4 tracks directly to standard advantage is the ability to offer scrubbing of audio,
SCSI-compatible hard disks, not tape. Tape like “reel-rocking”on analog decks - only with much
recorders which use a cassette format (VHS, 8mm, better quality. Our Jog/Shuttle wheel lets you scrub
etc.) have a huge problem: without at least two through the audio at various speeds, forwards or
machines, you can’t edit. But even a single DR4d backwards. So finding precise editing points is only as
allows random access editing thar tape recorders just complicated as using your ears.

can’t offer. Move, Copy, Insert, Copy + Insert, Move

+ Insert, Erase, and Delete with ease. Edit with 4. One concept
complete confidence, because if you try an edit but we did want to carry over from tape recorders is the
change your mind, the Undo function will instantly user interface. Friendly, tape machine-style controls
restore the previous arrangement. It’s a breeze ta copy make the DR4d by far the easiest hard disk recorder
any part of a track and paste it anywhere on any track, to use. With dedicated buttons for Play, Stop,

even with a specified number of repeats. Or perhaps Rewind, Fast Forward, and so on, what could be
use the Insert commands to instantly slide track data simpler? If you've used an analog deck, then you

know how to use the DR4d. Punch-
ins/outs can be performed
manually or
automatically
from the front
panel, or via
footswitch. Like

you'd expect.

in time against other tracks. This editing power
er:courages experimentation, and thus, your creativity!
Imagine it. Do it.

2. iR ZXag N el Another problem with tape
1s t.he time required to physically move fr.om one DIL4d
point on the tape to another. Concentrating on your Remote
music is what’s important, not waiting for tape to

shuttle back and forth. Never again waste such

precious time: the DR4d allows vou to instantly move 5. I2GLNIL=IINE g Up to four DR4ds can
to 108 different locations. Set up repeat sections, jam be chained together to create a 16-track system,
along with your tracks, then drop into record to simply by plugging an optional cable between units!

capture it all while it’s still immediate, fresh. And the optional DL4d Remote makes it a snap to
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control all of them. An optional, factory-installed 200
MB internal hard disk offers 32 track minutes of
recording right eut of the box. The DR4d can handle
up to seven hard disks and supports seamless overflow
recording across muldple disks. With enough disk
storage space, you can actually record on all four tracks
for an incredible 24 hours!

(] EXCELL=NT CONNECTIONS Biy
balanced TRS 1/4” Input and Output jacks, eas:ly
switchable between -10 and +4 dBu levels, simplify
interfacing with any type of cousole. The DR4d’s pair
of digital I/O ports allow communication with other
digital devices in the form of both XLR and RCA
connectors (AES/EBU or Type II selectable), as well as
provide DAT backup. And then there’s the supplied
SCSI port for access to external hard disk drives. Just
plug and play!

YA YOU'VE GOT OPTIONS NG ETNA S
ones, at that. For digital access to all four channels
simultaneously, the IB110D provides the two additional
AES/EBU ports. For SMPTE timecode applications
(slave or master), the IB112T is installed in seconds.
The IB113M irterface gives you MIDI In, Out, and
Thru, and the IB111S is a second SCSI port which wiil
allow connection to computers for visual waveform
editing and magneto optical drives for data backup.

© 1993 Akoi/IMC
Specifications subject to chonge without sotice
Consult your Akoi deales for informotion on compatitle hord drives

COoPY
COPY-INSERT
MOVE
MOVE-INSERT
INSERT
ERASE
DELETE

EDIT FEMOTE

0/- ESCAPE

PREROLL

STORE/ENT

N DEDICATED DESIGN [i¥0:ZEEmN
dedicated digital audio product, rather than an add-
in board for a computer. It’s a tool designed for a
single purpose: to record aud edit audio precisely,
effortlessly, and affordably. We think you'll agree
that it succeeds on all counts beautifully.

OUND QUALITY Rp): RISt
Ak.u s own advanced digital rechnology, including
super-clean 18-bit 64x oversampling A/Ds and
advanced single-bit 8x oversampling D/A convertors
with 18-bit resolution. Industry standard sample
rates include 48, 44.1, and 32kHz. [n short, the
quality is superb and with a full 96dB dynamic range,
you can rest assured of always sounding your best.

. 195 .00 Simiply put, the DR4d is the
best value in dlgltal recording today. For the first
time, the nucleus of a professional quality 4-track
hard disk recording system can be vours for only
$1995.00! Just add internal or external hard disks,
and you're ready to use our fatest masterpiece for
creating your next masterpiece.

O=4a

P.O. Box 2344 Ft. Worth, TX 76102
(817) 336-5114 Fox 870-1271
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voice strong against the ocean’s roar.
“Drachmann! Surf or die!”

The 19th century was the age of
sea power. Strong seafaring nations
such as Great Britain ruled the world
through their sailors and prospered
from the economic riches brought
there in trading ships. Great canvas
sails with intricate rigging pushed the
ships across open ocean. The inven-
tion of steam technology suddenly
changed all that. Masts were cut
away at the deck, steam engines were
dropped into the hold, and sailors

were laid off. The balance of power
shifted to other nations. Clipper ships
made a brief bid to reclaim the in-
dustry from steam, but their fast
speed was offset by small capacity,
and they simply served to emphasize
the triumph of steam over canvas.
Today, most “sailors” have never seen
a mizzen.

In the 19th century almost half of
all houses in the U.S. contained an
upright or grand piano. It was the
center of family entertainment and
interaction. Thomas Edison invented
the phonograph in 1877. People stop-
ped making music and simply start-

Red |
Mic
Pre-Amplifier

Red 2
Dual
Equaliser

Tel

RED SHIFT

A very different design philosophy is applied to all aspects
involved in the creation of Focusrite products. This starts
with a simple set of principles, rigorously adhered to, continues
through with the experiences and painstaking auditioning
of the design team and finishes with an overriding obsession
about quality. This process transcends simple engineering
compromises into a creative art with many similarities to
an artist’s rendition or a musician’s performance. The Red
Range from Focusrite. Call for your personal audition.

Group One Ltd.

80 Sea Lane * Farmingdale, NY 11735
Tel: (516) 249-1399 « Fax: (616) 753-1020
West Coast: (310) 306-8823

Focusrite Audio Engineering Ltd.
Cores End Road, Bourne End,

Bucks SL8 5AS, England

+44 (0) 628 819456

Fax: ++44 (0) 628 819443
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ed listening to it.

LucasArts Entertainment Company
announced that its Rebel Assault in-
teractive action game based on the
Star Wars trilogy will contain original
film clips, 3-D-rendered graphics and
full speech, and will be released on
the CD-1, PC CD-ROM and Sega CD
platforms.

In the 1950s several U.S. compa-
nies made tape recorders and mixers
and sold them to professional stu-
dios. Record companies bought time
from the professional studios and
made records to sell to music lovers.
Music lovers loved to buy the rec-
ords and take them home, to listen
to their favorite artists, and to play
their records for their friends.

Annual sales of home information
equipment will pass the $10 billion
mark in 1993 and surpass the com-
bined sales of audio equipment in
1994.

According to Ken Pohlmann, “Sales
of audio-only consumer electronics
will deteriorate. Any future consumer
audio technology will have to con-
tain elements of multimedia, interac-
tivity and gameplay. People who re-
sist that idea will grow old and die,
and the resistance will die with them,
just as resistance to the Edison pho-
nograph died”

Nearly 100% of all U.S. house-
holds now contain at least one color
television.

3DO Company'’s stock was priced
at $15 a share in its initial public of-
fering, but traders pushed the price
to $20.25 later that day.

At the beginning of the 20th cen-
tury, silent motion pictures were a
hugely popular form of entertain-
ment. In major cities, several theaters
employed hundreds of musicians in
theater orchestras to perform the film
score for each showing. When tech-
nology permitted the film score and
dialog to be recorded once, and sim-
ply replayed at each showing, tens of
thousands of musicians were laid off.
Newspapers routinely carried stories
of unemployed musicians who had
committed suicide.

Factory dollar sales of separate
audio components decreased from
$1.9 billion in 1990 to $1.5 billion (es-
timated) in 1993, Dollar sales of home
computers (selling for less than $1,250)
increased from $3.8 billion in 1990 to
$4.9 billion (estimated) in 1993.

Todd Rundgren-Interactive, known
as TR-1, represents that performer’s
redefinition as an interactive artist.
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His first interactive album, No World
Order, contains a four-hour musical
database representing countless vari-
ations of the album. For example,
users can control tempo and mood,
choose a thick or thin mix, or a mix
without vocals. According to Rund-
gren, “Users would have to play the
CD-1 disc for 24 hours a day, seven
days a week well into the next mil-
lennium in order to hear the same
version of a song twice

More than a third of American
households have a video game; in
1992 the video game industry grossed
$5.3 billion, surpassing ticket sales
revenue at movie theater box offices.

Before World War II, dictionaries
defined “computer” as someone who
performed calculations. Corporations
employed thousands of computers to
do accounting and other computa-
tion. During the War, the army’s ur-
gent need to solve ballistics and oth-
er problems stimulated the develop-
ment of the first electronic computer.
An army study predicted that, over
time, as many as six computers would
be needed in the U.S. Today, com-

puters are not hired; they are pur-
chased. Dictionaries have revised
their definitions.

Today's suicide rate equals that
which occurred during the Great De-
pression.

Peter Gabriel, U2, Edgar Winter,
David Bowie, Thomas Dolby, Prince,
The Residents, Billy Idol, Cindy Bar-
on, Motley Crue, Devo, Michael Milk-
en and Michael Jackson are all work-
ing on muttimedia or interactive cre-
ative works. Madonna has funded an
interactive music company.

DirecTV, a subsidiary of Hughes
Electronics, has announced a direct-
to-home broadcast delivery system
for the contiguous U.S., using a pair
of new HS601 satellites each with 16
120-watt transponders, located at 101
degrees West longitude. Consumers
will buy an 18-inch diameter RCA
dish and receiver for $700, which will
permit access to 130 channets includ-
ing a pay-per-view video library. The
service will go online in April 1994.

One primitive native tribe, after
pondering the satellite dish and tele-
vision set suddenly placed among
their thatched huts, invented a name
for the technology that conjured im-

ages and sounds from thin air; they
call it The Big Ghost.

The 21st century is 88 months
away.

Drachmann looked at his partner,
already 50 meters away, kneeling on
the board that tossed him majestical-
ly from wave to wave. Slung across
his back, wet with saltwater, was the
satchel, the one with the disks inside.
The presidential guard was much
nearer, he could see facial features;
they were no longer an anonymous
menace, they were simply men, men
who would eagerly kill him in the
next moment. He turned to look at
the barbed wire—even in the dark,
instantly recognizing it as standard
Soviet issue—now rusting away.
Then Kinsky was gone from sight,
lost in the black ocean. The men drew
nearer, much nearer, now aiming their
weapons. He turned to lay his hand
on the board, caressing its smooth,
wet curves. There was still time. He
could escape, he could live. From
the boiling black ocean came a tiny
voice. “Drachmann! Surf or die!” W
Ken Poblmann wrges you to surf The
Big Ghost.

I thought our eighteen hours of

work had gone right down the drain.

What sounded OK at 2AM just
wasn't making it the next morning,

and now my client was on a plane.

To Japan. For three weeks.

So I hooked up my new Dolby

Spectral Processor. It didn't take
long to get the vocals popping back
out of the mix, the horns punching,
the bass cutting through. It even
added the final sparkle to the master

that made the recording.
c ® \venue, S CA 941034813 o Tel o Te
Dolby Laboratones Inc ® Wootton Bassett » Waltshire SN4 8. » England  Telephone 0793-842100 © Facsimile 0733-842101# Tetex 44849
L toces | 9Bt

26 MIX, SEPTEMBER 1993

USE READER SERVICE CARD FOR MORI: INFO

It saved the session.

Call 1-800-DOLBY-740 (365-2974)
for a demo of the Model 740.

O Dolby
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by Stephen St.Croix

DRE ON...
OR, ART
Tu BRUTE?

t's that time of the month again. I'm
irritable, easily upset, and everybody's
smart enough to stay away from me.
The sun is shining, and I want to go
to the beach, but I can’t...I know
that it will all be over soon, but it

fecls like it will never be finished.

Some months are better than others,
but this month is pretty bad. You
see, I'm late. Late enough that there
have been worried phone calls, un-
spoken tensions. Late enough that
people around me have become qui-
et, concerned. Yes, it's that time. Time
once again, to write my column.

I had a dream just half an hour
ago in which 1 was sitting in my
brother's house with Keith Richards

and some friends. I had just told Keith
(or “Keef” as he introduced himself)
that 1 had once lived in the Glen-
dower Hotel in London’s South Ken-
sington area, and he had responded
by saying that he too had lived there
and was telling us all some stories
about his experiences there.

As he began, I noticed that there
was a set of MDR-V6 earphones, a
Zoom and a Steinberger to my right
on the couch. In that strange magical
way that dreams have of simply ig-
noring any and all details that could
make the plot line impossible, Keith,
who was sitting to my immediate
left, was totally oblivious of this. As
much as I wanted to hear Keith’s sto-
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FAST LANE

ries, T could not resist the temptation
that called from my right. I quietly
and smoothly (you know how cool
you can be in a dream) hooked up
the gear, put the cans on and started
playing.

Keith remained oblivious. As a su-
p(.rhcul concession to reality, I
slipped the left carpiece back a bit,
like you do when you want to hear
what the cans have to say, but you
know that you should also listen to
the person talking to you. (Come on,
as insulting as that is, which of us
hasn't done it at least once?)

Anyway, more Stones and players
from other groups began to pick up
and play along with the blues that |
was extracting from that hunk of
black resin. I had no idea how they
could hear it. They just faded into
the room and played previously un-
noticed pianos and drums that had
been sitting there all along (magical
space-time continuum dream stuft
again). Everything fell perfectly into
the groove, and that incredible feel-
ing you get when it all works exact-
Iy as you hope filled the already

2-CHH EH' 1 AaaKHz

J |
COMPLETE

* Full Dual Channel

, The
=

quite crowded room. Everyone was
happy, and in the unspoken code of
players, everybody knew that every-
body was cool. If we had been
kindergarten kids, our report cards
would definitely have said “plays
well with others”

We finished the song, [ took off
the cans, and Keith wrapped up his
story. We all told him it was a great
tale, and I woke up. Keith stayed
there, in my dream, still oblivious.

ANALYSIS

Okay. So what have we learned here
today? First, we learned that my ego
seems to be intact and growing at a
healthy rate in the summer sun. Sec-
ond? Well, this is the thing: T guess I
needed yet another reminder that it
is the music itself that is important.
The art.

I used technology to create art; to
overcome distraction (even though
the distraction was a guy who has been
doing exactly that since the beginning).

Real people dream of standing up
in front of a classroom in their un-
derwear, the paper that they are
about to deliver blank or half fin-
ished; or they dream of showing up
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at college on the first day only to dis-
cover that everybody else seems to
know exactly where to go, but they
don’t have a clue. The bell finally
rings, and the dreamer finds himself
alone in an empty hall. T guess on
really bad days he looks down to
find that he is only wearing under-
weadr again.

I dream that for some reason the
guitar player for The Doors (or any
of several other legendary groups
that were too small for bad guitar
work to be covered up) simply isn’t
there in the dressing room an hour
before The Big Concert, but I am,
‘cause I'm hangin’ with my buds.
The leader of the band turns to me
and asks if I can cover. I say...yes.
He shows me a couple of cues and
recent changes and assumes that |
know all their songs, possibly be-
cause | might have sort of implied
that I basically knew everything in
the world.

The warm-up band starts to play,
and their music makes its tortured,
muffled way down to the dressing
rooms. The audience sounds like
every person in the world is in one
place, for one reason. You can't tell

MEASURE WITH PLEASURE

A 2 Audio Measurement System
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customer a choice in printing and packaging sys-
tems. Thanks to the easily accessible construction,
the equipment ensures easy servicing and mainten-
ance. But the main feature is
profitability. The Monoliner
MK IV is the absolute winner in

CD-MANUFACTURING
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terms of the lowest price per
manufactured CD. This applies to large series as
well as to smaller ones (e.g. 200 discs). Stamper
exchange is literally a matter of seconds with the
Monoliner MK IV. There is no exaggeration in calling
ODME's Monoliner MK IV the secret of successful
CD manufacturing! ODME supplies all necessary
equipment for mastering, electroforming, quality
control, printing, and packaging. It is therefore clear
that the combined force of market leader ODME
and its Monoliner MK IV means a real “turnaround”

for the entire CD manufacturing arena.
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FAST LANE

the sound from a low-flying jet. The
kick and bass are making little rip-
ples in my ginger ale and a giant rip-
ple in my gut. How did 1 get into this
situation? I don't know these songs!
What the hell am I going to do?

considerable skill and experience,
but an educated functional under-
standing of the several technologies
needed to make it happen. From sing-
er to solderer, we are all a part of this.

Didn't each of us originally get
into all this for the art? We were play-
ers who expanded into engineering

and returning to 15 ips analog with
Dolby SR.

He told me how he had tried all
the cool toys, how he had asked
trusted associates what they thought
of the Furbisher 22 and the Clyde
2000. He tried the solid-gold, braid-
ed mic cable from Tiffany's; he tried

Didn’t all of us originally get into all this for the art?

There is less than ten minutes left.
The band is getting ready, and I'm
just sitting there, trying not to fall
over. Boy, I would give anything to
be standing up in front of a class-
room in my underwear.

So my ego pulls me, and my fear
of failure pushes me. It will be like
that until the day I die. This seems to
work, but only if the ego part is sat-
isfied by the creation of excellent
recordings or live performances: art.

RE-ANALYSIS

The creation of art—a type of art that
is created with technology—is by na-
ture complex and requires not only
the natural sense of creative balance,

or producing, or we were interested
in film. In any case, we wanted to try
our hands at the process of produc-
ing a high-quality final product, a
product that would be art.

FURTHER

RE-ANALYSIS

What tools are we using to make this
type of art?

A friend who I only talk to once a
year (one of the most impressive
golden ears T know) called me last
night to tell me that digital sucks. He
went on to tell me about his experi-
ences with little workstations, big
workstations and digital multitrack
recorders, and how he was giving up

the Desert Eagle in .44 mag with du-
al Magna-Ports. He put the newest
Goodyear Z-rated racing tires on his
Ruf Porsche Targa. He studied the
theoretical technologies behind each
new picce of gear. He talked to oth-
ers who had done the same. He com-
pared notes, he listened. He got the
results he was looking for: better specs,
faster transients, radically increased
signal-to-noise ratios. He got less
phase shift, lower distortion. Better
transient responses. Sharper. Brighter.
Flatter. Tighter groupings, less muz-
zle flip, better cornering.

But he lost the entotional content.
When he listened to the final work,
it was fine. It was great...but he just

YOUR ONE-STOP MUSIC TECHNOLOGY SOURCE

For over 12 years, Sweetwater Sound has
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FAST LANE

didn't have the desire to listen to it
again. He also noticed this on music
he bought. Some albums made him
want to listen to them again and
again, while others, from the same
artists, with improved, all-DDD hy-
pertech, left him cold. He said they
sounded fine, but he simply had no
desire to listen to them again.

REMEMBERING A

PREVIOUS RE-ANALYSIS

This is an area that I have written
about many times, and it was cer-

tainly a major theme in my Swedien
interview.

SO WHAT'S THE ANSWER?

He stopped playing the numbers
game and decided to listen. Now he
goes by his ears. (Radical and novel
concept, isn't it?) His attitude on dig-
ital is unfortunate, but 1 understand
it. It is unfortunate, because we are
all going to be recording and editing
digitally some time soon. It is neces-
sary for survival. On the other hand,
I understand his feelings; I agree that
there is almost no digital gear out

there today that actually sounds
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good. It is flat, quiet and powerful,
but it still can’t make music like 15 ips
%-track with SR. Soon maybe, but not
right now.

MO’ BETTA ANALYSIS: HAVING
TROUBLE WITH REALITY?

Reality has a little edge: you know,
“cold, hard reality” Maybe the edge
that digital gives you is the wrong edge.
Or just maybe—and I know this ap-
proaches blasphemy—maybe digital
works great. Maybe it's amazingly ac-
curate; let’s pretend it's even almost
as accurate as salespeople say. Then
what we hear from our DDD tunes is
reality: cold, hard reality.

Then we don't like it. Think about
it. Videotape is reality in that it has
very high resolution, no motion blur
and all the other cold, crisp unfor-
giving characteristics that we know.
The newest ENG cameras and re-
cording technologies are incredible.
But shoot something on tape, and
shoot the same on film, show both
to audiences, and though they may
prefer the crisp, cold accuracy of the
tape for news or technical details,
they will prefer the old soft, nonlin-
ear, grainy film for entertainment.

DRIVING THE POINT HOME

New high-tech Japanese pocket rock-
ets (multicylinder, 24-valve, variable-
cam, 12,000 rpm motorcycles) cer-
tainly do everything right. They are
cold, accurate and fast beyond any-
thing you can imagine. They ap-
proach perfection. I hate them.

Harleys are old, clunky, amazing-
ly big and slow, still leak oil, vibrate
your hands and feet to sleep within
100 miles, and corner about as well
as the Love Boat. They have nothing
to do with present-day reality. I love
them. They have soul.

The people at Harley woke up a
few years ago and put modern tech-
nology to work in hidden areas like
the electrical system, to make the
bikes, well, actually run. Old bikes
with a little help from new tech: the
best of both worlds.

OKAY, HOME AT LAST

Analog is analog. But I need digital.
So I guess I need the best that digit-
al has to offer along with the best
that analog has to offer—yeah, that’s
it! New tech with a little of that old
tech soul. Do I hear it coming? W
Stepben St.Croix is...aw, come on.
You knouw by now.
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LUNCHING WITH BONZAI

In the atrium
lounge at the
Record Plant
(from left) Ed
Cherney serves
Mr. Bonzai,
Tom, Jeff and
Chris Lord-Alge.

by Mr. Bonzai

LUNCHING
WITH THE LORDS

THE LORD-ALGE BROTHERS

I was introduced to Chris Lord-Alge
recently at the Record Plant, and he
suggested we get together with his
brothers Tom and Jeff. What an
honor, 1 thought, and the studio gra-
ciously supplied the china, linen,
champagne and candelabra appro-
priate for a meeting with the royalty
of recording. To understand the stat-
ure of these Lords, check out some
selected credits:

Chris Lord-Alge, a Grammy nom-
inee, has mixed/recorded and/or
produced Tina Turner, Poison, Stevie
Nicks, Lindsey Buckingham, Joe
Cocker, Eddie Money, Roxette, Rod
Stewart, Bruce Hornsby, Keith Rich-
ards, Johnny Clegg, The Bangles,
Hall & Oates, James Brown, David
Bowie, Madonna, Mick Jagger and...
you get the picture.

Tom Lord-Alge has mixed/record-
ed and/or produced Steve Winwood

(and won Grammys for Back in the
High Life and Roll With It), Peter
Gabriel, Foreigner, Johnny Clegg, Rick
Astley, Billy Joel, Belinda Carlisle,
Heart, Chicago, Hall & Oates, Roger
Waters, REO Speedwagon, Spandau
Ballet, Jeff Beck, Robbie Nevil, Paul
Young, Billy 1dol, Pat Benatar plus
lots more.

And late bloomer Jeff Lord-Alge
has had his engineer/mix hands on
Charlie Sexton, Oingo Boingo, Devo,
Depeche Mode, Whitney Houston,
Freddie Mercury and others.

The Lord-Alges are well-known
for their heavyweight egos, but if
anyone has the right to be loud and
proud, these boys do. They are also
known for their ability to take tapes
recorded by virtually anyone and
polish them into hits. The remix vir-
tuoso is a relatively new breed in the
studio world, and you are about to
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LUNCHING WITH BONZAI

read some rather hot comments about
this competitive niche of the indus-
try. Imagine streetwise Jersey accents
to get the full flavor of this “Lunching
with the Lords”

Bonzai: Do the three of you get to-
gether very often?

Chris: Yeah, we get together to play
pinball sometimes.

Bonzai: Have the three of you ever
worked together on one project?
Jeff: We did Back in the Higb Life to-
gether. Chris, you started it, and then
I assisted Tom on the rest of it.
Bonzai: Tom, was that project your
first big claim to fame?

Tom: Yes, it helped to mold my ca-
reer a bit. We had a mutual friend
named Robby Kilgore, a keyboard
player who was doing some pro-
gramming for Steve Winwood. They
were working at the Power Station,
and Robby suggested to Steve that
he come up to Unique Recording
where Chris, Jeff and I were staff en-
gineers. He said the studio had a lot
of keyboards, plus these hot, young
engineers.

Chris: I was real busy mixing, and I
worked on the project for the first
few days, and then Jeff took over. 1
was too busy to work on the over-
dubs, and then Tommy took over.
Tom: I got the gig, but I couldn’t
work for the first couple of days be-
cause | was producing a band called
OMD, which was actually my first
hit. So Chris started it, and then I
took over and stayed with it for eight
months with Jeft.

Bonzai: Could you have guessed that
it would be such a major success?
Tom: | had no idea that it would take
off like it did. When we finished, and
all the mixes were done, | realized
the caliber of the record but had no
idea that it would go through the roof.
Jeff: There was something about that
record, though—the chemistry of the
crew, Steve himself, Russ Titelman—
we just clicked.

Bonzai: Who is the oldest?

Chris: I am, 34.

Tom: I'm 31.

Jeff: I'm 33.

Bonzai: Jeff, you were training as a
computer scientist?

Jeff: Yes, 1 was a rocket scientist. Ac-
tually, before that, Tommy and I used
to roadie for this band called Back to
Earth.

Tom: | did sound.

Jeff: And 1 did lights and drove the
truck. Chris was already working in
the studios and had a band that Tom-
my did live sound for.

Bonzai: And Chris, you were a drum-
mer to start with?

Chris: Yeah, a drummer, and in my
first band 1 was guitar and keyboard
player. This was back in '78.

Jeff: So, 1 was doing lights for the
band, and Tommy went off to work
with Chris in the studio. I thought I
would like to have a regular life one
of these days, so I went off to com-
puter school—big mistake. Actually,
it came in handy when the automat-

Gve us the toys, and we
will play with them. We

take the manual and throw
it in the garbage and turn

the knobs until it blows up.

ed boards really started hitting the
scene, and 1 could understand how
the operating systems worked and
the concept of controlling analog
with digital.

So 1 worked for IBM for about a
year as a systems test technician on
the big mainframe computers that
run the missile defense systems and
all the government installations. It
was very sterile, uninspiring—I thought
I was gonna die. I called Tommy and
told him I had made the biggest mis-
take of my life. I had left the one thing
that really made me happy, which
was music. Tommy came over to my
house, made me pack a bag, drag-
ged me out and threw me in his car
and said I was coming with him. And
I started working as his assistant over
at Unique [Recording, in NYC].
Bonzai: Let's jump to the present.
Chris, is the Tina Turner record your
most recent producer/engineer proj-
ect?

Chris: Yes, it was for the movie of
her life story [What’s Love Got to Do
With 1t?]. We re-recorded all her clas-
sic hits, all live right here at the
Record Plant—*Proud Mary,” “Rock
Me Baby”—for the movie and the
soundtrack. I co-produced with Tina
and her manager, Roger Davies, who
also acted as an overseer to make

sure that everything went well. I've
worked with a number of his clients:
Joe Cocker, Sade, Tony Joe White.

We cut three new songs with Tina,
and she is just a pleasure to work
with. Everything happens really fast.
You don’t even have a chance to
breathe when you work with Tina
Turner. She comes out to the mic,
and it’s one take, and every time it’s
great. The band is the same, and
there is no pain involved, but you
have to be really hot at what you're
doing. You can’t make a mistake, be-
cause these people don’t want to do
it again. They've got the juice, and
this is a band she’s toured with for a
while. Right after that, I did a solo
album with John Miles, the main gui-
tar player in the band.
Bonzai: Weren't you recently in the
studio with Don Was?
Chris: Right now I'm mixing Felix
Cavaliere’s album, which he co-pro-
duced with Don. Felix is a great guy,
s0 it’s been a lot of fun.
Bonzai: Tom, what's new with you?
Tom: I mixed a track for Bruce Horns-
by, and I've just come back from six
weeks in Europe where I mixed a
record for Rick Astley at the new AIR
Studios, which are great—built into a
converted church. T worked up in the
mix room with an 80-input winged SSL
8000, with Dynaudio monitors, which
sounded great. The room has a win-
dow, so you get daylight.
Bonzai: Jeff, you're the least known
of the Lord-Alge brothers.
Jeff: 1 like it that way. [Laughs] With
Tommy and Chris, 1 don't feel any
competition, I'm just going at my
own pace. Right now, I'm working
with an artist named Rick Miller over
at Hank Senecola’s new O’Henry
Studios on a vintage 64-input API
console with Flying Faders automa-
tion. Amazing experience for me,
being such an SSL sorta guy. Hard to
get used to not having a gate and a
compressor and the Super Stealth EQ
in each channel, but hearing the sig-
nal path so undegraded and so clear-
ly really made a believer out of me.
And the record is one of the best-
sounding records I've mixed.

I work a lot with Julian Raymond,
a staff producer over at Hollywood
Records, who also has his own pro-
duction company. As a team, we de-
velop new bands and take them
around to get them deals. I do the
engineering and mixing, and some-
times my brothers get involved. And
I've just done some work with Kim
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LUNCHING WITH BONZAI

Bullard. who used to be in Poco.
Bonzai: Is it sometimes hard to dis-
tinguish hetween the engineering
and producing roles?

Jeff: When you're in the hot seat and
vou're working with a producer who
isn’t intimiclated by yvour input, you're
almost always stepping over the line.
IU's important that the producer
keeps an open mind. because the
engineer is taking the responsibility
for the overall sonic quality of the
record and mav offer suggestions
that will get a better performance out
of the artist or get a better recording.
111 teel that my suggestions might be
intimidating to the producer, U'H say.
“Tell me it I'm putting on the pro-
ducer hat too much.” Normally, it's
appreciated

Bonzai: Which one of you has the
MOSL POWCT OVET YOur career?
Chris: M¢

Tom: M

Jeff: Ne

Chris: You can pick and choose the
gigs vou want to work on. and that’s
the most important thing. [Us impor-
tant that vou work on a project in

which vou can make a ditference.
That's the most fun, and that’'s what
takes all those years to get to. And
vou'll stick vour neck out every
time. That's the attitude: Lets take a
shot

I go after the big guys. It's a very
competitive field. And if we make
one slip-up, there are 20 guys wait-
ing to jump into that chair and ake
over. That's what keeps it exciting.
but thev don’t have a shot. because
we're not goin® down.
Bonzai: Anv secrets for staying on
top?
Chris: Never lose your cool. Alwavs
be aggressive. and no mater how
much they put in front of vou 1o do.
vou nail it. Blow them away. You have
to deal with the artist. the producer.
the label and the manager. If vou can
make evervone happy with one shot,
vou never huve a problem. If vou
start hearing, e did okay, but let’s
get somebody else 1o mix it vou are
out of the game. You have 1o hit a
home run every time. every single time.
Bonzai: How do vou stay on top of
the changing technology?
Chris: Give us the tovs, and we will
plav with them. We take the manual

PURE -
GENIUS

Now Acoustic Instruments Can
At Last Share The Forefront With
Electric Instruments Live On Stage,
With Full Acoustic Timbre
and Minimum Feedback.

and throw it in the garbage and turn
the knobs until it blows up.
Bonzai: Any new 1oys you like?
Jeff: Actually. I think a lot of the new
recording gear is redundant. We're
into finding old vintage gear that
sounds great.

Chris: There are so many whiz-bang
boxes that are really cheap. do a mil-
lion things at once and just don’t
sound any better than the originals.
I'd rather have them invent a $20,000
reverb that is just a great reverb. Or
a $20.000 delav unit that is phenom-
cnal, rather than another $200 multi-
box. So many things are being made
for the consumers—how about mak-
ing something really great for the
mixers?

Jeff: something that does one thing.
and does it really well will get used.
Make it simple and casy to run
Tom: [ think the multiboxes do so
many things, but unfortunately a lot
of them don't do any one thing well
cnough. T've been using the Yamaha
SPX-1000. and T just use it for stereo
drum samples. And | have the Liule
Lab sample switcher, so vou can
switch between two samples without
getting that machine gun effect on
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drum fills. T use that because it’s a
stereo sampler that's reasonably pric-
ed and sounds good. The unit has
reverbs and delays, harmonization
that I never use.

Chris: [ still use a 15-year-old Sony
reverb because it still sounds good
today. And they’ve made new ones
that sound absolutely horrible. Guys
that make this gear don’t use it half
the time.

Bonzai: Do you have to carry all this
stuff around with you?

Chris: I tend to camp in one place
to mix most of the time, so I leave
the pieces [ own there: my reverb,
my own Ultra-harmonizer, a couple
of old tube limiters.

Jeff: [ carry an SSL limiter with me
everywhere [ go.

Tom: That's my limiter, Jeff.

Jeff: Thank you, Tom. And I use it all
the time. [ won't do a session with-
out that thing plugged into the stereo
bus. It's a great-sounding unit, and
when you are in the studio you have
to make that song sound like a record
every time.

Chris: Every play of the tape.

Jeff: And it has to sound amazing.
There's no, “I'm just getting the mix

MIDI/PROGRAMMABLE ACOUSTIC INSTRUMENT PROCESSOR

together” You better have it together
every time the artist listens, so that
they stay jazzed about the song and
inspired to do great work.

Tom: Also, this is done so that you
will mix the record. I never under-
stand how some of the tapes [ get to
mix, in my opinion, sound a bit naf
[British slang term]. How did you
know the song was done and fin-
ished? How did you know it was
time to mix it? You put the faders up
to listen and the EQ on the drums is
butchered. You need to record with
a mix in mind.

When I record, I am mixing as [
work and thinking about the mix. I
am EQing, compressing the way |
want it. [ am confident in the amount
[ use. Every time you play that tape,
it should sound like it's almost mixed,
so that the producers and the artists
know when to stop the overdubs.
Otherwise, they may keep going to
make up for the fact that the drums
don’t sound good, or the bass is a bit
dodgy. You need to record with mix-
ing in mind.

Bonzai: Does it get physical when
you have to take a tape and make
some mix sense out of it?

Chris: Sometimes you have to be
*Audio Maid.”

Tom: You gotta get in there and clean
it up. I get tapes that are recorded
well, and I get tapes that aren’t. The
ones that I find challenging are the
ones that are butchered. There are
great engineers out there, but unfor-
tunately there are too many bad
ones. There are a lot of guys out
there who cannot record live drums.
Bonzai: How do you get a good
drum sound?

Tom: What I've found in the tapes
that I mix is that often the drums
sound dull. T attribute that not to the
monitoring, but because they put re-
verb on the drums while they are
EQing them. The enginecer puts a
mic up and immediately goes for the
reverb before the EQ. What happens
is that you get a sense of brightness
from the reverb, and I would rather
have a more natural drum sound.
When I set up drums, [ don’t put any
reverb on them. I get them to sound
the way I like them, as bright as [
want them, without any reverb. And
then, later, the reverb complements
the sound instead of hiding the fact
that the drum sound stinks.

Introducing The First Programmable Technologically Advanced Preamplifier/Processor
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On vocals, you find a lot of guys
who aren't careful enough with the
vocal comping and the vocal punch-
ing: breaths, words, bad punches. All
the time. You turn up the vocal and
the loudest thing in the track and 1
hear punches left and right.
Bonzai: How do you clean up bad
punches?

Chris: I get vocal comps with the
levels all over the place, bad punch-
es. You have to EQ it and compress
it to the point where it just smears
over it. Sometimes there is nothing
you can really do, except jazz it up
as much as possible so it's hidden.
Jeff: Sometimes you have to take
more than one channel of that same
vocal and change the EQ from the
spot where they punched in five
weeks later.

Chris: I've had to re-comp it at times.
That’s when you get mad. The comp
has distortion and is unusable, so |
have to find where it came from and
go find the missing pieces. Some-
times you get a project where there
is no vocal comp, because the track
sheet is hieroglyphics.

Tom: Let’s not even get into track
sheets. ..

Chris: The worst thing about mix-
ing, aside from bad-sounding record-
ings, is getting track sheets that make
no sense. They’re not notated prop-
erly; there are no tempos written
down. You'll have four or five vocals,
and it'’s not written what happened
or how they did it. No notes. You
feel like the engineer didn't care who
got the tape next. You have to get
their mix to figure out what the hell
was done with the vocal.

Jeff: Some guys do shit like that on
purpose, thinking that they are as-
suring themselves the job as mixer.
Instead, they are never going to work
again. When you get a tape like that
and look at those sheets, you say,
“Who cut this? Who made this mon-
strosity?” The client knows. The best
thing to do if you want to score the
mix is do a great job all the way
through, and be thoroughly profes-
sional. Make sure the track sheets are
notated properly and let them give it
to another mix engineer. I don’t have
as many credentials as Chris and Tom-
my, so I have to knock their socks
off with the rough mix.

Tom: Getting back to the track sheets,
I don’t think that it's done intention-
ally. T think with mileage in the seat,
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and more projects under the belt, you
learn that you should really notate
everything and that the tape should
be tidy. All too often, I get tapes where
the vocal comp was recorded on the
old click track or old guitar track,
and they didn’t spend the five min-
utes to wipe the track completely
clean before putting the comp on. |
just mixed a track where in between
some vocal lines there was a cowbell
that used to be the click track.

As far as tips for engineers: You
are in control of the recording process.
Producers and artists look at you and
rely on your knowledge. So spend
the five minutes, clean the track, take
the time to make it perfect. Make
your tapes clean, notate the track
sheets properly, and you won't be
embarrassed if somebody else gets
the tape to mix. I have almost felt
like I should call some of these guys
and ask them what they were think-
ing about when they made the tapes.
I understand the pressure in the stu-
dio, but producers and artists will re-
spect you more if you come up with
clean tapes that can be played with-
out having to do mutes everywhere.
The drop-ins should be knob-on-the-
money. My name goes on that tape,
and God forbid somebody else should
mix it, but I want them to go, “This
tape sounds great—and it's clean” |
will stay an hour after the session to
make sure it’s clean and clear.

Jeff: Tommy used to tell me, “Don’t
let 'em rush you. Take your time to
set it up.” And I think it was Chris
who told me, “If you don't have time
to do it right, you will never have
time to do it over again”

Bonzai: Isn’t there another brother?
Chris: Yes, Mark, but he isn’t involved
in the music business. He sells juke-
boxes; he’s in the vending business.
Our father, Frank Alge, was in the field
of jukeboxes, pinball machines, cig-
arette machines. This was back in
the days when jukeboxes were the
way you got your record heard. And
our mother was a performing musi-
cian who went by the name of Vi-
vian Lord. She’s still performing, and
she’s also a professor of jazz at William
Paterson College in New Jersey.

This whole career stems from my
mother back in 1975, with her friends
coming over and recording music.
They were always jamming at the
house, and I was taking the equip-
ment down to the basement and re-
cording my friends. Finally, she said,
“What am [ going to do with him? I

better get him a job at a studio” She
took me over to H&L Records, which
is a studio in Englewood Cliffs, New
Jersey, and I worked for [producers]
Hugo & Luigi and assisted under
Steve Jerome. She would drive 25
miles every day, drop me off in the
morning and pick me up at two the
next morning, seven days a week,
for two or three years. I was too young
to have a car at that time. She really
was the one who got me involved in
the business.

Then after I became an engineer,
I thought I needed a name—Alge
just didn’t fly. We needed something
with a little style to it. So, I took my
mother’s stage name, slammed a hy-
phen in there and came up with
Lord-Alge.
Bonzai: For a long time [ was under
the impression that you were English
gentlemen.
Jeff: Oh, we are, but we spent so
much time in New Jersey...
Tom: I've met clients for the first
time who expected a “stately English
Gentleman,” and instead they get an
aggressive. ..
Jeff: Street thug.
Bonzai: Are you guys still learning?
Chris: Absolutely.
Jeff: And when we get together, we
are jazzed to swap stories and tell
each other what we've discovered.
Bonzai: Any advice for the youngsters
who’d someday like to fill your shoes?
Jeff: Work hard, play hard.
Chris: Find the best studio in town
and fight your way in. Get a job,
whether you're pushing a broom or
cleaning the toilets, and work your
way up from there. Don't be scared
to take a chance on anything. The
only way you are going to learn is by
watching the best at what they do.
Tom: Recording schools can't teach
you how to hear, how to mix. They
can only teach you how the equip-
ment runs. | learned in the studio,
under the pressure. Deal with the
people, sit in the chair. You sink or
swim. You don’t learn until you're
put under that pressure, and you
learn from someone who is great.
Music is hell.
Chris: We just try to make it a little
more...
Jeff: Heavenly. n

Mr. Bonzai was truly the funniest
of his siblings, but bhe was often
relegated to the unsavory role of
straight man to bis brothers Gummo
and Zeppo.
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Engineers
Keith Rose
Bruce Weeden
Producer
Nick Martinelli
Artist
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Studio
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Engineers
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Darin Prindle
Steve Schwartzberg
Phil Tan
John Rogers
Producers
L.A. Reid
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Daryl Simmons
Dallas Austin
Artists
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H.EM.
Debra Killings
Studios
Doppler Studios
Studio LaCoCo

My Mind Is Made Up “The Bodyguard”

Engineers
Shawn Moeller
Joe Neil
Larry Goode
Producer
Jerry Peters
Artists
Rev. Milton Brunson

& The Thompson
Community Singers

Studios
Doppler Studios
Sam’s Tape Truck

Live In Detroit

Engineers
Jerry Masters
Mike Iacopelli

Producers

Frank Williams
Rudolph Stanfield
Artist
Rev. James Moore
Studio
Muscle Shoals Sound
Studios

Soundtrack

Engineers
David Reitzas
Matt Rohr
Marc "Elvis” Reybum
David Frazer
Marc DeSisto
Acar S. Key
Manny Lacarrubba
Dana Jon Chappelle
Producers
David Foster
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Danny Kortchmar
Robert Clivilles
David Cole
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Artists
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Studios
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The Plant Recording Studio
Skyline Studios
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“Singles” Soundtrack

Engineer
Howie Weinberg
Artists
Various
Studio
Masterdisk Corporation

Bobby

Engineers
Jim “Z” Zumpano
John Rogers
Neal Pogue
Thom Kidd
Matt Still
Kevin Parker
Phil Tan
Ted Malia
Producers
L.A. Reid
Babyface
Daryl Simmons
Artist
Bobby Brown
Studios
Studio LaCoCo
Bosstown Studios
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Engineers
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Jorge Gordanga

Producer

Max Pierre

Artist
Ana Gabriel
Studios
Castle Oaks
Som Livre
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Artists create music. But it takes the extraordinary talents of engineers,
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And when it happens on 3M audio mastering tape, were proud to present 3M Visionary Awards to the
collaborators on both sides of the board. We won’t be satisfied until you are.
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n the months since the popuilar and
critically acclaimed television mini-
series The Wild West aived original-
Iy, the project bas taken on a life of
its oum. Home video scles have been
brisk. the series’ innsic producer. John
McEnen. bas filmed a one-haur cable special
called The Music of the Wild West. « souicd-
track albuim has been relecised. aned the series
is schediiled to be aired ageain in October. In
this awrticle. Robyn Flans looks at the

painstaking process of recording music for
the imini-series.

“I have friends I haven™ even used yet,”
Joha Mchuen used to joke during his solo
pertormances following his departure from

L

Chie&White-Mountain from the “Indians” segment,_

_ ofythe 10 hour mini-series bf The Wild West. The -
&  overall,

oto of the train and treste illustrates)
mers & Wayfagers” bglieved the raild

could join Ea$™po West, wilderness to opportubity.

- ) J

- . -

ihe Nitty Gritty Dirt Band. He can't say that
arymore. While producing the music for
ten hours of the Warner Bros. television
show The Wild West. McEuen “used” just
about evervone he knew. In fact, what
began as an assignment for three hours of
music grew to six once executives heard
what McEuen had in mind to accompany
the 5.000 pictures and Jack Lemmon’s nar-
ranon. (In comparison. PBS's The Civil War
uscd 1.200 photos.) For McEuen. it was the
equivalent of making six or seven atbums
in a three-month period.

So he called on many of his longtime
recording associates to help capture the 450
cues of 98 musicians in studios in 15 cities
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segments), used to conveniences of the
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DIGITAL.

People who choose Neve con
soles have the soundest reason of all.

EQ.
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Capricorn enhances that sound
by incorporating Neve design experi:
ence with the power of digital signal
processing.

The 32 bit digital processing
pushes the boundaries of conven.
tional EQ, filters and dynamics to a
new level; beyond the realm of tradi
tional consoles.

Capricorn ergonomics and
dynamic automation are a consid.
ered evolution from the V series and
Flying Faders. To the many operators
familiar with the quality and relia-
bility of Neve consoles, Capricorn will
be a natural graduation.

As a result of the processing
power, Capricorn is fully assignable
and configurable to the needs of the
people that use it.

Instant reset across all para.
meters, total deskwide dynamic
automation and total digital signal
path give Capricorn new levels of
operational and acoustic perfor
mance; ideal for large multi-track
applications.

Capricorn.

EQ with considerably more 1Q.

AN __Al\is_
Y NEVE

A SIEMENS COMPANY

For more information contact:

AMS Neve Plc, Billington Road, Burnley, Lancs BBII SES
England. Telephone: 0282 457041, Fax: 0282 39542.
Siemens Audio Inc., 7 Parklawn Drive, Bethel, CT 06801
Telephone: (1) 203 7446230. Fax: (1) 203 7927863.




the middle of a torest, a hotel hasc-
ment bar in Deadwood. $.D., and a
couple of churches. Industiy contem-
poraries such as Gary Morris, Crystal
Gayle, Michael Murphy. Pam Ti'lis and
Marty Stuart worked on the project as
a labor of love.

“It wasn't difficult getting the
mandolin orchestra excited about
plaving on a Gary Morris track.” un-
derstates McEuen, who wrote a por-
tion of the music and played on 70%
ol it. "In turn, I could go to Gary and

The fascination with the gunfight-
er’s legacy of part hero, part vil-
lain, is explored in the mini-series
segment titled, “Gunfighters.”

Narrator of the series, Jack Lem-
mon. Right: John McEuen laying
down some fiddle music for the
series. He wrote a portion of the
music and played on 70% of it.

sav. 'T'd like to have you sing the de-
finitive version of ‘Shenendoah’ as it
might have heen done in 1835, with
a mandolin orchestra backing vou
He said, 'I'll do it!

“I think it's interesting that music
done in 1892 is being handled digital-
ly in 1992," McEuen continues, ex
plaining that one way period authen-

ticity was handled was by the use of

pre-1900 instruments. Arrangements
and plaving techniques were other
considerations: “Many times when the
actual melody of the song comes up
it will be plaved by several instru
ments in unison, because there were
no P.A. systems back then. We tried
to record in a lot of open-room situd-
tions. some with higher ceilings. so it
wouldn't sound like we were record-
ing with a bunch of dividers in a stu-
dio. There's a sound vou get from an
over-acoustically stuffed studio that
wouldn't have existed in the Elks
Lodge of 1891, or in someone's living
room where people would play.
“One challenge was working with
some people who were green to the
studio,” McEuen adds, speaking par-
ticularly of his experience in Wichi

ta, Kansas. “One girl had never warn
headphones before. but if we had
used Nashville musicians it would
have been too slick. The girl who
plaved the mandolin almost always
plaved with downstrokes. There
were three women on the scssion.
and 1 felt that was important because
a high percentage of the music of
this era was plaved by wonien. It
scemed right 1o record some of the
music that was written there. Home
on the Range’ was written in Kansas
in 18757
The unanimous complaint,’chal
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Discover The Secret
Of The Pyramids.

We've discovered a new acoustical
foam that outperforms any we've
ever seen (or ever sold).

ALPHA Acoustical Foam.

The secret is in its unique pyramid
design.

Performance. ALPHA Pyramids
have a superior ability to absorb
low-end ambient noise. No other
product can compare.

Pattern. ALPHA Pyramids’ uni-
form pattern means easy matching
for an attractive installation. Other
products require random matching.
Packaging. All ALPHA Pyramids
are UPS shippable.

Alpha Acoustics has discovered the
secret of the pyramids. And we're
impressed. That'swhy we now offer
ALPHA Acoustical Foams to our
customers. Call us. We'll gladly send
you a brochure and a free sample.

Call1-800-782-5742.

Acoustical Solutions, Inc.
Richmond, Virginia
Licensee Mﬂll“h A
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lenge of all the engineers stemmed
from the fact that the recording was
done piecemeal in a variety of loca-
tions, yielding a myriad of diverse el-
ements.

“Some of the machines weren’t
set up quite as exact as they might
be,” says Nashville's Scott Martin,
who coincidentally was one of the
Dirt Band’s booking agents in the
"70s and ended up on these sessions
after having lost touch with McEuen
over the years. “We were usually
able to work around it by recording
things that were too hot onto anoth-
er track and bringing the level
down. Some of the levels printed
through to the adjoining tracks. I
then took the piece and put it on an-
other track and erased all the other
tracks around it so it wouldn't con-
tinue to cause problems.

“Most of the tapes John brought
in were pretty close. Some of them
didn’t sound great, but then he
wasn't using all straight studio musi-
cians, which is really part of the
charm. It was nice to be able to
work on a project where the sound
quality was not the only considera-
tion. In a situation like this, you get
to stretch and use stuff that you
would not normally put on a record.

“There were times when John
would take stuff that he liked the
feel of, that I, as a recording engi-
neer, would probably say, ‘“We can
make it sound better than that,"”
Martin adds. “He'd say, I like the
way it sounds, it's authentic.’ In
cases like that, [ tried to give him
both options, which is why we
would use different room sounds
and interesting mic placements. In-
stead of getting a real full sound on
the instrument, we would go more
for a mix with the room mics, which
in most cases you wouldn't want to
do. When you start using a lot of mi-
crophones on a single sound source
you tend to throw it out of phase,
because the microphone is 12 feet
away and the sound reaches it at a
later time.”

The recording of the main theme,
plus 25 minutes of music with a 27-
piece orchestra at Masterlink (owned
by Al Jolson Jr.) in Nashville pre-
sented some difficulties, according to
Martin.

“We wanted to take the rhythm
track of that theme and, for a varia-
tion of the theme, have an acoustic
guitar playing the lead line,” he says.
“Then we wanted to try one with
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banjo and then a fiddle. That meant
I had to record everything separate-
ly so we could drop out the horns
when we wanted the guitar to take
it, or we could drop out the strings
and get the acoustic instruments like
banjo. With only 24 tracks, we
quickly ran out. We had to do some
creative recording and combine cer-
tain things that we knew would be
playing at the same time.

“I was only able to use four tracks
for drums,” he continues. “I mixed
all the toms, the overheads and hi-
hats to a stereo pair and then left the
kick and snare on their own track. 1
hate doing that, but it was essential.
We had 12 strings and two cellos.
The strings had two, and sometimes
three, different parts, so I put them
all on a stereo pair—the first strings
on one side, the second strings in
the middle and the third part on the
other side so 1 could kind of control
it. On some passes | had to put the
cellos in there with them, and if |
wanted to raise the cello, I had to do
it with EQ. Fortunately, we didn't
have to do that, but it was about tak-
ing extra time to make sure it was
mixed right as it was going down,
because we didn't have the luxury of
having everything separate.”

Bob Abeyta at Salt Lake City's L.A.
East agrees that maintaining conti-
nuity was the tricky part of this proj-
ect. “The biggest problem was in
maintaining proper tape levels with
so many different brands of tape and
reference levels,” he says. “We'd
have to adjust for that. I'd have to
bring the tracks up, and anything
else that was being added to it
would have to be brought up in rel-
ative balance. I'd have to record on
the tape in refative balance of what
we were hearing previously,” ex-
plains Abeyta, who recorded a 25-
voice choir in the “Chapel” of the
100-year-old converted Mormon
church. *The Chapel definitely has a
sound of its own.”

The recording of the Desert String
Band was done with everyone
miked in a circle, playing and
singing simultancously. “For that 1
used a stereo technique—two mi-
crophones and a couple of solo in-
struments that I miked individually—
on the guitar and the mandolin.
Then 1 used an AKG 414 for the vo-
cals. I relied primarily on the stereo
pair for the whole group to get that
kind of ensemble sound and then
spot-miking the solo instruments

with various Neumann microphones.
You could hear a lot of ambient
sound of the room, and it sounds
like they were all sitting in a cabin,
playing.”

Mike Denecke, whose association
with McEuen dates back to his engi-
neering of “Mr. Bojangles” in 1970
was assigned to record the Americus
Brass Band at Little Bridges Audito-
rium in Clairmont, Calif.

“I had a digital Nagra with four
inputs and two Neumann KM84 mi-
crophones and two KM81R micro-
phones,” he says, “which I used on
separate tracks, straight into the ma-
chine. We set up a boom above the
brass ensemble, which was in a
semicircle, and 1 just miked them
with two overhead stereo mics (the
KM84s) split about seven inches,
aimed left and right, about ten feet
above the stage to the right of the
conductor. Then I had one of the
KM8I1s in the back aimed toward the
snare drum, and the other was back
in the hall just to get room tone.

“The recorder is Nagra’s version of
a high-quality professional DAT ma-
chine,” he says. “I’s more robust, it's
a stronger format, and the tape speed
is at least twice as fast as the DAT.
The track width is twice as thick, and
it's designed for archival recording.
Right now, if you do DAT recording,
you get these 20-bit converters, and
we're taking that information and
feeding it into the DAT machine,
which is maxed out at 16 bits. The
extra four bits of resolution are lost.
With the Nagra-D, if you have a 20-
bit converter and feed that into the
digital input, you’re recording all 20
bits. That gives you a much wider dy-
namic range, so the soft things won't
get lost in the mud, and you can
record a little cooler and not get any
distortion. It's a great machine. It’s
much, much quieter.”

For the location recording, Tim
Cooney, C.A'S,, also used a Nagra-D,
along with his self-designed mixing
panel. Compared to his usual work
on such films as Cliffbanger and Die
Hard 2, Cooney says this project
was an easy assignment, that even
his recording of the Lakota Indians
in the middle of a forest was fairly
controlled.

“We were close to a road, so to
reject the noise I used a Sennheiser
816, which is basically a shotgun
mic,” says Cooney, a longtime friend
of McEuen’s. “I used that for the vo-
cals, and then I used a Schoeps
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strictly for the drums. Schoeps is
great for controlled situations. It has
great tone quality, it makes dialog
sound great, but it has very little
noise rejection. Because of where
we were, it had its own natural echo
that was really haunting. The only
thing that was hard was we had chil-
dren singing as well, and it was a lit-
tle difficult balancing their voices
against the men who were singing
and pounding on the huge drum,
which echoed through the woods.”

His other assignment was the
recording of Hans Olson in the base-
ment bar of the reputedly haunted
Bullock Hotel in Deadwood, S.D. He
then went to Aspen Studios in Car-
penteria, Calif. with McEuen to assist
a little on the mixing,.

“I always try to mix it perfect and
give it to a dubbing mixer mixed as
flat and clean as possible. If they
want to add scratches to it or knock
out the bass to make it sound more
trebley, like the music back then,
they have that control.”

“The sheer quantity of cues was a
challenge in mixing,” states Jim
McMahon, the mixing engineer.
“Plus, we did a lot of overdubbing.

John’s well-known for wanting to
add a new banjo part at four in the
morning. We’d be in the middle of
mixing something, and he’d decide
he’d want to cut a new banjo part.

“During a lot of the recording, we
used outboard mic preamps made by
Brent Averill,” McMahon continues.
“We got the banjo sound we did by
using a tube 47 with an RCA 77DX
on the back, and a Brent Averill mic
preamp along with a [dbx] 160 com-
pressor. We must have gone through
30 microphones trying to find the
right plunky sound. The banjo is dif-
ficult to capture on record.”

“For a lot of the mixes, I sent the
reverb for the lead instrument or the
vocals precompressor, meaning the
signal got to the reverb before it
went to the compressor. That was
really a cool effect that was used on
Elvis’ vocals. We used it on some of
the banjo stuff and on Crystal
Gayle’s vocal on ‘Barbara Allen.’ In
fact, on that one, I sent it pre-reverb
and pre-de-esser.”

One problem was that there just
wasn’t always enough time to get
level, he complains with a laugh.
“With the brass band, there was a

quick tuning-up session, and then it
was on to the 20-something pieces
they were going to record. If we
hadn’t been recording at +9, I think
I would have ended up running into
some tape hiss problems, although 1
don’t like to hit that hard unless I
have to. Something interesting that 1
noticed was that on a lot of the tapes
that came from Nashville, the meters
would hit -5 a good part of the time.
I started to notice that there really
wasn’t a hiss problem, and it really
sounded nice.

“One of the biggest helps I had
was the console,” McMahon says of
the Neve 8038, restored by Averill.
“The equalizers are so smooth. One-
half of the equalizers are 1073s, and
one-half are 1073As. 1 ended up
using mainly the EMT 140 plate.

“There really was no way to mix
a lot of the songs to be compatible
for album, also,” he continues,
stressing that there will be a remix
for CD. “There are just things dy-
namically or mono-compatability-
wise that I felt we had to compro-
mise for television.”

Everything was mixed down to
#-inch with Dolby SR on an ATR-104
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A VARIETY OF RACKMOUNT SCSI DEVICE ENCLOSURES

FLEXIBLE CONFIGURATIONS
Single, Dual, or 4 Device enclosures with multiple SCSI Ports and 1. D. select switches.

EFFICIENT DESIGNS
12" Rack depth for compact and/or po-table subsystems * 18" Rack depth for multiple 5!/4" Devices.

CusTOM INTEGRATION
Combine your choice of Hard Drives, Optical Disk and Tape Backup.

FIELD UPGRADABLE
Your choice! Purchase a rack with one device now. Add a second or third only when you need it.

Seagate and the Seagate logo are registered trademarks of Seagate Technology. Inc.

SEE US AT AES BOOTH #866.

Rorke Data Technology Park N « 9700 West 76th Street » Eden Prairie, MN 55344

800 328 8147
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and then transferred into the Spectral
Synthesis AudioEngine. As an inter-
esting footnote, McEuen says he is
thankful to Fabian Forte, who
worked on the TV production team,
for suggesting music supervisor Jack
Alocco. Alocco, in turn, recom-
mended Brian Mendelsohn, who
spent seven eight-hour sessions just
transferring existing mixes into the
computer and logging it all.

“It had to be uniform so we would
be able to find it on the dubbing
stage,” Mendelsohn explains. “John
might record a version of a song with
a brass band one day in Nashville on
one format, and then a month later
do some Irish jig rendition with an-
other ensemble elsewhere in the
country. Then I'd get a choral version
recorded in Salt Lake City, and they
were all different levels, lengths and
speeds. All of that needed to be
logged so that, if we needed to move
it faster or slower, we'd know where
our starting bases were.”

Mendelsohn, a great advocate of
the Spectral system, explains, “Be-
sides being able to edit and do cut-
and-paste functions, which are stand-
ard, you are able to compress or ex-
pand the time of an audio file. In the
case of music, you might have a cue
that goes a minute-and-a-half, and
rather than doing any edits you just
want it to slow down a little, stay in
the same key and take a minute and
forty-five. You can squeeze or stretch
things out.

“My unique inherited problem by
being last in the chain was that it
wasn't until days before the mix that
a final edited video with the narration
in place was provided. We literally
had about an 18-hour window to
prepare each of the shows to match
the dub deadlines. The recordings
were supposed to be made to pic-
ture, or with picture known. Often it
turned out to not be the case. There
were several edit revisions, and
meantime, the air date didn’'t move.
So it was like a one-sided accordion,
squishing down on us.”

None of it seemed to phase
McEuen, however, who said. “It was
wonderfully chaotic, just like the
times we were trying to capture. |
feel like I was doing what Edison
would have done had he had the
same equipment.” u

Robyn Flans is a frequent contribu-
tor to Mix who lives in Southern Cul-
ifornia.

AVALON Class A!

The Solid State of
the Art. ...

AES in NYC.
Booth 971 | .,

Features 100% discrete, pure Class A”

P Microphore & Instrument Preamplifiers

P Parametric Equalizers

P New...Opto-Compressors

P New...Electronic Crossovers 24dBloctave, 2-3 way.
P New..2U, AD2000 series EQ and Compressor

GI5, M22 Preamplifiers & ESS Lqualizers...A19 Modular Rack System

Used by the leading professionals since 1988.

AVALON DESIGN

PO Box 5976, San Clemente, CA 92674 USA
Tel: 714-492-2000, Fax: 714-492-4284
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How to Avoid the
Pitfalls When Setting up
an All-Digital Audio Facility

As more and more of us are discov-
ering, digital technology can both
enhance and extend our audio cre-
ativity. Digital audio workstations
and random-access editors allow
outstanding audio quality to be re-
tained through multiple generations,
while enabling sample-accurate edit-
ing and processing. But if they are to
provide reliable, trouble-free opera-
tion, digital systems need to be set
up carefully, especially if they need
to clock to video and/or time code.
Of primary importance is a Master
Synchronization Reference. For rela-
tively simple data transfers—such as
a single DAT machine recording the
output from a PC-based editing sys-
tem—the DAT's internal digital clock
circuit can lock up to an incoming
bitstream. By decoding the Sync
Blocks of an AES/EBU or S/PDIF-
format digital input, a DAT ma-
chine’s master clock can be slewed
within a well-defined acceptance
window to match the source sam-
pling rate; a dedicated word-clock
input can serve the same purpose.
Life becomes more complicated,
however, when we add more com-
ponents to our digital production
studio—outboard signal processors,
for example, or a second worksta-

tion that's net-
BY worked via digital
MEL I/Os to a series of
LAMBERT DAT machines.
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RELIABLE

SYNCHRONIZATION SOURCES

For trouble-free digital synchroniza-
tion, we need to follow Golden Rule
Number 1: For reliable sample-accu-
rate synchronization, all digital
audio devices should share a com-
mon clock source.

In terms of sync resolution, Table
1 includes some of the reference sig-
nals we might encounter in a typical
production studio, with their fre-
quency and jitter performance. The
concept here, of course, is to select
the most reliable source we can as
Master Clock and have each desig-
nated slave lock its internal clock to
the same reference.

As will be readily appreciated, be-
cause of their enhanced jitter/accu-
racy specification, either a House-
Video Reference or an AES-11 Digit-
al Audio Reference Signal provide
the best sync sources.

ENSURING FREQUENCY

AND PHASE SYNC

Whatever synchronization source
you choose, make sure that it is im-
plemented carefully and consistent-
ly. We are attempting to achieve fre-
quency and phase synchronization;
the source/destination sampling
rates need to be equal (within a very
tight ppm tolerance), and each bit of
information begins coincidentally.
Frequency synchronization ensures

ration

that bits arrive at the correct inter-
vals, while phase synchronization
ensures that each digital word
matches at source and destination.

In this way, all bitstreams can be
combined within digital mixers or
workstations, processed through dig-
ital equalizers, limiters, compressors
and other outboard hardware, and
then recorded to tape, hard disk and
optical media. Just so long as all
components in a digital facility are
fully frequency-synchronous and
locked to the output of a highly ac-
curate master clock source, intercon-
necting the equipment should be an
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