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“The Next Level In Sonic Quality”
iy “Vastly Improved Transport”
EEE “Amazing Technology”

I every case, the XT demonstrated
a noticeable improvement in sonic
e detail over the original ADAT.”

S George Petersen,
O Editor,
B = MIX Magazine

4 -

The xT17s improvements in sound cuality,

transport speed, and lock-up time alone are

worth the price. I believe that the XT makes

i recordists an offer they just can't refuse.”
Michael Molenda,

Editor.
Tll e Exp erts On Electronic Musician Magazine

adatixt

When you use the machine,
the first thing you notice is the
vastly improved transport.”
Paul |. Stamler,

Reviewer,
Recording Magazine

The XT has new A/D and D/A converters, and the
improvement in sound quality is unmistakable. If you
are looking to take vour ADAT-based studio to the
next level in sonic quality, features and raw

speed, the ADAT-XT lives up to its hype.”

Loren Alldrin

Reviewer,
Pro Audio Review Magazine

The bottom line. as Casey Stengel
used to say: "Amazing, amazing,
amazing.’ That is, amazing technology,
amazing functionality, and amazing price.”
Howard Massey.
Technology Editor,
Musician Magazine

USSP REFADER SERVICT CARD FOR MORE INFO

SEE US AT NAMM BOOTH #325

For mare infarmation on the ADATXT, see your Authorized Alesis Dealer or call 310-84 1-2272.
Aesis and ADAT are registered trademarks, ADATXT is a trademark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 310-841-2272 alecorp@alesis1.usa.com ALEIS




For some producers,
only one console is good enough.
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Phil Ramone, pictured with Brian Setzer at Ocean Way.

“Those of us who have used the SSL 4000, 6000 and 8000 consoles know what we’re looking
for. The SL 9000 | Series sounds great, and that’s the key”.

Phil Ramone

5L 9000
Solid State Logic

International Headquarters: Begbroke, Oxford (OX5 1RU, England  Tel: (01865) &42300 Fax: (01865) 842118
Paris (11 34 60 46 66 - Milan {2) 262 2495  Tokyo (3) 54 74 11 44 - New York (212) 315 1111 - Los Angeles (213) 463 4444



Fully Integrated
Heat Sink

@ Every once in a while a product comes along which not only meets
the ever increasing demands of the market, but one whose smooth
commercial styling, erganomics, durability and outstanding perfor-
mance demands respect. Introducing MR. LIMPET. B The LIMPET
is a unique, compact design that combines a very high current toroidal
power supply, fully discrete amplification stages, and ultra wide

(10 Hz to 80 kHz) bandwidth capabilities in a very affordable system.
B Buil using a one piece hugh pressure die-cast metal housing,

the LIMPET is not only very rugged electrically and mechani-

cally, it~ internal construction takes advantage of the industry’s

most advanced assembly techniques. B The LIMPET amplifica-

tion system can be used with a wide range of TANNOY

professional reference monitor systems, and provides the user

with a number of improvements in both the performance of the
loudspeaker system, and its flexibility. B Each single channel
LIMPET system delivers an enhanced stereo image because the
channels are fully separated - no power supply sagging due to
inter-channel coupling, no crosstalk, no interference. Almost

any kind of input level and connector can be used, since the

LIMPET offers a balanced cr unbalanced "combi” connector that can
utilize either 1/4” or 3 pin jacks. B The ultra-low noise input section

A H AMERICA INC o 300 GAGE AVE

__ High Pg
Discrete

Durable,
- High Pre
Die Cast

Proprietar
- "Soft Clip"
Circuitry

High Cu
- Dual Vo
Toroida
Power S

can accommodate either 0.775, 1.0, ar 15 voit drive levels with no
performance sacrifice. @ The LIMPET's universal power supply,
equipped with an industry standard IEC connector easily deals with
almost any voltage, making the LIMPET a true global traveler. Finally,
you can take your monitors wherever your work takes vou, and not have
to worry about cumbersome and troublesome adaptors, power convert-
ers, or strange electrical systems. B In addition, the unique and propri-
etary soft-clip circuitry and the significant reserves in the power
supply ensure that no damage will occur to the drive units
while providing the headroom needed for even the most
demanding requirements. B The LIMPET is ideal for
professional recording, broadcast/post production facilities,
remote and live recording reinforcement -~
epplications, and finally gives the e
private/ home recording stugio
truly reference quality s
performance '
unequaled at >
twice the price.
B Instead of settling for the ordinary,
geta LIMPET and get a real grip on your reference monitor performance.

¥
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Post ¢ Perfection

“...with the grace of Studer”

(Four tales of Dyaxis)

eschamps on Optical Plug& Play

AT CINAR StUDIOS IN MONTREAL, THROUGHPUT AND PROFIT
ARE SYNONYMOUS. “We've gor 9 svstems and we’re growing.
We have 200 hours of Dyaxis media on-line constantiy. We
can switch 42 hours in 8 seconds. Optical Plug & Play
delivers the efficiency our business demands.”

Vinnie Oliveri on Virtual Tracks

AT Post EpGe ox Miami BEACH, PRIDE 1S COMMENSURATE WITH
CRrReaTIVITY. “Virual Tracks removes all creative barviers. What-
ever we hear; can be made to happen. We do lots of work for MTV
Latino and thev always need instant revisions. Virtual Tracks makes
iteasy. It’s an elegant editing interface. We just ordered our third
Dvyaxis.”

VideoMix nonlinear video track
Automated digital mixing
Unlimited tracks and layers
Superior sonic quality

* CD mastering

é

J

.
POST:TRIO

Studer Editech Corporatior, 400 Seaport Court #202, Port of Redwood City, Ca 940¢
lel: 415-562-0500 Fax: 415-262-0523 Website: hitn-/Avaw i

_R(_)b Mamlg Jq ;

AT TURNER PRODUCTION IN ATLANTA, SPEED AND RELIABILITY 1S
CRUCIAL. ““Dute to the rapid growth of our sound design ream, the
user interface must be intuitive, fast. and efficient. Dyaxis meets
our criteria. We like the fuct that evervthing is right up front and
nothing is buried in pages.”

Brad Stokes on VideoMix

AT VisuaL Music & SOUND IN MINNEAPOLIS, CORPORATE AMERICA

BUILDS ITS IMAGE. “For fust locating and precise hits, nonlinear
video is the only way 10 go. VideoMix is slick... Video appears as
Just another track i the editor. The speed and flexibility of the
Post Trio has really given us an edge.”

' STUDER

PROFESSIONAL AUDIO EQUIPMENT
H A Harman International Company

2729 USA

inca.de/uses/d 2. index html

VSE READIR SERVAICIE-CARDFORMORE INFO
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Cover: Designed by studio owner
Simon Andrews and producer/
engineer Frank Filipetti, with
techrucd installation by chief
engineer John Herman, Right
Track Recording’s Studio B in
New York City incorporates a
96-channel AMS Neve Capri-
corn digital console with Sony
PCM-9000 magnefto-opticzl 2-
track and Studer D827 digital
multitrack, yielding 24-bit audio
from recording to mixing. With
Gene ec 1034As for the mains
and .BL 8330s handling the
stereo surrounds, Right Track
Studio B aims to set a new
precedent in true 24-bit audio
productien.

Photc: Michael Partenio.

Inset Photo: Ron Batzdorff, cour-
tesy Wamer Bros./Universal
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Here's news for every musician, editor, producer. and engineer: The industry standard digital audio workstation— Pro Tools

from Digidesign—now comes in a range of products tailored to your needs and budget. Now you can start with the all

TOOLS

new Pro Tools with DAE PowerMix * for just $795. As your needs grow, you can climb all the way to the world's best-selling

now
available for
PCli-based
Macintosh
Systems

Pro Tools withy: UL el (1 [ER LIS

Pro Tools Software with DAE4 7 ax )¢

New. Pro Tools software and Pro Tools Project Audio
This audio card adds 2 channels of high-quality ~ Card. Adds 8 tracks of simultaneous record/playback.
New. An amazing value that turns your Power Macintosh or Mac-OS clone  analog and digital IO, and comes with industry ~ Up to 8 channels of analog and digital 11O. Supports

into a multitrack digital workstation with no additional hardware. ProTools  standard Sound Designer Il software and entree  Sound Designer If and DSP Plug-Ins.




workstat.on, ProTools I, with mountains of record systems, and take an upgrade path that lets you build on the value of your
tracks, I/O. and real-time effects and mixing. mvestment. Audio professionals now have more choices and flexibility than
Each step of the way, you'll learn and grow with ever before. And gerting started couldn’t be easier. To learn more about

Pro Tools software. share work between } the clearest path to the best in digital audio, call 1-800-333-2137x249.

The ultimrate workstation. TDM virtual digital mixing and pro-
cessirg environment. accommodates a wide variety of real-time For audio professionals and musicians, as
Plug-Ins. 16-48: tracks of record/playback. 8-64 channels of well as for more than 100 Digidesign

high-quality analog an.d digital 1/O. New for'96: ProControl, Development Partners, Pro Tools is the

A Division of Avid Technology, lInc.

an advanced tactile-control surface with dedicated controls for industry standard. That's why more audio
P f | Pro Tools th 0 ©1996 Digidesign. a dvision of Avid Technology, Inc. Al features and specifications
mixing ard edizing. plus high-quality moving faders. rofessionals use Pro Tools than all other

s “ng.p gh-q Y 2 P subject to change without notice. Audiomedis I, ProControl, Pro Tools. and Sound

digital audio workstations combined. Designer are trademarks or registered trademarks of Digidesign or Avid Technology, Inc




FROM THE EDITOR

CONSOLE ELATION

Buying a console isn't much different from buying a car. What every-
body really wants is a 180-mph sports sedan that seats 12 and has
off-road handling. a luxury ride and the cargo capacity of a B-29
bomber, yet is compact enough to squeeze into a Greenwich Village
parking space on a Saturday night. Pricing should be at least 50%
below the competition, with a 2.8%, 72-month, guaranteced-buyback
tease. That's the car for me. but unfortunately it doesnt exist. By the
same token, neither does the “ideal” console.

A recording console is the single most expensive purchase a stu-
dio will make. and the decision is extremely difficult for a facility
owner. Follow the supposedly “safe” route of buving what every-
body ¢lse is buying. and your studio may become another “me-too”
rOON.

Even the simplest of questions aren’t so simple: Do you buy an
analog desk or one of the new digital wonders? Technology seems to
be changing at a dizzying pace. yet reports from manufacturers indi-
cate steady sales of high-end analog consoles. The bottom line, of
course, is determining what you—and/or your clients—require and
are willing to spend.

Maintaining the current state of the art may be the edge you need
to attract business. At the same time, purchasers of absolute leading-
edge technologies may find themscelves reluctant beta testers for an
unending slew of software fixes, The hardware situation is also tenu-
ous: Will the 16-bit design of a few years back be competitive in the
20/ 24-bit world? And now that we've all become used to mixing in
LCRS, how will our current tor future) console handle new 5.1 and
7.1 release formats, whether they be DVD, DTS, Dolby Digital or
SDDS?

In the “good old days™—whenever they were—finding the “right”
console size required adding the number of channels on your multi-
track and throwing in a couple of extra for outboard gear, Now, as
studios combine standard multitracking with virtual tracking., MIDI
sources, MDMs and dozens of signal processors, such guidelines for
determining console requirements are useless,

To make the new console selection process casier. this issue
includes a report on the state of the art, with information on dozens
of 24/48-bus consoles from 25 manufacturers. Unfortunately, it
doesn’t include any 12-seat highway cruisers. but with the wide
range of mixers presented in the article, you may just find something
that will do 48 tracks on the quarter mile in 6.2 seconds. Toss in
plasma metering, moving faders and a tuck-and-roll Corinthian
leather armrest. and yvou'll have something even Stephen St.Croix
would love.

Rev it up!

George Petersen

SPARS

V/BPA ABP

Mix magazine 1s published at 6400 Hollis St. #12, Emerywille, CA 94608 and i1s ©1996 by Cardinal Business Media. Inc Mix (ISSN 0164-9957) 1s published
monthly. One year (12 1ssues) subscnption 15 $46. Single copy pnce 1s $4.95, back 1ssues $6.00. Missed issues within the U.S. must be claimed within 45
days of publication date and abroad, within 90 days. Send . P! nquires and changes of address to Mix magazine, PO
Box 41525, Nashwille, TN 37204 or call (B00) 843-4086. Outside U.S., call (615) 377-3322. POSTMASTER: Send address changes to Mix magazine, PO Box
41525, Nashvie, TN 37204. Address all other correspondence to Mix magazine, 6400 Hollis St. #12, Emeryville, CA 94608; (510) 653-3307, Fax: (510) 653-
5142, Penodical class postage pad at Oakland, CA, and addmonal maiing offices. Editeur Responsable {Belgique). Chnstian Desmet. Vuurgatstraat 92,
3090 Ovenise, Belgique.This publication may not be reproduced or quoted in whole or in part by panted or electronic means without wntten permission of
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pplication, a unit that is flexible enough to fit your
Ub»situotion, whether it is for sound reinforcement or studio
'E;!icotions. But it needs to fit your budget. Enter the Studio Twin Stereo Effact
“Processor. With 99 factory and 99 user presets, each with the 3 parameters you use the
" most at your fingertips, and a single band parametric EQ, it's SIMPLE to operate. The high performance,
= cward winning SDISC® processing offers great sounding, high quality effects like True Stereo Halls, Cathedrals, Plates,
Chambers, Rooms, Gated Reverbs single and multi-tap Delays, Chorus, Flanger, Detune,and Tremolo. POWERFUL
Multi effects combinations like Mod+Delay, Mod+Reverb, or Delay+Reverb are also available. You can even
process 2 independent mono sources through 2 separate effects. We also included a Noise Gate with an

STUDIO TWIN
AFFORDABLE.

POWERFUL.

Esg
So

adjustable threshold, MIDI program change control, and an internal power supply. All these features
packed into a single AFFORDABLE rackspace. Check out the DigiTech Studio Twin at you dealer today.

Start sounding great tomorrow.

EEasily Modify
> any Preset

i Digilech

T
S

True Swereo
Effects Processing

Noise Gate w/
Adjustable Threshold

Accepts MIDI
Program Changes

21N 2 OUYT MULIY EFFEC 7% PROCESSOR

Single Band
Parametric EQ
Accessible at any
Time

S-DISC®

Processing Power

Large Numeric
Display

22 Digilech

H A Harman International Company

Dry/Wet Mix on
the Front Panel

Input Level
Ceontrol

Data Wheel Access to 99
Factory & 99 User Presets

SEE US AT NAMM BOOTH #1318

8760 South Sardy Parkwoy, Sandy Utah, USA 84070 « {801) 566-8919  Fox (801) 566-7005 ¢ Int'l Fox {603) 672-4246  Visit DigiTech on the World Wide Web at htt://www. digitech.com
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RoKeBottom

The perfect addition for anyone requiring better low-end
response isva near-field monitoring application, the
RoK-Bottbm kicks someé serious butt] The sub-wofentti-
lizes a.unigue enclosure shape sirfiilar to the popularK-RokK,

mininmizifig parallel
walls to-nmaximize
. low-end punch.
The 21 cubic
enclosure fea-
tures a 12-inch
long-stroke
polyglags
woofer with 3
metric sgnsi-
tivity of 01 dB
and is available
in non-pow-
ered and 14Q
wattipoyered
versions with
an LCRstim-
ming-amp
and an |
internal
crossover.

= >
KRK

FoK BOTTOM

POWER
BLoK

ith Klawitter,
stems. Inc. president znd chief design engineer,
started the company in 1966. Preyiously Keith had worked

as an independent recording engiréenat many of the worlds

major.recording and fim&tuddios and has gained numerous
film credits with projects at Metrg/Galdwyn, Paramount,
MGM and Universdl. KRK's phenormenal success can'be
attributed to a unigue’comtinaticn of exotic drivef materi-
als, proprietary crossoven stylized cabinet design znd
Keiths vision of uncompromising sonic quality.

The 140-watt KRK
POWER Bt:oK repre-
sents arevolutionary
concest in near-field moni-
tor ampiification. Offeringa
cost-effective alternative to
conventional rack-mount ampifiers, the
class A POWER BLoK is available as an
internal pption to all KRKmonitors, including
the RoK-Bottom sub=wosfer, or may'be pur-
chased separately and.us=d as an cupboard
amplifier (The proprietary:power modtle fea-
tures regulated power supplies to al voltage
gain stajes and heavy duty Nautrik combe
connegtors as well as extensive DG orotec
tion circuitry. Distortion is less than 0.05%
at 140 katts, while noise (A weighted) is
specifiedat -100 dB EIN input open.

KeRoK
2 The K-RoK personal
monitor. featuring
dical new desighs in
driver and enclosure
technology, has devel-
ped into one the
most popular near
field monitors on the
market. The unique
abinet shape. which
minitmizes paraliel
walls, was designed
optimize linearity
ndmaximize low
This provides
ely accurate reproduction of instruments and
vocals. Perfect for all near-field

applications, the K-RoKs not
only out perform the com-

petition. they also repre-
sent an incredible

value at $495.00
per pair.

Chris
Fichera,
vice president, Group One Ltd., exclusive dig”
tributor of KRK'Systems aroducts worldwide, has gained
inpernational recogniticn as both a Grammy Award winning
engineer and industry marketing veteran. "We have intertion-
ally limited KRX distrbution.” says Fichera. "KRK dealers were
selected on their abiity to effectively serve the professional
audio market with product-knowledge and a thorough under-
standing ot the recording process.

T
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Imaging Is Everything Questions Abput The Universe?
KRK monitors have become an integral tool in many of the Just ask Neil.
world's top recording and post-production studios. The KRK __ Neil Shaw, Menlo Scientifie.Menlo Fark,

line of near field monitors are without peer foraccuracy and | California
imaging. Each driver is extensively tested toensure a zero '
failure rate out of the box and fonitor pairs are matched

towithin one-tenth of a decibel for unequaledaccuracy;

With a complete family of near-field produsté to choose

from,KRK has a product foreveryapplication, including

video-shielded and powered versions.

Veneer
Options

If the ‘granite-type” look in a
monitor is not your cup of
tea, KRK offers veneered
versions to complement the
most demandinginterior.
Available in attractive oak or
rosewood, the optienal mod-
els include the K*RoK,
6000, 7000B.and SOO0B.
Ihey are also available in
powered and non-powered
versions and with optional
video shielding.

Distributed by Group One Ltd.

East Coast Office: (516) 249-1399 « (516) 753-1020
West Coast Office: (310) 656-2521 o (310) 656-2524
E-mail: jakel groupone@aocl.com

KRK Systems, Inc. : '

16612 Burke Lane' ¢ Huntington Beach, CA 92647
(714) 841-1600 o (714) 375-6496

E-mail: krksys@msn.com

CSIREADER s‘f-'m'/('_(r;l KDTFOR MORE_INFO



URRENT

DOLBY, MICROSOFT ALLIANCE
Dolby Laboratories in San Francisco is
heading up an industrywide venture o
develop high-quality audio for multime-
dia and PC platforms, including sur-
round sound applications. As part of the
cffort. Dolby has enlisted more than 50
1C and software allies, including Intel.
Motorota and Microsoft.

In u related move, Dolby and Mi-
crosoft announced an agreement to
jointly develop technologies and speci-
fications to support the use of Dolby
Pro Logic and Dolby Digital for PC and
multimedia applications, “Bringing the
PPC to the home entertainment center re-
quires giving it the best possible audio
abilities.” sayvs Carl Stork, director of
Windows platforms at Microsoft. *With
the support of Dolby. we're working to
make that happen.”

HARMAN MAKES MOVE

TO NASHVILLE

In an ctfort to tocus its U8, sales oper-
ations and realign its North American
distribution business, Harman Pro
North America will relocate to Nashville
and will distribute four major European
brands: AKG. BSS. Soundcraft and
Studer. According to Harman, the con-
solidation will enable the group to be
more responsive to the needs of the
U.S market. and the move to Nashville
will bring practical benefits, such as a
central location, growing local econo-
my and local music culture. The new
operation, scheduled to open in Sep-
tember, will be headed by controller
Mark Leveridge.

MICHAEL GERZON, 1945-1996
Michael Gerzon passed away on May
0. His 121 published papers cover a
wide variety of subjects—most, but
not all. concerned with audio—and his
contribution to the art and science of
recording and reproduction was truly
innovative.

To some, Michael's name brings to
mind his work on digital audio. Others
may recall his contributions to quantum
theory, or know his brilliant live record-
ings of juzz, classical and improvisation-
al rock music. For me. his name evokes
the person. the many years of hard work
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on psychoacoustics and. of course, Am-
bisonics.

I first met Michael in London in the
carly 70s. Later. a colleague and 1 visit-
ed him in his tiny Oxford flat to discuss
surround sound. Tle pointed to a vol-
ume on relativity and told us it held the
Kev 1o surround sound recording—he
was, of course, correct,

As part of the Ambisonics team, he
did the vast majority of the original the-
oretical work and much of the practical.
He was awarded an AES Fellowship in
1978 for his work on psyvchoacoustics
and was responsible for the theony be-
hind the Soundficld microphone. While
many wished to use Ambisonics for
capturing live performances and re-cre-
ating them in the living room in three
dimensions with just four channels, we
wanted to use the technology for multi-
track recording and mixing. We were
not surprised to find that Michael had
already designed the basic circuits for
Ambisonics panpots and mixers: all we
had to do was build them. Evenually,
thanks to Dr. Geoft Barton and Audio &
Design Recording. 1 had real studio sys-
tems to work with, and Ihave recorded
four dozen atbums using the technolo-
v Michael had pioneered.

Michael worked in other aspects of

audio. but the delivery of meaningful
spatial information always scemed to
be a part of his research, whether it
wis Waves TrueVerb or Stereo Imager,
his proposals for multichannel stereo
for HDTV, or his contributions to the
High Quality Audio Disc proposal is-
sued by the Acoustic Renaissance in
Audio group. Michael's work on Am-
bisonics won him the AES Award of
Excellence in 1992, Hopefully, we will
be using it on tomorrow’s multichannel
digital discs.

Michael Gerzon was a giant in the
field of audio. this work at Ambisonics
built on the pioneering discoveries of
Alan Dower Blumlein, Britain's carlier

CHECK OUT MIK OALINE!

http://www.mixmag.com

audio genius who developed many of
the basic principles of stereo, It is fitting
to both men to mention them in the
same breath. Michael's work was aston-
ishing. yet so was he as a person. De-
spite his continual problems with severe
asthma, he remained lively about his re-
search und recordings and maintained
an excellent sense of humor. Te was a
mun of immense creativity and integrity
in a world that didn’t always appreciate
it. We owe it to Michael Gerzon to en-
sure that he is not forgotten,
—Richard Elen

SPARS 1996 CONFERENCE

The Society of Professional Audio Re-
cording Services hosted a weekend in-
dustry conference to discuss expansion
of business through technology. The
seminar took place in Los Angeles from
May 17-19 and brought together 150
representatives from leading manufac-
turers. Featured at the event were panel
and group discussions, along with lec-
tures from such speakers as Rupert
Neve and Russ Berger.

The goal of the conference was to
promote development strategies for suc-
cess in the 21st century, says SPARS
president John Fry. “Previous confer-
ences have focused on digital audio
workstations and have been largely ori-
ented toward the demonstration of
cquipment,” says Fry. “This years's con-
ference was information-oriented, with
an emphasis on the implications of new
technologies.™ SPARS plans to host a
similar conference next year.,

MIX AES NEW PRODUCTS GUIDE
The November issue of Mix will include
our annual AES New Products Guide.
Forms are being mailed to manufactur-
ers this month and must be returmned be-
fore August t. The Guide will spotlight
new, AES-debuted products. 1f you
want to submit a product description
but have not received an official form
by July 20, please call Barbara Schultz:
510/653-3307.

TC ELECTRONIC TO

DISTRIBUTE TUBE TECH

Tube Tech, based in VanLose. Den-
—CONTINUED ON PAGE 16



I ntroducing...

.the first new Neumann
Tube microphone in
more than 30 years.

Neumann understands tube microphones. We've been
waking them since 1928, The U 47, M 49, U 67, and
KM 53 arce legendary - coveted by engincers and produc-
ers worldwide. When asked to reproduce a microphone
with the *classic’ characteristics of our older jems, we
decided to go one better. Enter the new M 149 Tube.
Utilizing the K 49 capsule and headgrill from the classic
M 49, coupled with the transformerless FET 100 circuitry
from our TLM 50, the M- 149 Tube is a modern
microphone in the classic Neumann tradition. -+ * '

The M 14 Tube features 9 polar patterns and a 9-position
high-pass filter. With a self noise of 11 dB-A, the M 149
Tube is the:quietest tube microphone in the world. The tube
and associated circuitry for the M 149 Tube are mounted on
modular ‘dircuit cards.’ In the future, a variety of tube
modules will be offered, allowing you to customize your
M 149... diFerent tubes for different recording situations.

Neumann has brought more than 50 vears of design
expertise to the M 149 Tube, and it shows in every detail of
this truly outstanding microphore.

Neumann... the choice of those who can hear the difference.

The MY Tube

CNPREADLR SERYICE CARD FOR MORIE INPO
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6 Vista Drive * PO Box 987, Old Lyme, CT 06371 ¢ ‘Tel: 860.434.5220 » FAX: 860.434.3148
Nevmann IUSA West Coast @ Tel: 818.845.8815 ¢ FAX: 818.845.7140

In Canada: 221 Labrosse Ave., Pointe-Claire, PQ H9R 1A3 ¢ Tel: 514-426-3013 « FAX: 514-426-3953
World Wide Web: heep://www.ncumann.com

SEE US AT NAMM BOOTH #1529




I VLZ CIRCURY ROR
LILTRA-LOW NOISE
AND CROSSTALK. Did we just
make up a fancy name for
the same old circuitry?
Nope. VLZ (Very Low
Impedance) is a Mackie
innovation based on solid
scientific principles.
Through the careful
deployment of high
operating, current and low
resistor values at critical
points in our consoles,
we're able to dramatically
reduce thermal noise &
adjacent-channel
crosstalk. Open up all the
channels, subs &
masters on a Mackie
8eBus console and
compare what you
hear (or rather
don’t hear) with
any Brang X
console. Because
Yery Low Impedance
circuitry needs loads of
high current, we ship a
lhumongovs, 220-Watt
Triple-Regulated power
supply with every 8eBus

} Mention in this ad denotes usage
pnly, as reported to Mackie Designs,
prd {8 In no way intended to
Eanstlwte official endorsement by
he artists or groups listed.

.Ao compiled by a leading
[ndependent Console Yideo Facteld
Pvaluation Laboratory. Your count of
puperior Mackic £2Bus console
foatures may vary.

e T

’ (T EXPANDS ALONG WITH YOUR

NEEDS AND BUDGET. You'd be
surprised just how many 8eBus
console setups like the one below are
currently in use. But you don't have
to start out this way. Start out
with a 248 or 3208 and then grow
your 8eBus console 24 channels at a
time with our 24¢E add-on modules.
1, 2 or even 3 of 'em connect in
minutes. They come with their own
220-watt power supply; optional
meter bridges are available.

Above: 24+E 24-ch. expander with optional
MBeE meter bridge and stand.

MAC" & WINDDOWS® 95-

IMPECCABLE MIC PREAMPS. A

console can have motorized
dooflammers and an optional MIDI
espresso attachment, but if the mic
preamps aren't good, you don't have
a fully-useful production board. Our
discrete preamps with large-emitter-
geometry transistors have won a
critical acclaim for their exceptional
headroom, low noise (—129.54Bm
E.LN.) & freedom from coloration. VL.Z
circuitry in the preamp section also
reduces crosstalk.

BASED AUTOMATION THAT'S
RELIABLE, PROVEN AND AFFORDABLE.

Along with
affordable digital
multitrack recorders,
the Mackie 8eBus has
/& made it possible to do
world-class productions
on a modest budget. But until now,
Big Studios have still had one
remaining and unattainable creative
“secret weapon”... computerized
level automation. That's why we
developed the UltraMix™ Universal
Automation System. It gives you
fully editable and recallable control
of input, channel and master levels
— plus features not found on even
the most expensive proprietary
Mega-Console automation
systems. Equally important, it
doesn't degrade sound quality,
introduce zipper noise or cause

audible

“stepping.”

UltraMix is

currently being

used to mix

network

television music themes and

on several major album

projects — by seasoned

engineers who grew up on Big
Automation Systems. Their

verdict is that UltraMix is a

serious automation solution —
stable, reliable and frankly easier to
use than more expensive systems,
The basic system controls 34
channels and can be expanded to as
many as 128 channels. UltraMix Pro™
software, for 030/040 & Power PC
Macintoshes and PCs (Windows® 95
required), includes a wealth of

I Master Section .
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THIS CONSOLE JUST PLAIN

SOUNDS GOOD. sure, you may
be able to buy a Brand X console for
less. But you end up with a console
that sounds like...well...a Brand X
console. Granted, we're getting into a
pretty subjective area here. ..but we
have tall mounds of 8eBus warranty
cards that rave about our consoles’
‘Clarity,” “sonic purity,”

sweet sound,
“transparency,” “lack of coloration”
and alot of other superlatives we
wish wed thought of first.

UltraMix™ includes the
Ultra-34 Interface,
UltraPilot Controller

and software for $2797
suggested U.S.. retail.
Macintosh® or Windows®
95-compatible PC not
included.

features like editable fader curves,
built-in level display, unlimited
subgroups, SMPTE time code
display, event editor with pop-up
faders, optional control of outboard
effects devices and the ability to
play Standard MIDI files from within
the program.

HIS AD CONTAINS 8 REA
YOUR FREE 1-HR. MACKI

s ksl berskebaiek



SONS T0O BUY OUR 8-BUS CONSOLE.
VIDED CONTAINS AT LEAST 71.5 MORE.
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PROFESSIONALS REALLY USE

THEM. The members of Boyz I
Men could have afforded any console
they wanted for their studio’s second
room. They chose an 80-input 8eBus
with 102 channels of UltraMix™
automation. In the studios of
artists as diverse as k.d. lang, Yes,
Queensryche, Lee Roy Farnell,
Aerosmith, Bryan Adams, Carlos
Santana, Whitney Houston, Eric
Clapzon & U2, our consoles really are
used to make great music.
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FREE VIDED! Choosing the right
8-bus console can be

pretty canfusing these

days. That's why we've

whomped up a free video

that gives you some solid

reasons to buy a Mackie 8eBus.
This eclectic compilation contains
excerpts from our epic 8eBus Video
Owner's Manual, an introduction to
UltraMix™ Automation System and
an award-winning short subject, The
2nd Mackie Home Video. Watch all
three parts before you part with
bucks for any 8-bus console.

Above: 24+E 24-ch. expander with optional MB<E
meter bridge and stand. Above left: 3248 with
optional MBe32 meter bridge and stand.

WIDE MID

RENGE EL.

Whether

you're

tracking or

mixing,

equalization

is one of your

most important creative

tools. We concentrated

on important things like

giving you Classic English

Console £Q capabilities.

By that, we mean ext-emely-wide-
bandwidth peaking equalization that
can be used to achieve eftects that
simply aren’t possible with narrower
EQ. Most Brand X midrange EQs have
a fixed bandwidth of about 2 octaves
(blue graph above right}). You can
sweep it up & down the frequency

spectrum, but the “sharpness” of the

EQ curve is always the same.

This kind of

EQ is good

for some

purposes...but

if you've worked

with it before,

you krow it's too

drastic and

localized for gentle

changes in overall

tonal coloration.

The BeBus' true parametric

Hi Mid lets you spread the

bandwidth out to as much

as 3 octaves (red curves at
left). That extra octave of “width”
gives you a whole new creative palette.

1396 MACKIE DESIGNS IND
ALL RIGHTS RESERVED

Represemed in Eanada by SF Marketmg . 800/363 8855 Uulsnie the USA \.ZUE/AB'I 43

Above: The SideCar,
matching 8ebus equipment
rack.

LEGENDARY
RELIABILITY.
This is one
of those factors you
probably don't think
much about — until your
console goes down at in
the middle of a critical
session...at 2ZAMon a
holiday weekend. Built with
pride in Woodinville, WA, USA,
BeBus consoles have an enviable
3-year track record for enduring
continuous, round-the-clock
use and abuse.

(SE READER SERVICE CARD TOR MORE INTO
SEE US AT NAMM BOOTH #642

FREE VIDED FINE PRINT. visit
your local Authorized
Mackie Dealer for a
real live 8eBus
demo, and then
shag your free
video. This
/&- handsome offer is
good while supplies
kzst, or until August 31,
1996, whichever occurs
first. So, you shooze, you
feoze. Limit: one per
customer. If you just
can’t seem to make it to
adealer, it’s available
trom Mackie by phone or
fax request — no reader
response cards. Allow.
six weeks for delivery.
You will also receive
our 48-page
BeBus and
UltraMix™
Universal
Automa-
tion
System
color
zablold. This video offer is
available to respondents
i the U.S. only. Canadia
readers, call 5F
Marketing at the toll-fre
phone number below. Ir
cther countries, please
consult your local Macki
Jesigns Authorized
Distributor.
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WORLD AUDIO NEWS

INDUSTRY NOTES

Mark IV Audio North America in
Buchanan. M1, appointed Monte
Wise to the newly created position
of national sales manager of pro
sound fixed installation/cinema. ..
Yamaha Corporation of America
(Buena Park, CA) announced the
formation of a dedicated commer-
cial audio sales force, headed by na-
tional sales manager Rick Young. ..
Audio-Technica in Stow. OH. pro-
moted Philip J. Cajka to president
and CEO and Kenneth R. Reichel
to executive vice president and
COQO...Netcast Communications
Corp. (New York City) formed a
partnership with AT&T (Greens-
boro, NC) to deliver high-quality
audio over the Internet.. Jack van
der Dussen fills the newly created
position of general manager of
Quantegy Europa. headquartered in
Mountain View, CA...Mackie De-
signs (Woodinville, WA) announced
the appointment of Greg Silsby as
“commercial sound guy.” In other
Mackie news, the company was
ranked in INC. magazine's Top 100
list of tastest growing publicly held
U.S. companies.. John Lennon joins
Ferroftuidics (Nashua, NH) as audio
products specialist...Grass Valley,
CA-buased Graham Patten Systems
named Sheila H. Ross as director of
North American sales...Genelec
moved to new offices. The address
is 39 Union Ave.. Sudbury, MA
01776. Phone 508/440-7520: fax
508/440-7521...Dolby Laboratories
in San Francisco appointed Strass-
berg Associates (New York City),
Dale Pro Audio (New York City),
Audio Intervisual Design (West Hol-
lywood), Cutting Edge Audio (San
Francisco) and Sonotechnique PJL
Inc. (Vancouver) as new dealers
for its pro audio products...Digi-
design relocated its headquarters
to 3401-A Hillview Avenue, Palo
Alto, CA 9430+, Phone 415/842-
7900.. .Sennheiser in Old Lyme, CT,
hired John M. Ruffner as manager
of finance and administration and

John Falcone as vice president of

MIXC LY 1900

marketing/sales for the U.S...
Howard Schwartz Recording in
New York City named Fred Miller
as audio director/ producer and
Tony Giovanniello as operations
manager.. . rvine. CA-based Pinna-
cle Micro named Lawrence Goel-
man to its board of directors and
brought in Kenneth Campbell as
executive vice president, technol-
ogy and general manager...Paul
Freudenberg was promoted to na-
tional sales manager at BSS Audio
in Northridge, CA...Sam Ash Pro-
fessional (New York City) named
David Prentice as director of mar-
keting. Chris Stubbs in parts and
accessories and Dave Carlock, John
Convertino, Bill Dexter and Scott
Godin as new salespeople... Hick-
ory, NC-based CommScope ap-
pointed Gepco Ianternational Inc.
(Chicago) as an exclusive distribu-
tor of its audio and video broadcast
cable products. .. Korg U.S.A. moved
to 316 south Service Road, Mel-
ville, NY 11747-3201. Phone 510
333-9100: fax 510/333-9108. ..

Joe Territo joined Apogee Sound

(Petaluma, CA) as marketing com-
munications manager...San Fran-
cisco-based Pacific Bell announced
the formation of an entertainment
division devoted to sales and de-
velopment of voice, data and video
services for the entertainment in-
dustry in California...Richard D.
Erwin was named vice president of
Audio Analysts US.A. Inc. in Colo-
rado Springs, CO...Symetrix in
Lynwood. WA, named On The
Road Marketing as its sales rep of
the year John Oram Professional
Audio (Kent, UK) acquired the ser-
vices of 2001 Music (Surrey, UK) to
handle its marketing and public re-
lations...Mix's own Marketplace

Classified advertising manager.
Robin Boyce, and former sound re-
inforcement editor David (Rudy)
Trubitt will be married this fall. The
couple met sharing an AES cab ride
in New York a few years ago. Fate
or destiny? You decide. .. ]

—FROM PAGE 12 CURRENT
mark. appointed TC Electronic as its
North American distributor. Effective

June 3. all distribution. warchousing

and services for Tube Tech moved o
TC Electronic’s U.S, office in Westlike
Village. Calit. For more infornation. call
805, 373-1828.

NEW WEB SITES

CAIG Laboratories has a new home
page that features product informa-
tion, satety data sheets and frequently
asked questions and answers from its
customer service department. Visit
http: www .caig.com.

Digidesign has a new Web site that
offers 24-hour customer support, system
compatibility: charts and TechFlix,
downloadable Quick’Time movies de-
signed to help with system configura-
tion and troubleshooting at hup:/ www.
digidesign.com.

Klay Anderson Audio Inc. opened «
new site. Located at hitp: www Klay,
com, the site features Netscape ™ en-
hanced graphics and RealAudio online.
Visitors can browse product lines,
rentads and new audio developments.

Qsound opened a new home page
at httpwww . gsound.ca.

To see product specitications and
applications and to take a virtual com-
pany tour, visit Quantegy’s new Web
site at hup: WAV (Juantegy.com.

Speck Electronies has a new Web site
at htp:www.speck.com speck. The
puge features company and product in-
formation. and an Audio Trivia page.

EVENT UPDATE

The oth Australian Regional Audio En-
gineering Society convention will take
place at the World Congress Centre in
Mclbourne. from September 10-12.
More than 30 manulacturers will exhib-
it and Ray Dolby is the kevnote speak-
cr. Inaddition, 17 workshop topics
have been announced. Call (61) 3 9682
02444 tor details.

MEET. the Musical Entreprenceurs
Expo and Training. is a three-day con-
ference geared toward teaching musi-
cians how to break into the jingle
voice-over video production and mar-
keting arcas of the entertainment indus:
try. The seminar. sponsored by RZM
Direct. will be held September 15-18 in
Las Vegas, For more information. call
702 898-7070.

CORRECTION

The Mix Master Directory lists an incor
rect fax number tor Auratone Corp. The
correct number is 619 290-8734. n
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_‘rfxduccrs studios and artists are getting more attention than ever
these days. Just ‘isten to the soundtracks of Oscar neminees Apollo 13
and Dead Men Walking and vou’ll hear incredible mu‘titrack edit-

ing and mixing made possible only by Sonic.

Tune in to this vear’s Grammy -winning recordings to hear the

superb sound quality delivered by Sonic Studio, the DAW that gives
» 25 bit digita! audio architecture
5 ) vou the power todo your most exciting and creative work.
+ 96 KHz sampling capable
« High-density CD/DVD support
Sonic Studio delivers the performance and the quality

+ 9% 1/0O channel maximum

«Sab-nannsecond jitter vou've been waiting for. Background loading, multitasking
i 8 5

Real-time digital media networking and high-speed networking turn your Sonic systems into

T At ST L

a seamless media workgroup. Spend v@ur time creating

not waiting.

Get vour hands on the industry’s favorite digital
workhorse. And while vou may not have to worry

too much about groupies, vou can expect to get \’

chased around. By new business.

% [} f\|
W\“ SONIC SOLUTIONS e Call | 800 225 1656 today.
e ' And visit us at www.sonic.com.

131 Rowland Way. Novato CA 94945 USE READER SERVICE CARD FOR MORIE INFO
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THE FAST LANE

THE GOOD, THE BAD AND THE UGLY

A PLEA FOR ELEGANCE AND SPEED

HE GOOD

Okay. people. Gas prices are

way up. and memory prices
are way down: so walk 10 vour
nearest memory dealer and buy all
those SIMMs or DIMMs that vou
have wanted for vears. APS is ad-
vertising 1-gig drives tor 8239 and
2-gigs for $479. so yvou might want
to pick up the phone and buy a
couple o spinners, 1o, Oh, ves,
the JAZ is just starting 1o trickle out
so you will need one of those. ..
Then you will have storage and
memory—vyou will be halfway
there.

Computers are faster and cheap-
er.as promised by every predic-
tion, including St.Croix’s Second
Law of Technology: “Whatever you
have is half as fast and costs twice
as much as whatever vou are look-
ing at in this month's magazines.”
And. for those who care, the First
Law states: “Always specity FedEx

18 MINL /1LY 1990

overnight shipment so vour gear
won't be obsolete when it gets
there.” Okay. okay. As long as we
are doing the Laws, 1 will give vou
one more. the Third. This one is
long. so it is often forgotten or con-
fused: ~“Always sell all of vour gear
at the end of every work day and
buy new gear every morning.”
Only by doing this can vou avoid
the embarrassment of obsolescence
and the financial drain of Explosive
Value Decompression. Or vou
could stick vour head in the sand
like the government and pretend
that computers have a five-vear
functional life—have vou seen
those depreciation curves?

So buy a new computer, a nice.
fast. cheap thing 1o put all your
nice new memory and drives into.
Then go out and buy a new digital
audio workstation, something pow

erful that actually uses some mod-
ern DSP hardware in a rational
way. Stick that in your computer.
Track some wnes. Edit some
tracks. Stretch, bend. fit, compress.
morph and twist a liule audio. Go
back and replace the tracks vou
messed up when vou stretched,
bent, compressed. morphed and
twisted them. Punch, loop, insert.
Use it for o while,

Now stopt Take a day and com-
pare life with a DAW 10 life with-
out one—the old life, life with a
multitrack recorder. a conventional
analog recording desk. und a rack
full of audio twisters. What got bet
ter? What got worse?

Welllits prety obvious what
gets beter when vou have a good
DAW. A good system s so fast and
powertul that it takes vou past its
learning cyele, past the reasons vou
bought it tincreased productivity
and versatility), all the way 1o a



INTRODUCING THE LIBRA MUSIC C ONSOLE

A NATURAL

The seventh sound wave has
arrived. Libra is the new digital
console from AMS Neve, with a

straight ahead musical bias.
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Fully automated and entirely

digital, Libra takes the maestro

features of its six predecessors and

adds phenomenal musical ability,

at a midrange price.

Worldclass technology designed

and configured by those who write

the digital score.

Sounds like you’ve got to have

a demo. —

N AMS
'NEVE

AMS NEVE plc - UK HEAD OFFICE TEL: 44 (0) 1282 457011 FAX: 44 (0) 1282 417282 - GERMANY TEL: 49 (0) 6131 46282 FAX: 49 (0) 6131 42702
USA HOLLYWOOD, CA. TEL: (213) 461 6383 FAX: (213) 461 1620 - NEW YORK, NY TEL: (212) 949 2324 FAX: (212) 450 7339
CANADA RUPERT NEVE INC., TORONTO TEL: (416) 365 3363 FAX: (416) 365 1044 - e-mail: enquiry@ams-neve.com http://www.ams-neve.com
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IN THE TIME IT TOOK TO
WATCH THIS FRAME, CEDAR
RESTORED THE AUDIO.

Slower solutions are never as good.
While the competition is still loading the hard disk, you can be
on to your next job with CEDAR, the first - and still the only —
audio restoration processors to offer mastering quality real- DH-1 De-Hisser
time scratch, click, crackle and buzz removal. CEDAR was
also the first to combine unparalleled noise reduction with

; remarkable dynamics processing and both IIR and FIR .
CEDAR 20 PC-based system o , . ) DC-1 De-Clicker

equalisation. And then there's CEDAR’s unique ‘Noise Free
Equalisation” which boosts the signal without re-introducing any hiss.

Not only do all CEDAR's products work in real-time, they can also be cascaded to

perform all your audio restoration requirements in a single real-time pass. CR-1 De-Crackler

So whether you prefer a computer-based system

or our rackmount modules, one thing is for sure.
PaN
N

With CEDAR, by the time you've played the tape or

. AZ-1 Azimuth Corrector
watched the movie, you've also restored the audio. /\

Leading The World In Real Time Audio Restoration

HHB Communications Inc - 43 Deerfield Road, Portiand, Maine 04101 1805, USA
Tel: 207 773 2424 - Fax: 207 773 2422 - E-Mail: 75671.3316@compuserve.com

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hhb.co.uk

Studer Canada Ltd - 1947 Leslie Street, Toronto, Ontario M3B 2M3, Canada - Tel: 416 510 1347 - Fax: 416 510 1294

USE READER SERVICE CARD EQRMORE INFO




- — ]
THE FAST LANE

|

new plane: creativity. When a system is
so fast that you can afford the time to
simply try out an alternate idea that is in
the back of your head, and that same
system is structured so that there is no

so you will end up with lots of extra
bucks to buy those acoustic treatments,
ancillary gear and creature comforts.

I will spare you the endless list of
DAW advantages when it comes to
editing, punching, locking, conforming,
yada yada. T'll make it simple; DAWSs

St.Croix’s First Law of Technology states:

“ Always specify FedEx overnight shipment

so your gear won’t he obsolete when it gets there.”

penalty or danger in doing so (the orig-
inal ideas are not erased or destructively
modified), you just might try it, and
maybe even several versions of it. It has
been my belief for some time that
DAWSs will produce their own creative
surge, as did Les Paul's bizarre multi-
track recorder.

So more on what gets better. The
DAW is quite small compared to the
Old Way, so you will find yourself with
lots of extra room for acoustic treat-
ment. ancillary gear or creature com-
forts. And DAWSs are becoming quite
inexpensive compared to the Old Way,

are starting to work now. They do all
this stuff much better than the Old Way
ever could.

So, what's the problem? Why aren’t
these things the absolute, indisputable.
ultimate answer?

THE BAD

There are two main real bad things
about these systems. Undeniably, the
first is the control surface (or lack of it)!
Let's face it; mice and track balls were
designed for word processing and
pointing to icons or text. and graphic
tablets for painting. Knobs, faders, but-

tons and big, heavy shuttle wheels are
what we need for audio. So let's get
them! Let's demand real DAW control
surfaces, rationally designed to make
DAWs at least as comfortable and effi-
cient a work environment as the Old
Way.

Next is what they sound like. This
would not normally be a problem, ex-
cept for the fact that the reason all of us
are working today is because of what
our stuff sounds like. We are all audio
mixers and engineers, so 1 guess that lit-
tle detail matters after all.

There are actually two problems
here. First, the A/D and D/A conver-
sion. Because these converters are the
doorway into and back out of our won-
derful new digital universe, they had
better have good doors. Your choices
are: 1) Find a DAW with really good
converters. Oh. Well, maybe we had
better go on to number 2) Get a DAW
that offers various outboard converters
s0 you may pick the one best-suited for
your needs. This should happen more
and more now, as DAWSs grow up. Or
there is always choice 3) Blow it all off
and go in and out digitally. The good
side here is that you have total control

—CONTINUED ON PAGE 221

Extend Your Reach Worldwide

withhDolby

Dolby Fax is the worldwide standard for connecting to film, record labels, music and post production studios.
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The Dolby Fax system uses economical ISDN lines and Dolby digital coding for the highest audio quality. Other
features include remote machine control with time code capabilities and a Windows™ based user interface for
automnatic call setup. For more information and an interactive brochure call 1-800-365-2973 or visit the Dolby

Web Page at http://www.dolby.com.
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THE NEW ALCHEMISTS

he hottest items at music and

audio trade shows these days

(besides those 48-channel
automated mixers that fit in vour
shirt pocket) are the dog-and-pony
shows in which audio recordings
are amazingly turned into MID]
data and hack again. A high-jump-
ing flute passage comes out of a
cello, and medieval choirs sing in
be-bop harmonies, A symphony
orchestra is conducted by drawing
accelerandos on a sereen, and The
Beatles are forced into a 110bpm
techno beat.

These tools are cool. You can
do a lot of things with them that
would have been difficult, it not
impossible. before they came
along. For the right people., in the
right situations, they can be a real
spur to creativity. So naturally, tons
of manufacturers are jumping on
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the bandwagon, proclaiming that
their conversion algorithms and
DSP are faster/cleaner/better-
sounding than the others. But
snazzy technologies have o way of
taking over people’s imaginations
in excess of their real worth, which
makes it wise—bhefore anyone de-
cides to seream “Whoopee!™ and
base o $30-million IPO on it—to
take a fairly sober look at what this
stutt is for, and what it isn't.

The promise of audio-to-MIDI-
to-audio conversion (how about
we call it AMAC for convenience?)
is that we can now dissect a re-
corded musical performance and
isolate individual nuances. nweak
them just as if they were MIDI
notes and controllers, and re-apply
them o the original: thus, we ¢an

create performances with the sonic
quality of digital recordings but
with a whole new level of expres-
sive control. Computer-hased conr-
position ¢an be liberated from the
strictures of discrete svnthesis and
one-shot sampling, and the manip-
ulative technigues MIDI composers
know and love can be applied 1o
any sound at all,

How true is this? Well, let's ook
at the process one step at a time.
The first part of AMAC involves ex-
tracting performance data from an
audio signal on disk. Using FFTs,
spectrum analysis, weighting and
other tools, the process derives ini-
tiad pitch, pitch change, initial level,
level change. high-frequency con-
tent and duration from the signal,
translating them into, respectively,
note-on. pitch-bend, velocity, vol
ume, “brightness™ and note-off
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FEATURES:

Link up ta 8 machines

You Could Always Hear What
AKAI Did For Your Music . . .

Un 1992 we introduced low cost disk recording with our 4
track DR4d. Thousands of DR4d's have found their way into
broadcast facilities, recording studios, post production houses,
and project studios. Combining our experience with input from
thousands of end users, we created the DR8 and DR16
Whether you're just starting out with your first 8-track, upgrad-
ing your current tape-based MDM, or even if you're planning on
adouble-whammy, 128-track, multi-interfaced, graphically-based,
post production facility, the new DR Series from Akai will serve
your needs and grow with you in the future. It's an important fact

Record/Edit The new DR Series utilize our latest 24-bit internal

processing technology enabling simultaneous 8-track recording with the
transparent digital audio quality that has become an Akai trademark

Three dedicated LSI's (Large Scale Integrated circuit) for recording,
mixing, and optional EQ provide real-time performance and stability of
operation that computer based units simply cannot provide.

Real-time random-access editing features like copy, insert,copy +
insert, move, move + insert, erase, delete, slip, and sliptrack inspire creative
efforts that are simply unthinkable with tape based recorders. The TAKE
function allows you to record up to five separate takes of a critical solo, or
enables you to compare separate effects treatments of a singular passage.
The jog and shuttle wheels make finding precise edit points a breeze, while
the familiar tape-machine style transport controls and autolocator make
operating the DR Series recorders like working with an old friend.

to consider when someone tries to sell you a "budget” digital
recorder that never really meets your needs. Check out these
features and you'll "see” what we're talking about.

DRB - $3495 -gg. Retail Price

8 Track Disk Recorder

MORE FEATURES:

DR 1 6 - 54995 -gg. Retail Price

16 Track Disk Recorder

The DRB can be equipped with an optional internal 1 GB SCSI drive, while the DR16 is
available with an optional 2 GB internal SCSI drive. The DR Series recorders are both equipped with a
standard 50 pin SCSI port alowing a combination of up to seven SCSI drives with disk overflow recording
capability. Lists of compatible drives are available from Akai product information.

Data backup is achieved through standard audio DAT or Exabyte

At the time of this writing, the lomega Company is preparing to go into production with their new 1 GB
"JAZ" drive, a removable media SCSI drive which will greatly enhance the capabilities of our new DR Series
recorders. Stay tuned for more info in our upcoming ads. Better yet, test drive a new DR Series recorder
today at your local Akai dealer.

EVEN MORE FEATURES:

Balanced 1/4° TR in/out

Switchable +4/-10d8 line lovels
8in 16 out + stergo master (DR16)



Now You Can See It.

m Some of our competitors' disk recorders use a portion of their recording LS to
provide mix capability. While this saves money, it can also produce audio artifacts like “zipper” noise

when adjusting such critical functions like EQ, pan, and fader level. On top of that, many disk recorders
won't even let you make real-time adjustments during mix down, eliminating a critical part of the creative
recording process. The heart of the DR mixer is a 16-channel, 24 bit custom LSI designed to provide
real-time dynamic digital mix capability. Built-in 99 scene snap-shot automation for all functions and
dynamic automation via external MIDI sequencers, combined with 8 or 16 channel 3-band parametric
EQ option, ensures that the only limit in the DR Series mixer is your imagination. With its built-in 16
channel mixer, the DRB becomes the perfect compliment to any 8-track recorder you might currently
own. It can mix down its B tracks of internal digital audio with an additional 8 inputs from a sampler.,
tape machine, or a live performance, all in the digital domain. The MT8 mix controller provides a 16

track console format for dynamic remote control of all mix and EQ parameters.

OPTIONS:

MIDI interface - $299

SMPIE. read/gen - $373
RS422 video sync - $299
BiPhase film sync - $238
2nd SCSI port - $289
MT8 MIX controller - $789

8 channel 3 band parametric £ - $550

16 channe) 3 band parametric £ - $699

nd Batteries not included.)
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SuperView'" Ry e
a frenzy packing new features into our DR8 and
DR16. Whenwe stepped back to take a look at
what we'd done, we realized we crammed a
whole roomful of equipment into a single SU
box. In order to help keep track of everything
that's going on inside our "studio in a box", we
developed the SuperView™ SVGA monitor
board. SuperView™ mounts internally in the
DR8 or DR16 and pravides envelope and track
information for up to 16 tracks of audio, as well
as region highlighting for record, playback, and
edit. SuperView™ is further enhanced by 16
track level meters with indicatars for left/right
master out and aux 1/2 out. The time indicator
will read in the same format as the DR front
panel. SuperView™ requires no external com-
puter, simply plug your SVGA compatible moni-
tor into a SuperView™ equipped DR Series
recorder and you're ready to go. SuperView™
enables real-time video representation of audio
status; no waiting for screen re-draws. What

you hear is what you see.

DIGITAL

NG E M = e C M To increase the power of SuperView™ even further, we added
an ASCII keyboard input to the SuperView™ card, allowing a standard ASCI! keyboard to operate as
acontrolinterface for SuperView™ equipped DR Series recorders. Functionkeys will provide the ability
to zoom in on a single track, as well as zoom in/out timewise for precise edit capability. All tracks and
locate points can be named, allowing you to manipulate and track large amounts of data ina very simple

manner. A unique interface has been developed to allow track arming, transport control, and edit
functions directly from the keyboard, providing enhanced productivity through an intuitive human

interface design.

I SE READT R MURVRCIECARDIBEQR MORE TNFO

Akai Digital
1316 E. Lancaster Ave.
Fort Worth, TX 76102, U.S.A.
Ph. 817-336-5114
Fax B17-870-1271



MIDI data. Brightness is not strictly de-
fined in the MIDI spec. and there s lit-
te commonality among synthesizers as
1o how to interpret it, so at least for
now. brightness data from this process
is not all that useful. The derived MIDI
data can be used 1o play a MIDI syn-
thesizer in close step with the original
audio. or used as a timing reference 1o
trigger other MIDI tracks. This in itsclf,
if done well, is worthwhile.

Turning an audio signal into MIDI
data is nothing new—companies like
Fairlight. IVL Technologies. DigiTech
and Roland have been doing it for

many years. not to mention all the hap-
less MIDI guitar makers who continue
to bang their heads against the wall of
pitch-to-MIDI conversion. This hard-
ware's task has been o do the process
in real time—that is, to extract a MIDI
line from a voice or a trumpet while it's
playing. The new software systems,
however. do it offline. which gives them
plenty of time to sift, analyze, transform
and compare, so theoretically their per-
formance should be much beter. But
many old problems remain: Where do
vou draw the line between pitch-bend
and a new pitch: between a fundamen-
tal and a harmonic: between the noise
at the beginning of a note and the note

If you think professional
automation is too
expensive............

DR
B3

Reel Title Mix Cue List Track List Group Status Help
dfefefefo[sle]ele[=[e[sl=2[+]=]
hhuzaauhaana.
BV T T T T T R T T T T e E
3’38’3 o |8 18%18 |5 |8 |8%18 |8 |8olbalé
c@jcnjc@ic |¢ |c c.]c ¢ ¢ |eBlc |¢ [c@|c@
101
S
s-
10
15
201
30+
L} L} L) L) L
2 2 212 2
o |
Reel st Memory used 12% | Playing mic Sec!
Up ontop - reel 1 D :ea: S. ® 30
Up ontop - reel 2 9 RECORD @ 300F
Pleaswre palace + DROP Time code vaid @ @ Link
[ ] = - ey

Think again! Optifile DRAX
for 8-bus has arrived
o 800-350-4626

Fax 905-469-1129
' BNEIEE Web www.sascom.com

Optifile Drax prices start as low as $2,995 for 32 channel system. Installed inside your console. |
Uses existing faders and mutes. No external fader pack required. TimeCode based.
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itself: or between voices in a chord?
Just as a hardware converter must be
programmed with gate times, attack
times, volume and pitch-change thresh-
olds, ete., so that it knows what kinds
of limits 1o set on its processing, a soft-
ware converter has 10 be told what o
do when it's confronted with ambigu
ous data, which, unless it's analvzing a
diatonic Theremin, is just about all of
the time. If the parameters are not set
correctly (and sometimes even if they
are), the result is a jumble of micro-
notes. appogiaturas, flying pitch-bends
and wrong octaves. In some ways, the
software converter's job is more difti-

Sharping a singer
who sings a couple
of flat notes is easy,

but turning a symphony
orchestra playing
Also Sprach Zarathustra
into “Mary Had a
Little Lamb” is dicey.

cult. In & hardware converter designed
for live performance, these minor errors
fly by in an instant and are forgoten,
but once they are part of a recording or
a sequence, they must all be deale with,

Of course. unless the audio is truly
homophonic (that is. one instrument
playing one note at a time). the output
will be essentially worthless, The days
when an accurate analysis of polyphon-
ic music or chords can be made by a
machine are still very far in the future.
Even in the best of cases, for the resul-
tant data to be of much use it has o be
massaged carefully, with an eye toward
how it's going 1o be used. Many of
these programs include sets of algo-
rithms optimized for different instru-
ments and vocal ranges. but the
parameters involved in setting up these
algorithms are fiendishly difficult and
rarcly under user control. So if the ma-
terial you're working with doesn’t fit
any of the prescts. there's little you can
do. And even if the “right” algorithm is
there, it might not work consistently in
all cases: Try a few different recordings
of the Bach Ceflo Suites, or of Debussy's
Syrinx for flute solo, or any a cappella
blues or ethnic singer. and see how var-
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BUILT" LIKE
A BAT TLESHIP

T e

WITH A SOUND
THAT WILL BLOW
VOU AVAY,

The Sony PCM-2600 and PCM-2800 DAT recorders
are durable enough for the daily battles of the audio
professional, sophisticated enough to provide day in
and day out great sound.

Four direct-drive motars {an the head drum,
capstan, supply
and take up

reels)

and our servo-
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controlled gme——
mechanism mean s
better tracking,
lower error rate,
longer motor and tape life, and faster, smcother
h gh speed cueing and shuttling.

SEE US AT NAMM BOOTH #2015

20 S0 100 200 600 1k 2k 5k 10k 15k

And only Scny offers Super Bit Mapping” (SBM),
a patented techrology used in major mastering facil-
ities and now available on our pro DAT recorders for
improved sonic performance.

SBM maintains much of the sonic quality of
“he 20-bit signal created in the recorder’s advanced
A/D converter and stores the cata in the 16-bit
DAT format. The result is superior sound resolution
with added clarity and greater imaging.

And the PCM-2800 adds Read-After-Write
(RAW) conf'dence monitoring for those critical
reco-ding sitLations

But dor't just take our word for it all. Call
1-800-635-SONY ext. SBM for more information. And

prepare to be klown away. SONY

1996 Sony Electromcs Inc All nghts reserved Reproduction in wiiole or n part without written permmissian 1s protabiied Sony and *"upes Bt Mapping are trademarks of Som
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INSIDER AUDIO

ied the MIDI tracks will be from each
other, and from the record.

Now let’s talk about the other end.
This is where the jaws drop at the trade
shows—when the derived data is modi-
fied in ways that only MIDI data can be,
and then reapplied to the original aucdio
track. Thus, instruments can be made o
harmonize with themselves, flat or sharp
notes can be corrected, and tracks can
have their tempos changed—not just
statically, but over time—or be rhythmi-
cally quantized to fit with other tracks.

The chief advantage here is not that
we are now able to do time-based audio

Red 3 from Focusrite meets all

processing, which is also old hat, but
that we now have a dynamic front end
to do it with, one that can be manipu-
lated in musical ways. So, to choose a
simple example, instead of merely
telling a horn note that we want it a
minor third down, we can now tell it we
want it to start a minor third down and
drop another half-step over its duration.
If we want to create a whole new musi-
cal phrase out of a recording, we don't
have to do it in a sample editor note by
note and then assemble the pieces. It
can all happen in one operation.
Whether this is successful is largely
dependent on the quality of the pitch-
or tempo-shifting process (they are es-

UTHEINEI T Imedia have created the need for new forms
of dynamic control with lower noise,

greater transparency and absolute control

of signal level.

these needs and more, with a
uniquely intelligent approach
to the design which minimises
undesirable artifacts whilst
providing compression and
limiting in two channels, which
may be linked for true stereo
operation.

The design is based around the
propriety Focusrite VCA which is
controlled by two other VCA's in
a side chain, the first for
compression, the second for

©

®

USA: Group One Ltd. 80 Sea Lane, Farmingdale, NY 11735 Tel: (516) 249 1399 Fax: (516) 735 1020
West Coast: (310) 306 8823 Canada: Sonotechnique Tel: {416} 947 9112
Focusrite Audio Engineering Ltd. Cores End Road, Bourne End, Bucks SL8 SAS, England Tel: ++44 (0) 1628 819456 Fax: ++44 (0) 1628 819443

limiting. The audio path sees
only the one, high performance
Focusrite VCA. The limiter is only
in effect after compression,
which can be easily set up for
optimum results.

As with all Focusrite products,
you can only appreciate the true
benefits of RED 3 by putting it
to work. Please ask your autho-
rised Focusrite Dealer for an
on-site demonstration.

Focusrite

HED RANOH
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sentially the same thing, just tumed up-
side down). Pitch-shitting an audio file
isn't rocket science; actually, it's a lot
harder, although mistakes aren't quite as
expensive. Though great progress has
been made since the first chipmunking
algorithms appeared in samplers and
sample-editing software, there's still a lot
that can’t be done. Sharping a singer
who sings a couple of flat notes is easy,
but turning a symphony orchestra play-
ing Also Sprach Zarathustra into "Mary

Do too much to the
parameters, and they will
sever any relationship
to the original track.
Reapply them to the
original, and they
will be irrelevant.
You’ll end up with

a stilted track.

Had a Little Lamb” is dicey. Any changes
of more than about 7% or 8% are pretty
much out of the question, and for many
recordings, especially when stereo
image stability or room ambience is an
issue, the restrictions are much tighter.
(I got an excited call not long ago from
a Very Famous Conductor who had
read an article of mine describing pitch
and tempo shifting, and she was crest-
fallen to hear that she might not be able
to change an adagio recording she had
made into an allegro. She was even
more disappointed when I told her this
wasn't something she could leam to do
by herself in a couple of days!)

The fact that there are dozens of
pitch-shifting algorithms out there shows
that engineers are still searching for this
particutar Holy Grail. Some of the algo-
rithms are optimized for certain types of
music, but none will do right by every-
thing. Many of the programs let you de-
cide what factors—opitch, timbral quality
or rhythmic accuracy—the processing
should favor. I've never seen any worth-
while documentation on these settings.
and I don't know if that's because the
manufacturers are lazy or that they fig-
ure it would be meaningless. Trial and
error, for just about every type of audio

—CONTINUED ON PAGE 217
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Think about #. You spend hours tracking. editing, for replication, or just burning a few demo discs to
and mixing your projects. And, you've spent a small pass around, the Ricoh RS-1420C is an ideal addition
fortune on your mixing console, mikes, tape recorders to your studic.
and all that outboard gear. So why settle for just any The RS-1420C can also do double duty as a
CD recorder when you can get the besi—the new, CD-ROM recorder/reader. It can read CD-ROMs at
very affordable Ricoh RS-1420C2 quad speed (4X) and record them at 2X/1X. 1deal for

A third generation CD-R recorder and plaver, backing up sound files when a project is done, the
the Ricoh RS-1420C is the true choice for music pre- RS-1420C frees up your hard disk for the next job.
fessionals. The RS-1420C can write a CD at double Whnat’s more, the RS-1420C can be used to digitally
speed (2X) or siugle speed (1X). It sports a generous bounce tracks from a music CD to your hard disc in
2Mb buffer to ensure reliable recording across a wide several different file formats.
range of systems. The RS-1420C is compatible with both PC and

Making a one-off Compact Disc is easy when Macintosh based systems. It is very easy to use. And,
the RS-1420C is mated with Digidesign Inc. hardware/ at an attractive $1095 list price, you can afford to
software systems such as have the best!

Pro Tools", Sound Tools",
Audiomedia 11" along with
Digidesign’s MasterList CD
software. Whether your
application is creating a master

Want to know more?
Give us a call at

53, or contact our master

distributor Consan at

1 0NN Y0 M™NICL
1-OUU-22Y-D IO

Photo shows the internal version, the RO-1420C

RIGOR

In 'S

USE READER 'SERVACIECAROD-FOR MORLE INFO



Tips

an

echniques

From
rour
Hol

ngineers

BY MAUREEN DRONEY

30

MASTERS

When Mivs editors first decided 1o cover mixing applica-
tions this month. they suggested discussing with engineers
how they mix differently for different genres of music. But
it came as no surprise that when approached with this
idea. the four mixers interviewed here were a bit bemused
by the concept, You see. even though they work on very
different kinds of projects. the idea of mixing music gener-
ically is a foreign concept to all of them. The way they look
at it, they're just mixing music—whether the song is bound
for the contemiporary jazz market. rock radio stations. Bill-
board's Hot 100, or the top of the R&B charts. To these
engineers (who are, by the way, all musicians in their own
right) cach picce of music takes its own direction, and, as
they travel down that path, they use their skills o bring out
the essence of a particular song. whatever that may be.
That's probably

David Kahne, producer/engineer

one of the main reasons they are so successful (all of them
work just about nonstop, and have done so for vears).
Goaod sports all. though. they gamely agreed to answer
questions about how they use their talents to create hit
mixes for various styles of music.

David Kahne is a producer/engineer who has also
done time as senior VP of A&R for Columbia Records. His
work in the carly eraof alt rock with artists like Romeo
Void, Translator and Fishbone established him as a unique
foree in the business: he has both the rare ability 1o recog-
nize talent atan carly stage. and the skills to hetp develop
that talent. Kahne's musical interests are wide-ranging—in
his spare time he composes orchestral music, and he won
an Album of the Year Grammy Award for producing Tony
Bennett's MTV Unplugged in 1994, He may be best known,
however, for his production work with The Bangles, in
cluding the single “Walk Like an Egyptian,” and most re-
cently, for mixing the Top Five debut release by the
Presidents of the United States of America. Kahne lives and



works mainly in New York.

Don Murray has racked up
ten Grammy nominations in the
category  Best Engineered
Album, and took home a Gram-
my for his production of GRP
Records™ GRP Superlive record-
ed in Japan. He specializes in
an eclectic kind of jazz that
often combines master musi
cianship with a pop sensibility,
and this work has carned him
Gold records for the radio-
friendly Fourplay albums, and
Barry Manilow's Singin” With the
Big Banes. Murray, himself a keyvboard man, has also
recorded and mixed six albums with pianist Dave
Grusin, including 7he Gershwein Collections, 16 albums
with guitarist Lee Ritenour. and records with Pauti
Austin, Dianne Shuur and many others. He has also
worked on various film scores, including two that gar-
nered Academy Award nominations for Best Score. Al-
though he often travels for his projects, he does most
of his work in Los Angeles, where, au the time we
spoke. he was working at Sunset Sound on (simulta-
neously) projects tor Earth Wind & Fire and guitarist
Earl Klugh.

You can usually find Eric Schilling ensconced in
studio A at Crescent Moon Studios in Miami, where,
hesides working (often via EDNet) on both the Phil Ra-
mone-produced Duets and Duets I for Frank Sinatra,
he regularly turns out Platinum mixes far, among oth-
ers, Gloria Estefan and Jon Secada, Originally a West
Coast engineer, Schilling moved to Florida in the late
1970s and worked mainly with rock n’ roll hands such
as The Outlaws and Pat Travers. When Latin and dance

mus:c began to

heat up the Miami
scene, he found
Aimself in the
thick of it. He
joined forces with
Gloria and Emilio
Estefan and the
Miami  Sound
Machine in 1982
and has been
lead mixer for
them ever since.

In between

those albums

he stays busy
mixing  live
music for tele-
vision, and en-

Dave Way ot
{arrabee Studios
in Los Angeles

Don Murray {foreground) and Earl Klugh
in Studio Two at the Neve 8088 cansole
of Sunset Sound in Hollywood

gineering for artists including
trumpeter Arturo Sandoval and
Grammy-winner Cachao.
Dave Way, based now in
Los Angeles, auended Berklee
School of Music 1o study bass
guitar. He began his engineer-
ing carcer in New York City,
where he worked with the in-
fluential producer Teddy Riley
on hits like High Five's Number
One -1 Like the Way (The Kiss-
ing Game),” which Way also co-
wrote. Lately you've heard his
mixes on records by artists such
as Babyface, Michael Jackson, Boyz 11 Men and
Brancy. «n Toni Braxton's smash hit “Breathe Again,”
and TLC's “Crazy. Sexy Cool.” Besides spending all
those late nights mixing, Way some
how

Eric Schilling of
Crescent Moon Studios in Miomi

finds the time to play his drums every day. “It's the best
thing in the world,” he savs, “My favorite form of exer-
cise and tension relief—it's the first thing [ do every
morning when [ wake up. 1 have them set up in my
living room with a couple of microphones on them so
I can record it whenever | want!”

BASS

Is it the most important instrioment in REB? Not as -
portant in alternative rock? What do you do to make it
work the way you want to within the song?

Way: Muke room for it is the main thing! You don't
want to have a lot of things competing for that space.
But lately, R&B arrangements have been a lot sparser,
so you don’t have to clear out as much. and it's more
just keeping it at a good balance. rather than having to
spread it and make it feel huge. A good compressor on
the hass is probably 80 percent of it T use an 1176 a lot
on bass, or mavbe a Tube-Tech—something where
vou can really adjust the attack and get it to pop out. It
used to be, say five vears ago when the production
stvle waes a little more Kitchen sink-oriented, that in
order to helo put some emphasis on bass in a busy

JULY 1996, MIX

31



wrack. you'd have to stereo-ize it and re
ally compress it to make it compete.
Now that things have trimmed down,
none of that stuff is getting in the way,
and the only thing vou have to worn
about is the Kick drum. But if you are
having a problem, its usually because
something is in the way of it. Then |
find it works better to filter out some
thing rather thun to add something,
But, if i's a good bass, like a Mini

moog. or a very fat analog bass, and if

it's recorded well, half of it's done and
you don’t have to tweak it that much.,
Kahne: To me. it's the difference be-
tween live performance and recording.
You know that when you go into
record youve got S0 dB less headroom
than vou do in a live show, and that
vou are taking something that is two di-
mensions and trying to give the ap-
pearance of it being three dimensions.
And the bottom or the bassline has so
much power in a recording where you
are operating at less dynamic level than
you are live.

There have been songs that 've
worked on where it feels that the
bassline isn’t coming out enough, and
it's not creating enough forward mo-

For Musicians
Who Bought
The Other
Digital

Multitrack

SORRY!
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mentum. And in the mixing, even
though it may not be there on tape so
well, getting the bass 1o come out
changes the whole way that the bottom
moves. It just adds so much physical
impact to the track that it makes it feel
more 3-D.

I use Fairchilds a lot and T use dif
ferent combinations of 11708, Some
times Ul use two 11708, or an LA-3A
and un 1176, I've also found on the SSI1L
9000 that the compressor and the EQ
are really good. TIEuse one [compres
sor] just to try to pull peaks down a lit
tle bit. and then use the other one real
radically. Then T ry to mix that buck
into the original one. T do a lot of using

different compressors and different EQs
and urying to blend them together.

VOCALS

The only part of a pop record that's real
hydmportant? Something insignificant
that needs to blend in with the guitars?
Or something that needs to be stereo
with a lot of Harnonizer to sound big?
What s the most important thing you do?
Schilling: Arc the vocals more impor-
tant in pop? I think that's very true. |
also think that the way things are done
today for pop music. with the lead
singer, whether its a girl or a guy. they
tend to e mixed more up front than
they used to be So the trick for me was

WHEN YOU GET VOGALS TO FEEL GO0, WITH THE
RIGHT EMOTION T0 MATGH THE SONG, THEN YOU
AREMORE THAN HALFWAY THERE. —Dave Way




learning to mix where the vocal can be
up front but 1 can stll make the track
feel very full.

The way 1 do this, T may work on a
mix for part of a day and not really
have the voice in a mix. I getitto a
point that I like it and as soon as L wn
on the voice and I put it where its
going to be. I rework the mix to create
some space behind it And then it
would be very common tor the artist to
come in and sav, "Well 1 want to hear a
litde bit more of myselt, or a litde bit
more here and there!” and then we'll
kind of define together where the top
of that is going o be. Then Il go
through another process of reworking
certain things in the mix to make it feel
full. Tt might be. okay, the voice is high
erso I'm probably going o need a litde
more bass o sit behind the voice—and
certain parts of the drums need to be
up. But it's not like I turn up the whole
track. I just turn up certain things o
make it work.

Way: | like to muake sure the singer is
coming across, especially as the em
phasis in R&B has gone more to singers
rather than on the tracks, like it was
back when 1 was starting. When vou

| LOVE MOND. [ JUST LOVE THE DIRECTNESS OF
IT AND THE FACT THAT ALL THE RELATIONSHIPS

ARE ABSOLUTE.

get the singer 1o come across, you are
not only getting the singer’s perfor-
mance, but the song overall—'cause
that's what most people key into, the
Ivrics and the singer. So there's
weight being carried by the vocalist.
When vou get that o feel good, and
feel right. with the right emotion o
match the song. then you are more
than haltway there.

As to Harmonizer-type eftects,
sometimes that stuft can be good: it can
make a vocal seem really important.
Back when 1 worked on the Guy
record we put a lot of Harmonizer on
Aaron Hall's vocal—that was kind of a

trademark sound for them, and part of

an R&B wend at the time. And at that

a lot of

—llavid hahne

time the tracks were a lot busier and if
vou had a very dry. non-spread vocal
with just a litde reverb, it didn't cut
through. It just wasn't big ¢nough. be-
cause evervthing else was so big. But
now, as I said carlier. with arrange-
ments becoming sparser and smaller,
thus actually making everything bigger.
vou can get away with a dry vocal or
one that's not very effected—it just
goes along with the scope of the way
the rest of the mix s,

Vocals are the one place that when
vou get something that's tracked not so
great, vou really start pulling vour hair
out. If the vocal wasn't recorded well,
vou're kind of screwec an't re-
place it like you can drums. It can be a

d uses llu SAMe aw ml winning Illh format and lu.hnulnm as TASCAMS hn_hl\
LMDA‘SS The'sime quality, durability and dependability. And the same great sound. The DA-38 is

__/--/;()mphtel_v eompatible with the TS machines used by post-production pros. Pros who can afford anything

s

but won't settle for less than the best. Till now, the best has had its price. But for the musician; your time is

here. At §3.499% 18 is priced for you. So get to your dealer and buy your first DA-38. You won't be sorry!
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WHEN T COMPRESS STUFE, | WANT TO HEAR IT—
LAPPROACHIT LIKEIT'S A LEVEL CONTROLLING
NEVICE BUT ALSO 1T ADDS A GHARAGTER

T0 THE SOUND.

shame when it happens to a great per:
tormance. but. then again, some of the
time that tape hiss can add to it!
Kahne: | would never say that the vo-
cals weren't as important—I don't real
[y think about it that way. If you know
vou are going to lay the vocals back [in
the mix). then it has to do with the per-
former and the way vou record it Be
cause you can't just take a vocal and
mix it back. There's a certain kind of a
vocal—take someone like Bono [of 172):
You can turn his voice way back in the
track but it sounds loud. A lot of singers
are like that. Tony Bennett's like that
he's got tremendous tone, and you can

You'll

love it

for what

itdoes.
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—Eric Sehilling

put it farther back

But the hardest thing is when the
singer doesn't project that way. and yet
you are trving to put it back in the mix,
so that you get more of the teel of the
band. Then it tukes lots of working on
EQ and compression forever and ever.
I think a lot of times [ used o solve that
problem with reverb, but reverb to me
now is like any other instrument you
are adding to a track. 1 don't like the
way reverb spreads stuff out—unless,
of course, you want it to spread out.
I've come to that insight from working
on ull this orchestral stutt—it's not that
vou are making a space. you are actu-
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ally adding a new sound as it you had
added cellos to the track. And so | start-
ed thinking about reverh differently.

MONITORING

What monitors do you listen on at bowe
and v the studio?

Murray: I've been basically an NS-10
guy. but in the last couple of months
I've hooked up with a high-end audio-
phile speaker company called Platinum
Audio Lid. They want to get into the
studio near-field. reference monitor
business. so they gave me speakers and
I've been evaluating them and sending
them back and forth, saying. “Can vou
give mie a litde more of this or that.”
Now I have a pair where they've basi

cally redesigned the crossover network,
and they sound great! It's real smooth

sounding—it gives vou much more
than an NS-10: it just has much
smoother low end and high end. be

cause the NS-10s are pretty midrangey
and have that upper midrange bump.
The Platinums are real good, even if |
have the only pair that sound like this!
So I've been using those, and Sunset
[Sound] has the JBL TAD big monitors
designed by George Augspurger. |

YThe M1600 represents inmmovation in console design. For
example, next-generation MHR™ (maximum headroom) mic
preamps, 48V phantom power and extremely low noise AST
crawry

More reasons why you'll want TASCAM's new M 1600
8-bus recording console

* Balanced/Unbalanced D-Subs: previously only available
on consoles costing 10 times more, these threaded
connectors provide a more secure connection to the
M1600% Direct/Group Outputs and tape returns, not to
mention less confusing to hook up and a lot less clutter
in your studio.

* AUX section w/selectable monitoring: 6 AUXes (stereo
pair and 4 mono). Just AUXes 1-2 do the work of four: 1)
tape monitor during tracking; or 2) stereo effects
sends pre fader, or 3) post fader; or 4) live input
control of virtual MIDI tracks. Plus AUX summing lets
you take a single effect and apply it to both channel and
monitor paths.

* The EQ section: greater frequency range with 3-bands
including semi-parametric mid sweep ( [00-10k) on each
channel. Use it on either the monitor or channel path.

* Every channel includes TRS bal/unbal line inputs,
sterco in-place solo/mute, insert points, long throw
faders, plus signal and overload indicators



IT°S AN INSTINCTUAL THING THAT ONGE
| START WORKING ON A SONG I ENOW WHAT 1T
SHOULI SOUND LIKE. —Don Murray

don’t rely on them a lot for mixing; 1
just put something up there to check
out the Tow end on a mix. But most of
the time 1T mix on a pair of Phillips
speakers that T have, litde 3-inchers, the
size of an Auratone, just little cube
speakers that I've had for 15 years, and
they sound great at a very low level.
Ninety five percent of the time I'm
working on those, so T can work ten
hours straight and really not have any
car fatigue, because I'm listening at
about 70 dB3.

Way: In the studio I have three pairs
that I bring with me all the time, 1 have
NS-10s with custom crossovers that a
friend of mine made. that 1 love—no-
body else really knows about them 1

Wiatch out. 1 his
ITASCAMY

think. except people who have come
to my sessions and liked them.

They take out a bit of the 1% 10 2k
emphasis and make them alittle more
realistic, but they still sound like NS-10s
and still have enough hype in them that
vou recognize that and get the same
characteristics.

Then I've got two pair of Tannoys.
System 8 NFM2s, one of which 1 keep
at home. But actually they are not my
critical ones at home. My stereo at
home is a Panasonic receiver that 1 re-
member going to buy with my Dad
when 1 was 8 or 10 years old. It has
faders for the volume and pan and bass
and treble—that's one reason 1 like it,
It weighs about 100 pounds. And I've

onsole 1s changing
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got a pair of Realistic speakers that
were probably the top of the line at the
time that my dad bought them., They
are my main home speakers. 've been
listening to them for 15 vears—went
through college with them. I've never
readly abused them. and they still sound
good. And those are the speakers that 1
know better than anything in the
world. It kind of goes to show me that
it's really all what you know.,
Kahne: [ listen at home on Yamahas,
and these speakers called Wrights.
They are these coaxial speakers. more
like Proax, except they have a litle
more bottom and they are not quite as
dry. Kind of in between Proax and
Yamaha. Theyvre very phase-locked. |
bring mixes home or [ set up a svstem
in another room at the studio. where I'll
have blasters and maybe T'H put up
some speakers that I don’t know any-
thing about. like Tannoys,

In the control room I use Yamahas,
and Auratones, and KRKs.
Schilling: | have to say that after all
these vears I'm still working on NS-10s,
I've tried all kinds of near-field speak-
ers, but the NS-10s just seem to work
for me, and I don’t see the need to

You'll

buy it

for what

it costs.

($1,699* )

TASCAM

Take advantage of our experience

MSRP for "M1600/16. $2,199 for M1600/24

JULY 1996, MIX 38



throw them out. The bigger monitors
here are a large Quested system that |
really like the bottom in. When [ mix
I'll work pretty much the whole day on
the 10s, and I will refer to the big mon-
itors to see what it will sound like on a
good stereo, one that has a lot of bass.
Another thing we've started using are
the mid-sized Genelecs. T did the Sina-
tra album [Dueets 11 with Phil Ramone,
and that's what I used for that, because
mixing a big band album on a pair of
10s gets a litde tough.

Do you bave a jacked-up car systemnt
that you listen on?

Way: Yeah, [ can't live without it. 1
think I nced new speakers at this point

because I've just abused them for too
long now! But I can check the low end
on them sometimes even more than in
the studio. Because they were kind of
abused. if T had too much bottom end 1
could tell pretty casily because it just
wouldn't handle it. Of course now it's
at the point where even if it's a good
amount of bass it can’t handle it. But
yeah, I do check in my car all the time,
and, if T can, on a break, I'll bring a
DAT home and play it on my speakers
at home and check it out—that shows
me cverything.

Schilling: I have a custom car system
with subwoofers in back. I dumped a
lot into my car because T don’t play a

It all started with the Summit TLA-100A tube leveling amplifier.
If you bought one back in 1985, it’s probably still working. And,
worth more now than what it cost new.

Summit’s growing family now includes the TPA-200B mic preamp,
EQP-200 program equalizer, EQF-100 four-band equalizer, and the
DCL-200 dual compressor-limiter. All share Summit’s distinctive sound,
and, of course, quality throughout.

HEAR THE WARMTH ™.
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lot of stuff at home—it's kind of my re-
treat. If you come to my house and
want to put on the sound system, it's
like, "Oh, let’s not do that! Let’s do
something else!” But I do play a lot in
my car; that’s really my listening area.
So I have a DAT machine, CD player,
cassette player, the subs in back—a
good sound system so I can do a lot of
judging. I take up my whole trunk for
this system! When I get in my car to
drive to work I turn on the sound and 1
play it the whole time until I get there.
That’s my environment. Granted my
system is probably a little more high-
end than most, so 1 do try and listen to
my work on something else. I'll take it
to the back room in the studio where
we have a little stereo—something you
would find in a store for $500, the small
ones that you stack on a shelf. That
kind of stuff T will also check stuft on.

Just to see how it works.

MONO

Well, what about it?

Way: I've become a big fan of mono in
the last couple of years—I remember
seeing Phil Spector with some button
that said “Back to Mono™ and it started
me thinking, and in the last year or two
my mixes have been a lot more mono
than stereo. I think it's because. if
you've just got something coming out
of one point source, panned 100 per-
cent left or right, or you've got it equal-
ly coming out of both speakers—in
other words, in the center—without
any delay added, or chorus, or some
kind of slapback, it's just going to have
more impact. Because of the phase co-
herence, when it finally arrives to you,
in your car or ten feet back from the
speakers, there’s just less smearing
going on. So I try not to add as much
chorus or Dimension D to things as 1
used to. And it makes things pop out
more.

Kahne: I love mono. I just love the di-
rectness of it and the fact that all the re-
lationships are absolute. There's
nothing moving around. For instance, a
reverb—you can put it exactly, and it
stays there. It doesn’t do that in stereo.
In stereo you know it's in the same
place and you haven't turned it up, but
somehow it can make things kind of
cave in on themselves. I also like hard
panning left and right sometimes. Lis-
ten to [The Beatles'] Rerolver, to “Tax-
man"—when you listen to those
records in their original form things are
really, really left and right, or they are
mono. Like in “Taxman” the tam-
bourine is really loud on the right, the
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drums are on the left. and you can hear
the room so clearly.

FAVORITE GEAR. COMPRESSORS?
OTHER?

Schilling: Favorite compressors? Ones
we have here that T use a lot are Audio
Design Compex, which they don't
make anymore. It has the same com-
pression element that they used in the
Vocal Stressor. but without the EQ.
They are real ballsy—yvou can do a lot
of compression if you need to and still
have a lot of punch. Tube-Tech stuft |
like a lot. T176s 1 still use a lot. My atti-
tude is that when I compress stuff, 1
want to hear it—I approach it like it's a

level-controlling device but also it adds
a character to the sound. | think it's
from all those years of listening to Bea-
tle albums—all that compression just
gave it such a great sound. I don't look
for compressors 1 don't hear, because
what I've generally found is if you don't
hear the compression at all, you turn
vour back and suddenly realize that
vou don't have any range left. | find
this sometimes happens to me with the
Aphex Compellor in the rack at the stu-
dio—it being so transparent. But by the
same token, in a broadcast situation
across a mix, it's the greatest—especial-
ly if you're uplinking live to a satellite
where your headroom is very limited.

Revolution

Equitek E-200

Introduced in 1989, as the Equitek I,

the first microphone under a $1000.00

featuring:

* State of the art servo head amplifier,
eliminating coupling capacitors phase
anomalies and feedthrough distortion.
High SPL capabilities (148dB),
providing tremendous ballistic integrity
Non capacitive 20dB pad
Proprietary H-frame internal shock
mount, isolating capsules from
most vibrations
High fidelity audio reproduction

CAD created a revolution in the
microphone industry by redefining high
end performance and great value, With
continual enhancements the E-200 has
established a bench mark which remains
to be equaled or excelled.
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the world, Cad Equitek servo-condenser
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We just put in a Neve Capricorn
console in Studio AL It's been quite an
experience to learn to work on it. It's a
dream I've had for a while, because
when you're working on a 96-input
hoard, and you've got to go all the way
down to the end to do something, you
can't really hear what you're doing. It's
really kind of ridiculous! And with the
Capricorn you can basically work in the
center all the time. And for the people
who say, "Well, I don't like it not to be
able to see all my faders,” or *I can't get
to it fast enough.” my retort is. T can hit
a button and sce the next bank of
faders in front of me in less time than it
takes to wheel your chairl” And I'm al-
ways sitting in the center so I always
know what I'm hearing. Although there
are pros and cons to digital, that's one
of the pros!

Now that we have this board, my
approach with signal processing has
had to change a bit because it's not an
analog device. My basic rule of thumb
so far on the Capricorn is, when you
compress, take all of the factors you
would normally use on an analog de-
vice and cut them in about a third. Be-
cause it's just not the same kind of
beast and you really start hearing it too
stepped on.

Kahne: I love 1093 Neves; they are just
the best. T also use Focusrites and a
rack of API 550s. Sometimes [ use the
EQ in the computer, because | have 16-
track Logic Audio. It's a sequencer that
has audio capability as good or better
than Pro Tools, but 1 think it’s also the
best MIDI sequencer that there is. IUs a
great program, but it's got an intense
learning curve. 1 dedicated a tremen-
dous amount of time going from Per-
former to it. But now that I'm there I've
been converting all my Performer
stuff—about 500 pieces. So T have a
Mac that T run all the time and I can fly
stuff over, and there's some really inter-
esting digital EQ and effects and stuff
that are in the program. I also like the
Wave stuff—they've got a digital com-
pressor that's really amazing: it runs off
the Logic Audio.

Murray: [ still have my ADAP 2 digital
workstation. The company is out of
business. and hopefully it won't break
down, because for what T need it works
fine. I can get about 30 minutes of sam-
pling time, stereo at 48k on it. T don't
need more than stereo because I'm al-
ways using a multitrack machine when
I'm working with it. The A-to-D/D-to-A
converters still sound to me as good as
anything and compared to other units 1
still like mine better. It locks to SMPTE,
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it time compresses, it does o lot of the
things that I need it to do.

But I'm basically an analog guy un-
less I'm forced into anvthing else. I'm
mastering now to Ampex ATR-100s
using the Flux Magnetic heads, which
are o great improvenment on anvthing
clse. like 200 percent better than the
stock Ampex heads, O and Fmreally
depressed about the fact that 996 wpe
is being taken off the market. I've been
ryving other tapes. I've been comparing,
and nothing’s coming close vet. | can’t
believe that someone doesn’t buy the
formula and start making this tape. Be-
cause. when its run out, it's a step
hackwards, believe me.

Compressors, | still rely on the old
standbys, LA-2As, the old things.
There's a new tube mic preamp made
by Forssell Technologies that I've been
checking out. called the ML ve com-
pared it against the jensen 990 mic
press. the Millenia and Demeter. and
this one is good: beter.

Way: The Muanley sterco compressor-
that's all Il say. My favorite picce of

auar.

EDITING: ANALOG? DIGITAL?
WHAT?

Kahne: [ record and mix to analog.
and 1 do analog editing. a ton of it on
the 2-inch it 1 need to and sometimes
also on the half-inch. But with digital,
in w way. I think it's gotten to the point
where vou can do stuft that there's no
analog equivalent for. And it sounds re
ally good: it's really different.

Plus, if you need to muke some
pitch corrections or fly things around.
it's just kind of there all the time—it's
really a luxury. If I had my own studio,
I'd have that completely focked. And
I'd have an SSL 9000 and two 16-track
analog tape machines!

Way: Half-inch—all the time. Mavbe
once or twice a year on the computer.

OTHER PEOPLE’S WORK

Do you listen o outside mixes when you
are working?

Way: No, hardly ever. T think that can
end up confusing yvou. Mavbe at the
heginning | would. but after I've done
my mix I never start to compare to
some CD and then o tweak it ry 1o
make it sound like that. 'm more likely
1o use the slave mix for a reference, be-
cause that's what the producer and the
artist have been listening to the whole
time. But there are times T just wish |
could sit in on somebody’s session. you
know, say "Do vou mind if I just...”
Schilling: Sometimes, but that's usually



Do you know
where your |
feedback is?

The MAQ™300 and MAQ™6800 monitor amps do!
The record company A £ R
bugging for over a year p
visit your house band gig.
has gone homre, you are wel
set and really starting to
turn up your monitors tryi
with several hundred watt guitar amps
cranked to 11, it happens..h "brain darts.”
Before everyone can cover their ears and
dive for the door, you casually geach over
to your MAQ 300 and pull down e&lider
with the red LED glowing above it. The
feedtack is gone so quickly, you don't giss
a beat. You get a record deal, marry
Baywatch hard-body and live happily

ever after.

you've been

e club owner

nto the last I
k. As you <~
to keep up
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We can't guarantee the
record deal and fringe
benefits, but we can make
feedback problems a thing
of the past. The MAQ™
Series of dual monitor amp
have two 15-band graphic
equalizers with our
Feedback Locating System
[patent pending) built in. A
LED above each EQ slider
illuminates when that
frequency band has the mo
energy present. Under
feedback conditions there i
no more guesswork, just pu
down the offending band.
Save time, save speakers,
save your ears... all for less
than the cost of buying
separate equalizers and
power amps. In addition to
15 bands of graphic EQ,
each channel has an
adjustable low cut filter to
pull rumble and power-
robbing low bass out of the
monitors. The MAQ 300
delivers 2x150 W @ 4 ohm
while the MAQ 600 puts o
2x300 W @ 4 ohms.

* FLS Feedback locating
System [pat. pending]

* Bass rol-off filter, adjustabls
from 25 Hz to 300 Hz

* Dual 15-band graphics
with 45 MM sliders
500 Hzto 4kHz 1/3
octave bandwidth
160, 250, 400, 6.3 k ang
10 kHz 2/3 octave

* Bolanced XIR input,
bal/unbal 1/4" TRS input

* 1/4" TRS thru out jack
{only on one channel)

* 1/4" EQ Out and Power
Amp In insert points

* Stereo/Mono link switch

* MAQ 300-2x150 W @ 4
ohms in an XR type
top box

* MAQ 600-2x300 W @ 4
ohmsin a 5u x 19"
steel chassis

\
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In this age of global communications

good new travels fast... especially in this

industry. Talk to any of our users (there are over 2000) and
they’ll all tell you the same thing. Soundscape’s SSHDR1 has the
creative tools to improve productivity, the software is incredibly
fast and reliable and saved them a great deal of time and money.
This is why more and more of the worlds top professionals in
sound design and motion picture editing are changing to
Soundscape and the PC for their audio editing. From dialog
replacement and foley recording to that blockbuster movie
soundtrack the SSHDR1 has some of the fastest and most
powerful editing features available.

“Love it - Love it - Love it - Love it - Love it !!! Greal box, I've got two of them and session after sessi
sound that our clients demand. It vari-syncs and chases video like a hound dog and believe-it-or-

r k s tat.

IBM PC or Compatible PC

Full "chase lock sync" to time code

8 track expandable ta 128 track (16 Units)
64 virtwal tracks per unit

Edit on the fly while chasing to video

Pitch shift /Time stretch/compressian (optional)

Sample rate conversion (optional)
EDL file support with auto conform (optional)
Automated Punch in/out

Multi track glitchiess Audio Scrubbing

Real time fades with 18 Bit Dynamic range
Sample accurate placement of audio clips
999 nameable markers

Powerful Noise gate for perfect dialog editing
Full digital parametric EQ

Removable Hard Drives {optional)

Loop recording ideol for foley

Cut/copy/glue/move/reverse/repeat

Prices from only $3,250 list (8 track syster

Be

oMy — —m o
[ TINKIN o (RISTRIETN RS )

Is your
existing

Digital Audio
editor expandable from
8 10 128 tracks, with real time editing while chasing time code and
have fully parametric EQ? Does it give you 18 bit dynamic range
and volume contours generated in real time, with professional 1/O
and audio quality uncompromised by noise from your computer.
With glitchless audio scrubbing for accurate editing and perfect
placement of sound effects. Soundscape offers all of this at a price
much lower than you would expect.

SEE US AT NAMM BOOTH #730

on | rely on my Soundscapes to deliver the pristine

it... buy onet!!W” Sunny Lake, Cybersound NYC, sound designer/producer for numerous commercials, records and films.

We've had the pleasure of using Soundscape for sound editing on ‘Ace Ventura: When Nature Calls’ and ‘The Nutty Professor’ and found
it to be very smooth, very fast and very reliable. Soundscape is the only intelligent choice for your next digital editing workstation.

Odin Benitez, Randall Guth, Dimension Sound (Burbank).

It's affordable-it's modular-it's expandable-it’s got crash proof reliability!!! We have 3 x 16 track systems at the studio, and
we’ve used the SSHDR1 on almost every project that’s come through the facility. Soundscape is fast becoming one of the
top systems around in digital audio post production here as well as around the world. Keep it up. guys!”

Frank Serafine. Sound designer on Star Trek, Virtuosity, Lawnmower man. VRS, Hunt for Red October.

Soundscape Digital Inc. 4478 Market Street, Suite #704, Ventura, CA 93003 Telk: (805) 658-7375

Gerr Audio Distribution. 2 Thorncliffe Park Drive, Unit 9, Toronto_Ontario, M4H 1H2 Tel: (416) 696 2779

USE READER SERVICECARD-FOR'MORE INIO)

not the owners manual is intelligable. And HEY!! - just do

SOUNDSCAPE DIGITAL TECHNOLOGY INC



at the request of a client. T don't do that
actively when I mix, but what [ do a ot
is. there are certain people I'm a big fan
of and Tl listen to their albums a lot
while I'm driving, and absorb certain
things that they do.

Murray: Not necessarily when I'm mix-
ing. IU's an instinctual thing that once |
start working on a song T know what it
should sound like. T certainly experi

ment. but I'm not necessarily trving o
copy something else. 1 listen to other
music in the car, or at home. but 'm lis:
tening as a consumer. 1 don’t sit down
and analyze the snare drum sound of
Collective Soul or something like that.
I'm just listening as a consumer and en

joving the music. But [ think I'minflu-
enced by things T hear outside: you
couldn’t help but be intfluenced.

MASTERING

How important is mastering 1o you?
Kahne: Very important. It used to be
that it just scemed like a guillotine, be-
cause vou go in there, and every dream
vou had is—well. you are listening to
the final product. Now, I think about it
all the time during mixing. because I've
found there are some things, like when
vou are getting @ vocal to be brighter,
and the tack will start to sound funny.
And I'll think, I'm going to put one
down like this. where T know it's not
quite right but 1 think EQ’ing during
mastering would be better than me
working on the vocal here, because of
the way that it changes the relation
ships in the rack. And that's been real-
Iy helptul o me.

[ also usually like to get somebody's
impression of the mix and see what
they do, and then get really intensive
about what 1 want changed. And. on
the production side. 1 think about mas-
tering in terms of how the songs fit—
what they mean going from one to the
other. And volumes, coming out of one
song that ends a certain way and going
into another—the dramatic effect of a
change in volume or a change in key.
All that stuff is really important to me
from my musical background. So. now.
even if I'm just mixing something. and
not producing. 1 find myselt thinking
about it a lot. Like Presidents [of the
United States of Americal—most of
their songs are in C sharp. They use
that because they get this different kind
of rhythmic thing going by plaving in
those open tunings. But the songs end
up almost all in that same key. and it
was real interesting sequencing,
Schilling: I think it's crucial. I've been
using Bob Ludwig for 16 years, and 1

always try to go. [earn a lot about my
own work when [ go to Bob—it's a
good experience for me because 1 see
what he needs to do to my work. and |
hear it in a different environment. My
goal is that he doesn’t do much 1o my
work. but by the same token, there's
generally something that you need o
do, and something that T want to tell
him about. Especially if vou've got ten
songs and vou kind of want them to
match, vou're gonna need to make
some adjustments to those ten songs to
make them work as a group. So. it
nothing else, even it vou were cutting
vour stuft flat, you still have to deal
with changes in volume and things like
that to make it work.

So. I love Maine [where Ludwig's

studio isl. 1 get to cat lobster, and T get
to learn a Jotr A ot that we've done in
the facility here is stuft that ve learned
from Bob, especially about digital. 1
pick his brain every time T go up there.
I see a new box or rack and it's, "Well,
why do vou have this?” I'm kind of like
a pest.
Murray: (Laughs| Well, it will make or
break the record! IUs extremely impor-
tant, and a really difficult part of the
process, You have a 2-track master that
vouve heen listening to in the studio
that sounds right to you. hopefully.
You're happy with the mixes. but vou
want what vou are happy with in the
studio 1o carry over to what people are
listening to when they put the CD on at
home. I've worked at Capitol for
mavbe 18 years. with Wally Traugott.
and his room there is my standard of
reference. 1 go in to work with him. we
just sit down and. at this point he basi
cally Tets me EQ. Task him his opinion
on certain things. T take a personal role
in the mastering, and Wally is basically
my partner in this step. A lot of times
there will be new A-to-D converters or
other new things that are out, and we'll
check things out, experiment and A B.
He has access to any new piece of
cquipment so we'll go in there and try
things.

It's also a fun part of the process be-
cause it's my tinal tweak—atter that
there's nothing more T ean do with it! To
add a liule bit here, adjust the fevels—
also overall Tevel—we have 1o make
sure that we're right there with every-
thing ¢lse on the market. that it's loud
cnough, So we compare levels between
our product and other product, |

Maureen Droney is Mix's Los Angeles
editor.

PHONE 905 «469 «80
FAX 905 «469 « 11

VISIT OUR WEB SITE A
www.sascom.co

USE READER SERVICE CARD FOR MORE |




fAlctual Size

AE'S 18 BIT DIGITAL EFFECTS PROCESSOR

3 ROTARY T —HALS
POWER ' SIGNAL ' CHoRus/ 2 v ' 4 3
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OUTPUT NONLINEAR 1 2 ATes ADJUST

Introducing the new Alesis
NanoVerb' 18 Bit Digital Effects Processor.

We packed sixteen of the best sounding,
most usable effects into a compact,

one-third rack space package.

NanoVerb offers lush reverbs,
powerful delay, shimmering chorus and flange,
stunning rotary speaker simulation and big,

fat multieffects.

Plus, you can tweak each program to perfection

with the front-panel Adjust knob.
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Actual Price '

[lh yeah...NanoVerb costs $179*,
so it’s actually the most
affordable Alesis digital effects

processor ever made.

To get your hands
on a NanoVerb,
see your
Authorized Alesis Dealer today.

SEE US AT NAMM BOOTH #325

For more information about NanoVerb, see your Autharized Alesis Dealer or :all 31 0-841-@raxd

*U.S. Suggested retail. NanoVerb is a trademark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA OIS 841-2272 alecorp@alesist.usa.com A El s
USE READERSERYICEIGARD FOR MORE INFO
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De Bont. a director of photography
whose credits go back 1o The Fourth
Menr and include such action flicks as
Die Hard. Robocop, Tha Hunt for Red
October and Basic Instinet, made his di-
recting debut Last summer with Speeed.
Visual cffects centainly plaved a large
role in the success of Speed. but as
event-specific filmmaking magic, not as
a main character, In the same way that
De Bont and the visnal effects team at
Industrial Light & Magic had to create a
different identity and quality for each of
the five twisters that roar through the
film, the audio post-production crew
had to establish ditferent voices.

“Each tornado has its own charac-
ter...” suys dialog re-recording mixer
Steve Maslow over lunch at Moe's in
Hollywoaod. = and whether they're a
watery. high-frequency tornado. or
ground-pounding. carth-shattering
twisters, they all sound different,” inter-
jects Muslow’s partner in crime for
more thun a decade now. cffects re-
recording mixer Gregg Landaker, “We
didn’t want 1o reveal all our cards right
off the batin reel 1 or reel 3. We knew
we had to get o this finger of God' de-
struction, the last one, the F3, so we
couldn’t design it so big that it made
the FS scem small in comparison. With
the winds and low frequencies that
Kevin {O'Connell. music re-recording
mixcr and “helper guy'i and 1 had in
hand. we built the characters up to the
large one. the payot.

An individual tornado’s intensity is

a8  MIN. JIT7Y 1990

The Twister mix crew in front of the Otari Premiere on Universal Stage 3. From left, executive music produc-
er Budd Carr, dialog/lead re-recording mixer Steve Maslow, director Jan De Bort, film editor Michael
Kahn, effects re-recording mixer Gregg Landaker, music re-recording mixer Kevin O’Connell, supervising
sound editor Stephen Hunter Flick, music editor Zig Gron.

measured on the Fujita scale, from 1 to
S. Twister deals with F3s and F3s. and
when vou stop to consider the number
of audio clements that went into any
one reel. especially the climactic FS in
reel 11 is somewhat surprising that the
film didn’t turn into a wall of sound.
More than 600 DA-88 tapes worth of ef-
fects were delivered to the mix team at
Universal's Stage 3: reel 11 contained 13
predubs just for the tormado: three 16-
channel Pro Tools 3 svsiems—for ef-
fects. ADR and music—handled changes
at the mix. with a fourth offline in a cut-
ting room (effects units were duplicated
on 1-gig lomega Jaz drives for casy load-
ing): some of the twisters were made up
of as many as 230 tracks: and the
recordists in the machine room—aBrion
Paccassi. Brad Biggart and Kevin
Brooks—whao have done monstrous
pictures. including Wetertcorld less than
a vear ago, said it was three times as
many eicments as any film they'd seen.
But you know what? It won't even be
the loudest film out this summer. And
that achievement can be credited o
both tasteful editing and a delicately bal-
anced mix.

THE TRAILER, THE DESIGN
"We didn't stant with a script, we started
with a visual effects test.” explains su-

pervising sound editor Stephen Hunter
Flick. who won un Oscar for Speed
“That was March 1995, and it wus spec
tacular. So 1 went in with Gregg and
steve for a cotple of hours, and we did
a 4-channel mix that subscquently
ended up in the trailer and TV came
paigns. The reason its important 1o tlk
about the trailer campaign is 1that we
weren't able to do any temp dubs on
this picuure because the [computer-gen-
crated! opticals were due in late Janu-
ary—uvery clase to our mix time. So the
trailers allowed me to play with the
sounds of the tornados and develop
concepts that would be approved by
the studio, and they allowed nie o go
into the mix with a point of view. By
the time we did the second trailer, we
had essentially acquired the dragon
characteristic of the tornado, which is
prevalent all the way through.

"l think of pictures, in terms of
soundiracks. as mvthological.” Flick
continues. “What kind of fable or story
are we telhing? To me, fairy wles are
dark und gripping picces that move our
subconscious, But we don't have any
sort of European folklore of lep-
rechauns and elves and fairies. We ba
sically have man ugainst nature. We
have the literature of the new world.
We have Whitman and Jack London



Just UNDQO it.

We knew musicians would need
a lot of reasons to consider
changing their attitudes about
the way they made music. So
we started with 999 levels of
undo and kept on going.

As a recorder, the VS-880

has everything you need. With
64 virtual tracks to play with,
you can record multiple takes,
choose, edit and compile the
best parts to create the perfect
track. Of these 64 instantly
accessible tracks, you can
choose eight for final mixdown.

With non-destructive editing,
you can copy, move, exchange,
insert, cut and erase tracks with
the press of a button. If you're
not satisfied with that edit, just
undo it to return it to its original

Measures, beats, time readauts,

play lists, fader/ pan positions, wawve
forms, EQ curves, and more can be
viewed on the VS-880 display to give
you a comprehensive |ook af your

work in progress.

With 64 virtual tracks, you'll never
run out of raom for creative input.
Record a solo multiple times, keep
tracks you bounce for re-mixing
later, edit several versions of vo
tracks for instant comparisons, or
keep a “dry” version of yo

part for adding different e

Just a few of the €
can be added during '8
ing, bouncing or during
mix in realtime are reverb,
3D RSS* stereo detay, chorus,
flanging, phase shitting,
Roland’s COSM-based
distortion/overdrive and guitar
amp emulation, vocoder,

pitch shifter and more.

~ How do you change
your thinking about recording?

user-installed, giving you two
totally independent stereo multi-
effects processors.

There are several ways to get
to know more about the VS-830.
You can try it at your Roland
dealer. You can call (213)685-
5141, ext. 798 to order a free
demo video. You can visit one
of our online sites or use our
fax-back number. But don’t wait,
because this is one decision
you won't
change your X
mind about. WVESSsudio
VS 880

=Roland

VS-880 Digital
Studio Workstation

-

state. Locators. markers
and advanced editing
functions like Scrub Preview,
Time Compression or Time
Stretch take full advantage of
the VS-380°’s power.
Roland Corporation U.S., 7200 Dominion Circle
Los Angeles, CA 90040 (213) 685-5141
Roland Canada Music Ltd., 5480 Parkwood Way.
Richmond, B.C. V6V 2M4 (604)270-6626
Fax-Back Information: {213) 685-5141, ext. 271
COMPUSERVE™. GO ROLAND 4
fodi

in addition to all of these

editing features, the VS-880

comes with a 14-channel digifal
mixer that’s folly automatable

via MIDI. And a VS8F-1 Effect
Expansion Board can be easily \

http://www.rolandus.com

\ ! With Scrub Preview, edit points
| | are easy to find because you hear
. ! them at their original pitch. With
. * editing resolution for finding edits at
1/3000th of a second, you can make
edits precise enough to remove

/ even the tiniest breath or guitar pop.

ery mixer setting,
irtual tracks and
effects, can be saved as a
scene. Store a snapshot of a
mix when you're bouncing
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and Hemingway and modern writers

dealing with man living on the face of

this Earth, with realistic issues of weath-
er and natural disasters driving the
drama in our lives. Look at carth-
quikes, look at tornados. They kill lots
of people every year. 'm looking at this
as a mythic adventure of Western and
Midwestern America. So 1 can call the
tornado a dragon.

“The entirety of the work is based on

naturalistic. documentary recordings of

the Midwest. You start real. and then
you ask, "What do I remember and what
am [ afraid of about 4 tormado? So we
talked to people who had seen toma-
dos, and we watched lots and lots of tor-
nado documentaries and listened to
every time they discussed the sound. ['m
not looking to them to listen analytically:
I was looking for people who are not
sound or audiophiles to tell me stories
about how they feir,

"One person said. A thousand pigs
squealing.” Other people said repeated-
ly. “freight trains,” sounded like @ jet,’ 1
heard pops and booms.” Then I had
looked at how my naturalistic sounds

worked and how traditional methods of

musique concréte preparation worked

with animal voices. Then 1 looked at the
essential sonic literature of radio and
film, mainly 7he Wizard of Oz 1 looked
at all this to figure out what people re-
acted to when they thought about torma-
dos and what made them afraid.”

In many senses. Twister provided
Flick and his team with a chance to re-
examine what sound effects are, It was
4 time to re-assess, he savs, a return o

his roots. After the long. hard year of

Speed and Apollo 13, Flick stepped
back to study the nature of wind and
how physical acoustic devices could
make and control the sound. Before he
could talk about dragons and monsters
and the audience's collective id, how-
ever, he needed original material,

In the summer of 1995, Flick sent
sound recordists Eric Potter and Wayne
Bell to Texas to gather authentic prairic
ambiences. At the same time. he met
with Foley artist John Roesch and
sound recordist/designer Ken Johnson
about collecting wind sounds. They de-
cided to build two wind machines—
one brand-new in the traditional
spindle style, and one that fit in the
back of a pickup truck to capture and
manipulate real wind., One generates

wind, the other sort of captures and
manipulates real wind. There is a dif-
ference.

“Wind machines don't make wind,”
Flick explains. “They make the sounds
that people conventionally understand
as wind., We built one of those. Then
Ken built this wooden box—he called
it Dr. Marvel—and he strung piano
wire and fishing line. bungee cords,
wood strapping. metal strapping. loose
and hard. tuned and out of tune, Coke
bottles full of fluid, all sorts of things.
We put it in the back of a pickup and
drove it down hills in the desert at 70
miles an hour with a pair of mics well-
wind-screened in the back. Every time
we added something to modulate the
wind. it sounded different, And we
could control the pitch by the accelera-
tion of the vehicle, and by having some
fast stops. A mobile acolian harp.

“We had already done about six
months of documentarv-style record-
ing. and we had all these great growls
and grumbles and naturalistic winds.
What we needed was that core pitch
shift. And the only way you can get that
is 10 build a controllable device, or by
varispeeding it. We found we were

The Operator

demands the
control of
Digital with the

feel of Analogue

Axiom is the finest Digital Production System in the world

Digital production has come of age — and here it is. Instant access and faster throughput translates into
greater project productivity and profitability. Add to
The operator will find that Axiom looks and feels this the benefits of networking, flexible integrated
like its analogue predecessors, and has the enhanced routing, quick SSI. commissioning and the inclusion
quality, control and instant repeatability that only an of the finest customer support and training in the

integrated digital system can deliver. industry — the case for change is solid!

DIGITAL PRODUCTION SYSTEM

e For the Chief Engineer the system offers From “on air’ TV production to live broadcasts of
# Digital Mixing
# Digital Editing

# Digital Recording @ Routing Management

® Random Access Video option unsurpassed reliability and is an excellent long term music, the quality and excellence of the SSI. Axiom

® Project Management

investment without the hassles of purchasing an
untried system.

Digital Production System has no near challenger
anywhere in the world,

u&mmmmmmmm Oxford.

* Los Angeles: 6255 Sunset Boulevard, Suite 1026, Lo Angeles. o
OXS IRU England Tel: (01865 $42300 Fax: (01865) 370027

(CAS00B USA T 210) 463 4o Fax @1 4636568
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able to change the pitch and
create the sound of accelera
tion, because drama,
know. comes with a pitch shift
and a change in volume. Vol
ume is a picce of cake. But to
create winds that would physi-
cally shift pitch on cue. you
have to manipulate them in
some way. And it has to have a
realistic place to start acoustical-
Iy."

The amount of material,
nearly all of it organic. that
went into any one tornado is
staggering. Animal voices. real
winds. train-bys, whistle-whines. buf-
feting thumps—all of it layered and as
sembled in Pro Tools. most of it by
sound designer John Pospisil. He was
the tornado guy who delivered finished
voices to the editors for placement and
further manipulation. There were angry
winds, soft winds, gentle winds, per-
cussive winds, monster winds. growl-
ing winds. high winds. low winds and
midrange winds. Much of the process-
ing took place in Pro Tools or with a
Lexicon PCM-80. The only dictate was
that the wind had to keep moving. Sta-

as wWe

A view from the machine room.
At left, reels of Foley; at right, boxes containing
the 600 DA-88 cassettes for effects alone.

tic winds are death

“You can’t have constant wind.”
Flick explains. “Some of the people we
interviewed said the tornado pulsed. so

John ook some low-end tones of ani-

mul voices and created a low-frequency
undulating tone that wasn't in the pitch
arca of rumble, one that would pulse
and undulate—Kkind of like @ more ag-
gressive soft ocean wave, And it had to
be arrhythmic, because rhvthm be-
That doesn’t mean our
sounds don’t have rhythm and meter
and structure. It just means that we deal

CoOMes Music.

with rhythm and meter and
structure only as it relates syn-
chronously to visuals. This is a
5/4 tornado in a1 movie.”

THE EDIT

Despite the large number of
units, this was not a large audio
post crew by blockbuster movie
standards. At most, there were
25 cditors, including assistants,
working on the film at Creative
Cafe, Flick’s new  editorial
house that he co-owns with his
wife, Judee. To ensure consis-
teney, editors were not just as-
signed reels, they were assigned
responsibilities. And in addition to hard
effects. they delivered multichannel
premixes to the dub stage. Gregory
Hedgepath and Charles Maynes took
or: the moniker of “Twister Twins.”

*I would say Charles was a little
more synthetic in his treatment, where 1
wuas going with animal sounds.”
Hedgepath says. “But any eftfect we put
in had to have movement,
vou put in a steady and play it loud, it
may sound great, but then ten seconds
later, you say, "Okay. what next?” Con-

because if

The

Chief Engineer
demands an
excellent long

e T ———

term INvestment

— and it satisfies the needs of both!

Operational Benefits include: & Integrated VisionTrack ™
random access

video option
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sequently. we both tended to do more
premixing on this film than 1 would
suggest an editor do when | supervise
films. I would duck effects and swell
them up, but never the same move-
ment on every track.

“For example, I put together a 4-
channel mix where a tornado comes
right up on the characters and begins
to stroll around.” he continues. “1
recorded my fader moves on my €s-10
MIDI mixer at half-speed and swirled
them around the room—picking up
speed as it got close to them and slow-
ing down as it moved away. Then |
would take those four tracks and
maybe do two other groupings of dif-

SEE US AT NAMM BOOTH #1435

ferent wind sounds—Ilike maybe a nice
constant wind. where the faders give
you the movement, and maybe a buf-
feting wind. One is high. one is low. so
vou pick up three colors. Start with the
high. add the medium as they get clos-
er toit, then when it's really upon
them, the Jow wind swells up. Then
they go away and you reverse it
Automated or volume-mapped edits
are not recommended. especially with-
out consultation with the re-recording
team. Because of the time constraints
on the final and the massive number of
clements. it worked on rhis film. “One
of the pivotal experiences for both
Greg and me was the sweeteners on

{NEREADER SERVICE CARD FOR MORE INFO
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reel 1 tornados for the final, because it
was the first time we had done heavy
automation to the point of predubbing
in our systems.,

“Charles and I are both mixers as
well as editors.” intercuts Hedgepath,
“which gave us the confidence to pre-
mix without tying the mixers” hands in
the final.”

“We needed more movement,” con-
tinues Maynes, “but we found it diffi-
cult to convey our intentions by just
laying the units up and doing fades.
There was plenty of discussion at the
shop about whether we should do this.
Old-style editors said we were trying to
do the mixers” job for them. But we just
felt there was oo much information.
and we didn’t think we could make up
units that would play to the degree of
activity we were tooking for. Steve
Flick is big on having an editor go to
the dub stage to dub their reel. He is
one of the finest supervisors because
he has his ego in check.”

The 4-channel treatments worked
well on the wind, and there was plenty
of swirling at the final. But this story is
also about layers, When cutting the first
tornado cffect for the film, Maynes was
working on Mulbolland Falls and came
across a fast-but-smooth merry-go-
round sound in the DAT library,
recorded from the Seream Machine in
Santa Monica. Run through a PCM-80
Gwith somie modifications on the Finish
Line patch. a sort of multivoice
Doppler), it became a subliminal build-
ing block for the tornados.

Meanwhile. Martin Lopez of Digital
Sound Design in San Diego came up
with some stunning 4-channel record-
ings of train-bys, which were "massive-
Iy limited™ in L1. a Waves plug-in for
Pro Tools, then dropped in. Hedgepath
came across a very slow diesel freight
train that added a crunchy sound.
which he described as “wind made of
razor blades.” Maynes also made regu-
lar use of the Focusrite TDM plug-in,
which allowed him to notch out and
boost certain frequencies to place indi-
vidual colors or sparkles inside a much
larger and more violent wind sound.
The LT became key. and distortion
ruled the day. replacing reverb as the
treatment of choice. Warren Hamilton,
who the Twister Twins referred to as
their Godfather of sound eftects, would
walk by and tell the two: “We need
more grit. Grit it up.”

“When the twister is upon you, like
in reel 4. it's always great to add the old
constant-acceleration effect.” Hedge-
path says. "You take some sort of whine
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that increases in pitch and you lay it
over itself so it appears to keep going
up. It's a tension-building device that

was used in the trench war in Star

Wars—the x-wing fighter was always
accelerating, Ben Burtt taught me that,
So I got an inertia starter out of the li-
brary—similar to the effect used on the
cartoon Tasmanian Devil when his feet
start moving. 1 pitched it down two oc-
taves, then four octaves. then overlaid
them on top of each other, then ran it
through two Lls, and you get this
tremendous, increasing, distorted whine
that goes up in pitch, Something really
bad is coming at you.”

"I'm a big fan of L1," adds Maynes.
"We figured out that when we put two
of them in a line with maximum limit-
ing, it made the most ungodly distor-
tion. You could run an interesting
moving wind through it and end up
with something that sounded like the
world ending. Then we put that into
our spinning automation and it ended
up fascinating.”

“That’s something I got from Randy
Thom up at Lucasfilm.” Hedgepath in-
terjects. “His famous saying when 1
used to work up there was Distortion

equals art." "

So much energy and so much of the
drama is focused on the tornado that
some excellent Foley work, ADR and
music may appear to get short shrift in
these and other pages. Flick, who has
edited some big films, including cutting
on Kaiders of the Lost Ark, says this was
by far the biggest Foley show he's ever
done. Wind. by itself. is not that interst-
ing, Flick maintains. It's the dust and
debris it whips up that adds the color.
Not to mention flying objects—from
truck crashes to knives and shards of
glass being flung by the main charac-
ter's ears and into a barn wall. Kudos
to Foley artists John Roesch and Hilda
Hodges.

Judee Flick cut more than 1,200
lines of ADR for the film, which isn't at
all surprising considering they had two
jet engines on the back of a flathed
during production to generate wind.
along with ice machines to shoot hail,
regular wind machines and lots of dia-
log in cars. ADR was recorded to DA-
88. then loaded into Pro Tools for
editing.

Music was composed by Mark
Mancina. who also scored Speed. There

is actually a surprisingly small amount
of music for such a big “quest” filtm—
roughly 44 minutes of score and 32
minutes of source. But according to afl
sources, De Bont shoots in a way that
provides effects moments and music
moments. where by and large music
will carry a scene until you see the tor-
nado, then effects take over. Mancina
was invited to a few advance screen-
ings of the trailer fast December so that
he would have an idea of how the
sound effects were going to be played.
The score was recorded to 48-track
analog. then loaded into Pro Tools
through Apogee converters.

“Jan is one of the top directors T've
worked with in terms of being aware of
the potential conflict between music and
effects.” explains Zig Gron. music editor
on Batmean Forerer. Assassins and Do

Juent DeMarco, to name just a few recent

credits. "I'm a music editor who happens
to believe that it the music needs to be
lowered or dumped because of the emo-
tion of the scene—which is unusual be-
cause  music  normally  plays
emotionally—then I'm all for lowering it
it it will make the film better. 1 believe
music can work with effects.
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Worth its weight in gold -

and platinum.

Tony Brown discovers the AT4050 studio microphone.
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With 8 gold and 14 platinum records,
41 number-one singles, and 4 Grammy
Award winning titles, record producer
Tony Brown has a reputation for
knowing excellence when he hears it.
So it’s no surprise that once Tony

tried an AT4050 multi-pattern capacitor
microphone, he’s been using it ever
since.

I use it every session on something,”
says Tony. *“There are several great
mics that engineers always like to
bring out—and this is one of them.”

The Audio-Technica AT4050 delivers
supremely transparent and accurate
sound without sacrificing warmth

and ambiance. The large-diaphragm
design utilizes two capacitor elements
to provide consistent, superior
performance in three switchable polar
patterns (cardioid, omnidirectional
and figure-of-eight). Transformerless
circuitry provides exceptional transient
response and clean output even under
extremely high SPL conditions.

And while it’s certainly worth its
weight in gold, the rich, versatile
performance of the AT4050 is
available for much less than $400
per ounce!

To discover studio microphone
excellence for yourself, call, write
or fax:

Audio-Technica U.S., Inc.
1221 Commerce Drive
Stow, Ohio 44224

(330) 686-2600

Fax: (330) 686-0719

U.K.: Audio-Technica Ltd.
Old Lane, Leeds LS11 8AG
0113277 1441

Fax: 0113 270 4836

[\ audio-technica.



If our marketing department had been

as talented as our engineers, yowd
ing a Prisma workstation

[rodaily be us

of'digital audio workstations out there.
Some are so expensive that you can only
afford one for six editors. Some are little
mobre thanPC sound cards that can't lock
to picture without timecode drift. Some
are so complicated that after you've
bought a Mac™, § add-in boards, a bus
expansion box and 12 pieces of software,
it almost nearly works most of the time.

That's why you should explore our
radically different approach. Admittedly,
we're guilty of spending far more time
perfecting our products than advertising
them. But today, a growing nuriber of
major post production facilities and
recording studios are reaping the ben-
efits of our meticulous engineering. They
also rave about our great service and
quick support ~ available withput having
to wait on hold for hours.

' One hardware platform;
. three software solutions.

Prisma"™ is our one-card hardware
platform that frees up your CPU by
handling all processing and signal flow
‘on board. Its DSP capabilities are so
massive that plug-ins aren't even an issue.
Invest in Prisma hardware and then
choose the Windows®-based software
package that fits your applications and
budget. Each has an elegant, hands-on
interface that's free from frustrating pull-
down menus, and floating window clutter.

EXPRESS" for PRISMA"

Express™ presents a simple, 2-panel interface
with all the tools you need on-screen — instead of
hidden in a mass of annoying pulldown menus.
Perfect for broadcast, commercial production,
multimedia and small home studios.

8 tracks - Over 250 markers & 99 Auto Locate
points - 10-level Undo/Redo - Fader antomation
- Directly-draggable fades & cross-fades - Easy
head & tail trim - Fast hi-polar waveform views
- $nap anything to markers, current position or
other sounds - Compatible with & upgradable to

Producer™ - Networkable

Express™ is a creative tool for broad-
cast and commercial production with a
no-frills interface so simple to use that
even a program director could learn it. It
uses Producer's hot-key shortcuts to re-
duce the learning curve if you upgrade.

Producer™# takes the software
recording studio paradigm to a new
Tevel. Its studio-friendly look and feel
removes the impediments to creativity
found in many current workstations.

StudioTracks™ XP has the tools you
need for serious, hardball film and video
post production, sound design, dialog
editing and Foley work. XP stands for
Cross Platform: StudioTracks runs on
both Prisma and Spectral's even-more-
powerful AudioEngine™ hardware, too,

Radically different than any other workstation
software, Producer™ is a“virtual studio”with
direct access to familiar audio tracking and
mixdown tools including an antomated mixer. Free
from pull-downs and nested windows, Producer's
direct interface boosts productivity & creativity.

99 virtual tracks,each w/4 layers - 8/16*/24*
or more tracks - 4 sends & returns + 2 remix
tracks - Rich DSP features - 10 Undo levels
- Rutomated fades, pans, mutes, aux sends - 2 EQs
per mixer channel - Default cross-fades & butt-
splices or custom via built-in editor - Markers
- Snap anything to anything - 3 waveform views
incl. fast bi-polar waveform display - Grid can be
set to bars/beats, frames etc. - Direct VITC lock
- Can add timecode burn-in to video - Networkable
*via linked CPUs
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Prisma’, Express”, Producer™ and
StudioTracks" are just part of our product
line. They all come from an established
company that specializes in digital audio
tworkstation and connectivity solutions,
Call, fax or e-mail for complete, detailed
information on our practical apptoach to
enhanced productivity.

We've heen keeping it a secret for far
too long.

$The software program Formerly Known As Prisma
Music. Our previous Marketing Department did it.

STUDIOTRACKS " XP

Spectral's advanced, cross-platform™ solution for
film & video dialog editing, sound design and
other edit intensive workstation applications.

256 virtual tracks 12 tracks w/2 sends &
returns - Internal track bouncing - Auto-Conform
* Direct VITC lock - Drag & drop SFX & dialog
snips from library to project - Spectrum
analysis - Flexible dynamics processing
« Silence-stripping - Envelope editing - 2 EQs
per channel - Digital patchbay - Textual play list
for mix-to-pix or mastering - Machine control
« Networkable
“Runs on Spectral's Prisma” & AudioEngine ™ hardware
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“Mark delivered the music separated
onto 16 tracks of Pro Tools—left-cen:
ter-right orchestra, left-center-right per-
cussion. left-right brass. left-right
synthesizer, left-right guitar, left-right
choir, left-right woodwinds.™ he contin-
ues. “That gave us control, because we
didn't really know what we were up
against sound effects-wise. So if sound
effects were going crazy. percussion is
one of those things that can get
drowned out. So we ended up boost-
ing the percussion about 2 dB all the
way through the movie, just to give it
some drive, In another scene. we
ended up going with choir to cut
through the big effects.”

“On Speed. there were a ot of very
fliteral visuals working with sound.” Flick
adds. "See something, hear something.
But in this picture, there is a lot of sound
driving the drama—we hear a tornado
offscreen, and it moves the drama for-
ward, or in the house sequence. we
hear noises and the characters react. Its
in the writing and in the way it's pho-
tographed, and by having sound more
entwined with the drama, as opposed to
being sound with the drama. he's be-
come a much more complex filmmaker.
which is a delight for me.

“When [ ostarted to think about
soundtracks in a whole sense in the
carly ‘80s. as opposed to cardier. when |
was just cutting sound effects, 1 realized
that with anv modern picture where
you have lots and lots of sound, and
the score is dynamic, you have to trade
licks. You have to be able to produce a
unified, whole process.”

TRADING LICKS AT THE MIX

The music metaphor of the tormado is
not a stretch, and in many ways, the
sound of the individual tornados can
be thought of as jazz pieces. fluid and
archythmic, with complex tonal layers.
While the editors are essentially con-
cerned with making "musical”™ effects—
in fact, Flick says, he only hires editors
with a music background—the re-
recording team strives for that delicate
balance between dialog, effects and
music, the unified whole referred to by
Flick.

You won't find a better re-record-
ing threesome than Maslow, Landaker
and Kevin O'Connell. who
brought over to help on Twister from
his regular gig as a lead mixer at Sony.
It's not just the technical chops. or the
awards or nominations—though they
cach have plenty of both, with Lan-
daker and Maslow holding three Os-
and O'Connell  with  nine

wWis

Cuars

nominations. I's more in the way they
can put an entire dub stage at case
and inspire complete confidence. Uni-
versal's Stage 3 is their house, and de-
spite the pressure of a big tilm and the
fatigue of three months of 12- 1o 16-
hour days, they are relaxed and jovial
just two days before the print master.
The three can create an entire comedy
routine out of the curly fries at lunch,
trading licks in the same manner they
do behind the Otari Premiere (with
Concept | sidecar) on the stage.

“We knew going in that this had the
potential to be a loud movie.” says
Maslow. "So we went in with the
premise of letting me set the dialog to

what [ felt was a comfortable level, and
that gave me a frame of reference.
Everything was based around that
level—all the tornados and winds and
music—everything was bobbed and
weaved to facilitate hearing every
word. Kevin came in next with the
music. and then Gregg supported it
with effects.”

"At no point is Gregg trying to over-
ride until it’s time to let him go,” ex-
plains O'Connell, who in addition to
mixing music served as an extra pair of
hands on the effects premixes. “If we
tried 1o do this film the old-fashioned
way, with effects trying to overdo it,
we'd still be mixing the movie. It took

be anywhere
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us 130 films to get o this point.” he
says, and they all laugh.

Bobs and weaves, peaks and val-
levs—this particular film mix was all
about movement. “We picture Jan's
films as roller-coasters.” Landaker says.
“You take an audience, have them grip
ahold of their seats and say, "Omigod!
Here we go!” They go through the falls,
through the terror, and then relax. Speed
wis a quick-hitting roller-coaster: this is
more about long undulations into terror.
And at the mix. that's mainly done by
not plaving all 800 units at once. even
though vou have them. IUs built from
maybe five units here, then another 30
1o 40 feet in, you introduce something
clse. then something else. IUs constantly
moving on the sliding scale of intensity.

I approach sound effects mixing
thinking that I want to have the audi-
ence walk out and say, "What a ride!
That was worth seven-and-a-half bucks.’
I want to create a 3-D theater environ-
ment illusion for them, something they
can’t get at home. 1T want the sound of
that twister 15 feet in the middle of the
room. T want them to feel what they see.
It we just play it flat-screen, then it be-
comes simply watching a movie. I want
the audience involved: T don't want to
be invisible.”

Centainly, the 3.1-channel digital film
sound formats (Twister was released in
DTS, Dolby Digital and Sony's SDDS)
play a large part in creating the 3-D en-
vironment. But all three mixers are
adamant that the 5.1 channels are not
about making a film loud: thev're for en-
veloping the audience. The surround
work is not overdone, though it does
provide the swirls. And surprisingly.
Landaker. perhaps influenced by O'Con-
nelll is a recent convert to the use of the
subwooter—he did not emiploy it on
Speed.

"After Crimson Tide. 1 really got to
know subs.” O'Connell savs, pun in-
tended. “From the second the tornado
arrives until the second it Teaves, you
could literally drive the subwoofer at
100 dB und it would be fine—most
mixers would have done that, We
never did that. We modulated that sub-
wooler in and out. and what we put in
the sub is not a steady ramble track, no
pink noise down at 20 Hz. It was a
modulated. very dynamic track that
would make the sub key on and off, on
and off. Same with the surrounds. We
never played things straight.”

“This picture deals with a lot of
mid- and low-frequency information.”
Landaker cuts in, “so we can create a

CONTINGED ON PAGE 207
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“THE SOUND IS UNBEATABLE"

Stephen Bray,'96

—-—
Stephen Bray, who gained world wide recognition as producer and

co-writer of Madonna'’s “Express Yourself” and “Into the Groove,”
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along with engineer Tony Shepperd,bstal!ed_; Euphérii‘iQQSZOOO gﬁ_ -

console in his Los Angeles based studio, Saturﬁ.j Sound. Why a

Euphonix Stephen?... : =
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“From tracking to mixing, the speed of the C52000 SnapShot

Recali™ and the instantaneous access to hard disk is amazing.”

"We are attracting producers and engineers who require infinite

flexibility. With the Eupf'w save at least an hour or two
T

every tima you change projects. We can go from mixing a TV show

to a music album mix in seconds.”

| SR ]
munity of artists, producers and
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GENERAL NOTES

All consoles listed are 2-4-bus (and
higher) configurations and are analog
designs. unless otherwise noted. Most
models are offered in a range of frame
sizes: expansion capability is not al-
ways noted. although most can be or-
dered in a short-loaded version, and
additional modules can be udded as
channel requirements (and budgets)
grow. Most consoles offer a combined
bus addressing scheme whereby chan-
nels are assigned to either buses 1-24
or buses 23-48 in two or more bunks.
Some consoles assign 1o cach bus dis-
cretely, some only in pairs: some allow
assignment to both banks at once
(though with limitations). Some con
soles offer onboard dynamics process-
ing. Specific circuitry features and
automation options are not described
in depth.

AMEK

Designed by Rupert Neve, the TEC
Award-winning 9098 from Amck (ULS,
offices are in North Hollvwood, Calif.) is
a large-architecture console that can be
configured 1o customer requirements for
recording. broadcast and post applica
tions. The 9098 is supplied with Anick
Supermove moving fader automation,
Amek RECALL, Amek Virtual Dynamics.
Amek Visual FX outhoard equipment
control software, and Amek Superloc
machine control. The 9098 is a radical
departure for Amek—it's the compuany's
first console targeted at the up-market
sector that Rupert Neve's designs have
traditionally been associated with,

The 9098 console building blocks
include 24- and 32-module chassis sec-
tions. single- and double-bay jackficlds,
and an cight-module monitor section.
Three input modules are availuble: the
9098A mono. the Y098K dual and the
90981 stereo input module. These may
he combined in a variety of ways, and
the 9098 may be configured in split or
all-input format. Input modules offer
48-bus addressing through two banks
of 24 switches, plus an additional tour
stereo bus assigns. The A and K input
modules are also designed to act as
group masters, and the A module offers
comprehensive sterco, quad and LCRS
panning facilitics. EQ on the 9098A
module is 4-bund. with the two mid
bands sweepable (HE and LF EQ sec-
tions offer six switched frequencies),
and there are additional variable high-
and lowpass filters. Various switches
and pots allow for selective notching in
the mid frequencies and aliernate filter
slopes in the HF and LF sections. EQ

tor the K and L modules is comparable,
if less extensive. The 9098 offers 16
auxiliary buses that are variously ad-
dressed by stereo cue and mono aux
send pots on the input modules, and as
muny as 18 switches can be controlled
by awtomation. Amek's Virtual Dynum-
ics package allows for the insertion and
automated operation of compressors,
limiters, gutes, expanders, ete. on cach
channel. And so on: the 9098 is not
short of features. A 72-input 9098 costs
approximately $625.000. depending on
contiguration.

Galileo is Amek's latest console and
is designed for music recording. video
post and film-dubbing applications, An
in-line design available in +40- and S6-
input frame sizes, the Galileo is sup-
plicd with Supertrue VCA or Supermove
moving fader automation, Amek Super-
loc machine control, timecode read-
er/generator. Amek Visual FXU Amek
Recall, and Amek Virtual Dynamics.

Input modules contain two signal
paths: the Galileo can handle twice as
many inputs on mixdown as there are
input modules—with full EQ on cach
channel. The input stage includes a Ru-
pert Neve-designed TLA (ranstormer-
like amplifier). The 24-track bus
assignment is via 12 switches that ad-
dress the buses in two banks. EQ see-
tions for the channel and mix signal
paths are «-band parametric with bell
and shelf switches for HF and LF sec-
tions and additional swept high- and
lowpass filters, The EQ may be reas-
signed. in sections, to the module’s
other signal path. There are 16 aux
sends, of which eight may be ad-
dressed in pairs at one time. Pricing for
the Galileo starts at $177.327 tor the 10-
channel model and rises 1o $277.065 for
the So-input version with Supermove
automation.

The Rembrandt is o dual-path con-
sole wvailable in 10- and S6-input frame
sizes and is supplied with Supertrue
VCA automation, Amek Recall Amek
Virtual Dyvnamics and Amek Visual FX,
As on the Galileo, input modules con-
tain two --hand sweepable EQ sections
for channel and mix signal paths, effec-
tively doubling the number of inputs
for mixdown, There are 16 aux and 24
routing buses. Pricing for the Rem
hrandt starts at $99.153 for a 24-input
model in the 40-input frame. A S6-input
configuration starts at $146.895. Prices
include patchbay and stand.

The new Angela ITis a lower-cost
dual path production console. The -10-
channel version provides 80 inputs,
cach with 4-band EQ and automated

tacder and mute. The console has eight
aux buses, 24 routing buses and
includes a jacktield. The console is sup-
plicd with the Supertrue VCA autona
tion system, which includes Amek
Virtual Dynamics ard Amek Visual FX
programs, all of which reside on a Pen-
tium computer. supplied with a 1-inch
color monitor. The standard model is
574750,

AMS Neve Capricorn

AMS NEVE

The Logic 2 by AMS Neve (Burnley.
UKD is o large-scale automated digitad
recording system that integrates a fully
feawared mixing console with an AMS
AudioFile. Like other digital consoles,
the Logic 2 is highlv flexible and may
be configured in a numiber of wavs tor
recording. post and film applications.
Up to 60 channel strips with four-layer
operation provide 210 fully equipped
mono, stereo channels plus as many as
48 aux und 04 multitrack record buses.
Featuring a 32-bit all-dizital signal path,
the Logic 2s signal processing resources
are determined more by available digital
processing horsepower than input strip
lavout: EQ is 4+-Hana with 2-band filter:
ing and full dynamics an cach chunnel.
Muny complex functions may be as-
signed and controlled at a central con-
trol panel. Among the Logic 2's many
notable features are toral dynamic mix
automation plus setup recall automa-
tion, comprehensive nachine control,
moving fuders. 32-bit DSP and a rela
tively compact protile. Contact manu-
facturer for pricing.

The Capricorn is Neve's flagship
digital console. Three standard 48-track
recording configurations are offered.
but o wide degree of customization is
possible—the consale i to some extent
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modular and may be expanded in 24-

channel increments to its upper limit of

256 signal paths. A typical configura-
tion, the System 112, offers 32 mic¢/line
inputs, 24 AES/EBU stereo digital in-
puts and outputs. 48 track sends. 04
track returns, 16 auxiliaries and eight
cues. Signal processing is selected and
assigned via a screen and tackball, and
selected parameters are controlled
through multipurpose rotary controls.
The Capricorn thus provides enough
tactile controls for quick seize-and-twist
operation without hopelessly cluttering
the control surface with dedicated
switches and pots. Contact manufactur-
er for pricing.

The Neve VR Legend is a large-ar-
chitecture analog console with a fully
discrete control surtace and is available
in recording. post and filin-
scoring configurations. In-

ous configurations: the first cight aux
sends are normaled as four stereo cue
buses. Master control and monitor select
functions are comprehensive, and there
are two programmable mute circuits.
Price is §75.000 for the base model.
$93.000 including Audiomate moving
fader automation.

API

The APL (Wheaton, 1) Legacy is an
all-discrete, fully modular console de-
signed with functionality and transpar-
ent operation in mind. The board is
based on a vintage "70s design, both in
appearance and in circuit design. Each
channel strip is made up of sections
rather than solid, one-piece input strips,
and a modular frame design allows ex-
pansion of channel buckets and multi-

cluding all of the channel
features of the V' Series con-
soles, the VR Legend offers
assignable Neve Format Spec-
trum EQ. eight aux buses,
and full #8-track routing plus
48 additonal sends. Meter-
ing is VU or PPM. and dis-
crete dynamics metering is
available for cach channel.
Flying Fader and Recall automation
packages are optional, as is Neve's En-
core automation system, a Windows
NT-based system, which provides con-
sistent automation functionality and in-
terface for all Neve consoles. Contact
manufacturer for pricing,

ANATECH

The VEM-32 from Anatech Systems Lid.
(Cambridge. UK), a division of Martin-
sound Inc. (Alhambra, CA) is a 32-input,
2+-bus in-line console for recording and
broadcast (the console is also available
in 48-channel and larger formats). The
first product from a new company, the
VCM-32 is based on a design philoso-
phy that emphasizes ergonomics, flexi-
hility, extensively auditioned electronic
design and value for money. The VOM-
32 features dual-path input modules for
a total of 6+ inputs at mixdown, and
there are 24 multitrack buses, which are
assigned via individual switches. Both
mix and monitor signal paths are
cquipped with automatable 100mm
faders, and there is an integral compres-
sor/gate on every channel. EQ is 4-band
parametric. switchable between mix
and monitor signal paths, and a sepa-
rate filter section may be inserted in ei-
ther path or the dynamics sidechain,
Twelve aux buses may be used in vari-
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API Legacy Series

track monitor sections. The standard
channel input strip is made up of pre-
amp. EQ. input and fader modules: sig-
nal processing modules can be added
later, and the channel strip can be spee-
ified without preamp/EQ modules, pro-
viding o cleaner signal path to tape and
a cost savings, Many modules are com-
patible with API's modular rackmount
svstems,

The channel input module (model
768) directs signal routing functions,
including bus assignment. aux and cue
sends, pan. solo, mute and mic¢/line
switch. The signal path is a discrete op-
amp circuit. The mic preamp module
is API's model 2121, the all-discrete,
op-amp circuit used in the vintage API
512b preamp. The 550 EQ module is a
simple. passive-filter design. offering
four bands, with API's proprictary Pro-
portional Q. which varies bandwidth
proportional to boost/cut. Monitor op-
tions include split or in-line formats.
The standard monitor module configu-
ration consists of the 868 monitor mod-
ule and a separate fader module,
which is wired for automation and fit-
ted with a P&G fader. A center master
controller section includes bus trims,
aux send trims, mix bus matrix, peak
reference. master solos, talkback, cuts
and dim. 11-frequency oscillator, cue

masters, talkback and meter select.

The Legacy series is available in
various frame sizes, based on a 16-
channel input section and a 24- or 48-
channel monitor section. Prices start at
around $100.000.

D&R
The Cinemix from Dutch manufacturer
D&R (Weesp, Holland) is a customize-
able recording, film and post-production
sound console available in 32- and 8-
input frame sizes. with 816-point patch-
bays. Notable features include dual
signal path input modules with duplica-
tion of almost all features, 360-degree
LCR. Front/Rear panners, two automat-
ed VCA (standard) or motorized faders
per channel, comprehensive routing
and automation features including
assignability to automated
O-channel joysticks, and op-
tional dynamics on both
signal paths. ARM routing
matrix allows preset and re-
call of routing and switching.
The dual input channel archi-
tecture offers 96 mono in-
puts for mixdown on the
48-input console: all mod-
¢ls feature ten stereo effects
return channels. EQ for
hoth sections of the input module is 4-
band sweepable. The ten discrete aux
sends may be routed to up to 34 aux
send buses at mixdown, The six-output
(LCR. Surround L. Surround R. Sub bass)
monitor section is under digital control,
allowing for preset and recall of listen-
ing levels appropriate to the various film
sound playback formats. Prices start at
$44.422 for a 24-input Cinemix and rise
to $68.358 for a 48-input configuration.
The Merlin recording. mixing and
post-production sound console is avail-
able in two frame sizes, 40- and 56-
input. with a standard patchbay. though
D&R will customize to suit clients’ re-
quirements. Each dual input module of-
fers two 4-band EQ sections. The mix
path also features variable Q in the mids
and a highpass filter. Both signal paths
feature comprehensive automation in-
cluding 100mm automated faders and
six automated switeh functions. The 12
discrete aux sends may be routed o up
to 36 aux send buses at mixdown,
D&R's PowerVCA Automation package
for the PC is supplied standard. and
VCAs can be switched out of the signal
path while retaining full fader control,
Motor faders are optional. ARM automa-
tion provides instant recall of all digitally
controlled signal routing and switching
functions. Metering is 23-segment bar



"CBC has tested many high-end audio '
czasoles and we find that Rupert Neve's
9698 has the best technical |
specifications of amy. we have measured.

Noise floor, dvnamic range and
aistostion characteristics are absolutely :
superb and far exceed the requirements |
of digital recording technology as it
presently exists’.

Tony DuBoyce
Senior Engineer
Production Technology
CBC Enginecring

L2 usung Corpanﬁon
ﬂadm Canada

,

The S098’s sonic performance is
stunning, being siient, transparent and
noiseless and with that unbeatable
mastertul character which s the
hallmarx of a traditional Ruper: Neve
design. This conscle is a drearm teo use
| and 1 the standard to which alf other
equipment  manufactuers

i shouid aspire’.
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Don Penn-ngton
Technical Director
CBC Radio British Goiumbin
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graph at the channel and VUs for mas-
ter outputs, Prices start at $67.210 for
a 2i-input (68 automated inputs at
mixdown) and rise to $101.780 tor a 18-
input €120 automated inputs at mix-
down) configuration.

EUPHONIX

The €82000 from Euphonix (Palo
Alto. Calif) is a highly modular. digi-
tally controlled analog console avail-
able in a variety of configurations for
different applications. The €82000's

audio electronics are housed in a re-
mote Audio Tower that connects via
serial links to the MixController. The
) module

Digital Studio Control (DSC

Mﬁmqmm meetsulemmmndsofmmﬂbg The ME 64 cardioid capsule is
uring the subtle nuances of acoustic instruments and cymbals. Its high output and quick tran-

is a central assignable control surface
that combines with a digital control
surface that is expandable from eight
to 104 taders, from four to 32 sends,
up to 120 dyvnamics channels and from
one to three operators, The DSC pro-
vides access to channel functions,
such as EQ. dynamics. surround pan-
ning. channel routing. snapshots, mas-
ter control facilities, automation, aux
sends and machine control. An active-
mutrix color screen displays signal
routing and processing parameters.
Each channel has two universal input
(mic/line) amplitiers and four fixed-
input gain line inputs: either channel
fader can accept any of these six in-

Mnsponseyldd superior signal-to-noise ratio with extremely low distortion. Plus the K6 power supply is the
heart of a modular system which accepts other mic capsules: from omini to long shotgun and even lavaliers.
Now you can expand your collection to handle any studio or field recording application.

HE b4/Kb

SEE US AT
NAMM BOOTH #1529

MODULAR CONDENSER MICROPHONE

(/I’'SENNHEISER

SENNHEISER 6 VISTA
DA
Mﬂl(mw sun 663, COL.

P.O.lOX 987, OLD LYME, CT 06371 - TEL: 203-434- 9190 FAX 203-434-1759
BURBANK, CA 91505 T[L 818-845-7366 FAX: 818-845-7140
EXICO, D.F. MEXICO - T

EL: (5)-605-7686 - FAX: (5) 605 6473

PQH9R TA3 - TEL: 514-426-3013 FAX:514-426-3053

Mauuﬁmm Plant: Am Labor 1, 30900 Wedemark, Germany
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puts. and either fader functions as ¢i-
ther a mono or stereo fader. All signal
processing is centrally adjusted from
an assignable rotary control set. Au-
tomation includes SnapShot Recall,
which resets alt functions in less than
1730 second: Snapshot Automation.,
which fires SnapsShots at cue points or
timecode locations as part of an auto-
mated mix: and dynamic automation
of two faders, two mutes. two panpots
and four aux sends per channel.

Although many CS2000 system con-
figurations can be created by combin-
ing different options, Euphonix offers
custom systems targeted to specitic ap-
plications. The €82000D is the basic
system, fitted with 24 multitrack buses,
the Digital Studio Controller (DSC) with
color display and both Snapshot Recall
and Total Automation systems. The
CS2000M. contigured tor music record-
ing. includes the Euphonix EST08A dy-
namics processor, DSC and 16 aux
sends per channel, expandable 1o 48.
The €S2000B is designed for television
broadeast and production applications,
with Snapshot Recall, 12 mix-minus
buses (expandable up to 48). six stereo
subgroups and surround mix capability,
Optional are redundant power supplics
and crosspoint audio router/switchers.
The €CS2000P is aimed at television
post. and is configured with SnapShot
automation and 12 mono/sterco mix
buses per tader Gideal for stereo mix
stems). The CS2000F is designed for
surround sound re-recording, featuring
Euphonix’s new surround panning soft-
ware with 12 (expandable to 48) multi-
format mix buses per tader. These
buses can be configured as single or
multiple fitm mix stems: the svstem also
accommodates an optional PicMix sys-
tem for various surround monitoring
formats. Multi-operator systems are also
available. Pricing for the €S2000 system
starts at around $100,000,

FOCUSRITE

The Focusrite Studio Console, or F2,
hy Focusrite (Bourne End. UK) teatures
neither a traditional split nor an in-line
design. but is instead what Focusrite
terms an “all input™ console—cach
module can serve as an input or tape
return. Modules do not therefore in-
clude a small tader and separate moni-
tor chain. as is typical for in-line
designs. The F2's no-compromise elec-
tronic design revolves around simplici
ty and high quality. and the console is
entirely FET-free. Local bus summing
ensures that large-format consoles
maintain low bus noise. Available con-



ORE HITS ARE MA
ON STUDER TAPE MACHINES.

The A 827 analog & 1 827 digital recorders shato that
apen-reel is an excellent business investment - and results

demonstrate that Stiler is the smartest choice of all.

IT°S THAT SIMPLE.

AKE A LOOK at the produc-
tion credits for Billboawd s
No. 1 singles. almost any

than ever before, quality, reliability
and compatibility count, Studer 827
Series tape machines are more in
demand than ever. Analog or digital,
there’s a Studer recorder for your hits.

There’s never been a better time

to invest in your studio$s future — by
_ starting your own Studer track recor
almost 50 years, Studer machines *Based on an analyss of Billbourd’ Production Credts It really is that simple.
have been a vital part of literally thou-  charts for 1995, Studer machives are used on many riore

ands of hits. A d tod: he n bit records han any other open-reel recorder ( “Others”
sands or hits. And today, when more incldes hath open reel, MDMs and disk-based systemns).

PROFESSIONAL AUDIO EQUIPMEN
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Used with pevuission fiom Billbourd magazine. Londum: +44 101 181 207 5050. Worlduwide Distribution: Stider, Regensdorf, Switzerland +41 (0) 1 870 75

week of the year, and you'll see the
same story: more hits are produced on
Studer tape machines than on all ather
open-reel recorders combined”.

Perhaps it's hardly surprising, For
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Leading edge performance has been a defining
feature of Audio Precision products'since the-
inception of our company in 1984. Thousands of our
System One audio analyzers are in use woridwide,
selected by design engineers for high performance
‘and by test engineers for our comprehensive pro-
grammable analog and digital audio measurement
capabilities.

NOw our System Two true Dual Domainaudio ana-
lyzer joins the System One, setting a new standard
for performance and flexibility in audio frequency
test & measurement.

System Two is a true Dual Domain analyzer. Other test
instruments may have both analog and digital inputs
and outputs ... but they're not true Dual Domain!
They rely on performance-limiting converters to pass
analog signals back and forth to a DSP core of digital-
only hardware. Passing signals through a/d or d/a
converters for every measurement robs the test
instrument of performance. System Two includes

pnec?slon

separate, independent hardware for direct audio
megasurements in both domains, plus additional and
extensive interface Mmeasurement capability in-
cluding jitter measurements, eye patterns and all
other parameters described in AES3, the serial audio
interface standard. = ‘

The new standard of System Two is represented by
performance specifications such as guaranteed
analog generator and analyzer residual THD+N

of -108 dB, guaranteed analog signal flatness of
+0.01 dB for the generator and analyzer; and 24 bit
digital signal generation with 48 bit FFT dynamic
range.

From aircraft to automobiles, satellites to cell
phones, headsets to hearing aids, System Two
represents a new standard for audio frequency test
& measurement applications. Compare for yourself -
our worldwide force of representatives will be
pleased to provide comprehensive specifications
and a true Dual Domain on-site demonstration.

Audio Precision

PO Box 2209

Beaverton, Oregon 97075-3070

Tel: (503) 627-0832 FAX: (503) 641-8906
US Toll Free: 1-800-231-7350
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Tel: (21) 325-5351 Bulgaria: ELSINCO Offioe Sofia, Tel: (2) 58 61 31 Canada: GERRAUDIO Distribution, Tel: (416) 696-2779 China, Hong Kong: A C E (int'l) Co. Ltd., Tel: 2424-0387 Czech Republic: ELSINCO Praha spol. s r.o.,
Tel: (2) 49 66 89 Denmark: npn Elekironik aps, Tel: 86 57 15 11 Finland: Ganelec OY, Tel: 77 13311 France: ETS Mesureur, Tel: (1) 45 83 66 41 Germany: RTW GmbH & Co. KG., Tei: 221 70913-0 Greece:
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Acutron Electroacustica LDA, Tel: 1 9414087 / 9420862 Singapore: TME Systems Pte Ltd., Tel: 747-7234 Slovakia: ELSINCO Brafisiava spol. s r.o., Tel: (7) 784 165 South Africa: SOUNDFUSION MFG., Tel: 11 477-1315
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figurations are multiples of eight, with
a maximum of 96 channels feeding
24 or 48 multitrack buses. The center
control section is 12 inputs wide. The
input module is based on the renowned
Focusrite ISA 110 equalizer and features
4-band EQ with two bands parametric,
and high- and lowpass filters. Features
include 12 aux buses, two stereo cue
buses, and three stereo mix buses in
addition to the multitrack recording
buses. Optional modules include stereo
line return modules and stereo com-
pressor/gates. Automation is third-
party, with GML's moving fader svstem
preferred. Contact manufacturer tor
pricing.

HARRISON

Harrison (Brentwood, Tenn.) offers a
range of 24-bus (and above) consoles
for various studio applications. The Se-
riesTwelve/MPC is Harrison's flagship
console system, available in any config-
uration of analog or digital 1/0, includ-
ing hybrid combinations. Based on
common audio processing hardware,
the MPC desk interface is designed for
tilm re-recording, while the Series-
Twelve desk ofters user-customizable
configurations for film, broadcast, post-
production and music recording/mix-
ing. Both systems are available in frame
sizes from 24-input to more than 300-
input configurations and offer a Mac-
based full automation (both snapshot
and real-time dynamic) system. Also
available is an automated joystick for
surround panning. The control surface
is designed for tlexibility in contigura-
tion to control as many as 24+ audio
channels, either analog or digital: The
Traditional control surface has the look
and feel of a traditional large-scale mix-
ing console, with familiar channel con-
trols and large and small faders. The
layered control surtace allows a single
input strip to control up to four ditter-
ent audio channels; layering may be
switched locally or globally. An Assign-
able control surface is also offered. Con-
tact manufacturer for pricing.

The TV950 is available in up to a 64-
position frame and is designed to be
customizable for use in both television
and post-production applications, as
well as in music recording, with multi-
track buses available in up to 24-bus
configurations. Inputs may be specified
as mono mic/line, stereo line or dual
stereo group modules; other available
modules include program master, com-
munication, control room, studio moni-
tor, mix minus, master tally, group
fader, program output, cinema switch-

ing/monitoring and film
panning. Contact manutac-

turer for pricing.

The Series-3 and Se-
ries-4 consoles are both
available in either TV (tele-
vision) or MR (music re-
cording) configurations,
The Series-4 offers VCA
tader and group tader au-
tomation and is available in
either 24- or 48-bus formats.
The Series-3 offers VCA
fader automation and is
available in a 24-bus config-
uration, Contact manufac-

turer for pricing,.

Harrison SeriesTwelve
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Acoustic Foam & Samers . PLUS LOTS MORE!!!

PLUS 400 OTHER
TOP LINES AT LOW
PRO-NET PRICING !

WE'RE HOME OF THE UNIQUE & HARD-TO-FIND

PLUS FREE
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MARKERFOAM™ ACOUSTIC FOAM

GIANT 54”x54”
[Immediate Shipping]|
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super high density Markerfoam. EZ mont. Blue or gray
Super-effective sound absorption for studios. Markericam
offers best value, looks professional and 1s proven In stu
dios worldwide Request Foam-Buyers Guide/Catalpg,
specs and free samples today. VISA, MC. AMEX, COD,
POs. QUANTITY DISCOUNTS

MARKERSTIK™ foam adhesive. FREE with any
foam purchase in this ad. Limited Offer. A $8.95 per tube value.

MARKERTEK
BLADE TILES

HIGH PERFORMANCE
LOW, LOW COST!
$3.49 per tile, 16x16x2". America’s best
acoustic tile value, only from Markertek
Charcoal. Also available 16x16x3" as
shown. $4.49 each.

\!
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KILL NOISE QUICK! High performance. iull size sheets of

= SONEX
SR ALLTHE COLORs 4 SizEs

PLUS GREAT PRICES!

MARKERTEK JUMBO
SOUND ABSORB BLANKETS
Heavy duty, 72" x 80" padded blankels
absorh sound whenever they're hung or
draped Fabulous for stage, studio and field
use Top professional quality at a super
saver price. Weight" 6 Ibs. Black  $19.99

MARKERTEK
VIDEO SUPPLY

800-522-2025 * 914.-246-3036 * Fax 914-246-1757
4 High Street, Saugerties, NY (USA) 12477
Browse Markertek on the World Wide Web: http:/www.markertek.com/

USE READER SERVIE CARD FOR MORE INFO
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LAFONT

The Latont Chroma (distributed by
Sascom Marketing in Toronto) is an
analog console geared toward post-
production applications. Circuit topolo-
gy is an in-line design. configured for
high-speed use in mix-to-picture and
multiformat film/video post. Two stan-
dard frame sizes are available, the
Chroma 40 and the Chroma 64, ex-
pandable in 12-channel buckets.

The Chroma accommodates any
combination of dual-line input modules
equipped with gates or compressors, or
mic input modules with built-in mic
preamps and compressor functions.
EQs are 4-band with sweep highs and
lows and parametric mids: the EQ can
be inserted into cither the channel or
monitor path. Each module features 4-
channel LCRS panning with six-way
surround monitoring. Two busing con-
figurations are available, a convention-
al stereo Mix mode and Surround
mode: in Mix mode, aceess o the 24
multitrack or submix buses is via a
bank of 12 buttons. linked to a pan
control that operates between odd
ceven buses. In Surround mode. the
channel pan operates with true LCR
pan laws, while the monitor pan con-

A

trols front/back balances, The integrat
ed TT patchbay provides insert points
for surround encoders. or enables the
console to interface direcly to DTS and
SR.D mastering systems. A master
bus/tape switcher panel enables arrays
of I/O modules to be assigned to one
of three master groups. then flipped
hetween bus sources and off-ape relay
as a multichannel/multistem mix is
being made.

The console is supplicd with Opti-
file Tetra VCA-based automation that
controls channel faders and mutes; op
tional are Uptown, Flying Faders or
GML moving fader automation systems.
Prices for the Chroma line range from
$85.000 to about $183.000.

MALCOLM TOFT ASSOCIATES
MTA (Ash. UK) offers the Series 980,

900 and 990 large formuat consoles, all of

which are based around four different
module types. The 980 and 900 series
have input or channel modules, group
nuster modules, line-level effects return
modules and a master module. The 990
drops the group output module and
adds a stereo bus master module for
three additional stereo mix buses.

The MTA Series 980 is a split de-

BE

BE'ETER input section with

both mic and line (wireless)
inputs that can be summed together

sign available in 32-0 40-, 48- and 506-
input frame sizes: Mosses and Mitchell
patchbays and P&G faders are stan-
dard. The 980 features 4-band EQ on
all inputs and monitor and line-level re-
turns. This results in 62 equalizable
channels available at mixdown on the
32-input console. 70 inputs for the 40-
input configuration. Input modules
offer 24-bus routing in pairs (panpot al
ways in circuit) and a second line input
that may be routed direct to the remix
groups: there are eight aux buses. EQ
is +-hand sweepable with overlapping
ranges and a switchable highpass filter,
Three mute switches allow for three
separate mute programs. P&G taders
are standard: most VCA and moving
fader systems can be fited.

Monitor modules combine monitor-
ing facilities for two output groups.
cach provided with 4-band EQ. Three
cecho return modules are provided,
cach containing two line-level return
modules with 4-band EQ and aux
sends. The single master module con-
tains aux bus send masters, oscillator,
studio and control room monitor con-
trols. mute group masters and talkback.
Prices range from $30.000 tor a 32 24
10O $80.000 for a 34 24,

BETTER DE-ESSER

with ratio control.

T8E0 2
o-w-o

BETTER Signal-To -Noise Ratio : 97dB.

BE/L'TER mic preamp



The MTA Series 900 is a split de-
sign available in 32-. 40- and #8-input
frame sizes. with or without Mosses
and Mitchell patchbays and P&G
taders. Essentially o lower-cost version
of the 980. the 900 shares the same ar-
chitecture and similar modules but
drops a few teatures. For example.
channel EQ is 4-band sweepable. as on
the 980, but monitor module and ef-
fects return EQ is two band. AFL, PFL
and Solo facilities are provided. but
there is only one programmable mute
circuit. Third-party automation pack-
ages can be supplied by MTA or retro-
fitted. Prices are $32.500 for a 32 24,
$48.500 for a +8/ 24 with patchbay.

The MTA Series 990 is what the
company describes as a “Virtual Splic’
design: the monitor sections are locat-
ed above the inputs, combining the
compactness of an in-line console with
a split topography. The 990 is available
in 32-. 40-. 48- and S6-input frame
sizes, with Mosses and Mitchell patch-
bays and P&G faders supplicd as stan
dard. Channel EQ is 4-band sweepable
with a highpass filter. and may be
switched into the monitor’ group output
path. The channel provides three stereo
sends 1o the eight aux buses, switch-

able to mono and pre- or post-fader.
The stereo effects return modules have
A-band switchable EQ with a highpass
filter. As with the 980 and 900 Series.
various automation packages can be
supplied by MTA or retrofitted. Prices
start at $35.000 for a 32-input. 24 group.
32 monitor console. A 56-input. 24
group. 56 monitor configuration costs
$81.000.

NEOTEK

The Elite console system from Neotek
(Chicago. 1) is designed for music
recording. broadeast and post applica-
tions. It offers 24 multitrack buses. two
stereo buses and 32 aux buses: frame
sizes accommodate 32 1o 6+ inputs. Sig-
nal routing features include Neotek's
Dual Channel Architecture. with two
discrete audio paths per input module,
which are controlled by separate chan-
nel faders and operate independently.
in parallel or in series. The channel
highpass filter. patchbay insert point
and 4-band parametric EQ may be in-
dependently assigned to cither path for
further flexibility. and channel output
signals can be routed to the multitrack
buses, which include a second stereo
bus. or to the main stereo mix bus

through a logic-controlled mute func-
tion. A single switch reverses these two
delegations. effectively doubling the
number of configuration options. The
Elite accommodates most VCA and
moving fader automation systems.
Neotek also offers VCA faders and MIDI
Direct mute automation.

An optional fader module for broad-
cast applications produces a fader stan
pulsc. mutes studio or control room
speakers and accepts mute remote
commands. Also offered is a new Mul-
timedia module based on design tea-
wres of Neotek's Encore and Essence
film consoles. The module provides a
full set of features for monitoring in a
multichannel environment. such as
LCRS or 5.1 channel formats: features
include volume. mute and dim for
three-speaker systems with up to six
loudspeakers: reference monitoring of
encoded and mono-encoded signals:
and the capability to insert an en-
code/decode processor. Prices for the
Elite start at $:44.000 for a 32-input con-
figuration: a G4-input model is $79.000.

Neotek's Elan series is a scaled-
down version of the Elite. designed
mainly for use in project and artist-ori-
ented studio applications. The Elan is

MOUTHTRAP

BETTER EQ section
with each band covering 20-20K
with filters in series.

BETTER output section with main

and aux to feed 2 devices or a sterco input.

RANE CORPORATION
206-355-6000
206-347-7757

Home Page: http://www.rane.com

Phone:

Fax:

%ilil%ll!!
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BETTER

BETTER Equivalent
-130 dBu.

THD#+Noise spec : 0.009%.

Input Noise spec:

BETTER Price (Really!)
B E T T E R contact your local RANE dealer and check one outly
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CDs IN 3 wm(s:
00

wnh black & white inser white inserts

€€ The people at

Disc Makers are fast and
good. I was tmpressed with
their willingness to work

with me unttl I was
completely satisfied with
my finished product. 39

—Ralpb Brande

Complete package includes: [
* FREE Deluxe Graphic Design | ]ngé’ogﬁy FT" YOU"' IFREE
* Insert film and printing color catalog:

. Prqof Positive® R_eference CcD ] 800 468 9353 '

* Major Label Quality 24 HOURS TOLL FREE

* No-Fine-Print Guarantee Qutside USA call 609-663-9030; FAX 609-661-3458
htip:/ /www.discmakers.com

"~ DISC MAKERS

AMERICA'S #1 MANUFACTURER FOR THE INDEPENDENT MUSIC INDUSTRY

USE READER SERVICE CARD FOR MORE INFO

verything You Hear is True.

‘| used the MD3 for Toj Mahal’s vocal
and the MD1 on Eric’s {Clapton) amp
...everything was fat, warm...perfectl”
JOHN PORTER, PRODUCER

*I've recorded o wide range of artists:
Kenny Rogers, Dionne Warwick, Natalie
Cole, Reba McEntire, Boyz Il Men,

Paul McCartney.. It's the most flexible,
best sounding mic I've ever heard.”
MICHAEL LLOYD, PRODUCER

“The low end was tight, the highs crisp
without being harsh, but most of all the
presence was stunning.” EDDIE KRAMER

"When Jeffery Osborne heard your
new MD3, he put his fovorite U47 back
in the car...” CHRIS PATONONGA, MICHAEL
SEMBELO STUDIOS

Phenomenal tube sound. Stoteofthe-art
technology. For about half what you'd
expect fo pay...and that's the truth.

s .
mD3 OOVE TUBES
Wo > mics and elecrromcs,
fea the new CL1s comp/limiter
l2866 Foofhmﬂ\d Sylmar, CA 91342 U.S.A. 818/361-4500 FAX 818/365-9884
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designed with the same components,
quality frame and interconnect system
as the Elite. but the architecture is
pared down, with simplified equalizers
and meters, reduced frame sizes and a
smaller list of order options. It offers 24
multitrack buses, 4-band sweep EQ., in-
place solo and up to 30 auxiliary buses:
its architecture doubles the number of
inputs when mixing. Prices start at
around $27,500 for 32-inputs.

ORAM PROFESSIONAL AUDIO

Sold direct in North America by Peloms
Sound and Acoustics (Santa Barbara,
Calit.) the British Equalisation Series
consoles from Oram Professional Audio
(Gravesend, UK) come in 24-, 32-, and
40-input standard configurations (cus-
tom configurations are available). Cre-
ated by veteran designer John Oram,
the BEQ Series consoles feature a non-
dedicated split topology that allows un-
used submaster outputs to function as
additional inputs. Thus a 32-input con-
sole can actually mix down 96 inputs.
Oram’s extensive use of surface-mount
technology and robotics in manufactur-
ing the BEQ Series has resulted in sig-
nificant cost and performance benefits.
High clectronic packaging densities
allow potential sources of hum and
crosstalk to be widely separated on
input strips, and crosstalk between ad-
jacent channels and groups is 80 dB3 @
1kHz. The BEQ Series also features ten
aux sends per channel, and a master
aux matrix allows for 30 discrete aux
sends. Prices are $28,000 for the 24-
input model, $34.500 for the 32-input,
$44.000 for the -40-input. Larger config-
urations are priced accordingly.

OTARI

The Concept I from Otari (Foster City,
Calit.) is a digitally controlled analog
console, geared toward music record-
ing and video and film post-production
applications. The system has a tradi-
tional interface. available in frame sizes
accommodating 32, 40 or 48 channel
modules, plus a master module and in-
tegrated patchbay. At the heart of the
system is the central CCS (Concept
Control System), which digitally con-
trols signal routing, switching functions,
snapshots. automation and other con-
sole parameters like grouping func-
tions, SoftKeys and channel function
parameters. These functions are ac-
cessed by the centrally located Digital
Master Module (DMM), which controls
all module routing functions. Each
channel has two separate inputs, and
features two 100mm long-throw faders



It's uncanny.
The precision and
sheer musicality of
Ghost's EQ will take
your breath away.
Drawing on 22 years of
Soundcraft experience,
Ghost's new EQ is perfectly in
tune with today's music.
Two fully parametric,
overlapping mid bands
with shelving high and
fow filte~s redefine the
classic British EQ.
But there's much more.
Each chznnel strip benefits
from its own dedicated circuit
board and supports both the
main input plus a mix B path
for tape or
other input
signals.
Ghost's

flexibility
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and fidelity

are staggering.

The signal path quiet,

true and

uncompromised.

And the automated

mutes, just part of
Ghost's
comprehensive
machine control and
MIDI
mplementation,

don't so much cuz. as fade

very quickly. There are no

thumps and no clicks.

Ghost's microphcne

oreamplifier, ProMic, boasts a

petter gain to noise

performance than
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SOURNDCRAF™ USA, 8500 BALBOA BLYD. NORTHRIDGE. CA 91329 TEL: 818 227 1800 FAX: 818 884 2974

£330

.

you'd expect on
consoles costing many

times more.

We could go on, but to

appreciate fully the
ergonomic and audio integrity
of Ghost you need to see and
hear one in the flesh.

So call 818 227 1800

to find out more.
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Is the Natural Selection

® Seamless integration into an AlesissADAT/BRC system,
providing random access editing and processing of
ADAT tracks, all in the digital domain.

* Digital audio workstation power without a complicated
computer interface.

® Price and ease of use comparable to a modular
multi-track tape machine.

® Records onto inexpensive 1GB-Iomega Jaz cartridges
eliminating the need to back up and restore between projects.

DARWIN

DIGITA

g agie
SELECTION CLIPBOARD

IDFASIRAVWATITY I=—

Ready to recordlt\;;ght! 6u of.‘t'h.e bbk, no cards,
no computer, no headaches! (no kidding)

- Gall for a dealer nearest you at 408.439.0368

= = E-mu Systems

For more information, contact: P.0. Box 660015, Scotts Valley, CA 95067-0015
UK Oftice: Suite 6 « Adam Ferguson House » Eskmills Industrial Park « Musselburgh » EH21 7PQ « 44.131.653 6556
Visit our web site at: http:// www.emu.com USE READER SERVICE CARD FORIMORE INFO




Otari Concept 1

and two 4-band EQs. Fader and mute
automation is standard. Stereo mod-
ules, dynamics and mute automation
are available. Prices for the Concept |
start in the mid-550,000 range.

Otari recently debuted the Concept
Elite, which is based on the Concept 1
but integrates a host of refinements and
a set of advanced functions. The Elite
features Otari's Image Recall” system,
which stores and recalls mono input
module parameters, such as EQ. pan,
fader and switch settings, at the touch

of a button. Each module includes two
enhanced +-band channel EQs (one for
the mix path and one tor the channel
path), with swept highs and lows and
fully parametric mid-bands, and low-
and highpass filters on the mix path. A
new, symmetrical console frame layout
allows for customized placement of the
patchbay and Digital Master Module.
The Elite also features Otari’s new
MePan multiformat panning option.
which facilitates panning and assign-
ment for multichannel film formats by
providing simultancous dual path as-
signment to track buses and two-
through five-way panning via local pan
pots or automated joystick surround
panners. The Concept Elite is priced
from the mid-$70.000 range.

The Otari PicMix™ surround moni-
toring and panning system. which ac-
commodates all surround formats, can
be ordered as an integral part of cither
console.

OVER QUALITY

The OQM 8100 from Over Quality
(distributed by GML in Van Nuys, Calit.)
is an analog console designed tor supe-
rior audio quality regardless of configu-
ration. The console operates all audio

inputs at line level and sums all signals
at line level. to improve quality of
source 1o destination and to climinate
crosstalk. A remote mic amp generates
line-level outputs for minimum loss.
Console input and monitor paths are
combined in the same module. and cir-
cuits feature ADgear discrete op-amps
in all audio paths.

Channel signal processing features
include a compressor/limiter, expander
gate and 4-band EQ with shelving high
and low bands and parametric mids. In
addition, channel strips feature high-
and lowpass filters, aux and bus sends,
sends to stereo buses, and selection of
two cut groups. The master section fea-
tures all of the usual controls, including
levels for six auxes plus an L/R aux,
three solo modes (AFL, PFL and Cut
Solo) and controls for optional remote
control cue box channel cut. Meters are
a combination Peak/VU/32-point bar
graph system. Starting price for the
OQM 8100 is about $300.000 for a 32-
input configuration with GML automa-
tion; a 72-input system with automation

“= =

is around $550.000.

SOLID STATE LOGIC
The Axiom Digital Production System
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The ZSYS Digital
Detanglers:
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Z-Systems Audio Engineering

If digital was supposed
to make things easier,
o vou have a

it behind vour
rack of digital gear?

Tired of battling the constant tangle of cables every time you
need to configure and reconfigure your set-up? Wondering how
you're going to make this AES/EBU device talk to that S/PDIF
device or that optical device? Let a ZSYS Digital Detangler take
care of your digital audio interface problems so you can get on
with more important things. Whether you need 8, 16, or even
32 ins and outs... manual, remote, or software control....... even
format conversion and custom configurations.... one of our
Detanglers is perfect for you.

ZSYS—The last name in audio engineering.

4641-F NW 6th Street Gainesville, Florida USA 32609
Tel: 352-371-0990 Fax: 352-371-0093
z-sys@z-sys.com  http://www.z-sys.com [ ]
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THE WARMTH OF THE PAST

THE PRECISION OF THE FUTURE

SURFACE-MOUNT TECHNOLOGY

ORAM

CONSULTING

BRITISH EQUALISATION SERIES®
MIXING CONSOLES

PELONIS SOUND AND ACOUSTICS, INC.
P.0. BOX 30491 « SANTA BARBARA, CA 93130
PHONE (805) 563-0505  FAX (805) 563-9604
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by solid State Logic (U8, offices are in
New York City) is a tapeless digital
recording/mixing system available in
frame sizes from 24- 10 96-input contig-
urations and is capable of recording up
1o 128 tracks on the DiskTrack™ hard
disk system. Motorized taders and famil-
jar channel strip controls suggest the ap-
pearance and teel of an analog console,
yet the Axiom ofters all of the signal
processing and dynamics automation
control one would expect trom a state-
of-the-art all-digital console. Exact rout-
ings and settings may be instantly
recalled, digital resources may be shared
among multiple rooms and consoles,
and multiple digital and analog sources
may be integrated and controlled: a va-
riety of digital interfaces are available.
Contact manutacturer for pricing,

The 9000 J Series is an in-line
analog console contigurable to accom-
modate a maximum of 120 channel
modules. SSL has redesigned the clec-
tronics throughout, eliminating elec-
trolytic capacitors in favor of a DC-
coupled design. The J Series automation
computer has also been designed from
the ground up and provides a sophisti-
cated user interface, including a color
monitor/pen and tablet combination,
and a new version of Ultimation mov-
ing-fader automation and Total Recall,
including automation of small faders.
The SL 9000 EQ is 4-band parametric
with variable Q on the mid bands and
shelving/bell on the high and low
bands with selectable E or G Series
curves, The EQ section can be switched
1o the monitor path and/or the filters
placed in the channel input. The J Se-
ries Dynamics section is based on G Se-
ries circuits, with the addition of a
peak-detect option on the compressor,
and a hold control for the gate.

Outputs include 48 multitrack buses,
four stereo buses, a main LCRS bus
(which is also availuble as an optional
LCR panning configuration), plus eight
aux buses that are configured as six
mono effects sends and a stereo cue
foldback send. Scoring and Surround
output options are available.

When the SL 9000 is equipped with
DiskTrack, there are a maximum of 128
audio tracks of disk storage with access
1o up o 96 concurrent record/ playback
tracks. In addition to dynamic automa-
tion. the J Series computer also provides
a total of 40 consolewide snapshots of
all automated functions. SSL's familiar
Total Recall records the position of all
the switches and rotary controls in the
console’s channel modules, as well as
the positions of controls within the

center section. Contact manufacturer
tor pricing.

SONY

An all-digital console designed primari-
ly for music production and post appli-
cations, the OXF-R3 "Oxford” from
sony (Montvale, NJ) is a collaboration
between Sony's research and develop-
ment center in Atsugi. Japan. and
sony's Oxford Group in the UK. The
hardware is based on a flexible. scal-
able digital signal processing system,
and bus structure and processing capu-
bilities are software-defined. Emphasis
has been placed on A/D conversion
precision, with Sony 20-bit converters:
internal processing is 32-bit, using 24-
bit data highways between digital /O
ports. The console can be configured
with up to 120 analog or digital (AES
ERBUL, SDIF-2 and MADD inputs, with
up to 48 multitrack outs (96 optional),
2.4 aux send buses and 16 independent
submix stereo outputs,

Color front panel LCDs show console
functions. including EQ response curves,
dynamics envelopes, multitrack routing
and subgroup output assignments. Sig-
nal processing includes a 3-band. tully
parametric EQ. and sidechain processors
for gating, expansion, compression and
limiting, which act simultancously at
the same point in the signal path. An
optional multiformzat monitor panel pro-
vides control for surround sound for-
mats using up o eight channels.

A Session Management System man-
ages the multiple audio channels within
the assignable control surface and han-
dles static and dynamic automation (in-
cluding snapshot automation of EQ,
dynamics and 17O routing). automation
editing, project setup and notes, ma-
chine control and housckeening func-
tions. The OXF-R3 system starts at
around $800,000 for a 120-input/48-
fader configuration.

SOUNDCRAFT

The 3200 console from Soundcraft
Electronics Lid. (Borehamwood, UK) is
a split design. 32-bus console available
in 32/24 or 36/32 frame sizes. De-
signed for music recording, the 3200
can also be supplied with custom sur-
round film monitoring for film dubbing
and post applications. Bus assignment
is via 32 separate push buttons for the
multitrack buses and offers separate
stereo bus assigns with pan for mix-
down. The 3200 also features a noise
gate on every channel, and 4-band
fully parametric EQ on both input and
group output modules. There are cight

mono and two stereo aux sends. Vari-
ous third party automation packages
are available, including Audiomation
Moving fader or Optifile VCA. The
3200 is available with LED or VU meter
bridge options and a full patchbay.
Prices range from $136.995 tor a 32,24
with VU meters to $1806,995 for a 36/32
with LEDs.

SOUNDTRACS

The Jade from Soundtracs (Epsom, UK)
is an in-line 24-bus production console
available in 24-, 32-, 40-, and 48-input
versions. The Jade's proprietary 4-band
parametric channel EQs are contoured
to compensate for hearing nonlinearity
at the extremes of the audio spectrum.
Monitor modules have 2-hand EQ. and
flexible EQ assignment allows selective
assignment of the parametric EQ to the
monitor chain. Standard inputs include
12 aux sends and dual inputs tor mix-
down: additional module options in-
clude stereo line-level input modules
and 4-channel eftects returns modules.
Assignable dynamics under VCA con-
trol is standard on channel inputs, and

Jade automation offers fader and mute

automation at 12-bit resolution. Prices
range from $43,999 tor a 24/24 without
patchbay to $73.299 for a 48/24 with
patchbay.

Solitaire is an in-line, 24-bus pro-
duction console available in 24-, 32-,
and #0-input versions. Features include
4-hand swept EQ. eight aux sends per
channel, four stereo effects returns,
VCA or moving fader control of inputs
and monitors, and optional dynamic
processing. Prices range from $19.399
for a 24/ 24 without patchbay to $40,499
for a 40,32 with patchbay and VCAs.

STAGE TEC
Manufactured by Stage Tec of Berlin,
but available in North America through
QSC Audio Products (Costa Mesa, CA),
Cantus is a fully automated, all-digital
console capable of handling up to 480
inputs from a 7-foot-wide control sur-
face. The latter is fiber-optically con-
nected to any number of rackmount
“hase devices,” where the actual DSP
and audio signal flow takes place; each
base provides up to 96 input channels
and 64 mix buses. /O options include
any combination of analog mic/line
sources and digtal formats: AES/EBU,
S/PDIF, Yamaha Y2, SDIF-2 and MADI
are all supported. Signal processing can
be assigned at any point in the system,
and includes EQ. delay. level change
and pan.

The onboard system computer han-
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Stage Tec Cantus

dles all SMPTE-driven automation func-
tions (static and dynamic) with near-in-
stantancous (10 ms) recall of any
console setup or snapshot: data is
archived 1o magneto-optical media. A
central machine panel provides control
of two tape transports, with recorder-
style transport kevs and a jog/shuttle
wheel Moving fader automation is
standard.

Cantus cun also be combined with
optional DARIS (Digital Audio Routing
and Interconnect System) signal rout-
ing/matrixing/distribution devices,
which can form the basis of a large de-
centralized, multi-studio system, or
used in situations where multiple teeds
need to be routed 1o various consoles
i.c.. broadeast mixers, recording mixers
and sound reinforcement mixers. Obwi-
ously. Cantus pricing depends on con-
figurations and application nceds.
especially as it can handle large svs-
tems with 400-nlus inputs and more
than 300 mix buses.

STUDER PROFESSIONAL AUDIO

Studer (Zurich, Switzerland) is deliver-
ing its first digital mixing console, the
DY40. The DY10 console is fully auto-
mated and featares up to 614 buses for

Studer 940
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use as multitrack sends,
groups, masters, ete., in any
combination. Dual input lay-
cred architecture and a high
degree of modularity allows
the console to be tilored to
avariety of needs. For exam-
ple. channel functions can
be operated from the chan-
nel strip itself and/or from
an assignable central area,
enabling the operator 1o ma-
nipulate signals at the chan-
nel. at the central approach
or both. An integrated DSP
routing matrix enables ex-
tremely flexible audio rout-
ing. avoiding the need for an external
mechanical patchbay. Price for the
1940 starts at $500.000.

TACTILE TECHNOLOGY

Tactile Technology (Cerritos, Calif.) of-
fers the M4000, a fully automated mix-
ing system. The M4000 digitally controls
analog circuit elements housed in mod-
ular rackspace units, via an assignable
hardware controller. Input channels
provide access to 24 dual-input signal
paths, for a possible total of 240 chan-
nels. Output modules can be combined
1o provide « possible total of 30 aux
sends and 40 output

scene automation either discretely or
together. depending on the application.
An optional Fader Link module ties
event controllers (relavs and TTLs) and
MIDI program scene changes to the
fader automation. A 24-bus MA000 sys-
tem costs about $35.000.

TASCAM
The M-5000 from Tascam (Montebello.
Calif) is designed for optimal perfor-
mance in post-production environ-
ments. The console starts at under
530,000, und has a 40-input chassis. in-
tegrated patchbay and ships with 32
170 modules, expandable by adding
single modules. an 8-channel expan-
sion kit. or by optional stereo modules.
Each channel incorporates two sep-
arate signal paths: The channel path ac-
commodates mic/line input and the
monitor path accommodates tape re-
turns. The M-3000 features a dual-linear
channel fader design, factory-setup for
“mixdown” configuration—long-throw
faders are normaled to monitor tape re-
wrns, and the small-throw fader is nor-
maled to channel input. Channel EQs
are made up of two shelving bands for
both monitor and channel inputs, and
two sweepable bands, cach assignable
to the monitor or channel path.

buses. A disk drive
loads svstem up-
dates and snapshot
automation setups;
dynamic automa-
tion systems have a
250MB hard drive.
The MH0O's as-
signable control sur-
face has a bank of
24 upper and 24
lower channel fa-
ders strips, eight

AT
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group faders, mas-  Tascom M-5000
ter monitor and two
mix output fuders. Above the bank of
group faders is a 320x64-pixel LCD
screen that provides channel status
with routing assignments; EQ. pun and
fader parameters: SMPTE timecode, ete.
This information can be displayed on
external monitors via a video interface
option. Other features include 3-band
input strip EQs, assignable to either
input or monitor signal; and individual
assignable scene crosstade times.
Complete automation includes in-
stant recall snapshot/scene automation
of all routing. level and EQ functions.
Other automation features include
merge and undo functions, and the
ability to write and read fader and

The master module has standard
teatures such as monitor and commu-
nications controls, aux masters (with
AFL modes), selectable meter input, os-
cillator ¢te. and also features three mute
groups. Tascam also offers a VCA-
hased channel fader and mute automa-
tion package (89.999) with Macintosh
software.

TL AUDIO

The TL Audio (distributed by Sascom
Marketing of Toronto) Classic 1000 is a
console geared towards music record-
ing. It is designed to combine classic
design with modern flexibility, and of-
fers a combination of wube, discrete
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The Price 0f Multitrack Hecurdinq Has Come UJau Jown. With the Yamaha RMB0O miver and \,
a digital muliitrack recorder, you're in the game big time. Here 'S a true 8 bhus multitrack con |
sole with 16 or 21 channels (providing 10 or 56 inputs in misdown) for the price ol a 4 bus. /

S now vou can afford a dedicated recording board and forget aboul workarounds with sout
existine miner. No wonder the RM800 has these great reviews:

“..‘\nu can’t beat the combination of features and guality
olfered here.” “Clean and punchy. the RM800 does its brand
name |)rm|(|...” Recording Magazine, May 1996

“ Sound...is exceptional (particularly the fow noise and

sensitive eq) Tor a board in this class.” “Inexpensive. great
sound. very quict. \‘('|‘sz|lil(x” EQ Magazine, December 1995

YAMAHA =_NME00

1-800-937-7171

Caoll tor more information.

© 1996 Yamaha Corporation of America. I'ro Audio Products. 120 Box HGOO. Buena Park, CA 90622 (T11) 522-9011
Yamaha Canada Muosic Ll 135 Mitner Wwenue, Searborongh, Ontario ATTS 3Ri(HTIG) 298- 1311, S\ anutactirers suggested retail price
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Scratch,
hear
...and listen!

Well... "Scratch & hear" isn't
possible yet.

But... you can listen to the
new DigiTech Studio Vocalist
demo CD.

Order your FREE* demo CD
today and hear for yourself why
the Studio Vocalist with its Vocal
Harmony and Pitch Correction is
your winning ticket to brilliant
live and recorded vocals -
instantly!

DigiTech's vocal solutions...
hearing is believing.

To order call: 1-800- 999-9363
Visit us online at: www.dod.com/harmony/

32 Digilech

H A Harman International Company
8760 S.Sandy Parkway, Sandy, Utah. 84070
Tel: (801) 566-8800 Fax: (801) 566-7005
"$5.00 charge for shipping and handling,

Visa and Mastercard accepted.

USE READER SERVICE CARD FOR MORE INTO
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Class A transistor and IC tech-
nologies. The Classic 1000 is 4
modular design, built around 8-
channel buckets, and is avail-
able in cither split or in-line
format. or a combination of the
two. Module 1vpes (tube dis-
cretes 1C) mav also be mixed. or
the entire console can be based
on u single technology.

Input channels are in-line de-
signs and come in two sections.
one containing a preamp EQ
section, the other containing
aux sends. The console may be
ordered with the preamp EQ at
the top of the channel, or the
auxes. All modules may be or-
dered in any circuit type. but the IC
channels feature a noise gate and a sec-
ond line input. In addition, the 1C EQ is
a tully parametric +-band design. while
the valve and discrete EQs are 4-bund
fixed with four tumover frequencies per
band. All three EQs are split.

Optional Group-Monitor modules
required for split operation are dual-
channel designs: the modules may also
be used as subgroups and to provide
additional inputs. Like the in-line chan-
nels, the Group-Monitors are also avail-
able in the three technologies. Two
additional modules are presently under
development for the console—a sterco
input module and dual mic-line input
module. The console is also fully
equipped for Recall. and faders are
ready for retrofit of third-party moving-
fader/VCA automation. The Classic
1000 system starts at about $60.000.
Also available from TL Audio is the
Classic Gold scrics. which is a scaled
down. lower-cost version of the Classic
1000 that starts around $35.000.

TRIDENT AUDIO DEVELOPMENTS
The Ventura 85, the latest console from
Trident (U.S. offices in Nashville). is de-
signed as a replacement for the Series
B0 model. which has been in produc-
tion since 1930. The split design Ventu-
rais available in 32 24 2, 40 24 2 and
48,24, 2 trame sizes. Features include
bar graph metering, two line inputs per
channel (both of which may be mixed
into the input channel simultancouslv).
variuble high- and lowpass filters. 4-
band EQ with switchable Q. eight aux-
iliary buses, and two automute control
buses. Pricing starts at $49.930

The Trident 90 is un in-line console.
available in 40- and 36-input frame
sizes, but can accommodate as many as
128 or 176 line-level inputs due to the
dual line inputs on every channel. Each

Trident 90

signal path has its own EQ. auxiliary
send controls, automated mute, level
and pan control and routing to (he
stereo and 24 multitrack buses. Bar
araph metering is standard. Trimix au-
tomaution controls both chunnel and
monitor fader levels—both VCA and
moving fuders are availuble—and offers
comprehensive dyvnamics control, in-
cluding two compressor/limiter/noise
gates per channel. Individual channel
and monitor path compressor/limiters
are set up from a central panel. and pa-
rameters are displayed on the automa-
tion systent's monitor. Aulomation c¢:n
also control up to 12 switches per chan-
nel and associated master switches. Fx
tensive machine control is provided as
standard. Pricing starts at S115.000, in-
cluding Trimix auwtomation.

The Vector is an in-line console
suitable for recording, broadcast and
post and film applications and is avail-
able in +40-. 48-. 56-. 64- and ~2-inpul
frame sizes and a variety of configura:
tions. Featuring 32 multitrack buses,
four sterco buses and eight auxiliary
buses. the Vector may be suppliced with
almost any combination of the four dit-
ferent input modules—mono and
sterco input modules: a four-clement
dynamics module: and a three-section
FX return module. Channel EQ (which
miy be switched into the monitor path)
is 4-band parametric. A comprehensive
center conirol section contzins a mas
ter stereo bus compressor and controls
and indicators for studio plavback. aux
masters, monitoring, talkback, meter-
ing. and oscillator functions. An inte-
grated QWERTY Kevboard is also
supplied for the optional fader automa-
tion and or multiple machine control.
Automation and machine status are dis
plaved separatelv. Pricing starts at
$120.350 for a 40 32 and S173.150 for
a 40,32 with Trimix automation. n




YOUR 5-PART HARMONY
MAY SOUND ANIMATED.

3 Digilech

Now there's a vocal processor that doesn't make the human voice
sound so inhuman. Our Studio Vocalist's patented technology lets you
easily create harmonies with human characteristics like random pitch
fluctuation, timing imperfections and Gender Bender™.  Gender
Bender™ allows you to make your background singers sound like a
mixed group and not just you. Recording those harmonies won't take
multiple passes, either—ijust lay down a track, then play it back in 2, 3,
4 or 5 part harmony. In a variety of styles. Ideas get from your brcin
to your ears sooner. And the design is just as human as the sound, w'th
controls, 'acks and features suggested by thousands of original
DigiTech Vocalist owners. So choose a vocal processor that doesn't

sound so processed. Visit a DigiTech dealer today.

WITH THE NEW MIDI VOCALIST,
GREAT HARMONIES ARE A SIMPLE TOUCH

(SRS e =)
3iDigilech

Vocalist

STUDIO VOCALIST

Vocalist
2 &

|l|‘r|‘e|%|1|:|

* Natural harmonies and pitch © Full frequency response
correction {20 Hz - 20 kHz)

 XLR and 1/4" ins and outs; * VHM-5 and Vocalist 1l
separate outs for each voice download feature

* 48V phantom power e Keystroke MIDI out

© Intuitive operation for automation

© Bright, easy-to-read display

The SV-I/Ocard is designed for
Studio Vocalist owners who require
the sonic purity derived from transfer-
ring signals into the digital domain
and keeping them there. It offers
Digital 1/0 for the Studio Vocalist  AES/EBU & S/PDIF formats with mul-
tiple sampling rates and it's easy to
install.

ELECTRONIC
MUSICIAN

1 9 9 ¢

AWAY.

A

The MID! Vocalist makes it easier than ever before to

« Easier to use than ever © Front panel buttons
achieve soaring vocal harmonies from a single voice. Now ::E Dlg“'ech before transmit MIDI for sequencer
. . - ; * Vocal arrangements can be control
even the novice con connect o microphone and MIDI QMo created instantly from the o Choice of line or mic inputs
keyboard and be making fuller sounding music right now! .z,v 'PJ. front panel * All porameters accessible
All controls have been placed within easy reach so that with * 4 harmony voices vio MIDI
« Vocoder, Chordal, Scalic, o Footswitch controllable with

the touch of a front panel button, a foot switch or a MID!
controller, arranging vocal accompaniments can be

performed when the creative urge strikes.

and Detune harmony modes optional F$-300

H A Harman International Company SEE US AT NAMM BOOTH #1318

©1995 DigiTech 8760 South Sandy Parkway, Sandy Utah 84070 USA (801) 566-8800 Fax (566-7005)

USE READER SERVICE CARD FOR MOKJ INFO



The city of Nashville has the world’s highest
per capita ratio of churches and recording
studios, and lately, it has seen the latter out-
pace the former. Studios of all sizes have
sprung up in the past five years, from small
bedrooms to mega-facilities.

Personal recording setups have mutti-
plied the fastest: more songwriters—and
they are the largest single block of clients
in Nashville—are turning to personal
recording technology for demos. The
phrase “eaten from below by ADATs™ has
become a common refrain among commer-
cial studio owners, for whom songwriter
demos were historically a reliable way to fill
in the time between record bookings.

sdll, new major capital studio invest-
ments continue at a dizzying pace. The
trend started about four years ago with the
refurbishment of several top facilities, such
as the redesign and upgrade at Woodland,
which became Woodland Digital. It is just
hitting its peak now, as three major facili-
ties upgraded within just a few months of
each other: Masterfonics’ $3-million, Tom
Hidley-designed Tracking Room in Novem-
ber; MOR Music's estimated $17-million
audio/video facility on Dickerson Road in
January; and Starstruck (Reba McEntire) En-
tertainment’s new Harris Grant-designed.

Lowry’'s new studio near Franklin. and
Cool springs Recording.
However, before any envy sets

in. consider that this comes at a
time when the 1995 market
share of country music—the
lifeblood of Nashville
at 16.7%. according to
RIAA statistics. well
below the high-
water mark  of
18.7% in 1993, the
apex of the boom

that helped fuel the

studio expansion trend.
Overall unit sales of prere-
corded music are down near-

is

ly 1%; country sales specifically
are up .04% but on relatively flat
dollar sales. And major country la-
bels—which, after all, are one of the
sources for the RIAA's figures—have cut
’ some project budgets and limited new sign-
ings over the last 18 months. This is on top of
a chronically anemic rate structure that has
resulted in another first for Nashville: an or-
ganization of studio owners and managers
who are finding that their common econom-
ic concerns outweigh their competitiveness.
This explosive proliferation of studios under

two-room facility on the Row in April. Several other these circumstances offers a snapshot of a city, and
potentially significant facilities are in progress, in- even the entire entertainment industry. in flux.
cluding the three-year joint effort by Allen Sides and

Gary Belz to build a studio in the old Tony Alamo A LITTLE BACKGROUND MUSIC

church on the Row. former Petra keyboardist Jon It wasn't always like this. When Chet Atkins and

TLLUSTRATION BY HANK OSUNA
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with an expert

The Wizard M2000 comes with free expert: You! Ultimate effects is a given when you deal with TC

In designing this multieffects processor, great care  Electronic, a company with 20 years of experience in

has been taken to create easy access to all of its  the field. For example, among the reverb algorithms

outstanding capabilities. For example, with the  you will find the C.O.R.E. Reverb™, that is built on a

Recall Wizard you can instantly
find the preset that suits your need
in any situation. You simply enter
your preferences, such as ‘gentle
reverb for vocal’, and the Wizard

serves you a short list of presets

whole new concept for reverberation,

which creates a smoothness,
intensity, and desity beyond any-

thing you have heard to date.

Contact your local Authorized TC

ready to compare and use. The single-layer inter-  Dealer, and hear more about Ultimate Sounds. Find

face also ensures that all parameters are always  out why this unit is number one in Digital Processing.

only one menu-level away - no more paging through  Check out the Preset Gliding, Dynamic Morphing, 20

endless menu-levels.

TC Electronic Inc., 705-A Lakefield Road, Westlake Village, CA 91361

bit audio path, and hear the Magic.
Call 1-800 798-4546 for the dealer nearest you.

Wizard | M2000

Art + Science = Magic

SEE US AT NAMM BOOTH #931
Phone: (805) 373-1828 Fax :(805) 379-2648 Email: usinffo@tcelectronic.com WWW: http://www.tcelectronic.com
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Owen Bradley took over the country
divisions of RCA and Columbia in the
mid-1950s—marking the transition from
New York-based to Nashville-based
home rule for its labels—country
records were still regularly being made
as far afield as Cincinnati and Dallas.
Castle Studio, located in a downtown
hotel, was the city’s only real urban fa-
cility into the early 1950s. It wasn’t until
Bradley opened Quonset Hut (which
became Columbia Studios) and RCA
opened its own facility that Nashville
got a serious studio base.

The growth of that studio base came
about mainly through independent stu-
dios, such as Norbert Putnam’s Quad
Recording, which started in 1970. The
designs of many Nashville studios of
the '60s and "70s reflected the question-
able acoustic philosophies that were
widespread at the time (i.e., dead
rooms), but Nashville’s facilities stuck
with that approach long after Los An-
geles and New York had moved on to
large, ambient spaces. For one thing,
country's market share was still rela-
tively low, although occasional spikes
brought it forward in the national con-
sciousness—Glen Campbell's or Kenny
Rogers’ or even Johnny Cash's radio
crossovers and television shows. But
those crossover records were often
done in Los Angeles, where producers
felt they could get a better shot at pop
radio and the pop sales market with
more modern studios and what they re-
garded as hipper players.

What moved Nashville studios oft
the dime in the 1980s was an influx of
new blood. mostly from Calitornia. Pro-
ducers with pop credits, most notably
Jimmy Bowen and Jim Ed Norman,
came to Nashville to head the country
divisions of Capitol Records and Warn-
er Bros,, respectively, and their techni-
cal requirements migrated with them.
Mitsubishi ProDigi quickly became the
digital format of choice as a new gen-
eration of facilities sprang up. But carly
acceptance of digital (facilities faced an
expensive changeover in replacing the
multitracks with the now-standard
DASH format) and a plethora of new
studios positioned Nashville well to ad-
dress the skyrocketing country sales of
1989-1993—country's most profitable
period ever.

The owners of those studios initially
saw themselves protected against the
onslaught of home recording that was
affecting the Los Angeles and New
York studio communities for two rea-
sons: The low-end user
Nashville developed late in part be-

base in

cause A&R people still preferred live
sessions, even for demos: and the lag
time for revenues from the sales boom
delayed the entry of many would-be
home recordists into the market. But by
1994, both of those conditions had
changed, and home studios mush-
roomed throughout the Nashville area.
Project studios came on top of a steady
influx of L.A. refugees (at one point in
1994, as many as 750 California driver's
licenses per month were being convert-
ed 1o Tennessee licenses in Davidson
County alone, according to one broad-

cast report), who brought personal stu-
dios with them. The larger studios
began to be affected by home record-
ing just as country’s sales began to level
off. and country labels (which num-
bered more than 20 by then) reacted by
curtailing signings and cutting record
and video budgets.

The competition was tighter than
ever, and rates were static. thanks to
downward pressure from labels, per-
sonal recording and the laws of supply
and demand. Then, within the last six
months, Nashville saw the arrival of
three large new rooms that had been in
the planning stages for as much as a
year—The Tracking Room and two stu-
dios at starstruck. Other studios felt
pressure to upgrade: Recording Arts
bought an SSL G Plus. and Sound Stage
ordered its own SSL 9000] in the begin-
ning of 1995; Sound Kitchen installed a
new Neve VR and planned for a new
tracking room. And several new mid-
sized studios came on the scene. in-
cluding Seventeen Grand and October
studios.

CROSSROADS

That brings us to the current situation:
more studios, better studios, higher
capital investment aimed at attracting
more non-Nashville clients. At the same

time, though, rates have not changed
significantly in the past five years. The
players in Nashville's studio drama
range from Pollyanna optimists to self-
styled realists; all are hopeful about the
future but unsure whether the current
cycle of upgrades and expansion will
be their salvation or lead to their own
demise.

General manager of Emerald
Recording, Milan Bogdan, who has
chosen to defer technological and
physical expansion and concentrate in-
stead on adding ancillary businesses
such as satellite uplink/downlink and
independent marketing services, says
the current round of expansion is “pre-
mature, mistimed and based in part on
egos. It’s not just new studios or boards
that [non-Nashville clients] want, but
new attitudes. I've had a number of
out-of-town artists, engineers and pro-
ducers coming through here recently to
check out Emerald and Nashville. And
I'm finding that it's how we retlect our
image to them that’s as important as
anything else. We have to show them
that we're willing to accept and accom-
modate non-country music. This place
can still be the music Mecca of the
world, but we have to do more than
just put in new rooms.”

Bogdan believes that the addition of
new rooms will spur a shakeout as
their added capacity causes a further
drop in rates. "I'm seeing the effects al-
ready,” he says. "Even though we're
booked well in the short term, I notice
fewer clients booking as far out as they
used to. There are more last-minute
sessions. It tells me that people are
shopping studios more and more based
on price. I know that's going to cost me
five to ten major sessions I would oth-
erwise have had. That's why our re-
sponse is to diversify, to ride this out.”
Simply having more clients in Nashville
from out of town isn't enough, he
stresses. “The new clients come to
town atready having been through rate
wars elsewhere. They know how to ne-
gotiate, as do the production assistants
in Nashville, who are doing an increas-
ing amount of negotiating for the pro-
ducers and putting pressure on us to
lower rates.”

The Nashville production assistants
themselves—for the most part a hand-
ful of independent contractors whose
fees are performance-based (See the
July 95 Mix)—deny that they have a
negative effect on rates, “Certain pro-
ducers always get a certain rate at cer-
tain studios because they do most of
their work there,” says Kelly Giedt,
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owner of Personalized Production As-
sistance, which perforns studio bhook-
ings. musician scheduling and clerical
work for producers including Clive
Brooks and I'Harry Stinson. In addition.
Giedt says, a range of rates for the
same room., depending upon whether
the same producer brings in a demo. a
development project or a major label
naster project, is not unusual, “If s a
master, then the swidio almost always
gets full rate.” she savs,

Lauren Koch, who performs similar
services for producers Emory Gordy
and Josh Leo, savs she is willing 1o pay
card rates “95 percent of the time.” al-
though she notes that not all produc-
tion assistants feel the same, Most of
the others feel its part of their job to
negotiate the rates down, she says, 1
see my job as getting the project done
within the budget. 1Us not a swap
meet.” Koch says she can justifyv paving
‘card rates by insisting that the studio
provide all-inclusive services. “TI'll pay
$2.500 for The Tracking Room. but 1
won't pay for setup time or a 8-track
machine,” she expliins. Koch also adds
that she's concerned about the ability of
the current music market to support
studio expansion in Nashville, *I'm def-
initely concerned.” she says, “People
have been tlking about music projects
coming in from outside Nashville for a
long time, but it has yet to materialize
in 2 way that will really significantly
support the studios 1o the degree they
need it now—especially the studios in
the middle: they end to get hurt the
most.”

Recording Ants owner Carl Tatz savs
that in addition to flat sales, shortened
rachio plavlists are putting the screws on
country budgets. "And I personally
don’t see ow-of-town business plaving
that big a role here.™ he savs, “You
can’t count on it and I don’t know how
vou can nurture it.” Tatz recently re-
placed his Sounderaft console with an
SSLGoPlus—not, he savs, as part of a
pack mentality but rather in response to
a change from overdubs to mixing. ©1
wits too specialized.”™ he explains. “But
there was an clement of having to keep
up with the neighbors, too, Basically,
everyone is waiting to see what hap-
pens lin Nashville] after more studios
like Reba's come online, 11 have to, T
drop rates to fill holes: evervone does
that.”

A more oblique perspective comes
from Dominic Ambrosio, vice president
in charge of production at the recently
opened Speer Communications facility
in the north part of town, This 110.000-
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square-foot facility has Speer Commu-

nications’ MOR Music channel (a sort of

Home shopping Network music video
channel. founded by Richard Speer,
son of the HSN foundery and a local
television station at its core, Speer in-
stalled cight online and offline video
editing suites but just a single audio
room, equipped with @ Studer Dyaxis
Post:Trio system. Considering that one
of its core businesses is music video,
and that the facility was built in the
wake of Speer opening a country label,
Mignatone Records, in town two vears
ago. why is there so litde emphasis on
audio? “It's a service we could get less
expensively from the existing studios
than from building our own.” Ambro-
sio says flatly. “T don’t know how many

studios there are in Nashville, but |
know there's o lot of them.”

Dino Elefunte, co-owner of Sound
Kitchen with his comtemporary Christ-
iun recording artist brother, Jon, agrees
that the current level of non-country
revenues coming into Nashville is not
cnough to warrant business expansion.
“The idea of Mariah Carey coming to
Nashville to track, that's a pipe dream.”
he savs, adding that it may be the
upper-level studios that are most at
risk. “The $2.500-u-day places are going
to have to compete against LA, and
New York: there's only a handful of
clients in this town that can pav that
rate.” he sayvs. Elefunte savs studios will
have 1o establish more revenue
sources, such as producer relationships
(@ common practice historically in
Nushvitle) or in-house production and
other ancillary services. A sizable chunk
of Sound Kitchen's revenues come
from the Elefante's Christian produc:
tions—cnough to finance a new track-
ing room scheduled to open later this
vear. for which producer Michael
Omartian (an LA. transplant, like the

Elefantes) will be an anchor client.
“That's the wave of the future here.,
man,” says Elefante. “You can't just get
by with project-hased [revenues).”

ON THE OTHER HAND...
Yet for every cautious comment there
is an optimistic observation. Dave
Cline. co-owner of Seventeen Grand
Recording. which opened late last year
on the site of the former Hummingbird
(which itself reopened on another site),
says everything going on in town is
simply part of a regular cycle, and in
this case the upgrade and expansions
are positive in the long term for
Nashville. “There may be some shake-
out, but I think this will ultimately at-
tract a new clientele o Nashville, like
rock bands that will camp out at the
larger tracking facilities.” says Cline.
“The thing to watch out for is that stu-
dios here are too quick to drop rates
out of panic. They'd rather discount
than have a few days open. I'd rather
take those days and do maintenance,
The [non-Nashville] clientele may only
be growing at 5 to 10 percent a year,
but over time, that's going to make a
big difference. You have to look at it
long-term, like the stock market.”
Michael Koreiba, manager at Sound
Stage. which put in an SSL 9000] carlier
this year, says the studio was reacting to
the wave of upgrades, particularly to the
console installations at mid-level rooms.
"We needed to continue to stay in the
upper-level category.”™ he says. “Its a
scary time. but an exciting one, t0o.”
Jozef Nuyens, owner of The Castle
and the first president of the Nashville
Association of Professional Recording
Studios (incorporated in carly 1996) is
optimistic yet practical. “Rates are actu-
allv coming down, and there's not
enough of a music base here o support
the expansion.”™ he acknowledges. “I'm
expecting a mild bloodbath here in the
next vear-und-a-half, The reality is that
new business isn't coming here in the
force that's needed. That's the focal
point of NAPRS: that's where we're
going to try to make a difference. What
were tryving to do s avoid the continua-
tion of a blinding kind of cuphoria here
that’s based on evervone secing new la-
bels opening up and thinking that that
means more work. T don’t see that hap-
pening unless we make it happen.”

WATCHING THE UPPER LEVEL

The two facilities that evervone is eve-
ing are Masterfonics™ The Tracking
Room. which opened late last year, and
Starstruck Entertainment, which was
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scheduled to have a delayved opening
sometime around July. Glenn Mead-
ows, Masterfonics” owner, is decidedly
optimistic about his and Nashville's fu-
ture fortunes, citing non-country acts
like the Beach Boys and Bad Company
as recent clients, and the fact that so far
country producers are accepting The
Tracking Room’s 52,300 dailv rate.
Meadows acknowledges that bookings
in the room have mainly been short
stints, with producers using it for a
week or less for basic tracks, then mov-
ing on to less costly studios to finish.
“But the rate structure here was de-
signed all along based on that.” he ex-
plains.  "When we  were  under
construction, the local record compa-
nies didn't understand that and reacted
negatively. Now they see how to best
use a studio like this, and they love it”

Meadows also points out that much
of the expansion of existing studios in
Nashville is financed by an already-
amortized baser Masterfonics” own ad-
ditions were largely collateralized by
the studio’s ownership of its assets.
“We were leveraging oft a paid-for op-
crating base, and so are some others,”
he says. “Combine that with studios

AD2077 Mastering Equalizer

100% discrete purc Class A, 0.5dB. 1 & 2dB switched steps.
104 switched frequencies, *Q” and shape, -92dB low noise, +30dB
DC coupled balanced 1-O, silent EQ relay switching

that have in-house production revenues
and new studios coming to town with a
business base already in place, and the
future doesn’t look so bad at all.”
Agreeing with Seventeen Grand's Dave
Cline, Meadows stresses that “Nashville
studios have to hold the line in terms
of rates and not keep making the same
old back-door deals.” And hoth Mead-
ows and Sound Kitchen's Elefante em-
phasize the idea that, as a new
generation of more savvy and powertul
country artists mature, they will have
more say about the facilities they
record in, which the owners say bodes
well for studios on the cutting edge.
Starstruck’s facility. which will house
the company’s publishing, management
and other offices, as well as two studios
(Starstruck also operates a jet charter
service), has been under construction
on Music Row for more than a year.
Despite the fact that Starstruck’s man-
agement has kept a low profile on the
tacility. its presence has been a source
of great speculation among area studio
owners who wonder how much of the
studio’s time will be available for hire
and what the rate structure will be. Stu-
dio manager Robert De La Garza would

not comment at press time, except to
say that no rate structure had vet been
determined. “Anything vou hear on the
street about what we'll be charging is
simply hearsay and rumor.” he savs,
adding that talk of Starstruck opening a
film division is also unfounded. I can
tell you that the response to the studio
in advance has been phenomenal from
inside and outside Nashville.”
Nashville's recording industry has
undergone such rapid change in such
a short period of time that it has been
traumatized in a way, and the land-
scape that appears in the wake of rapid
expansion and declining rates holds
both peril and promise. The personal
relationships that had held the studio
community together when country
music was smaller have given way to
broader-based market forces, in a way
very similar to the manner in which
Nashville has shed its own small-town
tendencies. It will never again be the
higgest small town in the recording
world. Nashville is now part of the
global village, with all the honors and
liabilities that accompany that status. B

Dcn Daley is Mix's Fast Coast editor.
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Nashville’s

ORIGINAL
Engineers

TOGETHER AGAIN

It took a lot of phone calls and tracking down.

But on March 26, 1996, six guys piled into Emerald
Recording’s upstairs offices who between them carried
approximately 200 years of cumulative—and in Nashville’s case,
formative—experience. They are in their 60s and 70s now;
they’re the people who laid the foundation for the

recording center that Nashville has become.

BY DAN DALEY
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Chet Atkins (left) and
Bill Porter at RCA Studio-B

These engineers worked with each other day
in, day out from the 1950s through the 1980s, in
many cases; and some of them had not all been
ogether in the same room for 40 years. There was
much bantering as they each entered. After they
got going. this interviewer had little to do but
check the tape periodically and look forward to
transcribing some truly vintage stories.

THE CAST AND CREDITS

Tom Sparkman: Statler Brothers, Barbara Man-
drell, Tammy Wynette, Jerry Lee Lewis. Patti Page
Mack Evans: Nashville's first modern mastering
engineer, founder of Masterfonics. engineered ses-
sions for Ringo Starr and T.G. Sheppard

Charlie Bragg: Lvnn Anderson, Ray Price. Johnny
Cash

Glenn Snoddy: Roy Acuff, the New Beats, Johnny
Cash

Jimmy Lockert: Righteous Brothers, Marty Rob-
bins. Beacnh Boys, Conway Twitty

Ben Hall: studio designer and engineer for Roy
Orbison, among others

You guys literally created the engineering com-
munity down bere. What were your beginnings?
Snoddy: | started in 1949. I got into radio elec-
ironics during the Second World War and was in
the signal Corps. When I came out. I went to work

Owen Bradley

for a little radio station in Murfrees-
boro. I made some contacts because |
nict some people that worked for
WSM Radio. They knew the secona
recording studio ever in Nashville—
Brown Radio Productions at Fourth
and Unian {Castle was the firstl—need-
ced someone down here to do some
engineering work, like mixing radio
programs and so forth. Brown's had a
total of four microphones and a 4-
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input console, an old Western Electric
23C. 1 believe.

You'd be amazed how much stuff
we did with four microphones. We did
radio shows for regional networks, the
openings of soap operas for radio sta-
tions. We did a show for Jack Spear
out of New Orleans which was region-
al radio network. We did some kid
shows for Mutual Broadcasting that
went nationwide, We did 520 t5-
minute soap operas, I had to tran-
scribe them onto disc and do the air
checks. T think 1 listened to those
things about five times cach. Later on,
[ went to work for WSM—that's about
when television came in, about 1955, 1

Alesis products have always deliv-
ered maximum performance and in-
novation at a price just about every
musician can afford. It’s just one rea-
son why we here at Sweetwater have
always been high on Alesis produds

SHOPPING FOR
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MAKE THE RIGHT CALL

would say. A lot of the engineers
moved from radio after TV, and that
kind of left a vacuum. I went to WSM
then, worked the Opry for about ten
vears. At the same time, Castle Record-
ing was owned by three of the WSM
engineers—Aaron Shelton. George
Reynolds and Carl Jenkins. We used to
go down there and work part-time
doing record takes. T would always be
the second engineer. T never did any
mixing: Aaron Shelton did all that.

Bragg: | started out at a 250-watt sta-
tion around the midstate area. Glenn
and Frank had moved to WSM. As
Glenn mentioned, when WSM went
on the air with TV, they dropped all
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their audio engineers for the most
part. So it opened up several openings
for new personnel. Glenn and Frank
had preceded me. One or the other
contacted me and said to leave the lit-
tle station you're working in in Shel-
byville and come to Nashville, so 1 did.
Glenn and Frank and Tom and Jimmy,
quite a few of us. I think at one time,
out of 12 engineers. nine of us at Co-
lumbia had been ex-WSM personnel.
From WSM I progressed—what you
may call a progression—to CBS.
Evans: | came much later than these
guys. I started out in 39 in television.
My dad was with the telephone com-
pany. and he knew Aaron Shelton, so
he got me a job at WSM. Ten years of
[working at WSMI. I learned my mix-
ing skills and this, that and the other
from these guys. My first boss was
Mort Thomason, under Aaron Shelton.
The first thing I did was count resistors
because T didn’t know anything else. [
was still in high school, and then 1
went off to college for a while, came
back and there wasn't anything at TV.
So I got on with radio and started nine
years up there, worked with Charlie
and Tom and Jimmy Lockert. Glenn,
you had already left T think when |
came in, I guess it was in '60. Worked
with these guys, did the waking crew,
mixed the Opry and such. Charlie was
at one time editing the Opry delayed
radio network, and when he left, [ in-
herited that job. Then I worked in stu-
dios for Nashville Record Productions
mastering when [ first left WSM. One
week I was editing the Opry delayed
radio network, and they were put on
dis¢ and pressed for distribution to
radio stations. T went to work the next
week mastering the Opry delayed
radio network. I couldn’t get away
from it. Then I worked in several litle
studios, worked for Scotty Moore at
Music City Recorders for about a year-
and-a-half, and then in 72 1 started
Masterfonics and spent ten vears there.
Sparkman: Very much like Charlie
and Glenn. I worked at a 250-watt
radio station in Columbia. A friend of
mine left there and came up to WSM.
After he had been here for a few
months, he convinced me that |
should follow him, and that pro-
gressed on in to moonlighting. T guess
when Columbia bought Owen
[Bradley] out. I was the first engineer
hired after that.

One reason WSM supplied so many
engineers to the recording industry is
because we were one of the few radio
stations doing live programming. We
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had a lot of live programming, and that
gave us all experience working with
groups, bands. That's where most of us
learned to mix big bands, and of course
the Grand OF Opry was u thing of its
own. It had such a wealth of different
types of programming that WSM did
live, including symphonic-type work,
What about the early studios?
Lockert: S3radleyv's studio was on 10th
Avenue in the basement. They built
the Quonser Hut out the back., We
built the damn building by hand to
shoot pictares in. They did Army and
Navy recruiting shows, We tried to fix
it so it was like a barn out there. We
had bales of hay ont in that Quonset
Hut there. That was the Quonset Hut
in the back, and the control room was
upstairs: vou used o have to go up
steps. Later on. they built the control
room in the Quonset Hut. They ac-
quired a console that was supposced to
be shipped o Hollvwood. Somebaods
sidetracked <t into Owen's up here,
and they installed it in the Quonsel
Hut downstairs, First session was [Co-
lumbia Records head] Don Law came
in that dav and said. “Do you want to
work downstairs or upstairs?” He was
one of those guvs had his 2 o'clock
witch on: never took a drink until 2
o'clock. I said. "Let's try the down-
stairs.” so we went downstairs and we
cut Stonewall Jackson. That was the
first record cut in that Quonset Hut, |
think abaout two weeks later we cut
Murty Robbins™ “Don’t Worry About
Me [Guirarist] Grady Martin plugged
directly into the board, and 1 said,
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“Grady. dor’t hit that gaitar like that.”
so 1 put a pad in. Just as 1 hit the con
trol room door, Grady hit the guitar,
fused the grids on the input on a pre
amp. burried out the primary trans
former. and it was arcing inside. That
was the start of the fuzztone. So the
first fuzztonre record was Marty Rob-
bins” “Don’t Worry,” Later on, we got
1oo husy 1o frgure out what 1o do and
make o litde transistor model of that
and Gibson picked it up.

What was a typical session like in
the ’50s? Whal equipment did you
bave?

Lockert: When 1 came to Nashville,
they were entting records at Capitol di-
rect 1o dise and they had an Ampex
206 tane recorder that they used for
buackup. But the main recording was o
disc. They did that for a while until
they had some confidence in the
Ampex tape. and then they started
using tiupe to make the record.

Tape was around but no one really
trusted it?

Lockert: [t was a way of life back
then that you just cut to the [discl. and
that was it. When they started settling
LPs and so forth, they started relving
on the tape a lot more, That's where |
came nto it T used to hear stories
from my Bosses about cutting things
out in the ticld on field equipment for
disc. but 1 never got into that,

Bragg: When 1 ostarted at the hotel
[Castle was in a downtown hotel], they
still had the wax lathe or the turntable.
‘The first session I worked down there,
1 believe, was Grandpa Jones™ "Look-

ing Through the Knothole.” We were
cutting directly to the turntable. They
may have had wire as a backup. |
can’t really recall. There was some sort
of buckup but I don’t think it was
Lpe.

On sessions like thal, everybody
was present all at once?

Sparkman: That went on really up till
the "60s:in 05, 7066 we progressed
from 3-track to --track. and then im-
mediately on into 8 and 16.

What was the setup back then?
Bragg: RCA 775, s, old Altee Lans-
ings. Western Electrie 639s, Shure 50s
and 33s. Maybe tive or six mics,

Houw were they placed?

Bragg: Carcfully. and where vou
necded them. [Laughter|

Snoddy: You didn’t have that many
musiciians on there to begin with—you
only huad five or six musicians, The
room was small at Castle. and we only
used about half the space it | remem
ber correctly. You had a mic on the
auitar amp. the singer had one—they
usually used a 639 for the singer. an
RCA 77 for the guitar. a 44 for the
bass, a standup double bass. T forgot
what we used on the drums, but we
used one or two mics for the drums,
one overhead and one for the bass,
We used @ 77 on the piano. Just open
the top and lay a mic in there. Owen
plaved most of the dates on piano.
Lockert: There were two versions of
that. Some of them we'd open the top
and put the mic on a boom, and some
of us would open up the top. wrap a
T and day it down in-
side the piano on the high end and
shut the top.

Had Nashville sessions transitioned
mainly from the artists’ band (o stu-
dio musicians by that time?
Sparkman: it was studio musicians,
So you Ruew when Grady Martin
was coming in what mic you would
be using?

Sparkman: Most of the time. you could
set the EQ on “em before the musicians
ever hit a note “cause vou knew what
they were going to sound like.
Snoddy: At Castle. they didn't have
EQ. believe it or not, and that was one
of the beauty parts about recording
those days. because what vou had o
do was microphones that
sounded like you wanted it 10 sound
rather than tryving to artificially wilor
something with an equalizer. 1 think
they had one equalizer. That console
came from a prior radio show that had
to do with Eddie Arnold. Incidentalty,
it wis a very good radio console,

towel around a

select
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Everything back in those days was
vacuum tubes, but that was the best
cequipment you could buy. We've al-
ways been as good as anybody in the
country or in the world as far as qual-
ity is concerned in radio or recording.
Lockert: That's how you got that
clean sound, you didn't have all that
crap in there to change it.

The sessions bad kind of formalized
by then at three a day. Were they
Dretty routine and would they go
quickly?

Snoddy: Not necessarily. One time,
we did a session in the old Brown's
Studios. RCA used to come down and
send their engineer and a tape
recorder and a producer. [RCA
Records president] Steve Scholes
would come down, bring his engincer
and his own tape machine, and we
did a Johnnie and Jack session, the
first record session I was ever involved
in. They did a record called “The
Atomic Bomb,” this was right after
World War I1. They did 22 wakes on
that song. I thought they never would
get that thing done. Most of the times,
it was three to five takes.

Sparkman: One of my first sessions,
I was backup engineer at the Quonsct
Hut on Patsy Cline when she cut
“Crazy.” That took four-and-a-half
hours to get the record on “Crazy,” but
it was worth it. It was cut mono and 3-
track at the same time.

Did that go on all the time? Cutting
to different formats at the same
time?

Sparkman: From the 50s through the
'60s, we cut mono and 3-track at the
same time. And they got the stereo off
the 3-track, and we put the voice on
the center track.

Bragg: You add color instruments ba-
sically to the left and your rhythm in-
struments to the right. At the Quonset
Hut, we had three big [Altec] Voice of
the Theater A7s, but you monitored
monaurally, you didn’t monitor stereo-
phonically. The reason was because
the records were put out in mono and
vou mixed to the mono tape, and the
sterco kind of fell however you as
signed it. But you were mixing the
records, and that’s what went out. You
never remixed anything. The 3-track
was only a backup. The sterco LPs
eventually came off that 3-track. When
you finished that mono mix, which
you monitored and taped, it was phys-
ically cut out, leadered, and at the end
of the session. 15 minutes later, it was
shipped to the plate plant,
Sparkman: At the Quonset Hut, for
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how many years, Railway Express,
their air version of Federal Express
back then. picked up the tapes from
the 0, 10 and 2 p.m. sessions every af-
ternoon at 5:30 to go to New York,
Chicago or wherever.

Lockert: You guys were lucky. We
had to finish our sessions up at mid-
night and ke them to Union Station
and ship them out.

What was the transition like to new
Jormats?

Bragg: Up until the time CBS bought
out Owen, we were 3-track. Ampex
300. Then when Columbia bought it,
they started to expand and bring in
CBS consoles, and 1 believe the first
one was a 4-track and then quickly
went to eight.

Sparkman: By the time we got the 8-
track installed and cookin’, it was ob-
solete. We went to 8, 10, 24, bang,
bang, bang.

Bragg: CBS huilt their own consoles
out of New York, and they were very
good consoles. You couldn’t go out
like you can today and buy a console.
Nobody wuas making them.

Lockert: [ built the first stereo console
that was ever built in Nashville for
Owen, but it was made out of Ampex
mixer parts. Had four channels for the
left, four channels for the center and
four channels on the right. The only
trick to doing that was in figuring out
how to monitor it. We had to build up
a4 monitor matrix so that you could se-
lect how you wanted to monitor.
You'd monitor it 2-track or mono or 3-
track, however you wanted to do it.
Bragg: Didn't you and Tom design the
console at Ryman when we took it out
and put it in down there? Of course,
you were still monitoring monaurally,
and you weren't concerned with tap-
ing. I think you guys built that con-
sole.

Sparkman: We built it, but 1 didn’t
have much to do in way of design of
it. That had two or three submasters
Bragg: Which was a real innovation
then.

Evans: Starday [Records] wanted to
record one of those shows during the
disc jockey convention, and Jack Lin-
derman actually hauled the 3-track
down there and we recorded in 3-
track by multing off the submixes.
Snoddy: Let me tell you a story about
the Ryman Auditorium and some of
those things that went on down there
in the "50s. It seemed like when a na-
tional pop artist would get cold, they'd
want to come to Nashville and record
so they could get a hit. We had a lot

of that going on down here. Some of
them would record at the Ryman, We
used it as a studio. ..

Evans: It's probably the best studio
still in Nashville.

Snoddy:.. Archic Gibbs was here, Ray
Anthony: we did Ray Anthony's
“Bunny Hop.” That record was cut at
the Ryman with Aaron Shelton doing
the mixing. That song was cut with a
total of about six or seven mics. We
had. I think. six inputs on the console,
and he brought down a little Collins
mixer to add about three or four more
inputs. But that record is still unbeliev-
ably good today. It stands out because
of the techniques, the acoustics.
When did the independent studios
start to come around?

Sparkman: Late '60s carly ‘70s.
Snoddy: I think the first independent
was Sam Phillips” studio. He built one
uptown in an old lodge hall. A lot of
good records came from that studio.
Bragg: There came a point in time it
seemed that the individual artists like
Cash. Stevens, the Glaser Brothers de-
cided owning their own studio was
the thing to do. That, I think, was at
the point in time when a lot of the in-
dependent studios sprang up as these
guys like Cash...realized that the stu-
dio business was a viable business.
and you could lose as much money as
you could invest. After a couple of
years they decided. we'll let those big
guys suffer the losses. let's bail out
while we can.

Today, engineers bave relationships
with the producers. Back then, if
someone wanted to use the studio,
you came with the studio?

Bragg: To a degree. 1f you booked
Columbia studios, you used their engi-
neers. But you booked Columbia be-
cause vou liked that studio and
because vou liked those engineers.
That's why a producer would book
those studios.

Who were some of your favorite
producers?

Bragg: Billy Sherrill. Jerry Kennedy,
Glenn Sutton.

Did they bave their individual ways
of working?

Bragg: Most of those guys were very
conscientious. Of course, then there
was Shelby Singleton. [Laughter] Shel-
by was. 1 guess if you looked up
“character™ in the dictionary, his pic-
ture would be there. He was a true
character, but he was really prety
shrewd.

Lockert: Why so many of us worked
with those particular producers was



ake the
Classic

re.

Get over those digital chills!

Freedman Electronics of
Australia has created the
RODE C(lassic Valve (Tube)
Studio Microphone.

For richness, warmth,
and a remedy for the
sonic blahs, seek out
the RODE Classic!

$1799

RODE is a tredemark of Freeaman Eiectronics.

-

===

USE READER SERVICE CARD FOR MORB INF¥:

The RODE CLASSIC Features:

» A rare and costiy 6072 tube, first.choice
of the finest microphone cratsmen.

< Full 1" Gold-Sputterad Dual Diaphragm
Capsule, ir combination with 607 2-based
Sircuitry, ensuring a ~armth of tone for
aristine vocal recordings.

¢ Nine polar response pattems and two
Frequency selections for high-pass filter,
selected at the supplied extermal
power supply. (30 feet awey from the
performer)

¢ -10dB and -20dB pads, selected at
the power supply. allowing optimum:
performance &t different sound
[pressure levels.

Gold Plated Tuchel connectors to incure
accurate noise-free signal transitions.

¢ Australian-made 10m (30') highgrade
multi-core cable, heiping to eliminate RF
and other unwartec signal contaminators.

* High quality Jensen transformer, for
added cleanliness and accurate bass
response.

* Intemal shock mounting system for
Capsule and Tuke, nelping eliminate low
frequency rumbies and vibrations.

¢ Custom Flight Case

¢ Hand-crafted so'id brass body, textured
with fine giass bead blasting. A nicked
finish provides lifefong durability:

DISTRIBUTED 8 v

I
EL-CTRCNIES NG

P.O. Eox 3189
Santa Barbera CA 93140-4189
voice B0O5-962-6926
fax 805-9€2-3830




because we could communicate with
and interact with those guys. Charlie
could work with people I couldn't
even stay in the same room with, and
vice versa All the guvs, we were able
to get along with certain personalities
and some we couldn't.

Bragg: There was one particular pro-
ducer that brought in a very top artist
at that time. Bob Dylan [Apparently
he's referring to Bob Johnston.] This
was Dylan's first time into Nashville.
Maybe Glenn started the session, and
there was no better engineer at Co-
lumbia. There was a contlict of per-
sonalitics, so Glenn lasted maybe 20
minutes.

Snoddy: That's the only session I ever
got tired of.

Bragg: Thev went through the gamut
of all of us on Dvlan. I think I was the
last one that was told to go up there
and do the session. He wasn't happy
with the deum sounds. T told him [
would set the drums up out in the
hallway . wherever you want it. I'm not
going to argue. I'm just an extension
of this console and an inanimate ob-
ject. But he was an exception. Some
guys, they would want slap back. re-
verh on the return of the echo. They
would do all he could to sit there and
intimidate you over nit-picky things.
You kept your cool and figured, hey,
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at the end of this session, I'll be off
until tomorrow. You knew your studio
and your equipment, basically the mu-
sicians that were out there, and they
would leave it up to you unless they
were wanting a particular sound
maybe they were trying for or maybe
something the artist had mentioned. |
think 99 percent of “em, and I think
we'd all agree, they would come in
and let vou do your thing. For in-
stance, Billy sherrill did not give you
a hard time unless you just screwed
up royally. As long as you put the
steel on the far left fader. so it gives
them something to do during the ses-
sion. [Laughter]

Did you ever feel like Nasbhville was
becoming a factory? How did you
challenge yourselves?

Evans: Sometimes we'd come in on
Saturday, we'd put down the basic
rhythm track, then we'd have a lead
track, a vocal track and maybe back-
ground voices. So on Saturday we’d
come in, and I'd take that band track,
split it to two faders, and EQ different-
ly and pan left and right to get a pseu-
do-sounding stereo out of the band
track. The console 1 had at the time
had no panpots: we just had left, cen-
ter. center and right for the four tracks.
During the mixing, we would have to
switch the lead instruments from 1 to
4. 1 1o 4. 1 to 4, so they appeared to
be left and right. We got so good at
that, that we could start an album. start
the 2-track. and mix the whole album
without stopping. That's what you call
cranking out product by factory specs.
That was low-budget. and we had the
exact sume band every time, and we
mixed to the tracks rather than loading
tracks or doing any of that, so we
knew what was going to come back
off that -#-track extremely well.

What about some of the sessions
that stand out in your mind?
Snoddy: I have o tell you a story
about my relationship with Johnny
Cash. I got started mixing Cash’s stuff
because he was really kind of low on
the sales chart at the time I came into
the picture. They didn't really know
whether they were going to keep him
or not, because he was having a lot of
personal problems and so forth. Don
Law asked me to listen to a Sun record
that Johnny thought was so great that
he cut, and he wanted that same
sound on that record. T listened to it,
and the only thing I could hear was
just a lot of stap-back on the tape ma-
chine coming back on his voice. They
had cut that down in Memphis, and
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that's what it was, what it sounded like
to me. Cash wanted to know if [ could
get that same sound, 1 said. “Yeah, 1
could get that same sound.” He said.
“Well that's what 1 want.” So we set
up this session in this small basement
studio that Owen had., and we put the
horns up in the reception office up-
stairs ‘cause it was really too many
people to get in this one small studio.
[This was the original basement studio
at Bradley's, prior to the Quonset Hut )
We did the session, “Ring of Fire®
came out of it. If you hear that record,
you'll hear all this slap-back on the
voice.

Sparkman: You'd also hear the trum-
pet player say, “Can you hear?”
[Laughter)

Snoddy: | have to tell you about one
session at Castle Studio T was on that
wias Kind of historic. and that was the
last Hank Williams session that he ever
cut. We cut four hits, and I was sitting
here trying to think of all four of them.,
One was “Your Cheatin® Heart.” anoth-
er was “I'll Never Get Qut of This
World Alive.” But we cut four big hit
records on the night before he passed
away the next Sunday morning.

ONE MAN, FOU

Sparkman: We did a Jerry Lee Lewis
session one night. and Jerry Lee liked
to cut with everyone there—strings,
horns, vocal group, the whole shootin®
match. The song was “Me & Bobby
McGee.™ and they got started on take
L and it went for like 7 minutes, 6:35.
Of course. it was just a rehearsal, but
we ended up going back and using it
But one of the funny things that came
out of it. Cam Mullins was doing the
string arrangements. We went in the
control room and listened to this thing.
Jerry Lee was one of these artists that
would get bored. After about the sec-
ond or third take. you could forget his
vocal performance because he was
bored with it. He'd want 1o go on to
bigger and better things. But Cam was
sitting there at the console listening,
leans back and says. "Man. that really
sounds great. But I don't hear one
damn thing I wrote.™ [Laughs]

Did Jerry Lee do bis vocals at the
piano?

Lockert: Yeah. Him and Sam Phillips
got mad at me because Sam, at that
time. had never cut a hit with Jerry
Lee. T eutat this studio that he had up
on Sixth Avenue, "What'd 1 Say™ was
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recorded on used tape. Sam'd never
set up new tape. alwavs used vsed
tape.
How’d you get separation between
piano and vocal?
Lockert: Carcfully.
Sparkman: | started working with
Jerry Lee after he signed with Mercury
Records. You always have a piano
tuner come in the morning after
Jerry Lee session. That's not being crit-
ical. he just played the piano hard.
Usually, we used one of the old New
mann U67s on his voice and whatever
would be in the storeroom on his
piano. He was a great artist.
Snoddy: [ did a record one time with
the New Beats called “Bread & Butter.”
One of the boys that sang with that
group was a little bit difficult. [ITank
Williams™ publisher] Wesley Rose was
the producer. This young man didn't
like anything that any of us were
doing. He said, “I'm gonna mix the
next one.” said, “Well, here, have o
seat.” He got in there and he started
mixing. And he told them to go ahead,
and they ran through the song. When
he got through, he said. *Play it back.”
—CONTINUED ON PAGE 218

R BAND

1U Rack Height
Mic/Line Input
Sweep High Pass Filter
Sweep Low Pass Filter

4 x Parametric EQ Controls
with Notch Mode

Overall Gain Control +15dB
Bypass Switches on all filters

RIS

International Company

v/4, Toll Free 800 878 7571



~ D
elaat Wy of . 40 o et 0 OO ko
f

to edit images for T
jewel case inserts. 0“."‘

i e
e S NI REOOE - ey ere————

S —1 2» i

| Corel' SOUND
L X R
O%) C
e S Ses 0 Vses BTN

Fosu puell

Corel” VCD Creator

VI
Vi

( A'( » )'—_'“ =k ®V§ ”ﬁ
v’ : _ k 5 L-.-' L; '| wiir(\:droov:sggf;.

&/
y,

e st |
 M—

CD CREATOR

Fast, Versatile and Easy 32-Bit CD Creation

"This essential package...blows away the
competition with its ease of use

(via wizards) and newly added

backup utilities..."

Multimedia World, May 1996

Also includes:
« Corel® PCD Creator - Display and select PCD images that are then written to a (D.

Disc Wizard demystiies o Corel” €D Duplicator - Allows you to easily duplicate CDs.
.« Corel’ Session Selector - Enables you to select any session of a multisession and/or

multivolume disc.

> XingMPEG ™ Software - Indudes XingMPEG Encoder ™ and XingMPEG Player ™
software for video CD. Encoding boards are not necessary, but can be used if available.

Easy to use!

« Context-sensitive Help
« Support for CD EXTRA™ (Enhanced (D)

Corel CD Creator2 Beats Incat Easy-CD Pro"!
FEATURES: at

VCD + AUTHORING N
| _PCD CREATION

AUDIO DISCS + CDDA EXTRACTION
AUTOMATIC SYSTEM CONFIGURATION
DISC CREATION WIZARDS
JEWEL CASE + CD ARTWORK CREATION N
FULL MULTISESSION/MULTIVOLUME SUPPORT !
MULTISESSION SELECTION UTILITY N
ADVANCED + BASIC FILE OPTIMIZATION )
MULTITHREAD FILE QPTIMIZATION N
N

DISC DUPLICATION
N

MINIMUM TEMP HARD DRIVE SPACE REQUIRED

AUDIO EDITING 2 Y

Corel®* CD Creator 2 also comes bundled with
CD-Recorders from the following manufacturers:
PinNnAcLE M|CRO - PHILIPS SONY

#1 in Recordable CD Systems \_7 1-800-235-7373 gg{ggb'g%q%dglgfe

800.553.7070 « 714.789.3000 1-800-352-7669

0222-US

$189%" -
{::1:;.:-.2:

1-800-555-6255 vk caelco
1-613-728-0826 ext 3080
Document # 1015

*US$ plus applicable taxes.'Suggested list price
1AL READER SERVICE CARD FOR MORE INFO



REVOLUTIONIZING

106 MIX, JULY 1996

The

Electronic

Media

by George Petersen

A REPORT FROM NAB96

ne look at the evolv-

ing Las Vegas skyline and you can understand
what's happened to the National Association
of Broadcasters convention. Ten years ago,
there were no pyramids or Stratospheres dot-
fing the desert landscape, and people won-
dered whether The Excalibur could ever fill
4,000 rooms. Today, this is eclipsed by even
larger hotels, and the growth trend has no end
in sight. Construction is everywhere, from the
New York, New York complex to the Fremont
Street revitalization. Whether you're talking
about casino developments or technological

developments, bigger, better, faster is the rule.



TIME[INE MMR-8

TIII IR Iy
R R R N R NN N )R N
SRR N R K N N N N E R J

+ agagpEEan

Studio Technologies
750 avdio mixer

-8
]
|
o

-~ 4
’
s
=

From April 13-18. 1990, a record 92,333 broadcast
and production professionals descended on Las Vegas
for the National Association of Broadcasters conven-
tion. With nearly 1,000 exhibitors this year, the show
has outgrown the cavernous Las Vegas Convention
Center and expanded into the nearby Sands Conven-
tion Center. Ten years ago, | could see all the new
audio goodies at NAB in two days. Now, ever four
days doesn't seem like enough, even with exhibits
opening at the distinctly non-Vegas hour of 8:30 a.m.
(ouch!).

The show’s theme, "Revolutionizing the Electronic
Media,” was evident to anyone walking the show floor.
Computer-based desktop production systems were
everywhere, and many of the systems that ottered cuts-
only editing a few years ago were now displaying edi-
tors with comprehensive onboard visual effects
packages. Companies such as Apple, IBM, Microsoft,
Macromedia, Adobe and Quark have become major
players in broadcast. Old-timers beware: It's a brave
new world, and you better get used to it.

DVD was a constant topic of conversation at the
show, and there was genuine optimism about the pos-
sibilities offered by what is now increasingly referred to

zal |

Doremi Labs V1 random-access
video recorder/player

Timeline MMR-8
modular multitrack recorder

STUDI
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as the Digital Versatile Disc. Sonic Solutions ran con-
tinual demos of DVD Creator,” the first complete pre-
mastering system for DVD releases, and announced
alliances with Warner Bros., Wamer Advanced Media
Operations and Thomson Electronics. Leading post fa-
cilities that will use DVD Creator are working with
sonic to expand the capabilities of the system. In other
DVD news. Warner Bros. International Dubbing Oper-
ations in Burbank has been using the new “Media
Tracks™ feature of the Studer Editech Dyaxis worksta-
tion to assemble hundreds of subtitle tracks for DVD
releases, which can carry up o 32 different subtitle
tracks and multiple surround channels.

New alliances have become somewhat of a tradi-
tion over the past few years, and some interesting pair-
ings were announced at NAB. Avid and Lucastilm,
working to provide an integrated systems approach in-
corporating elements of Avid's Film Composer, Audio-
Vision. Matador, Media Share, MediaServer and
Digidesign’s Pro Tools, announced the AvidDroid
hardware controtler. Dolby and Digidesign announced
plans to integrate the new Dolby Drive removable
media dubber into the Pro Tools and AudioVision envi-
ronments; a Dolby Surround encoder-decoder plug-in
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104 REASONS
WHY YOU SHOULD CHOOSE A
VEGA WIRELESS SYSTEM

Reason #1: The wireless you see on specials, award shows and live TV performances is almost always Vega.
Reason #2: Selectable receiver and transmitter provide maximum frequency agility, so you can use it anywhere.
Reason #3: Dual Mode Squelch prevents inferference.

Reason #4: Vega's unsurpassed sonic quality and performance is now within your reach.

Reasons #5 - #104: An unprecedented choice of 100 UHF channels with just a few simple dicks.

For the dealer nearest yau or for a free brachure, coll 800/877-1771.
Manufactured in the United States.
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is also in the works. And the Trinity. the
powerful, low-cost video workstation
from Play Inc.. which debuted last vear.
now offers a palette of Softimage visual
production tools. Mcanwhile, Graham-
Patten has developed the audio editing
side of Trinity. with some serious hard-
ware and software interfaces. including
16- and 20-bit digital /0O boards, ADAT
optical 1/0s, disk recording with 16-
record/32-playback tracks, and a DSP
farm module.

Speaking of new formats, Panasonic
showed its DVCPRO, a component dig-
ital videotape production format (with
Ch-quality audio) on a pocket-sized
cassette and announced a computer
drive bay-sized player, designed for
loading field tapes directly into PC-
based edit systems.

From the audio standpoint. there
was plenty of action at NAB. so get out
your shopping list: Digital dubbers were
hot. with products due later this vear
from Akai. TimeLine, Dolby and Sony:
Fairlight was showing a working unit.
Digital consoles have gone from dream
to reality, as I counted more than a
dozen digital mixers on display from
Amek. AMS Neve, Audio/Design. Fair-
light, Graham-Patten, Korg. SSL. Sony
and Yamaha.

To go with your digital console. what
you really need is a 24-bit. 48-track
recorder. Sony unveiled the PCM-
3348HR (high resolution), a DASH-for-
mat reel-to-reel machine with 45-minute
recording capacity on a reel of “-inch
tape. A wide selection of interfaces (in-
cluding MADD will be offered, along
with serial and parallel control port op-
tions. Compatibility with existing 24-
and 48-track DASH tapes is assured, ac-
cording to Sony.

There are times (and budgets) when
18 tracks is a bit much. To address that
market, Fostex unveiled the D-80. an 8-
track hard disk recorder/editor in a
three-rackspace box. Affordably priced
at $2.195 (including 8350MB removable
hard drive), the D-80 provides 18 min-
utes of uncompressed 16-bit record time
at ++.1 kHz and the ability to slave three
units for 24-track capacity. The front
panel snaps off to double as a remote
controller, and a 1.3GB plug-in drive is
optional.

Anvone with an ENG truck should
rush out and buy the Model 750 audio
mixer from Studio Technologies (Skok-
ie, H1). This is no repackaged P.A. or
disco mixer: It's packed with the real
features that broadcast pros need.
Housed in a two-rackspace chassis. the
750 has four mic/line inputs (with

A Sound Choice
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Fox 610-458-9554 ;

EMAIL info@Mediaform.com Call for bulk CDR pricing

Web Page www.mediaform.com Toll Free 1-800-220-1215
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switchable phase reverse. highpass
filters and phantom power). two
stereo line inputs, speaker and
headphone outpur controls, me-
chanical VU meters, aux/AFL stereo
bus, digital tone generator (selec-
tuble from 50 to 15k Hz). high
quality onbouard limiter. mono
(phase-compatibility check) switch-
ing and an extensive monitoring
secton for selecting any input or
output source. A talkback mic al
lows routing voice commuands directly
1o output buses or 1o a 12-second digital

recorder for instantuneous plavback of

channel [Ds. site locations. ele.
Disk-based video recorders are be-
coming more atfordable. Two new
models that are targeted directly at the
audio post market are the VVCR from
Drastic Technologies (Downsview, On-
tario) and the V1 trom Doremi Labs
(Los Angeles). Both systems provide
tape recorder-style front panel controls,
easy operation, a variety of compression
rutios, removable media, compact rack-
mount packaging and scrial/parallel
control support. The Vi retails at $3.995,
but for the same money. the VVCR adds
NTSC PAL composite, S-VHS, compo-
nent or DI video Os, along with a

Fostex D-80 hard disk recorder

large LED timecode display and MIDI
machine control for simple integration
into an ADAT DA-88 sequencer-based
SCOTING environment.

Also on my NAB shopping list is a
Marantz CDR620  stand-alone CD

recorder. 1 already have a CDH-R bumer

hooked up 1o my mastering system. but
there are times when all vou really want
1o do is cut a quick CD of a session,
without having o deal with a worksta-
tion, and the CHRO20 is just the ticket.
Besides, it has a SCSI port, so if vou
want to do all those slick workstation
tricks. it can handle those chores. too.
Best ot all. it retails at a down-to-curth
$3.600).

But what wowed me the most at
NARB wasn’t an audio product per se.

but the CamLink 100 video transmit-
ter system from Telex. A tiny trans-
mitter (a variety of directional and
omnidirectional antennae are avail-
able) mounts between the ENG/EFP
cantera and the battery, and transmits
the video, audio and timecode 10 a
receiver up to 100 meters awav. Very
nice. but a companion CamLink R100
receiver mates with a Sony handheld
8mm VTR monitor, allowing the pro-
ducer or director to not only see what
the operator is shooting. but also leave
immediately after the shoot with an
8mm reference copy (with window-dub
timecode!). The transmitter also sends
camera tally signals to put the VTR into
record when the camera rolls. What? No
more standing around while some
whiny producer waits for dubs? (Their
time is important, vou know.) This is
what technology is all about.

Mark vour calendars now for NABY7.
April 5-10. 1997 (exhibits are open April
7-10). In the meantime, the NAB Rudio
Show, October 9-12, 1996, and the
World Media Expo Television/Video
Film Exposition and Radio Audio Expo-
sition, come 1o the Los Angeles Con-
vention Center October 10-12, 1996, See
vou there. ]

FBX FEEDBACK EXTERMINATOR®: The Standard in Automatic Feedback Control

Most Frequently R
Asked Questions

WHY:

Feedback is the number one problem in most sound
systems, and the old graphic equalizer solution to
feedback doesn’'t make sense anymore. The FBX
controls feedback automatically, without taking a big chunk out of your sound.
Digital FBX filters are ten times narrower than graphic EQ filters, so you get
more gain before feedback and a dramatic improvement in your sound.

The patented FBX digital signal processor detects the
" w. feedback frequency and precisely places a super-
@ narrow filter directly on the ringing tone, all in less than

1 second. FBX filters are automatically set just deep enough to remove feedback.

built-in mic preamp for mixers without inserts.

FBX-Feedback Exterminators — Use the FBX-901 for single output
channel feedback control, or insert one on an input or sub-group; choose the
FBX-1802 for two-channel applications, or when you want more contro!,

The new ADF-Workstations — The ADF-2402 is the ultimate feed- 2
back controiter and digital parametric filter set. Control all aspects of the FBX

FBXs are providing more gain before
feedback in mains and monitors around
the world. Theaters, concert halls,
churches, conference rooms, and sporting venues ail sound better with the
FBX. Teleconferencing and distance learning centers also benefit from
automatic feedback control and increased intelligibility.

FBX-SOLO Feedback
Exterminators — Choose the FBX-
SOLO for targeted feedback control—one
SOLO for one input channel: the SL-610 for insert points only, the SM-610 with a
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algorithm, and program each of the 12 filters per channel as parametric or

adaptive FBX filters. New features include graphic filter editing and Windows™
Remote Control Software. The ADF-1201 is the single channel version.

FBX and FBX Feedback Exterminator are registered trademarks of Sabme Inc and are the brand names of ds Ine of automatic feedback

controters Covered by US Patent No 5245665 Australian Patent No 653 736 and Canadian Patent No 2,066 62417V W Balshis [Bnoig
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~recording combination.
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It's always been important to make sure
o that the front end of the recording
chain is as clean and pure as possible.

~
\§' : Today’s digital technology reveals

|
any weak link in the chain. This

aling

\“;;»ﬁ“ means you must chose a microphone
W f‘, that is quiet (no se/f-noise) and a
» 2 ‘ 5 monitoring headphone that
g \ .ﬁ - will reveal the accuracy of
. ° ® your signal.
he beyerdynamic MC 834 pure ° /
rondenser with its natural frequency ,
esponse, exceptional signal to noise
atio (non existent self-noise) and high ¢
PL capability is the answer to digital - - / :
technology. F o
Easily outperforming the competition, it . ; o \

nsures your recordings contain the original

ound without any added noise or hiss. That's
hy it has become a regular feature in studios
around the world just like some of our other p— T]
products. B Lt

cly;

For example, the legendary beyerdynamic DT 770
pro headphone, seen wherever musicians are at

work. Their exceptionally wide and flat frequency
response allow you to hear everything in the mix
(including the hiss).

el

So next time you visit your Pro Audio dealer ask for
a demonstration of beyerdynamic microphones and
professional studio headphones. /

Unless, of course you want to carry on taping the hiss....
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RODUCER’S DESK

BRIAN AHERN

A RARE INTERVIEW WITH COUNTRY'’S GREAT ‘NATURAL’ PRODUCER

usic is much more than the
articulation of mathemati-
clly executed notes. It is
the rendering of the space in be-
tween those notes that helps give
cach performance its unique char-
acter and soulfulness. This may
seem like a very logical assump-
tion, but most productions tail 1o il-
luminate and enhance that reality,
Brian Ahern understands the
value and beauty of using spice 10
create unique soundstages that
have subtle immediacy. depth and
color, a technique that can be read-
ily heard on classic recordings by
Emmylou Harris. Anne Murrav,
Ricky Skaggs. Ronnie Hawkins,
Jesse Winchester, George Jones,
Rodney Crowell. Roy Orbison,
Jonathan Edwards. Johnny Cash.
Billy Joe Shaver, Alben Lee, George
Fox. The Woodys, Terry Radigan
and others,

Hapuphosd et

Ahern got his start in
music in his hometown of Halifax,

Nova Scotia. playving guitar in
three bands and regularly per-
forming on two Canadian televi-
sion network shows, While in
Halifax. Ahern met a young fe-
nule singer named Anne Murray,
who was performing on a T
show where he served as music
director. That meeting launched
Murray's incredibly successtul ca-
reer, and provided Ahern with the

112 MINC /i1y 1900

Brian Ahern (L) with Mark Knopfler on the steps of the Enactron Truck outside Bradley’s Barn

impetus he needed to begin a full-
blown production career.

Ahern moved to Toronto, where
he produced ten Anne Murray al
bums and gained national promi-
nence in the Canadian music
industry. After -« string of hits with
Murray. Ahern's next find was Em-
mvlou Harris. After moving to Los
Angeles. Ahern produced cleven
classic albums for Harris, inclugl-
ing Picces of the Sky. Elite Hotel,
Blue Kentucky Girl, Roses in the
Snow and Erangeline. They
were also married for many
vears and had a child together.

“Iwas very lucky to do all of
those records with Brian, be-
cause [ learned to be com-
pletely reluxed and open o

the creative process,” recalls Harris,
“I really feel that T became a
recording artist during that time.
Brian tends to have a ot of faith in
the intrinsic instinets of an artist. It
is because of this empathy [that| he
attenmpts to nitke the artist blossom
intact. rather than uving to fit the
artist into his particular sound.”

Ahern's production sensibilities
have influenced the cream of
Nashville's best producers. In fact,

BY RICK CLARK

it would be fair to say that it is al
most impossible to hear country
music ot the last 15 years without
recognizing elements of Ahern's
SONIC vision.

“Brian Ahern's Emmvlou THarris
albums rank up at the top with the
great country records that werc
done by Billy sherrill and Owen
Bradiey.” sayvs Tony Brown. presi-
dent of MCA Nashville, “Although
that seems like a big statement
Brian's influence on how records
are made in Nashville today is more
prevalent than some would care 1o
admit. When 1 was looking for o
producer to do the Bradley Barn
Sessions with George Jones, there
was only one person 1 considered.
and that was Brian Ahern. The end
result was a classic Jones™ album
that will hold up years from now.”

Over the yvears, the quiet and
clusive Ahern has turned down
many reguests for interviews. So
fans of Ahern's work will no doubt
enjoy the ancecdotes recounted
here. and those looking to refine
their production and mixing sensi-
bilities should appreciate the gener-
ous tips offered. Mixis especially
grateful for the time and care he
ook in helping us make this a spe
cral interview.



Hey, it’s not like you
can actually hear a little
voltage fluctuation, right?

&

No, not directly — unless vou like to plug your headphones right into an AC wall
Use a socket. You'll hear itin the audio or see it in the video instead. AC line voltage irregularities
can cause audio tonal changes in analog and tube equipment. Borderline voltage sags can
F cause random data loss in digital and MIDI equipment. When the line dips a volt or two
urman lower, cquipment ceases funtioning completely. At che other end of the scale, volrage spikes
and surges can add pops and clicks, and, in extreme cases, cause permanent damage.
Voltage All Furman voltage regulators are designed spccxﬁcull‘y to protect sensitive audio, video,
and computer equipment from these catastrophes. We ofter tighter regulation and deliver the
required outpur voltage over a wider range of input voltages. We use low magnetic radiation,
Regulator efficient toroidal autoformers and switch taps only a: voltage zero-crossings, to avoid creating
glitches in the AC waveform. And not only will a Furman regulator provide clean, filtered,
spike-suppressed power to your delicate equipment, but if it senses abnormally high or low
voltage (such as from inadvertently connecting to 220V instead of 120V), it will instantly
shut down, protecting both itselt and the rest of you- gear.
never have There are seven AR-Series regulators 1o choose from, providing output voltages of 120V
for North America or 100V, 220V, 230V, or 240V required elsewhere, at currents of 6A to
30A. Furman also makes a complete line of power conditioning, power sequencing, power

to ﬁnd out. distribution, and 60V/120V balanced isolation equipment. Contact us for details.

and you’ll

—— i ——— & &  FURMAN SOUND, INC.

r 30 Rich Street » Greenbrae, CA 949014 USA
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PRODUCER’S DESK

How did you get into production? Were
Yot a musictan first?

I remember the first job I had. T used 1o
watch a live local television show that
broadcast from a TV station a couple
miles from my parents” house. One
night I noticed the guitar player was
nissing. so the next day after school 1
went over there with my guitar and told
them [ wanted to do an audition for the
job and T got it. They made me play «
live guitar solo in front of some fishnet
every Saturday night, T was 17 or 18, 1
guess,

So I started making money playing
folk and electric guitar. At one point, |1
had actually three bands going simulta-
neously. I was working at two different
television networks. CBC and CTV, at
the sume time with these different
hands and they didn't catch on.

One of the bands was called The
Oftbeats. and we plaved on a national
television show called Music Hop.
They were going to play records and
have kids dance. and we convineed
them that we could play the hits just
as well as records and it would be
much more interesting to have live
music. [ wore sunglasses in that band.
because the lights annoyed me, but
the image of the sunglasses became a
very hip thing and generated lots of
fan mail. Paul Shatfer wears sunglasses
to this day. Maybe it is a Canadian
thing. [Laughs]

At the saume time, | had a band on
the other network called The Nova Sco-
tians that played totally different music
like Celtic jigs and reels. T was not rec-
ognized without the sunglasses, and |
had changed my hair. We wore plaid
blazers and really itchy gray flannel
pants.

I had a third band of totally ditferent
musicians, called the Bad Sceds. We
had a record deal in the States on Verve
Forecast and we put out a couple of
singles.

1 was also music director on the folk
music show called Singalong Jibilee.
That was where T met Anne Murray.
This was all in Halifax, Nova Scotia.
Even though I had all the work T could
handle in Halifax, 1 got bored. T went to
Toronto and sturved for a while and
talked Anne Murray into doing a really
cheap album for $2,500. That was
around 1968. T used that record 1o get
her a deal at Capitol Records, where
she stayed for 20 years.

That first Capitol album bad the
international bit “Snowbird.” Was

114 MIX. JULY 1990

this album your first major-label
production?

Yes. [ produced that and | played
everything except the strings Jon that
trackl. It was my first 8-track experi-
ence, and [ could only think of six
tracks worth of stuff, including the
strings.

While you were in Toronto, you con-
ceived and built what bas become one
of the legendcary mobile studios in the
music industry, The Enactron Truck.
How did that come about?

It was inspired by an image that had

come to me in my sleep. One day,

about 1971, 1 got up on the garage roof

at my Toronto home with all the card-
bouard and plywood I could gather trom
the neighborhood and built the interior
of a mobile unit. 1 walked around in-
side this spuce T was creating and cut it,
hacked it and changed it undl 1 got it
the way [ liked it. T then called up a
young architect to come over and draw
it before the wind blew it down. T want-
ced to make it a real studio, with an
overdub booth, a control room and a
shop in the back. with 2 machine room.
So [ had this crazy idea and did it

Why a mobile tnit?

I had left a successiul carcer in Halifax
to starve in Toronto. Once | had a suc-
cessful career in Toronto, | assumed
that I would be moving on. This time 1
wanted to have some tools that T could
count on that were constant. At the
time. a typical mobile unit was a cluster
of equipment strapped down and wired
together in a box on wheels, T wanted
to have u working environment, fixed
and comfortable inside, but very
portable. Tt had to have at least three
rooms with sound-lock doors. In maost
trucks, the speakers are jummed into
one end of the vehicle, and the other 30
feet are behind you. T mounted my gear
sideways, so you could look in cither
direction and have a 40-foot sight line

atall times. [ lined it with lead. so that if
we pulled up next to a radio station,
power pole or a lighting tower, RF
would be minimized: although we tell
clients we did it so we could mess with
Lois Lane, and Superman would never
know.
So you bought the trailer. Did you buy
a trick with it too?
No. This thing is muking money when
it's parked. When you buy a tractor,
vou buy it with the idea that you're
making money while you're rolling. So
[just rent a tractor and he comes with a
million dollars of insurance.
What are some of the more memorable
sessions i the truck?
I had an interesting experience in
Toronto just betore 1 left for Los Ange-
les. T was sweetening an Anne Murray
album and working on two other Cana-
dian projects at the same time. The trail-
er was in « machine shop having some
welding done. 1 had a big horn over-
dub session to do. so T booked these
guys into the machine shop—all those
brass horns in a shop full of steel ma-
chinery. We hung the music chans from
the lathes, and we sat on crates. It
sounded like some bizarre steel temple,
I had a realization that the Enactron
Truck could stimulate the people and
enhance the mwsic. 1 decided to try this
idea on a big string session. At that time
in Toronto. most of the string players
considered it a real yawn to come in to
studios and overdub on popular music.
It showed in their attitude and perfor-
mance, until T booked this session at
their Toronto Symphony home, which
was an old wooden concert venue
downtown called Massey Hall. They
had to play well, because it was their
place. Their attitude was totally differ-
ent. They played their heants out. 1 had
big speakers on the stage, so they could
listen back and fix things. We finished
carly. and it was wonderful. That's
when I realized what magic | could
work by having a mobile studio.
Typically, we drag music into envi-
ronments that continue 1o become
more sterile and generic. Everywhere
you go vou encounter the same config-
urations and cquipment.
How bas the Encactron truck evolved
over the years?
I've just kept turning the gear over and
keeping the stuft that wasn't necessarily
the most valuable, but had the most
character and would be ditficult 1o re-
place. 1 like gear with attitude. Flat is
boring to me. My favorite EQ is a big
old stainless steel Lang. 1 recorded all
that acoustic Emmylou [larris stuff with
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Are You Outta

Not When You Read

What the Pros Have to Say

Okay, so mavbe vou’ve seen this ad before. And mavbe
vou thought that for the money. this mic just can’t be
that great. No more mavbes. Here’s what the critics say.

“In the studio. I compared the CV-T00 against three of the best-
known studio mics. The results were quite surprising. In three out
of four comparisons. the CM-T00 owtperformed the old stand-bys”.”

“oomorelow end warmth . ... none of harshness found with other
mics . ... did not sound ovenchelming or unnatural.”

- Will Rogers. Producer/Engineer. Looking Glass Studio

“... Compares farorably with accepted studio mics af its type, Good
ability to handle high SPL applications. Lxcellent for miking instru-
ments such as high strings. flutes. saxophones. trumpets, hi-hats,
toms and snares.”

“It's too clean. Don't change it.”

“It s sincl size and dark color make it « natural for video apps.™

- Bill Tullis. Music Engineer/Producer
Tarner Broadeasting

.. 1ts frequency responise is extremely smooth. even and extended . . ..
the lower end is particularly impressive. lending a depth and fudlness
surprising for the job.™

... the aspect that sets the CM-T00 apart . . . . its sound.”

“The revelation came with vocals . . . . placed in front of a singer. its
performance was so startling that | had to go back to the console to
check that I was listening to the right channel. as the richness and
depth I weas hearing could easily-have come from one of the large-
diaphragm workhorses that | was using as a comparison.”

“For once a condenser looks as though it is up to any- of the rigors the
road can throw at it while still giving remarkable results in the studio.”™

- Dave Foister, Reviewen Studio Sound

=) Crown.

Guaranteed Excellence

Visit us on the InterNet: http://www.crownintl.com
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PRODUCER’S DESK

bums that we did had some little rule
that would serve to set it apart from the
other records. In this case it was a big
rule: no drums or electric bass. There
might have been an occasional card-
board box or foot pedal, but most of
the rhythm came from that big Gibson,
and no click track.

Tell me about some of the most signif-
fcant moments in your production
career.

The high point tfor me. as a record pro-
ducer. happened while I was working
in a studio I built in North Hollvwood.
Rov Orbison called to tell me he had
won his first Grammy. After all he'd ac-
complished, he finally got a Grammy,
He was emotional and weeping. It was
for a song we recorded called ~That
Loving You Feeling Again.”

Do you remember anything about
those sessions with Roy?

One thing voulll notice about Roy's
records, especially the old ones. is that
there are tew solos of any kind. or as he
calls them, “rides.”™ Sometimes he might
have a rift, as in “Pretty Woman.™ Dur-
ing this session, Skunk Baxter was de-
signing an electric guitar solo. Roy took
me aside and said softly, "B.AL T dont
like rides,” I'd rather we just called a
break. and vou and 1 sit in the control
room and we'll write a third part or
some kind of a bridge just to make the
song longer. so we don't have to have
that “ride.”™ So he bounced stuff oft me
and I told him what I liked. We worked
it into the arrangement and bang—there
was another “Roy Crescendo™ so vou'll
notice there's no solo in that record.
That's why many of the Roy records
have that huge crescendo—out of des-
peration, because he couldnt wolerate
solos. You know. he sings very softly.
Even in those real impassioned parts?
They sound loud. but it's just what he's
doing emotionally with his throat. Good
singers are true athletes,

The lowest point in my career was
when | had to file for divoree [from Em-
myloul. It was more than the break-up
of a marriage. My identity was caught
up in being the producer of this quality
body of musical work, which was
about to come to an end. The last
record we did was White Shoes.

What is your opinion of the sound of
the CD retssues of Enmny’s catalog?

Since I've heard the first few Chs, I've
kind of given up on hearing myv old
analog work remastered. And 1 wish
they'd called me. When T made those
records, T often had three reverb effects
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going in the mix. and they were all
clearly identifiable and all were making
their analog contributions. When they
got to the reissued CDs, they were all
blurred into one reverb.

I built a two-story booth off the con-
trol room with non-parallel walls and a
teak tongue and groove floor. We
called it The Silo Room. That room typ-
ically was populated with lush Roger
£S3-5A—my favorite—and edgy NS-10
speakers on the floor. 1 panned a stereo
send to get suitable balance between
the two. T would often send a kick

Many people
are pontificating
about how they

masterminded
country rock.
We all just did
the best we could
with ovur influences
and the assets

around at the time.

drum through the 153-3A and a hi-hat
through the NS-10. In addition. an AKG
BX-10 would furnish the brief, initial re-
verb, and Tused the Lexicon 224 to
leapfrog over it. So the effects were in
constant motion waving outward. 1 al-
ways attempted a sense of place. T use
tape speed to alter the delay time of
rooms. Having recorded a drum or
vocal. T might speed it up or slow it
down and play it back into the room. If
vou speed it up tor instance. and run it
through the room and record that
sound. when vou play the tape back at
normal speed. vou get a larger version
of the same room. You can go for the
opposite effect. wo. Tl spread the larg-
er version of the same room out wide.
When I do that. the sound will seem to
zoom out through the small room into
the big room. These are time-shifted
versions of the same room that Fye
recorded in stereo. IUs true stereo. so it
works up in mono.

What are some other things you bave
done to play with space?

There's a track on Terry Radigan’s
record. “Never Gonna Fall in Love

Again.” where | had my Neumann
M5S0 mics about 60 feet from Eddie
Bavers” drums. During mixing. [ shift-
ed the ADATS to remove the decay
time. as if they were right in vour face.
Then vou have the sound of some-
thing 60 feet away, but not the delay
that vour brain normally expects to
hear. Spooky.

Have you bothered to transfer your old
Ennny masters to DAT?

I have analog generational safety copies
that I've transferred o DAT. a frail for-
mat which I mistrust. I'm going to put
them on ADAT. which is very robust.
ADAT is like driving alone down a six
lane highway. You may only need one
lane. but vou can mess up and not
worry about it. You can stomp on the
tape and wrinkle it and it still plays.
What's even better is magneto-optical.
IUs supposed to last 100 vears, Perhaps
we should carve the numbers into the
pyramids.

Emmylow is finally getting the box set
treatment this year. What input did
You bave on this box set?

I've got my work in three box sets so
far. and in all three cases I've declined
o interview or contribute to liner notes
because Tthink my work speaks for it-
self. I'm not about to ramble on and on
about it. I've also been called by three
or four different people who are writ-
ing books about country rock and how
it evolved. There are many people who
are pontificating about how they mas-
terminded country rock. We all just did
the best we could with our influences
and the assets around at the time. We
never did any masterminding. so 1 just
decided not to say anything. It's so un-
conscious. You just do what yvou can.
When the Beatle albums were being
made. I'm sure they didnt sit around
and say. “Theyvre going to love this :n
1996, Were going to reissue it...”
[Laughs)

What is it about country music that af»
peals to you?

I'm not a swept away, spellbound
country music fan. I like a lot of things
about country music, and I respect
what has happened historically. How-
ever. there is something about every
kind of music that appeals 1o me. The
George Jones record 1 produced was
sort of a dessert tray of country music.
Only in country music can vou have a
song about a family who are so dirt
poor that they can’t grow anything untit
they bury their mother under it. That's
what I like about country music, Try to
put something like that in rap or pop!
Country music is the only venue for



some of those real feelings. and people
know it.

How did the George Jones Bradley Barn
project come about?

I got hired 1o do a Dan Scals project
and was fired halfway through. 1 got
angry. so 1 finished a couple of songs
with my own time and money to play
for skepties. T think that determination
to finish appealed 1o Tony Brown [pres-
ident of MCAL When it came time to do
the George Jones project. which we
both knew would be like running
Desert Stormy, Tony picked me. T also
had one foot in the past and still had
one foot in the present. [ came up with
that retro concept for George, wherein |
put him in 2 sonic time machine hop-
ing to provoke him to sing as in days
gone past. [t worked. T wouldn't allow
any clectric bass or crashing drums. 1
wanted to transport George back in
time. It was just an intuition, but | al-
wavs thought that singing against an
acoustic bass seemed o be a part of his
thing. The bass would strike and then
fall away, and his voice would Nl and
swell, Tt worked. as vou can hear.
George went back in time.

So everything was cut just straight on
the floor. .. 110 overdubs?

[ had assembled a team of superstar
musicians and did not want to bore
them. First of all, I would rehearse only
sections of cach song with the bund.
When it came time to play @t all the
way through, I would hit record. and.
hecause they knew the song, but
thev'd never really done it all the way
through. it was fun for them and the
skv would open up. There was an ex-
citement and an urgency. a kind of
presence to it | recorded that excite-
ment” first. Then we would do two
or three more takes that were increas-
ingly more tidy. T almost always used
the first take, and then T would plunder
the subsequent takes when needed to
replace an occasional sloppy passage
in the magical first take. T used the
technology o actually avoid overdub-
bing. [ think this was the first big
Nashville ADAT project. Alesis was
very helpful.

And the groove was steady enough that

you cotdd ift fron the other takes. ..

Yes, plus with ADATs vou can shift
things around. Like two trains in the
night, vou can line up the windows and
look right through them. You can look
through cight trains. Once in a while
the bluegrassers, like Marty Stuart and

Ricky Skaggs. would rush a little. That's
part of bluegrass, and that's why we
love that music. The rock guys, like
Leon Russell. would sometimes fay
back. The windows on the trains
wouldn't line up. so I'd slow the
~grassers” down about 12 milliseconds
for a few bars, when they got a little ex-
cited. and at that sume point, maybe I'd
speed up Leon Russell about 8 or 15
milliseconds. The outcome is impres-
sive. That's how you avoid doing over-
dubs. You mine and shift.

Not only have you done the lion'’s share
of your recording in the Enactron
Truck, but I understand that you do

Your mixing there.

Two songs on the new Ricky Skaggs
album were mixed by me in The Truck,
and its an “illegal” mixing environment.
You're not supposed to be able to get
good sounds there, but we have done it
for 25 years. [Us a poor mixing environ-
ment. according to the rule makers. 1ts
only cight feet deep, and when yvou
mix vou have vour back to a wall
some of the bass passes through the
walls, which 1 think is good. but that
oo is illegal. We pioneered the use of
near-fields because we were compelled
to record, overdub and mix masters in
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the truck. All those early Emmylou al-
bums were done on Klipsch speakers
and a single Auratone.

Are there specific things you like to do
Jor mixing?

[ like to continuously do updated rough
mixes back to the ADAT while working
on a project. When it is final mix time, 1
instruct the engineer to have my rough
mix in sync and available at any given
moment on a 2-track selector button on
the console.

What projects were done in that triuck
without you?

Hundreds. We did 7he Rose with Beue
Midler and Barbra Streisand's A Star Is
Born. We've done symphony orches-
tras, Black Sabbath. Bob Dylan's Hard
Rain and a lot of television. I've been
told we have over 40 Gold and Plat-
inum records attributable o work done
in the Enactron truck.

One of your most recent productions is
Terry Radigan, which is still wnre-
leased.

Yes, it's an album 1 did for Asylum
Records here in Nashville. T developed
her and managed her for a while. Got
her a publishing deal with Tree and
put together a showcase and that kind
of thing. When we signed with Asy-
lum, they were going to be the special
alternative country record label. By
the time we finished the record to
their liking. they had experienced
what record company president Kyle
Lehning called “mission creep.”™ which
is a military term. When it was time to
release the record. they had evolved
into mainstream radio pursuers. They
were no longer the company she had
signed with, and there was a mutual
separation.

From your perspective, bow is the fi-
ture shaping up?

[ have a Ricky Skaggs single climbing
the charts right now, with two more sin-
gles in the wings over at Adantic. T have
been approached with four record pro
cets, one of which is pop, and another
which is a film soundtrack. One of the
projects is a wonderful duo called The
Woodys. They sound like Gram Par-
sons and Phil Everly. I am also looking
forward to the imminent release of
Terry Radigan’s debut. After maxing out
what Halifax, Toronto and Los Angeles
had to offer me. I find myself really
busy in my fourth city, Nashville. a

Formerly based in Mempbis, 1weriter,
songeriter and producer Rick Clark
nowe lives in Nashville.
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SOUNDCHECK

HOUSE SOUND FOR THE ACADEMY AWARDS

In the fand of high-profile awards
shows, nothing quite compares to
the Oscars, There are bigger-venue
shows, more demanding shows
and perhaps even more complex
system setups. But when the baton
crops at about eight mmutes till air,
neothing matches the intensity or
grandeur of Hollywood's annual
honors. Hell, even the crew shows
up in black ails.

Literally scores of stories could
be written in and around the tech
nical requirements and applicatons
of the Academy Awards broadcast.
Just from an audio perspective, AMiv
was pitched on stories ranging
from Whirlwind connectors to
EAW™S house loudspeaker system,
and everything in between. Much
has changed in the past couple of
vears in terms of who handles
audio services for the Oscars: litle
has changed in terms of the
process. But perhaps the biggest
measure of consistency has been
independent  enginceer Patrick
Baltzell, who has mixed the house
for the past eight vears,

“Dialog is king.” says Balizell,
wino has made a career out of FOH
mixing for live shows ranging from
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Left: Stage setup ot the
rehearsal. Below: In
the Remote Recording
Services Silver Studio
ore {seated L-R}
owner/engineer David
Hewitt ond World
Studio Group CEO
Chris Stane; standing
ore assistant engineers
Phil Gitamer and

Sean McClintock

the Democratic and Republican na-
tionad conventions to the Grammys
(eight vears), to the Emmy Awards.,
the Billboard Awards, the Academy
of Country Music Awards (15 live
performances. seven consoles)
and. coming up. opening and clos-
ing ceremonies for the Summer
Olympics—name the show, he's
mixed it. The Dorothy Chandler

BY TOM KENNY

Pavilion is the winter home of the
L A. Philharmonic: Baltzell mixes
from the Founder's Circle, or the
first bulcony. “My job is to ride the
dhalog portion of the show right up
to the edge. It's never quite loud
enough [in the housel. especially
on the lavaliers when vou get soft
spoken people. Evervbody always
wants it a few dB louder. vet it
used to be that vou were always

—CONTINUED ON PAGE 128



TOUR
PROFILE

BoB SEGER &
THE SILVER BULLET BAND

or the past decade, fans have been waiting

for Bob Seger & the Silver Bullet Band to

tour. Six shows at the Auburn Hills Palace
in Detroit sold out in under an hour, breaking all
records for the building. Later this summer, Seger
will return to his hometown to appear at three
Pine Knob shows for an expected audience of
180,000

House engineer Robert *Cubby™ Colby is tak-
ing a sabbatical from his duties with Phil Collins,
a client for the past eight years, in order to mix
tfor Seger. Other Colby credits include Prince,
Janet Jackson, Paula Abdul and The Cure, to
mention just a few, and he is a perennial TEC
Award nominee.

Colby mixes Seger on his very own Amek 506-
channel Langley Recall console, using 43 inputs
from the stage and 13 effects returns. *I had no
intention to buy this console originally,” says
Colby. “I'm not in the console rental business.”
If there's any doubt that this console has finally
arrived, one has only to look at the number of
acts touring with them this summer. The same
day I saw the Seger show at Portland’s Rose Gar-
den Arena, another Recall was across town with
the k. d. lang show at Schnitzer Hall.

L to R: Randy Wille, system engineer; Rab “Cubby” Calby, FOH engineer;
Kevin McCarthy, stage tech; Randy Williams, manitar engineer

The Recall console works with a laptop PC that stores
settings, automates levels and mutes, and can trigger
MIDI events. The position of all knobs and switches can
be stored for ten different bands, allowing opening acts
to share the headliner's desk with a minimum of disrup-
tion. The console can be reset with a choice of coarse,
medium or fine accuracy, and the operator can choase
which sets of controls will be recalled or ignored. A win-
dow on the PC screen shows set-
tings for the preamp, routing, EQ

BY MARK FRINK

PHOTOS STEVE JENNINGS

and auxiliaries, one channel at a time. Rotary controls
have a red are showing the angle through which the
control must be turned to bring it to the stored position;
when readjusted correctly, the control goes gray. As each
channel is reset. the next one automatically comes up
on the screen. The Recall system also features Rupert
Neve's voice through the headphones, telling vou which
controls to change. *“We never have to worry about what
we've got to do for the support act,” Colby explains.
“They can use my cffects, do whatever they want, set up
the desk any way they want, and then the next day the
same support engineer is really happy because every-
thing's all set for him.” After Seger’s opening act, I
watched Colbv reset the entire desk and then double-
check it in less than ten minutes,

The console’s Showtime automation atlows snapshot
control of fader levels, mutes, MIDI events, mute and
VCA serups, and Virtual Dynamics

—CONTINUED ON PAGE 132
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TOUR
PROFILES

ritish grunge rockers Bush recently toured the

U.S. in support of their latest album, Sixteen

Stone, and were joined by opening bands Goo
Goo Dolls and No Doubt. Sound for the tour was pro-
vided by Clair Bros.: Mix caught a show in early March,
at the Arco Arena in Sacramento, Calif,

FOH mixing was handled by Duave Natale, who has
been mixing for Clair Bros. since 1978. Natale started
working with Bush in early 1995, when the traveling
production consisted of the band, Natale, monitor mixer
Raza Sufi and a couple of crew guys ail in one bus, with
a monitor system and the band’s gear in a trailer. ~That
was about 369 days ago,” says Natale on a March after-
noon. “"And they went from clubs like the 9:30 Club in
Washington, D.C.. which is about 300 scats, to [13,000-
seat arenas] in a year,

“When we came in and started playing these clubs,”

you turn the amp down, then it will sound better up
front, and they tried different things, like turning the
amp down, turning it around, taking it oft the stage,
miking it and putting it through the monitors; they tried
everything, and none of it was quite right. If they did
that, it's not Bush anymore. We were trying to make it
different so it would be better in clubs, but we just
didn’t have ¢enough horsepower in these club P.As 1o

continues Natale, “I'd explain to them [things like] if

didn't carry a P.A.—they would use whatever house sys-
tem was available. *Raz had a monitor system because
you can't rely on house monitor systems,” says Natale.
*So I had like 23-wartt house P A.s, and he had about a

make it happen.”
When the tour began, the band

BY SARAH JONES

100,000-watt monitor rig, so it's
—CONTINUED ON PAGE 127

rammy Award-win-
~ning Canadian singer,
songwriter, entertilin-
er, and dancer () k.d. lang
is on a whirlwind interna-
tional tour in support of her
latest album, all you can
eat. After two North Ameri-
can legs and side-trips to
Great Britain and Australia,
she is due to hit summer
venues back in North Amer-
ica. We caught up with the
tour at the Paramount The-
atre in Oakland, Calif., and
the Schnitzer Hall in Port-
land, Ore. PHOTO STEV
Grant McAree, who has mixed for lang for nearly a
decade, used a 56-channel Amek Recall console with
Virtual Dynamics configured as 48 mono channels and
eight stereo eftects returns. The Re-

T

JENNINGS

K.D. LANG

DOS program that runs on
any 486 IBM-compatible
computer (the Thinkpad is
recommended for touring
applications). The ability to
archive the FOH console’s
settings and performance se-
quences as a computer file
makes it simple to request
the same desk overseas—
simply bring the laptop and
plug it in. Shows can be pro-
grammed offline ahead of
time in the comfort of an air-
craft cabin.

The Showtime automa-
tion display shows inputs
across the botton naif of the nxin screen. Fach channel
shows its VCA assign at the botom, and at the top its
channel number, mute status and performance mode.,
The Recall desk runs each channel

call’s Showtime automation is a

BY MARK FRINK

—CONTINUED ON PAGE 138
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True sound brillance is often defined by its acoustic clarity. Artful and uncompromising engineering bring this
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—FROM PAGE 124, BUSH AT ARCO ARENA
much better now, because at least |
have enough horsepower to keep up
with them.”

Natale mixes on a Yamaha PM4000O
and maintains that although the scope
of the tour has grown dramatically over
the past year with Bush's increasing
popularity, production remains simple.
“This mix is like 16 channels, 18 chan-
nels,” he says. "IUs just the way the
band is. They still have [guitar] cords.
There's hardly any effects, the mix is
loud and there's not a lot of air in it.”

Processors at the FOH rig include
Aphex 612 noise gates and Yamaha
SPX1000s, although the reverbs are
used only it the room sounds dry. No
compression is used in the mix. says
Natale. “It's boring if you [use compres-
sion], because then yvou don't have to
do anything. You just sit there and the
limiters do everything. So [ push the
faders up and down a lot: I figure I'm a
mixer, so I'd better mix. You could put
a gate and a limiter on every channel
and just sit here and it will run itselt, but
no skill is involved in that.”

Monitor mixer Raza Sufi is an inde-
pendent engineer who joined Clair
Bros. for the Bush tour. “Basically, a tull
mix of evenvthing goes throughout the
sidefills,” explains Sufi, who mixes on a
Midas XL-3. “Their monitors just rein-
force what they want to hear at their
spots,” like this side is guitar-heavy, that
side is bass heavy, But it is a tull mix of
cvervthing, The only guy that moves
around anywhere is Gavin [Rossdale].
the lead singer.

“There's tour guys onstage, and
we're running 12 mixes, which seems
like an awful lot, but there's four sets of
three-way sidefills.” continues Sufi. “The
singer gets his own sidefills, which are
on a single motor, which allows us to
angle them just at him. And then there's
the main sidefills, which consist of four
Rs and four sub MLI8s a side.” Every
thing onstage is basic Clair Bros. equip-
ment: There are double-13s for bassist
Dave Parsons, guitarist Nigel Pulstord
and  drummer Robin  Goodridge:
Goodridge also has subs in his monitor
setup. and singer Rossdale has a pair of
Clair Bros. 12AMs. There are EV XEQ
crossovers on the four sidefill mixes
and the drum mix. The monitor system
is powered by Crest 1004 and 9001 and
Carver 2.0 amplifiers.

Microphone selection is straightfor-
ward. Vocals are miked with Shure Beta
38-As. Drum mics include a Shure SMS7

Vo ..‘J' e g o
FOH engineer Dave Natale (L) and monitor
engineer Razo Sufi

(top) and Sennhenser 409 (hottom) on
snare: Sennheiser - #9s on toms: AKG
100s on hi-hat, ride and overheads: and
combination Shure SM91A and Beyer
M8 on kick., "We use two micro-
phones on the kick drum—I use mostly
the 91A, and the 88 1o get more click,
denending what the room’s like.”™ says
Sufi. “And Dave [Natale] tends to use
the 88 more, and a little bit of the SM91.
We chop and chauge cach day.

“Their backline is simple—two gui-
tars, (wo 4x12s, a bass rig and a smull
dram kit. They like to keep it to just
their raw, bare merimum.” Processing
includes TC Electronic EQs. Brooke-
siren DPR 901s and a Yamaha SPX1000
or the vocal, a Tube Works tube 191
and dbx 160x on bass and Drawmer
DS201s on drums, with an SPX90 and a
dhx 120xp bass synthesizer on the
snare. “The drummer plays a DW
snare—maple and  brass—and he likes
a really fat snare drum,” says Sufi. “To
tune it that way tends to be oo Hloppy
for him onstage. so he tunes it to a
medium tightness, and we use the bass
synthesizer to ada 1o it It works—you
can feel the snare drum. as opposed 10
just hearing it. and 1 guess that's what
he likes.” Occasionally, Bush will in-
clude a string section in the show, It
doesn't change things much,” says Sufi,
“except that you bring a string instri-
ment into the environment of 13,000
screaming teenagers. so it's hard o get
those subtleties.”

sufi says he has made an effort 'n
the last vear to bring their onstage level

down by keeping the band informed of

excessive performance levels on any

"Amazing”

- Bob James

"Phenomenal”

- Jon Anderson

"Remarkable”

- Don Murray

"Blew me away”

- Nathan East

"Most accurate”

- Sheffield Labs

“lerrific”

- DMP Records

"A masterpiece”

- GRP Records

Award-winning pro-
fessionals from around
the world are calling
our Platinum Session 1's
the best studio monitors they've
ever heard. Designed with the
input of top industry profes-
sionals, they're specifically voiced
for accurate near-field mixing.
Call toll-free and order a pair
today at our introductory price
of $1995pr. And if you're not
shouting their praises within 30
days, just ship them back at our
expense. Guaranteed.

PLATINUM AUDIO'S NEW
SESSION 1 STUDIO MONITORS
$1995pn

1-388-PR0-SPKR
or (603)-647-7586
(Credit cards and C.0.D. only please)
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OPTICAL DISK REPLICATION
Disk Price {Bulk) Set-Up Cost vs Turn-Around-Days”
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with Full Color Graphics
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given night. At the beginning of the
tour, sufi experimented with keeping
the cabinets and wmplifiers offstage so
that the band could keep the stage level
down and get a better mix in the moni-
tors, but the band was dissatisfied with
the results. His suggestion of using in-
car monitoring svstems also met resis-
tance from Bush. “Right now, their vibe
is to get up there and feel that pressure.
IUs stilt very old-school, but it works for
them and they don't seem 1o have a
problem with it.” |

Sarab Jones is Mix s editorial assisteant.

—FROM PAGE 122, ACADEMY AWARDS
riding up against the feedback thresh-
old. so vou were dancing all night.

“But over the years weve been able
1o bring up the level of the dialog with
a lot of these black boxes and better
speaker design.” he continues. “And
these line arravs that 'nv using now are
amajor step forward, more so than all
the black boxes we've added. Every-
thing else has been incremental—good
filler sets give vou 2 dB. the Dolby Cat
130 gives you another 2 1o 3 dB...so
gradually we've come up 12 10 15 dB
on the average level of dialog rein-
forcement in the house from what it
used to he”

Line-array iechnology is not new. A

similar svstenm from French manufactur-
er L'Acoustic was emploved at 1993
Grammys and Oscars broadeasts. but
when Baltzell had trouble finding
L'Acoustic svstems on the East and West
cousts. he approached Kenton Forsvthe
at Eastern Acoustic Works about build-
ing some new boxes. The first set of
EAW KF-860 KF-801 cubinets was used
at the June 1995 Special Olymipics in
New Haven, Conn.. the second at the
Billboard Awards o few months later.
The proprictary horn design was modi-
fied. and 24 boxes were constructed for
Version 3 at the Grammys in February,
Further maodifications were made to the
high-frequency horns, and Version
was ready by the Oscars. The svstem
was supplied by AudioTek of Los An-
aeles. The goal all along, according 1o
Baltizell, was to have a comprct. pow-
erful system in place for the Opening
Ceremonies at the Summer Olvimpics.

“Iv adl starts at the front cluster.”
Baltzell says. “Even though there are
speakers up in the acoustic “clouds,”
speakers on the side. speakers under
the balcony, 0 1o 100 percent of the
cnergy that any listener hears is coming
from the cluster—evenvthing else is fil-
tered and EQ'd 1o supplement or fit in
with that. The line array is very simply
taking the energy from a speaker clus-
ter.and it is so well-defined that pattemn
control holds down to 100 Hz. There is
very little going 1o the stage.

"1 don’t even highpass instruments

Here is a list of the matrix outputs
from the FOH Cadac Concert mix
console.

Matrix 1 OQut 'Cluster A Left
(Balcony Raih: EAW KF-860

Matrix 2 Qut/Cluster A Left (Or-
chestra, Downfilh): EAW KF-860,
KEF-8061

Matrix 3 OQut/Cluster C Right
(Balcony Rail): EAW KF-860

Matrix 4 Out/Cluster C Right
(Orchestra, DownfilD: EAW KF-860.
KF-861

Matrix 5 OQut/Cluster B Center
Fill: 1BL2445 with 2366 horn

Matrix 6 Out/Under Balcony:
Inside—(3) EAW UB842: Outside—
(2) EAW UB842: Sides—(2) ATK M2
Wedge

Matrix 7 Out Founders Circle.

FROM CADAC CONCERT T0 HOUSE PA.

2nd Balcony: Founders™ Circle, left-
right fill—(2) 1152 DeltaMax: 2nd
Balcony. left-right fill—(2) 1152
DeltaMax

Matrix 8 Out/Upper Balcony:
Distributed Cloud System—(1) 1152
DeltaMax: Distributed Powered
Speakers

Matrix 9 Out Front Fill: Inside
() Ramsa WSA 200: Outside—(4)
Ramsa WSA 200

Aux 1/subwoofer: Left, Under
Cluster A—(2) ATK CSW218 Subs:
Right, Under Cluster C—(2) ATK
CSW'218 Subs

Aux 2/Lobby Page System: In-
house Distributed Ceiling Speaker
Svstem

Aux 3/Preshow Page System: (0)
ATK M2 Wedge Speakers

PSEREADER SERVICE CARE FOR MORE INTO
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When it comes to equipping your studio, your
list of effects needs can grow pretty long. Probably
longer than your budget. So make the right choice
- one that will cover all of your signal processing
needs from tracking to final mixdown. The DP/2
from ENSONIQ.

What makes the DP/2 so special? To start, it
offers sixty-five great-sounding algorithms - the
most complete selection available anywhere. Take a
look at the list - you'll find all the tools youll need
to record and mix your music.

Use compression, de-essing, or EQ for recording
voice-overs or vocals. A variety of speaker and. amp
simulations help you record guitar or bass direct
and get anything from a natural mic'd amp sound
to some serious “crunch.” Shape drum tones or
clean up noisy signals with a number of EQs, gates,
and expanders.

An assortment of time-based effects (including
chorus, flanging, phasing, delays, piteh shifters, and

combination effeets) are there to add richness and life -

to a track. And a selection of world-class reverbs |
lets you place each instrument in its own perfect
“space” in your mix.

Not only does the DP/2 offer a complete range
of processing functions; it has 600 wefl-crafted
presets to handle every recording and live sound
application you can throw at it. The presets are
organized by type so you can quickly find what you
need and get right back to your music.

The DP/2 offers two of our powerful ESP chips -
20 MIPS of industrial-strength DSP power that we
use to create stellar-sounding effects. With two

D Ph/I? TG D |= T
Hall Reverb Tempo Delay Gultar Amip 2  Expsander
arge 3.6 sec DOL 2U Gunta: ATp «eved Expqandsr s-Flanger DA
all Plet2 8 Voice Chorus GGuitar Amd 4 ]
Large Bigitai Tut ) 3.e
al Dyna Amp ee T Vi )L
G 2rb 1 Rurble Filtel wift
c Va1 d " e Genera
Rever e Revert uzzBox vo: ¥5R Enveor.e G te
sear Severt 1 ta T 2 Yocoder verk
Linea Reverk Parametric E( tch St Na Effect 3-F
NonLwed Revert- 3 | EQ-Gate ast Pite fi IS hker ii-R
MuliTap EQ-Conm tch Shit-DOL torus-R+verb
Dual Delay Guitar Amp 1 3 hif 21 Elarge L3

inputs. two putputs, and two processors the DP/2
is equally useful as two separate mono in-stereo
out effects devices or as a true stereo device
utilizing both processors.

From its low-noise hardware design to its
many new algorithms and presets, the DP/2's
great sound has been refined from our DP/4
Parallel Effects Processor. The effects legacy that
has become a fixture in top studios and live rigs
around the world is now available in a single rack
unit designed for your project studio and live
performance needs.

Serious work requires a complete set of the

You can reach us at:
X00-237-1439. documents to your fax

http:/ www.ensonig.com on tre Web
W 9,
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now that I used t0.” he adds. I used to
highpass at 150 Hz before I did any-
thing and say that's the wav it has to be
Now 1 only highpass if we have pop-
ping. maybe at 80 or 100 Hz. There is
so little lobing on these arrays, low- to
mid-frequencies in particular. Systems
have always been good at controlling 1
k and above. but that's not where the
problem is. The problem is alwavs
below 1 k., or below 1,500, The line
array gives vou the
same degree of pattern
control at 200 Hz as at
O k, or close 1o it. Now
I can turn up the dia-
log with someone two
feet off the micro-
phone. and my limiting
factor is not feedback,
so I don’t do all the
cqualization that 1 used
to just for gain. Now |
EQ for tonal distinc-
tion, as it should be. The limiting fac-
tor is actually reflections oft the back of
the room coming back into the mic,
where the broadeast develops an echo
or a room reflection—it's not feedback
anymore, and that's a major revelation,”

Room-tuning chores were handled
on the Tuesday and Wednesday before
the broadcust by Alexander Yuill-
Thornton 11 (Thorny). "He has a Meyer
SIM system, and he has a couple of his
own systems, using an HP 3582 dual-
channel FFT that he's had for wen
vears.” Baltzell says. "He's also devel-
oped his own software called SMAART,
which is going to be marketed by JB3L—
it's software written by him and Sam
Berkow, an acoustician in New York.
It's a PC-basced program that with an ex-
ternal card will give you a dual-channel
FFT. and yvou can do similar measure-
ments vourscelt. You just need an inter-
face like a Pro 01 to do switching, It's
source-independent. and there's an
acoustical module and there's a real-
time module—FFT, third-octave, oc-
tave. or anything you want. He did this
room on that svstem.

"He'll do measurements during the
show. too. just touch-ups.” Baltzell
adds. "He'll have test mics here, up top,
and down on the floor, look at those
three regions and do gentle adjust-
ments, nothing radical. Sometimes he'll
lean over to me and say, I'm sceing a
sag at 3 k to 8 k up in the bulcony. Will
it bother you if I fix it And I'll say ves
or no. In the old days. when 1 was right
on the edge with every podium and

130 MIX. /1LY 1990

GROSS WEIGHTS:

SPEAKERS AND HARDWARE = 285 L.BS.

.75 FT FROM FLOOR

(3) ELEMENT KF 860 SPEAKER ARRAY
(TYPICAL OF CLUSTER A - LEFT § C - RIGHT)

— EXISTING STEEL CABLE POINT

(200 L8. L)

/SPEAKER HANGING FRAME
(RATED 4200 LBS)

7/// STEEL ROPE W/ HARDWARE

— 15 FT FROM FLOOR

8 FT X 10 FT PICTURE SCREEN WITH BORDER

EAW KF-860 virtual line array

lavalier, just starting to Kiss feedback. if
he did do a 3dB boost. 1 would get
feedbuck. So he works with me and
he'll know already that the low end is
where it's getting a little loose with the
dialog, so he'll gently fix it. We all know
that things change with 3.000 people in
the audience. and certain frequencies
will sound duller, or the excitement of
certain frequencies will go away. So
you have to put a litle back. And
Thorny's the best.”

The parade of presenters and ac-
ceptors at a three-plus-hour awards
show—appearing either at left-podi-
um. right-podium or a center pop-up
stand—keeps Baltzell busy with minor
adjustments and level-riding. Each of
the schoeps mics up front contains
three clements, with CMCS preamps:
MR-4 cardioid. MK-41 hypercardioid
and uan omni Countryman sandwiched
between the two. Master of ceremonies
Whoopi Goldberg was fitted with two
Vega UHF body packs (the second for
backup. in case one failed), with Vega
LM210 clements.

“In years past. 1 used to put a car-
dioid arid an omni lavalier on Billy Crys-
tal,” Baltzell explains. "But Whoopi's not
singing any songs or anything like that,
and she tends to be more high-end sibi-
lant. This room, in particular, is de-
signed to keep the sibilant splash that is
meant to keep the high end moving
with lateral reflections off the walls,
adding definition to the orchestra when
you're sitting at the top. But with peo-
ple talking on the lavaliers, that sibilant

energy tends to come back and give
that “ssshhht’ sound that sounds like a
splatter, or flutter, of sibilance, The Vega
210 tends to solve that problem because
it's slightly directional above 2 k.
Whether you call it an omni. it actually
exhibits directionality at high frequen-
cies. But you have to aim it right. You
can't just pin it on like any other ECM-
50 or Tram, where orientation doesn’t
really matter. Aim is critical, and that's
the difference between having to EQ or
leaving it as a natural sound.”

The podium mics, Whoopi and the
various live announce, taped announce,
video source, film source and other cues
come in on the far right 18 inputs of the
Cadac live console, which was also used
on the Grammy Awards. "1 picked it for
its compact size and the automation,”
Baltzell says. *1t's the best-sounding
board I've ever used. It rivals 1 Neve,
which you don't usually get in a P.A.
console.” The 24 inputs to the left han-
dle the live band inputs, which Baltzell
mixes for the house—a split feed is sent
to the Greene Crowe & Company tele-
vision truck. mixed by Paul Sandweiss.
A further 20 inputs to Balizell's far left.
in a wrap-around. L-shaped layout. take
in the submixed orchestra feeds from
bBavid Hewitt's Remote Recording Ser-
vices “Silver” truck.

Tommy Vicari, a music mixer whose
credits go back 25 years but in the past
few years include Parliament Funkadel-
ic. The Winans, Ray Charles and Quincy
Jones, wus picked by show producer
Jones to mix the orchestra. From the Sil-
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ver Truck's Neve V 48-in console. Vicari
sent submixes to Baltzell—Drums, Bass,
Guitar, Keys 1, Keys 2, High Strings.
Low Strings, Brass, Woodwinds, cte.—
in stereo pairs. Except for two hours
during the week before the broadeast,
much of which was spent positioning
and optimizing mic setups, the first
chance Vicari had to get in the Dorothy
Chandler Pavilion with the 47-picce or-
chestra was the night before the show.

“My responsibilities really began
with the prerecord at Paramount's Stu-
dio M.™ Vicari says. “We recorded the
entire show on Tuesday and Wednes-
day the week before, mixed it to DAT
and sent it to the show director so he
could use it on the staging. They used
to have the orchestra here for the week
of rehearsals, but they didn't do that this
year, so we had some logistical prob-
lems to work out. My brother Danny
worked as the liaison between me at
Studio M. the truck and the house.
David [Hewitth and T had been alking
for a couple of weeks before the show:,
and we had everybody in the pit before
they physically arrived—we had the
mics coordinated. 24 direct boxes and
the mic selection. We had to go out and
find some Schoeps MK-41 mics because
we thought those would be best for the
violins, but it turns out there aren't a lot
of them in LA, Then we found out ABC
had some. so we put those in the pit.

“Then we went in and had the ABC
prop department build small Plexiglas
cubicles so the players could actually
see cach other while still giving us a
shot at separation.” he continues. “"We
put Sonex on the bottom and left the
tops open. I think we did a pretty good
job preparing for the show, in that the
orchestra wasn't really here until the
night before. We had to be very careful
in our mic selection and positioning—
like not having the trumpets blowing
into other instruments; we had to posi-
tion them so the woodwinds are behind
them, with the French horns off to the
side and the trombones in front. But the
homs can’t be in front of Tom Scott, the
conductor, because that's very fatiguing.
It's not a typical orchestra setup, but we
did it this way for the house and for the
comfort factor.”

Vicari readily admits that his experi-
ence is in the studio, and in the weeks
betore the broadcast he was in constant
consultation with Hewitt. The violins,
they both knew. would suffer the most
from contamination, and they needed a
big violin sound.

“You have to start with your vulner-
able point.” Hewitt says. “All the leak-
age is coming from the drums, from the
orchestru itself, from the house P.A. All
these things make it difficult to have a
large string sound in a live show with-
out creating a “swim.” Our experience
has been that these Fishman pickups
will give us a clean sound without a
great deal of expense or trouble to the
players. It takes some effort and a litle
finesse for the players to feel comfort-
able, but you can do away with leak-
age. They are a bit midrange-y, but in
combination with the warmth of the
Schoeps, they sound great.”

Mixing for television, as anyone who
has done it will tell you, involves a se-
ries of compromises, although most
everyone involved in this year's broad-
cast said audio was given special con-
sideration, mainly because Quincy was
the producer. In response to the age-
old live broadcast question “Are you
mixing for the house or the 1 billion
viewers?” Vicari said. “I'm mixing as if
F'm making a record. I'm taking into
consideration that it's a television show:,
but I'm basically mixing a record. Still,
picture is king.”

“Picture is paramount.” Baltzell
echoes, “so if they want someone far
off the mic. or they want a small child
on a lavalier, I can't put the mic in their
hair. on their beard or hide a flesh-col-
ored wire on their face like in Broad-
way makeup. It's all about the close-up,
and you have to work around that
more like the movies and less like a
stage performance. And by tomorrow
night's broadcast, T have to try to make
it scem like a show P've been doing
every night for a month.” u

—FROM PAGE 123, BOB SEGIR

changes. Hitting “control-C™ captures
the current settings on the console
and opens the Store Scene window.
The Edit Sequence window allows up
to 256 songs, or “scenes.” to be
arranged in the order they will be per-
formed. 1t shows saved songs on the
right. and they can be dragged and
dropped into the performance list on
the left to make up the set list for the
night. “If we get a call from backstage
during the show, Randy Wille [Showco
system engineer] can go into my perfor-
mance list, remove a song by just drop-
ping it in the trash, and I don't even
have to think about it.” says Colby. The
main window shows the fader positions
and assignments, the current cue in the
list and the next cue to be called.
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“I think that you get a big bang for
vour dollar with the Recall.™ says Colby,
“1 like all the consoles: T'm a big Midas
fan and have used them for vears, T use
the [Yamahal 4K for a lot of production
stuff 1 do for TV,
any of the Mackie products for people
on a budget. | think the Recall came
along right when things needed that
extra effort toward awomation.”

Kevin “Tater™ McCarthy, whom
Colby calls ~the fifth man on a four-man
crew.” s stage tech. monitor assistant
and helps crew chief and system engi-
neer Randy Wille hang the main P.A.
Showceo's PRISM system tlies four rows
deep on an eight-column grid. For
venues with 360-degree seating, two
Showceo four-column rear-fill grids are
flown three rows deep. When rear-fill
coverage is not needed, halt of it is
flown as two-column extensions to the
nuuin rig. allowing it to wrap the sides
further. Six Showco PRISM sub-bass
cabinets are down-stage of the side-
stage extensions (aRa ego wings). with
five Showeo 150 two-way front-fill cab-
incts arraved across them. Two addi-
tional 430 cabinets are used for center
coverage of the front rows, with a sub
placed beneath them. The system s
powered by 48 Crown PSA-2 and 66
MacroTech 1200 amplifiers. Svstem
drive is provided by the PRISM digital

controller. with separate control for

main, front-fill and rear-fill systems. In
typical Showceo fashion, the main sys-
tem EQs are two custom Industrial Re-

I like the Gambles, or

scarch Products DG-4023 Transverse
Equalizers.

Colby uses a half-dozen tracks from
various CDs to tune the P.A. “I'm listen-
ing right now to a band called Blue
Nile to Sting's new Mercury Falling, my
old. reliable Nightfly. a liule Peter Mur-
phy because of the way it's recorded
and the dyvnamic response on the CD.
a little Paul Brady. Phil Collins' Face
Valie, and T listen to a bit of my own
Genesis stuff.” Colby says. “Then T use a
Bever M8S 1o check the response of the
A To cut down on the fatigue for the
bund during soundcheck. Colby doesn't
turn on all 16 columns. just the inside
five on cach side. “Then for parts of the
soundcheck, we bring up the other
three columns and turn the rear fill on.”
he explains. “The band knows which
parts of the soundcheck that happens
on. I've got to prepare them for the
worst.”

Five Tascam DA-88s. along with a
Tascam RC-848 remote control, are in a
rack next to the console, *I'm not sure
what they'll do with them. We're just
archiving for now, but the cost of own-
ing 10 tracks of digital was very afford-
able. and for an artist like Seger, it's a
good investment.” Colby comments.
“We're able to fit the whole show on
120-minute tapes. which is about $100
an evening in tape cost.” On the Recall
console there's a dedicated direct out-
put on cach channel, and a switch
changes auxiliary 12 1o be the level
control. “I unplug five multipins from
the back of the rack. tuck them into the
doghouse every night and I'm done.”
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Michael Adams
‘ Live Sound Engineer, Sound Image
. N are lhe hes‘l Jimmy Buffett and the Coral Reefer Band
? (and Restorer of Classic Machines;

When PowerLight™ Professional Amplifiers were introduced in late 94, we said
they were the best sounding amps we fiad ever made. Now that they've passed the
ultimate road test, you can take somebody else’s word for it. While on tour with some
of the best sound engineers and hottest acts, PowerLight amplifiers have delivered on

every kind of performance and musical demand—without missing abeat. In fact,
two international tours using over 240 PowerLight 1.8's have been on the road

continuously tor the past year with -
not one channel failure! PowerLight ”e,

has emerged as the new standard wor. | 0+ | a0c | 20

in Sound quamy and rehab”ﬂy PowerLight1.0 200 Watts 325 Watts 500 Watts
S - by Wthh a" Othef amps \Nl" Powerlight 1.4 300 Watts 500 Wanis 700 Watts
4 — be Compared PowerLight 1.8 400 Watts 650 watts 900 Watis

Powerlight4.0 900 Watts 1400 Watts 2000 Watis

20 Hz-20 kHz. 0.1% THD, >~ T kHz, 1% THD

What makes PowerLight amps work so well?

» Refined “stepped linear” output circuits
for optimum efficiency.

» PowerWave™ Switching Technology for
tighter, fuller sound.

» Remarkable 2 ohm load performance with

ity unsurpassed thermal capacity.

- < » Extensive, proven protection circuitry,

providing continuous fail-safe operation.

> Full compliance with worldwide safety and
EMC requirements assures trouble free
system integration.

» All PowerLights now include a data
port for integration with QSC's computer
controlled Network Audio Systems.

For more details, call 714-754-6175.

oS

QSC Audio Products, Inc. 1675 MacArthur Bivd
CostaMesa, CA 92626-1468 Ph (714)754-6175
Fax (714)754-6174E-mail: info@qscaudio.com

3 QSC WorldGroup BBS: (800)856-6003 or {714)668-7569
/% (InCanada)S.F Marketing 6161 Cypinot St. Laurent
4 4  Cuebec CanadaH4S IR3 Ph (514)856-1919
Fax (514)856-1920

Copynght 1996 QSC Audio werlight PowerWave 3
Hear the Power of Technology emarks 0f QSC A 5 In
QSC and the OSC logo are registered with the U S Patent and Trademark Othice
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They’re graduates of the Conservatory of
Recording Arts. In just 22 weeks you can
have a career as a Recording Engineer. And
with our hands-on trainin ’Y){) industry
professionals, you get a solid backgroind
to land that job. Plus, we require real world
internships to better prepare you for vour
career. Ot course, financial aid is available
to qualified students.

1-800-562-6383

2300 East Broadway Road
Tempe, AZ 85282

VAT
SR VAT(,
5 il %
& Recording?
Arts & Sciences —

Accrodihﬂ by the Accrediting Contmission of
Carcer Schools and Colleges of Techmology
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ELECTRONIC INTERLOCK
16-35-70mm MAGNETIC
FILM RECORDERS,
REPRODUCERS,
PROJECTORS

The Standard of Hollywood and the Worid

* For Film and Television Re-Recording
* Electronic Looping
* High Speed Dubbing
* Electronic Studio High Speed 16 &
35mm Projectors
» Telecine Magnetic Followers

» Video Tape-Film Interlock Systems

» Total Facility Engineering, Consultatior
and Design

MAGNA-TECH ELECTRONIC CO. INC.
100 N.E. 39th Street, Miami, Florida 33137
Phone: (305) 573-7339 Fax: (305) 573-8101
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LIVE SOUND

adds Colby. “That's how casy it is.”
Four audience mics are used. Two
AKG “blue-line™ CK-98 shotguns at the
down-stage corners point straight down
the room. At the outsides, pointed up at
the sides of the arena, are two C-100s
with CK-61 capsules. “Bob takes two
tapes from me every night,” Colby ex-
plains. (One tape is the console mix
plus the four audience mics mixed in
with a Mackie 1601, The second s u

- DAT. just using the Sony stereo mic that

comes with the DATman) I don't mix
for the ape—I don't set up any special
aux sends or mutrixes,” Colby contin-
ues. "l believe that if you get vour
sound system set up properly, vour
board tapes are going to sound pretty
close.” Because the audience is so in-
volved in the show. it's necessary 1o re-
ally put the vocal on top of the mix.
The mic-only mix helps confirm that
the board tupe is the product of @ mix
that’s correctly balanced for the dyvnam-
ics of the room. I wasn't offered the
old bourd tapes, though T would have
liked 1o listen to them. Twas just told 1o
listen 1o the albums, but don't forget
that two of his most successtul records
were live, so 1 got a good indication
there.” adds Colby.

After trying a variety of both hard-
wired and wireless mics, Seger settled
on a Bever NE 700 UHF wireless with a
TGX-80 capsule. The other vocals are
hard-wired M88s, and an MI60 is used
for the tambourine that the backing vo-
calists play. sax player Alto Reed. one
of the founding Silver Bullet Band
members and the source of that signa-
ture “Turn the Page™ ritf, mixes all his
saxes, from alto on down to a huge
bass sax, with his effects from the stage,
sending a single line (o the engineers.
“It works perfectly.” Colby says. “T1e's

into his sound and very much on top of

it” Two mics are used in Kenny
Aronoff’s kick drum; a Bever TG-X 350
and an M88. A Shure SMS7 is on the
snare. SMY8s on rack-toms and Beyer
M201s on floor-toms. Bever's new MCE-
83 condenser is used on the hi-hat: the
overheads are Bever's MC-831 large-di-
aphragm condensers, which are fixed-
pattern versions of the MC-740. Guitars
and buss use the Tube Direct DI except
for Seger's Boogie, which is miked with
a Beyer M201. as are the Leslie cabinets,
Chris Campbell's bass is also miked
with o TG-X 50.

Effects include a Lexicon 480L, with
one machine for background vocals
and another on snare. A TC Electronic

2290 is used for vocal delays, uand a
Lexicon PCM-90 is used for Seger's
vocal. “Treully like using all the Lexicon
devices, but this has quickly become
my favorite.” Colby says. “I'm using a
preset called Good O Vocal Reverb
and varying the parameters for songs.
whether they're ballads or up-tempo.”
There are also two PCM-80s—one for
chorus on the background vocals and
the other for a reverse-gated reverb on
the toms. A Lexicon 300 with a Plate al-
gorithm is used for a true stereo drum
reverb at special moments.

Monitor engineer Randy Williams
mixes on a 32-channel Harrison SM-3
with 21 20-channel extender and drives
28 of showco’s new Stage Reference
Monitors (SRM). powered by Crown
36512 amps. Loaded with a 12 and a
two. the SRM low-profile wedge is ver-
tically symmetrical, allowing it 1o be
used with the horn 1o either side by
turning it 180 degrees. Two Showeo B-
I subs augment the drum mix. Seger's
mixes are equalized with TEQ “-octave
Transversal equalizers. There are 12
more channels of K-T EQs for the other
mixes. along with a DN-60 RTA. Inserts
include two dbx 900 Series racks, with

NEWSFLASHES

Southard Audio and Soundworks,
based in Harrisonburg and Rich-
mond. VA, respectively, each pur-
chased a 12-stack Turbosound
Floodlight system...Soundcraft re-
ports the sale of a 40-input SM-24
sound reinforcement console, a
40-input Vienna board and a K-1
board to Michigan’s Thunder
Audio...China's Yellow River Con-
cert, held late last year in
Guangzhou's Tianhe Stadium, fea-
tured a choir of 15,000 workers.
farmers, students and soldiers, and
a 500-plus-member symphony or-
chestra. The concert, which was
heard by 60.000 people live and
an estimated 2 billion via China
Central Television, employed an
array of gear from ARX Systems: 48
ARX922 loudspeukers. 30 ARX215
stage monitors, 30 Maxisplit line
splitters, 90 SX Series amps and a
number of EQG0 equalizers. ..
Davidson Electronics of NYC has
been named the authorized re-
pair/warranty center for Stage Ac-
company USA. a

L




Miking your kit is as easy as

01,02, 3.

Getting vour kit to sound great tkes ceffort — we believe that
miking it shouldn. "'hat’s why we've creazed the Audix D-Series.
Designed for the serious percussionist, cach microphone has
unique sonic qualities. 1ts cthis unigqueness that ensures
vou'll capture all the smap, sizzle, crash and bottom end
your kit has to offer — miking with Audix is as casy as D1, 02, 03.

Unlike some mics that rely on neodymium magnets for high
output, the D-8erigs uses VN (Very Low Mass) technology.
An Audix exclusive, VEA is created with a super strong,
vet very thin and lighoweight diaphragm. "This lightness
allows quicker response to acoustic impulses for unequalled
levels of resotution as well as the abiliey o hundle huge SPL.

T'he D1 is ideally suited for snare and smaller high pitched
toms. ‘['he noise rejecting hypereardiond polar pattern and
naturally enhanced presence peak enables the D1 to compliment
percussion and mallet instruments.

=

We alsw make a frie of professional sStiudin rondvensers
With interchangeabte rapsules, different polar peatterns and extremely MHat
Srequensy respanse - the SCN-1 is ideal for wrrbeacds and stdin recvrding

Because of added warmth to the low end, the B2 is perfect
for use on low toms and kick drum. "’he hypercardioid patrern
greatly reduces the chance of feedback during live performance
while allowing the lower frequencies to punch through.

The ulera lincar frequency response and greater dynamic
range of the D3 make it the perfect choice for use in the studio,
where every nuance of the drums is critical. Extremely
compact, the D38 uncolored sound can handle sharp transients
without clipping.

Al of the D-8eries are built for the road as well as the studio.
\ rugged e-coat finish, dutable gold XLR connector and
precision tooling milled from a single picee of aluminum
put the D-Series a class of their own.

Don’t buy a mie without trying an Audix.

AUDIX

For more information call, 1.800.966.8261 ext. 123

\udy I nes, D120 D3 and SCN-1 are
¢ ] Corporate
ORFET0 . S\, Corporate Sales FAX 714.588,8172

UNE READE RSERVAGECARIHDR MORL INFO



LIVE SOUND
i i i i
eight compressors—two each for bass,
Leslie, keyboards and lead guitar—and
eight gates on the drum mics.

Colby ends our discussion by con-
gratulating Showceo on their high level
of tour support. He points out that
while all P.A. companies are striving for
consistency and quality, personnel is a
key ingredient that is often overlooked.
I don’t think it was reallv an issuc five
years ago the way it is now.” Colby
says. “With all the improvements in
technology we now enjoy. it's only log-
ical that the people need to be that
much better.”

Several songs into the set that night
the entire audience leaps to their feet
and comes alive, singing “Just take
those old records off the shelf...” right
over the op of Colby’s mix. T guess it's
true that rock "n’ roll never forgets. Now
it also Recalls. ]

—FROM PAGE 124, K.D, LANG

in one of three performance modes
(Safe. Override or Update). In Safe
mode, only the computer runs the lev-
els. and faders are not active. Override
places control entirely with the faders.
Update mode, usually used for au-
tomating touring mixes, loads in the
stored levels for each scene, and then
fader moves are used o change them.
The mutes continue to operate in all
three modes.,

Typically. cach song is recalled in
Override mode, which sets the faders at
zero and allows the operator 1o mix
through both V'CAs and individual
faders. while at the same time resetting
levels, effects and mutes, including aux-
iliary send 1 and 2 mutes. which are
also automated. The Showtime software
accepts MIDI control: a MIDI event can
be programmed anywhere in the cue
list, either with or without a scene
change.

McArcee's FOH eftects include a two-
machine TC Electronic M-5000 for vo-
cals and instruments. a Lexicon PCM-70
used on lang's vocal. and a PCM-80 for
snare reverb. An Eventide H3000-SE
was used with an LR delay and small
amounts of pitch change, and a Roland
SDE-3000A was employed for occa-
sional vocal echo treatment, A BSS
DPR-901 dynamic equalizer was insert-
ed on the main vocal. All other dynam-
ics processing was provided by the
Amek Virtual Dynamics package, which
allows configuration of each channel's
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VCA 1o emulate a gate, compressor or
limiter. There are nine different algo-
rithms, with more due to be released
this year. including an expandergate.
Also due 1o be released this year is Vi-
sual Effects software that will provide
onscreen control surfaces for popular
eftects by Eventide, Lexicon, TC Elec-
tronic and others. The Showtime sofi-
ware will control and document the
mix’s auxiliary effects through MIDI
sysex messages from the computer,
which will act as a librarian.

MEYER SYSTEM

WITH CREST AMPLIFIERS

The main FOH system was essentially
the same one that A-1 Audio’s crew
chief Dave Lawler had out with Anita
Baker last year. The hang consisted of
a row of two Meyer MSL-5s for the bal-
cony, with a row of four S-2 double-
15 bass cabinets underncath, all
delayed about 22 milliseconds to the
backline. These were run together as a
system. along with the Meyer 650 sub-

bass enclosures in the orchestra pit, in-
dividually delayed in .75-millisccond in-
crements to accomplish  low-end
steering. The bottom half of the hang
was a row of the new self-powered
Meyer MSL-4 speakers on a separate
send to cover the orchestra level, with
MSL-2 speakers on a third zone as front
fill. Other than the self-powered MSL-
4s. the system relies on Crest Touring
Series amplifiers. The stage set featured
lots of red 24-ounce velour, plus carpet
on the risers and floor (except for the
down-stage edge). resulting in relatively
dead acoustics.

Lawler operated a SIM System 11
computer to EQ the system. At
Schnitzer Hall, a late load-in due to a
morning orchestra rehearsal delayed
getting the first pieces in the door until
[:34 p.m. In spite of the delay. Lawler
was able to perform his daily SIM
chores, turiously dashing through com-
puter menus and tweaking parametrics.
Lawler has nearly perfected the art of
compressing a routine that normally

DUICKTIP

All five guitar amps on the p
k.d. lang tour stay inside
specially designed road
cases, simplifying setup and
maximizing isolation on-
stage. An assortment of
Rivera, Fender, Vox and
Laney combo amps are in
custom road cases that have
a hatch that comes off the
back to let the open-back
speakers “breathe” correct-
ly. A lid comes off the top,
and just enough of the
amps are exposed to offer
access to the knobs and
allow the tubes to ventilate.
Four extra inches of space
in front of each amp allows
a  Sennheiser MD-409
mounted on a gooseneck to
stay inside the case, and an
XLR simply gets plugged in
each day. Not only quick to
set or strike, the package
also minimizes the number
of dead cases each day. The lids and
hatches store under the risers, and
the amps are quickly packed up and
ready for the truck at the end of the
night. The sound from the amps is

Rear view and front view of cambo amps

consistent, isolated and natural,
There is practically no bleed from
the amps onto the stage or into the
audience.

—Mark Frink




STEREO IS DYING. The future is Surround. Video, Film, Records. Enter CM .
D&R's legacy lives on with an elegant blend of Digital future and Analog past.
Designed to meet vour needs long after the imminent demise of John Q...

e Mix and monitor in 2,4, and 5.1 (six channel) formats - D&R Mlel’]Q C()nS()l(‘S
¢ Moving fader Automation on upper and fower inputs Amsterdam: +31 (204) 118014
e Fully divergent 6 channel automated joysticks ol Dallas: (90:3) $85-2.344
* Digital ARM Matrix Recall AE. T W T | LOs Angeles: (818) 201-5855
e 360 degrec panning B P v s '..' < '... LEiails drsa@Royle-coin

o Optional dynamics /—
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TINI Q-G* Miniature Connectors

These high-quality audio connectors are miniature versions of the
full-size Q-G line. They are ideal for use with miniature micro-
phones, wireless beltpacks, instrument pickups, and anywhere
space is too tight for conventional microphone plugs. Features
are: positive latch lock, secure cable strain relief, integral flex
relief and nickel finish. Available in 3 to 6 contact styles.

TA3F
(SHOWN ACTUAL SIZE)

‘/ - TAIM

For Immediate Delivery and Competitive Pricing on the Tini Q-G,
or any of Switchcraft's Audio or Video products, Call:

CAL SWITC H "Distributor

California Switch & Signal, Inc.

of the
Decade"

[800] (z:AL-SWCH

@
),
SIHE

MUSIC COMPANY

USE READER SERVICE CARD FOR MORE INFO
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- GIANT Inventory
— New and Used

.Over 30 Years

in Business!
Buy with Confidence!

-CALL NOW

for the Best Deal Anywhere!

800-219- 3281

510 S. Garland, Garland, TX 75040

140  MIX. JULY 1996

re— 11—

takes at least half a day into an hour,
using seven BSS Varicurves and three
BSS TCS-804 stereo delays to equalize
and align the system. “You can't use a
SIM in a one-off situation without using
a Varicurve, hecause going between the
computer screen and the knobs on a
traditional parametric is too time-con-
suming,” McAree explains. “Plus, you
only have time to do one side of the
system, and you need stereo devices to
duplicate the moves to the other side. 1
do 60 to 75 percent less knob turning
on the desk from room to room. When
there’s something you can’t dig out with
a “-octave EQ, you normally start cut-
ting with console parametrics on the
most offending channels.”

EAR MIXES
TOO ISOLATING
Jerry Harvey, who spent the last two
years out with Van Halen, mixed moni-
tors on a Yamaha PM4000M-52 and had
the entire band on “ears,” while lang lis-
tened to ‘the room,” plus a couple
mixes of fill speakers. “She wants to
maintain intimate contact with the au-
dience,” Harvey explains. “The ear
mixes left her feeling a little too isolat-
ed.” Sidefills were a pair of Meyer MSL-
2s for vocal, plus a pair of A-1 Audio’s
single-12 wedges with band in them to
give lang more of the show’s feel on-
stage. Another BSS 804 delayed the
sidefills to the main P.A., which hung
several feet upstage of the proscenium.
lang’s vocal mic was her familiar
AKG 535. while background singers

Julie Delgado and Debra Parson were

using Shure SM87s. McAree split lang’s
vocal mic at the FOH console with a Y
cable, using the second input for all
vocal effects, putting them on their
own fader. Randall Stoll's kick drum
was miked with a Shure SM91, snare
top with a 57 and snare under with an
AKG 535. Ride, hat and overheads
were Neumann KM84s, and toms were
SM98s. Sam Sims' bass was picked up
with two DIs, taking highs above 250
Hz with the second one. Larry Camp-
bell, who has played for Cyndi Lauper,
ably replaced lang's longtime band-
member and collaborator Ben Mink,
who is sitting out this tour due to fam-
ily commitments. Campbell played
electric guitar through a Vox AC30 and
pedal steel into a Fender Twin. David
Barry, previously from Janet Jackson’s
band, played smokin’ electric through
a stereo Rivera Ignitor, which McAree
called “the best-sounding amp this
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The Whirlwind PM StOf'y way to guarantee that the tubes which

do pass will continue to perform after a
Whirlwind’s Precision Manufactured few hundred hours of use.

tubes are designed to exceed original

type specifications—to perform better
and last longer without compromising
the classic tonality of the tubes. How

was this achieved?

So with the services of some of the top
engineers from the world's classic tube
companies, Whirlwind set out to match
and| surpass the best of the classic tubes
using selected Chinese manufacturing
Several years ago world consumer plants.

demand for tubes was collapsing and
western manufacturing facilities were
shutting down. Believing tubes would
continue to be important to the audio
community, Whirlwind began a multi-
year process of developing manufacturing
capability in China.

Achieving this goal required the modern-
ization of systems at partner factories
and the installation of equipment capable
of producing better mechanical connec-
tions and higher vacuums—keys to con-
sistent performance and longer tube life.
High-tech alloys were brought in for a
The assembly of tubes has never been new generation of superior tube designs,
fully automated. The tiny parts are and rigorous quality control procedures
assembled into their glass envelopes by were developed. PM staff were placed at
hand, like building a model ship in a bot-  these factories to work hand in hand

tle. As with the Soviet Union, China had  with their production staffs. The result
the workforce available and tube facto- of these efforts was quality unparalleled
ries in place—still producing tubes for in the history of tube manufacture.
domestic equipment. However, both the  These superior tubes are final-tested and
Chinese and USSR plants used equip- grouped in the U.K. using a computer-
ment, materials, and procedures that ized multi-parameter matching system
were well below the level of technology  that compares a range of key parameters
being developed in the West at what was  and organizes power tubes by group
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thought to be the end of the tube era. number. The process is so precise that
Compared with the USSR, China’s once a power amp has been properly
strong economic and industrial growth biased for a set of PM tubes, new PM

made it the obvious choice for this effort.  tybes as much as 10 group numbers

One path for tube suppliers is to simply ~ away from the originals will generally not
buy thousands of tubes from the existing €ven require rebiasing.

factories, throw away most of them, and  PM tubes have now restored and upgrad-
sell the ones that happen to accidentally  ed thousands of classic and current
perform well. That system is inherently amps. Ask your dealer, or contact Whirl-
unpredictable, however, and there is no  wind directly for more information.

~ WHIREWIND » 99, LINGKD - ROCHESTER N Y - 14612/
~ PHONE #1 716 663 8820 - FAX +1 716 8658930 ©
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side of heaven.™ John Lowery played
clectric through a Lanev: McAree ook
his signual clean with a DI, Electric
amps were miked in their cases with
Sennheiser 409s (see "QuickTip™). All
three guitar plavers also doubled
on acoustic. Musical director Darrel
Smith played a Yamaha baby grand
with a Lawler-modified Helpinstill
pickup. @ real Fender Rhodes and ¢
cordion for the signature licks on
“Constant Craving,

A double-wide rack at the monitor
position held substantially more pro-
cessing than was used at FOH. For the
speaker mixes, there were three Klark-
Teknik DN 3600 programmable graph-
ics. along with a DN G000 RTA. Inserts
included K-T DN 504 and dbx com
pressors. and Drawmer DS-201 gates
Also in use were a Summit TLA-100
tbe compressor and BSS DPR-9OT dy-
namic equalizer for lang's vocal. The
901 was used with slight amounts of
compression at 800 Hz and 3 kHz and a
wider bandwidth centered at 160 Hz
Effects included a Lexicon PCAL-T0 for
lang’s vocal and an LXP-15 for the
drums. A Yamaha SPX900 was used

with its Vocal preset
on backgrounds: a
second SPXO00 was
set to Room and
used  tor
There also
four more DN S0-4s
used as mix limiters
on the band's car
mixes. Single-12

auiars
were

wedges with then
horns wumed  off [
were used 1o sup-
plement low-end in-
formation to  the
band’s ear mixes

along with a single- Manitor engineer Jerry Harvey and FOH engineer Grant McAree

I8 subwoofer tor
the drummer.

Along with all his other setup tashs.
svstem technician Fumi Okazaki was
responsible for the modular digital mul
titracks used 1o record cach perfor
mance. Backstige. nest o the monitor
console. a double-wide rack had
Mackie 328 console mounted on top.
fed by a third split tfrom the snake. The
rack held tour DA-88s on one side: the
other had mic¢ preamps and processing
for critical inpuis. An SSL Logic FX G3
and a dbx 160x were used for lung's

vocal. A -channel John Hardy M-1 was
used tor both background vocals and
WO acoustic guitars. A BSS DPR-40+
was used 1o compress snare. bass and
bachground vocals. A Focusrite 1SA
FISHD was used on the two piano
channels. Audience mics were AKG
1518 with CK-8 shotguns at the prosce-
nium edge and a Shure VP-88 stereo
mic at the FOH mix position ]

Herrk Frink is Nix s sound reinforce-
ment editor

Your Microphone Technique Just Got BeHer

“Being in the right place

at the right time, The 5
Positioner allows fine

adjustments of micro-

phones over the strings, /
horns, drums, guitars,

etc. Great microphone

technique and finding

the sweet spot is essen-

tial. The Positioner will

become to audio what

the remote camera has

done for television."

Microphone positioning blows
EQ away for getting the best
sound to tape with the least
processing. Use your ears
/ while you position the micro-
3 phone -- Use The Positioner.
Q You'll get better results faster
by locating that elusive spot

where the sound really

- Phil Ramone grooves. So make your next

move “The poa&dmm
Studio

Techniques

100 Mill Plain Rd 3FL, Danbury, CT 06811
Voice: 203.791.3919 Fax: 203.791.3918

Talk to Studio Techniques at:
74131.3350@compuserve.com or studiopos @aol.com
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RANE GRAPHIC EQs

Rane Corporation (Mukilteo, WA) ar:-
nounces two new rackmount graphic
equalizers, the 2-channel, 15-band. #-
octave GE 215
and the mono.
30-band, %-oc-
tave GE 130
Both feature
Rane’s constant
Q fixed-band-
width filter de-
sign, 45mm
slider controls
with center de-
tents for +12
15dB boost/
cut, front panel
level controls,
overload indi-
cators and hard-wired bypass switches.
Rear panel XLR and Euroblock connec-
tors are provided for the active bal-
anced inputs and outputs. Qutput relays
provide urm-on delay at power up.

Circle 212 on Reader Service Card

SPIRIT LIVE 4 MARK Il
The Live 4 Mark 11 mixing console
from Spirit by Soundcraft (Auburn. CA)
is available in 12-, 16-, 24-. 32- and 40-
channel configurations. ¢ach with an
additional four stereo inputs (except
the 12-channel model, which has two).
four stereo effects returns and four
mute groups. An 8-channel expander
module is available for the two smaller
mixers, and the 12-channel version
may be rackmounted. Mono mic in-
puts feature switchable 4-band FQ
(two bands sweepable), highpass filter.
48\ phantom power. six aux sends
and Spirit's Ultramic Plus™ 66dB gain
mic preamp. which accepts line
level. Outputs include a 10/2 A/ 1B
matrix derived from the four sub-
groups, direct outs from cach
channel, and -10dBv outputs tor
recording, Prices range from
$2.399 for the 12-channel
model to $7.299 for the
40-channel version,

Circle 213 on Reader Service Card

RENKUS-HEINZ TRAP4O SERIES
Renkus-Heinz (frvine, CA) says three-
cabinet arrays of its new TRAP40 Series
of three-way loudspeaker systems can
provide perfor-
mance equivalent
to a single point
source. The
TRAP40/6 and
TRAP40/9 systems,
designed to oper-
ate bi-amplified
with an associated
Renkus-Heinz
X220-TSC con-
troller,

crossover. fea-
ture 40" trape-
zoidal enclos-
ures and pro-
vide 120 degrees of controlled hori-
zontal coverage in a three-cabinet
array. The CoEntrant design pro-
vides tight pattern control in both
planes down 1o 500 Hz and ensures
proper signal alignment and con-
stant directivity and Q through
crossover, Components include a
15-inch LF wooter crossed over at

250 Hz to two 0.5-inch cone MF dri-
vers and a 1-inch HF driver (the
TRAP42 features two 15-inch
wooters). Maximum SPL is rated at
129 dB: frequency response is 40 Hz,
to 17 kHz.

Circle 214 on Reader Service Card

ACE PRODUCTS GIG BAGS
ACE Products (Petaluma, CA) offers a
range of padded Gig Bags suitable for
carrying and storing microphones. mix-
ers and effects units, kevboards
and musical instru-
ments. Constructed
of luggage-grade
nvlon with thick
padding. heavy-duty
zippers and sturdy
handles. the KEB Se-
ries bags are suitable for
small mixers and teature
additional accessories
compartments. Prices

range from $24.95 to $54.95. The new
MB-6 (589.95) and MB-12 ($99.95) mic
bags feature precut foam inserts for six
or 12 mics. plus an accessories com-
partment and adjustable carrying strap.
Circle 215 on Reader Service Card

CELESTION ROAD SERIES SPEAKERS
Celestion Industries” (Holliston, MA)
Road Series loudspeakers are virtually
indestructible, the company says,
thanks to a new polymer cabinet mold-
ing process that provides exceptional

acoustic stiffness and light weight. The
R1220. a two-way system featuring a
12-inch woofer and a constant-directivi
tv. horn-loaded ring transmission trans-
ducer, will handle 250 watts and
weighs 27 pounds. Two other full-
range systems. the R1520 (single 15-
inch wooter. 300 watts power handling,
29 Ibs.) and R1522 (dual 15s. 500 watts,
40 Ibs.) feature a I-inch compression
driver on an exponential horn. The
R1542 is a dual-15-inch woofer system
(500 watts. 4+ Ibs.). Full-range systems
are passively crossed over and feature
protection circuitry: all Road Series
speakers feature Neutrik Speakon” and
-inch connectors,
Circle 216 on Reader Service Card
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RUSSELL AND NATHANIFL KUNKEL

n this Lunching, we are going

o investigate two suceess sto-

ries linked by blood. The fa-
ther, Russell Kunkel. is a renowned
drummer. songwriter and producer
with a brilliant career spanning
more than a quarter of a century.
The son, Nathaniel Kunkel, has al-
ready proven himself at an early
age as a top engineer.

Born in Pittsburgh. Russell
started as a professional musician
in the heyday of "60s California
music. Early triumphs as a session
and touring drummer with James
Taylor, Carole King and Jackson
Browne led to songwriting and
eventual success as a producer
with Aaron Neville, Carly Simon,
David Crosby, Dan Fogelberg and
Jimmy Buffett. capped off this
year with Buffett's Banana Wind.

Join us now for a cappuccino
in the enchanting gardens of
L.A’s Conway Recording Studios.
Nathaniel has just finished the
Lovett project. and Russell has just
returned from Nassau and Key
West and work on the Buffett
album.

Bonzai: Russ. when did you first
come to California—the "60s?
Russ: [ actually came ecarlier than
that, around 1958, But 1 pretty
much grew up, junior and senior
high, in Long Beach and Southem
California.

Bonzai: How was that a formative
time for you?

Russ: There was a prevailing feel-
ing in the °60s, along with all the
music and the great things going
on, that you could accomplish just
about anything you set out to do,
if you meant it and cared enough.
The Beatles were an influence on
me in that direction—their music
was so good and so different that
[ was suddenly aware that a
human being could achieve those
kinds of musical heights. It was
inspiring. 1 would actually sit
down and think I could almost
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play as good as Ringo if I really
tried.

Bonzai: And vou were a drummer
at this time?

Russ: Yes. I was, and my brother
played drums. His bands always re-
hearsed around the house while |
was growing up. When [ was
about four vears old. he sat nie
down at a snare drum and put the
sticks in my hands. Whenever |
was interested in learning, he
would show me something new.
When I got to elenentany school, |1
joined the band.

Bonzai: Why do you think you
were drawn to the drums?

Russ: I guess it was because I had
a jump on it, and I had a brother
who was a drummer, and there
were drums around. My first sum-
mer job was at a gas station. and
after that experience I made a deci-
sion that I would never work a
normal job again. 1 decided to be-
come a musiciar. Getting thai first
$50 for plaving one night—that
wus for me.

BY MR. BONZAI

Bonzai: When did you first feel
that it was hecoming a reality?
Russ: [ played in a lot of bands in
high school. and one¢ of them
made it to Hollywood. We played
the Whiskv-u-Go-Go for a few
weeks in a row, That was a pretty
big deal. The band was called
Things To Come. about 1967, and
we opened up for Cream. Beyond
that. the biggest thing that hap-
pened to launch my career was
being hired by Peter Asher to play
on James Taylor’s tirst album, Sweer
Baby James. There was a domino
effect after that.

Bonzai: Interesting Beatles con-
nection, Wasn't James Taylor the
first artist signed to Apple?

Russ: Yes. he was, and Peter was
on the A&R statt,

Bonzai: James Taylor's /i the Pock-
et album has this great photo of
about 30 people—the bell-bottoms
are SO OULrageous.

Russ: Big lapels. collar out. It was a
Tom Jones ind of time.,

Nate: [Laugiter]

Russ: Arce vou laughing with me
or at me?

PHOTO MR BONZAI



Sound Solutions
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LUNCHING WITH BONZAI

Nate: With vou, with yvou.

Bonzai: From that period. what work
are you most proud of?

Russ: Early 70s?2 Well, the first album
with James, When 1 listen to that, 1 still
like it for its rawness, and acoustics,
And Carol King's Tapestry. which |
played on a good portion of. And
Jackson Browne's fiest album, Satinreate
Before Using. Those albums stick out
for me—pinnacle albums for those
artists, and T was fortunate enough to
play on them,

Bonzai: Were vou writing at that time?
Russ: Very little. I'wrote some songs for

the band [ was in. but T was really con
centrating on being a drummer.
Bonzai: Did vou have any heroes in
the drum world?

Russ: Ringo for sure. What [ heard on
those records was great, groundbreak-
ing stuff. And. of course. 1 think eveny
drummer has respect for the juzz greas:
Elvin Jones. Buddy Rich, Royv Haines
and down the line. At that time, T was
in awe of the session drummers in Los
Angeles: Hal Blaine. Jim Gordon. T met
Jim Keltner at that time when we were
both just getting started.

Bonzai: How did you move on to be-
come a songwriler?

Russ: Well 1 was working for people
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who were great songwriters and 1 start-
¢d to learn about the business. 1Us
great to be a musician, great to make
records and go on the road. but if you
write the songs. it opens up a whole
new world, financially and also cre-
atively, I'knew [ didn't want to become
a singer, so I felt that writing was for
me. [ was inspired by the people T was
working with, and the more T was
around them I began to feel strong
c¢nough to go ahead. None of it was
very good. but 1 was started.

Bonzai: Have vou had any big hits?
Russ: One song that got some notori-
ety was written with Jackson Browne
and Danny Korchmar: “Tender Is the
Night™ from Leweyers in Lore,

Bonzai: Do vou write music, words?
Russ: Mostly Ivrics. T feel comfortable

it's great to be
a musician,
great to make records
and go on the road,
but if you
write the songs,
it opens up
a whole new world,
financially and
also creatively.
- Russ Kunkel
with that. and I love cowriting and
working with people who have the

music covered.
Bonzai: You just finished working with

Jimmy Buftett. someone who brings lit-

crary credibility to the wasteland of
rock n" roll. ..

Russ: He is definitely o writer. He
works on it all day long, He's on his
computer more than anybody T know,
Writing books. Broadway plays. songs
for the next album. keeping a diary.
He's writing all the time. and he's ven
good.

Bonzai: He's also a pilot—didn’t his
plane recently get shot up?

Russ: And he writes about that. There's
a song on the new album called ~Ja-
maica Mistaica,”

Bonzai: Well, we've covered drumming



and writing. How about your career as
a producer?

Russ: I'm 47, and somewhere along
the way [ realized that T didn't want to
be 30 and have to go on the road to
carn a living. Fve been in the studio
with some of the best producers
around and scen how they work. T've
learned what is needed. Not to put
anvbody down, but I've been in situa-
tions where 1 felt my ideas were equal-
Iv as good. and I might have been able
10 get them accomplished faster. 1 de-
cided that being a producer was a log-
ical extension for me.

Bonzai: When did you first feel you
had succeeded as a producer?

Russ: Before ©started to work with
Jimmy Buftett, I had co-produced a few
projects. Two or three film scores with
George Massenburg and Bill Pavne, an
album for Carly Simon, an album with
Jimmy Buftett and Mike Utley called
Hot Weater, a song with Bonnie Raitt.
and I co-produced viles with Dan Fo-
gelberg.

I don’t think it was until I produced
Jimmw's Fraitcakes that 1 really felt like |
knew what T was doing. He hadn't had
an album out in six vears, and that one
went straight to Platinum. It was a turn-

ing of the corner for him. and he let me
know that [ was part of the reason why.
That was the moment tor me.

Bonzai: Could vou tell us about this re-
cent adventure with Jimmy in the Ba-
hamas and Key West?

Russ: [Us called Banana Wind. which
is a wind strong ¢nough to blow the
bananas off the trees, but it isn't quite a
hurricane. We did this album much like
the Tast one. Barometer Soup. When it
was time to start that album, Jimmy
was in the middle of writing the music
for the Broadway show. Dot Stop the
Carnival, which is brilliant. Tt was tak-
ing up a lot of his time, and he and |
had the idea to put together a little core
writing group consisting of the plivers
in his band, myself and him. We set
ourselves up in Kev West, and the writ-
ing group would write Monday, Tues-
day. Wednesday and Thursday. Jimmy
would come down for the rest of the
week to edit evenyvthing we had done.
When he came down, he really
worked., We'd be thinking we had
something great, and he'd come down
and make it all beter. He'd sav, “We
gotta Butfettize this,” and it would
often become more humorous, and
we'd all end up liking it better. We

tended to take it too seriously and he'd
come down and lighten things up.

I learned so much about song writ-
ing from watching the way he does it.
For Banana Wind we worked in a
similar way. with a core writing group,
but Jimmy had a lot more time to de-
vote to the writing of this album. It re-
ally shows—his fingerprints are all
over it. Alb we did was create an at-
mosphere. come up with some music,
and play.

I watched him sit at his computer
while we were vamping on some
changes. and in eight minutes he wrote
all the lyrics to “Cultural Infidel.” And
while he's typing. he's laughing hysteri-
cally. “Waitll you guvs hear this,” and
we'd stop. He'd say, "Keep playing,
keep plaving—turn the tape on.” He'd
turn around and sing it. In fifteen min-
utes, the song was done. That's how
the album was made.

Bonzai: Are vou drumming on this
album?

Russ: No. just producing. The drum-
mer in his band. Roger Guth, is a fabu-
lous drummer. His whole band is
wonderful.

Bonzai: Let's move on to Nathaniel. |
guess you started out in California?
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Nate: Yes, I was born in North Holly-
wood.
Russ: And he was driven home in a
1957 Chevy station wagon that he now
owns.
Nate: For my 24th birthday. Russ gave
me that car. a 37 210 with a 10-foot
Stewart longboard in it. wrapped with
red ribbon,
Bonzai: And how old are you now?
Nate: 25.
Bonzai: The car is older than you, and 1
bet some of the microphones you use
are older than you. ..
Nate: Almost all of them.
Bonzai: What was life like around the
Kunkel houschold as a kid? What's your
first musical memory?
Nate: [ remember being in the base-
ment of our house when Russ had a 4-
track studio set up. He and Danny
Korchmar were working there. 1 also
remember crawling underneath the
console in the main room at Record
One and sleeping. These are some of
my first memories.
Russ: There were people a lot older
than you who fell asleep under that
console, for different reasons though.
Nate: Maybe they were looking for
something and they just fell asleep.
Bonzai: Did you feel that you had a
musical calling as a kid?
Nate: Musical, yes. I play drums as well
and have since I was about four. It
wasn't until around 1985 that 1 got real-
ly into audio though. In grade school |
was very interested in technology and
lighting. and when I would go on the
road with my dad. [ was really interest
ed in the lighting board. It wasn't until 1
met George Massenburg at the Com-
plex when Russ was working with Bill
Payne on some films that [ really got
into it

I remember George typing SMIPTE
numbers into an Eeco Synchronizer—
seemed big as a washing machine. |
liked that. 1 thought to myself, this is
cool, this is hip stuft.
Bonzai: How old were you at that time?
Nate: The summer of 1985, 1 was just
out of 8th grade when T met George,
The very next summer. just before T got
out of school for the year, T was speak
ing with Greg Ladanyi on the phone. At
that time, Greg and George owned the
Complex. Greg offered me a job—run-
ning basically. but I didn’t have a dri-
ver's license, I was just there and would
do things like clean the snakes when
they came in oft the road, clean the
connectors, solder patchbays. There



was a great technical staff, and I learned
how to wire and all that.

After vacation, 1 would go back to
Massachusetts where my mom lived
and go to school, and then come out
here for the summers. 1 did that until
my senior year, and two days after 1
graduated, I was on a plane and work-
ing at the Complex. That was a great
time. The second year that I worked
there was when I really started to learn.
I was living at George’s house, and
Russ was on the road. I got my learn-
er's permit, and George taught me how
to drive.

What was cool was that he was
doing so much R&D for GML. At the
end of the day he would go, “Great,

My secret is
not so much a secret.
When anyone asks me
how | did something,
I just tell them
that | do what
George Massenburg
taught me to do.
— Nate Kunkel

you go in there and mix because 1 have
to watch the logic analyzer hooked up
to the automation computer while it's
working.” He'd put a mix up and say,
“Don’t touch any of the EQ—go for it.”
I would mix and mix and mix.

Bonzai: So George was your mentor?
Nate: Unquestionably. T spent a lot of
time with George, and I was close with
him until that fourth summer, when he
ended up leaving the Complex. Greg
stayed, and Art Kelm was running the
studio, and in his mind I was not quite
ready to be put in a room as an assis-
tant because 1 was young. He told me [
was capable, but | was just too voung
to put me in the room.

Two days after 1 had that conversa-
tion, Ed Wong from Jackson Browne's
studio called me and offered me a job. 1
worked there for a year or so, and then
George offered me a gig assisting him
on the new Little Feat record at Sky-
walker Ranch. From that point on we
worked together.

Bonzai: What was your first solo gig?
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Nate: The first record [ did solo was
Lyle Lovett's [ Love Lverybody.

Bonzai: | just heard some cuts from his
tollow-up. the new album, 7he Road to
Ensenada. “Long Tall Texan™ with
Randy Newnan has such a great guitar
sound. What was vour secret to get that
ol guitar sound?

Nate: Actuallv, myv sceret is not so
much @ secret. When anvone asks me
how 1 did something. T just tell them
that I do what George taught me to do.
It was a C-21 on Lvle's guitar. [ run the
C-24 up the neck, not up and down, so
your left-right is the top and the bottom
of the guitar. IUs as if vour head was
Kinda sideways. His vocal mic is « large
part of that sound. too. He plavs and
sings at the same time, and all of his vo-
cals are keepers. T use a U6GT on his
vocal. Because there is so much leak-
age. I dont really try to isolate the vocal
and guitar. T just try to get a good blend
going. | use the C-24 in M-S and fudge
that around. making the guitar and the
vocal sit right in an image.

Russ: So how do vou punch in vocal
parts?

Nate: You punch the guitar and the

vocal, which is really difficult because
Lvle moves so much, and a large parnt
of it is just being on top of things. Move
closer, lift the head of the guitar a litde,
or to the side. lift vour head up.
Bonzai: Sounds very athletic....

Nate: Very athletic for both of us. But
weve done some great fixes and Lvle is
an incredible professional at that. e is
able to put himself right back where he
was.

Bonzai: So that's two of his albums in a
row for vou. ..

Nate: We get along well. By the end of
this record we had our dvnamic realh
worked out. He knew what to expect
from me. and I knew what to expect
from him.

Bonzai: Did vou also mix the TV spe-
cial?

Nate: Yes, we're just posting the Disney
special today.

Bonzai: What's the chullenge of taking
what's great on a record and making it
fit the TV medium?

Nate: Mixing for TV is just different. I've
mixed a couple of Austin City Linits,
and that taught me a lot about mixing
for television. You have to mix with a
more limited dynamic range. and it has
to be a litde edgier. 1ike natural-sound-

ing recordings. When | was coming up
as an engineer. [ used to listen and go,
“Its so bright. When 1 mix records its
not going to be that bright.” After mix-
ing for a few vears and getting things to
compete on television and on the radio.
I realized yvou have to push the enve-
lope in that way. For TV, vou have o
get things right up there on the edge.
getting your levels real hot and getting
things bright. Weird answer, 1 guess.,
The most difficult thing is to get it to cut
through u speaker and sound like
Music.

Bonzai: Won't that change with in-
creased dynamic ranges, 24-bit record-
ing. tiber-optic cable and new deliveries
like DVD? Are vou anticipating that?
Nate: Yes. cagerly. Technically. there
isn’t such a bottleneck in getting quality
audio delivered on a video medium in
terms of the equipment they use. The
problem is that it all goes through an in-
finity-to-one dbx 160 stereo limiter as
soon as it leaves the VIR at the televi-
sion station. And it doesn’t matter if
they digitize it at 16-bit or at 2:4-bit be-
fore they send it to the dish. What they
do at the post house or that station to
make it nuich levels with that commer-
cial right before is the larger part of
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what influences the sound. It can end
up very different—I've mixed things
and 1 hear them on one station and
they sound completely ditferent on an-
other station.

Bonzai: For you as an engineer what is
the most difficult—piano. voice, violin?
Russ: My kick drum?

Nate: I'd say that of all the techniques
that 1 have, the one for piano is the one
that 1T am most willing to change. There
is no instrument where 1 go. “Oh God, 1
have to record...”

Bonzai: Well, how do you record a
piano?

Nate: With a C-24 M-S. [ open up the
piano lid, and 1 have the piano player
play and I move my head around inside
the piano untl it sounds good. | mark
where the center of my eyes are and
put the center of the front capsule
there.

Bonzai: Have you recorded your dad?
Nate: Yes, a bunch.

Bonzai: Is his kick drum a probleny?
[Both laugh]

Bonzai: This must get into some inter-
esting family dynamics...

Nate: Actually, on Lyle's last record, 1
was looking for more of a pillowy kick
drum sound. Russ played on Lyle's last
two records, so we worked together on
both of them. It was a great help for me
on I Love Everybody, because it was my
first album, and I was so nervous. Hav-
ing my dad on the session was great—I
could stall for time.

Bonzai: Could you point out a few en-
gineers who inspire you?

Nate: 1 am consistently in awe of mixes
by Ed Cherney and George Massen-
burg. 1 hear things that George does
that just blow my mind. and the same
with Ed. There’s a warmith and a texture
that Ed gets.

Russ: His mixes are just like he is,
warm and friendly.

Bonzai: Your discography, Nate, has
one unusual artist: Lynni Teekrem.
Nate: She's a Norwegian mariachi
singer, and she sings in Norwegian.
Lynni heard Linda Ronstadt’s mariachi
records that George recorded. and she
came here to record with that band.
They called me because 1 had worked
on the records. and it turmned out to be
one of the most amazing things I've
worked on.

Bonzai: Russ, in looking at your child
growing up, and seeing where he is
now. could you pinpoint something
you provided for your son? What was
most valuable?

Russ: First of all, I think Nathaniel has
done a phenomenal job coming from a

“broken home,” which is true of many
kids. T didn't come from a broken
home, but 1 lost my father when I was
very young, and it's a hard thing to bear
in either case. When you have children,
you need to take that seriously and be
there for them. Nathaniel has done a
wonderful job on his own. He leamed
at an early age the value of having a
job. If 1 gave him anything, it was that. 1
really wanted him to know the value of
caming a living.

He was bussing tables at a restaurant

in Martha’s Vineyard when he was tech-
nically too young to work. We snuck
him in, and that first summer he made
$300 per week. 1 told him he could do
anything he wanted with the money.
You can put it in a bank, which is what
you should do, for school. But it's yours
and you can do anything you want.
Well, he bought all of his friends pre-
sents. He went out to dinner. bought
himself some clothes. He was generous
with that money. He loved having
money in his pocket and being able to
buy his girlfriend a sweater and not
have to ask anybody for the money. He
lcarned the value of being responsible
and that having a job equals freedom.
Bonzai: Let's look at the flip side of the
coin. What was the most valuable thing
your dad gave you? What makes you
stand tall today?
Nate: To find that I would look back at
the conversations I've had with my dad,
the ones that stick in my mind as being
important. It has to do with diligence,
staying with something, committing
yourself and following through until the
end. It means completing what you said
you would do. in terms of records.
When it's done, all that will be remem-
bered is how the record sounds.

My dad taught me to follow through,
stay consistent, and to always do your
best. When 1 think of Russell's reputa-
tion in town—so many people have
worked with him and everybody asks
me about him, pretty much everybody
feels the same—he always gives 100
percent when he shows up at a session,
and it doesn’t matter if the song sucks
or the producer doesn't know what he's
doing. He's right there and gives them
the best ideas that he can. That cthic is
the one that has done me the most
good in engincering, because people
know that it doesn’t matter what the
budget is—I'm always gonna give them
everything 1 can. ]

Roving editor Mr. Bonzai learned
everything be knows from his dad, the
well-known taxidermist.
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TECHNOLOGY
SPOTLIGHT

AMS NEVE LIBRA

DIGITAL MUSIC-RECORDING CONSOLE

1 omeone recently suggested that we
are now firmly in the age of the
third-generation digital console. The

first generation was little more than tech-
nology prototypes, where the learning
curve wis steep and often at the studio’s
expense. The second generation was the
large up-market boards that meet de-
manding specifications while trying to in-
clude nearly every feature you'll ever
need. The third generation runs parallel
but recognizes that there is a demand for
digits in mixing at every level of pro
audio activity. The high and low ends of
the spectrum have been addressed; here's
the beginning of the mid-market.

The AMS Neve Libra, starting at around
$300,000, is a digital music-recording con-
sole aimed firmly at that middle market. ItUs
ideal for applications that don’t need vast
numbers of inputs or every possible digital
feature but stll require optimum audio
quality and full automation. Libra will be
available in standard 24- and s-fader
frame sizes, but other configurations are
not ruled out. The smaller frame would be
ideal for project studios and tracking or of-
fline prep rooms in studio complexes
while the larger frame could tulfill main
console duties.

This is the first
product from AMS
Neve that shows the
combined influence
of their separate com-
pany pasts, Elements
have been  drawn
from the Logic Series
and the Capricorn
digital consoles such
that if you come to
the Libra from either
direction, it will scem
familiar. But even
those who have never met either board will find
Libra quite casy to come o grips with. Internally. the
A'D converters are the same as in Capricom, while
the processing boards are Logic SSPs.

Libra is essentially an in-line design and is rela
tively compact. From  the operator position on a 2+4-
frame board. almost every control is
within reach. The channel strips are
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BY KEITH SPENCER-ALLEN

split equally either side of the
central panels. which house the
automation, signal processing
A and general console controls,
The two high-res TFT sereens
have dittering roles—the right
hand screen principally handles
routing while the left one is pre-
dominantly for automation func-
tions.,

The channel strips contain
the basic familiar controls—mo-
torized faders, cut and solo. out
put routing of the channel (bus
or direct), channel automation
switching. pan control and an
assignable control switchable between moni
tor and any control. It is possible to flip what-
ever is an the control to the main tader cither
locally ¢r on a global basis. Electronic scrib
ble strips identify the channels and the role of
the assignable control. Alongside all of the
level controls ire automation status indicators
that emphasize the total automatability of
every console function. It is also possible to
set up VCA grouping functions from the chan
nels by selecting the desired master fader and sim-
plv touching the faders of the slaves, The channel
fader legends then display the appropriate fader's
status.

Immediately above each fader is an Access but
ton. which assigns all the processing ability of the
central section to that channel. Run-
ning down the side of the fader are
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APPROPRIATE
(RMING

I've always had a perverse cu-
riosity about the names manu-
facturers assign their products.
The Libra moniker was appar-
ently chosen because it re-
flects the music-recording
relationship with the Capri-
corn. However, for those of us
who like to read more into
names than intended. the Zo-
diac sign of Libra is a pair of
scales in balance, which could
casily be seen as a reference
to the balanced combination
of AMS Logic and Neve Capri-
corn influences in a single de-
sign. Also. Libra is the 7th sign
of the Zodiac, and this is the
seventh marketed digitat con-
sole from the combined AMS
and Neve heritage. There's
even more synergy al work
here, but Tl call a halt while
noting that Libra is one of the
few signs of the Zodiac that
has a convenient but litle-
used adjective—Libral—which
is bound to cause confusion
should you ever get 1o use it.
Keith Spencer-Allen

DEVELOPING LIBAR

The Libra concept began about two
vears ago. With a range of four digi-
tal consoles established. AMS Neve
figured they were well-versed in the
introduction of digital boards. The
company determined that there was,
however. a spot for a midrange
music recording console that filled a
slot under Capricorn. A cheaper
Capricorn wasn’t an option, as its
digital engine could not be shrunk in
all dimensions. It needed afresh ap-
proach.

AMS Neve managing director
Mark Crabtree, who recently pur
chased the company back from
Siemens, was looking for a mixer to
set up in a small studio at home for
his sons. "I took an AMS reverb
home. and we had an old analog
mixer,” Crabtree savs, [ hadn't used
the RMX much since [ designed it,
so we had o lot of fun 1 surted
looking around for a better mixer
and began thinking about what 1 re-
ally wanted. | needed antomation,
and perhaps it should be digital ...~

He spent a long night sketching
a design, starting with the Logic 3
concept and adding bits from the
Capricorn, such as the Assignable
Fuacilities Unit, to develop “some
thing I would like 1o use—targeted
ar me”

The development continued as
other criteria were added. Screens
would be used for display informa-
tion, but they should be kept close
to the operator with the controls
arranged dround them. The compa-
ny's experience showed that large
consoles with screens at a distance
were tiring for a user. as the eyve had
to keep refocusing. Other features
were taken from the Capricorn. such
as the double-push buttons, while
the Logic Series provided the Logica-
tor controls. These components
were blended to create a console
that may draw heavily from these
existing products but is a distinctly
separate entity.

For automation, the established
Encore system was chosen. AMS
Neve seems very much aware that
they have had more automation sys-
tems than most companies, and so it
seemed wise to standardize Encore,

Attordability was also a factor,
and to this ¢nd, the basic Libra units
can be relatively simple—the cus-
tomer just needs to specify how
much they want in the way of mic
amps, processing and interfaces.
There was also a desire that the con-
sole should be usable out of the de-
livery box. and so it arrives ready for
use with preprogrammed setups that
the user can maodify as needed.

-Keith Spencer-Allen

illuminated indicators of the central
functions emploved on the channel

Betore Teaving the channel strips, it
is worth noting that on a 2i-fader
frame. cach of these strips controls a
main signal path, 2 monitor path and
sub layer—a third path that may be
used for eftfects returns or other inputs
All paths can have full processing as
required. which means that even a 24
fader frame can handle 72 inputs tor
mixdown.

CONTROL CENTRAL

The upper central panel is known as
the Assignable Facilities Unit and is re
lated 1o the Capricorn AFU. The facili-
ties are comprehensive and are an

excellent argument for the power of

assignability. Through the AFUL cach
knob has a ~ingle function—there are
no multiple functions, which means
vou can use them intuitively without
having to look closely first.
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The most accessible AFU controls
are the -band parametric FQ and dy
namics section, with expander gate
compressor and
limiter sections
and a separate
sidechain con
trol. Further tea
tures include
nwin filters. full
surround  pan
ning. 16 aux
sends and a gen
eral control
pancl that otters
facilities such as
aain,
trim, defay. mic/line, phantom power,
phase reverse. insert and general port-
ing controls. It's possible to set up any
channel as stereo. and A-I3 M-S selec-
tion is included with a width control in
the far corner of the AFU. To reduce
confusion, a readout at the center of the

analog

AFLT identities the channel
vou are processing and the
numerical value of the con-
trol vou last touched
Below the AFUL to the
left-hand side, is a master channel that
resembles a channel strip but with a
few more controls. The engineer has
the choice of either operating the fader
strip controls from the allocated chan-
nel or from this central panel. It fol-
lows the AFUL and together they have



IXER FOR $S$3497

True 48V
phantom just
like the BIG
boys. | can use
my tube mic
with that!

Have Rick look at
that mic pre... It's
quieter than ours
nd doesn't lose
rbass at full gain!

Is that

$ 349
dealer cost

or

retail price?

The insert jack
doesn't lose highs
when | patchin my
compressor...
are they buffering
the return?

XA
| it's RETAIL!
<) _—

Have accounting see

what it would cost to
add two more mic

channels to ours.

BUT THEY STILL HAVEN'’T /I
FIGURED OUT THE $349 PART. \

USE READER SERVICE € ARD FTOR MORE INFO SEE US AT NAMM BOOTH #934

The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only $5

(price good in U.S. only) send check or money order to: Monitor' Mdgazine, Peavey Electronics, 711 A Street, Meridian, MS 39301



MucBEAR. "ersee”

In the Digital Recording [Py
market there are some things
you want to get right.
IT MUST SOUND
GREAT,

BE DURABLE,
FUNCTIONAL,
USER FRIENDLY,
EXPANDABLE &

AFFORDABLE.
That’s why you need a
Digital Audio dealer who
knows how to ensure that
the products you buy are
exactly what you need to get
the job done - a dealer who Kawal
gets it right the first time. b
Sounds like you're talking Ralie R v
about MacBEAT. We're not
some huge sales organiza-
tion. just the best, dedi /6'\)/?
cated sales people /R
and technicians in J4

selves. Call us now,
and you too can \&
expenence what at's
like dealing with Pros in
the know

1344 Rufina Circle. Ste. #A4 + Santa Fe, NM. 87501

1-800-MAC-BEAT

INFO: 505-473-3434 FAX: 505-473-4647

ISE READER SERVICE CARD FOR MORE INFO

7 9 10
—_—— INSERT PATCH OUT —

INSERT PATCH RETURN

Insert your mixer into the
RPM-48i Insert Patchbay.
* Hybrid “Y” cables are

replaced by 1/4” “TRS” L &

patchcords that plug into the RPM-48i.
* AP Audio offers seven Re-an 1/4” pau‘l!il‘
solutions. All use quality Re-an COW
and components,

o ,

For more information contact:

A.P. Audio, a division of Ace P
Enterprises, Inc. * 1334C Ros!
Petaluma, CA 94954

156  MIN /11y 1090

gained the nickname ~The Big Chan-
nel.” In practice. this means that aside
from being able 1o set up initiad mix
levels on the individual channel faders,
the user doesn't actually have to feave
this central panel, as all processing and
channel adjustments can be performed
from the monitoring sweet spot. The
rest of this lower punel is dedicated to
central fucilities, master controls, glob-
al automation controls uand trunsport
controls. The mouse lurking in the
lower section is a radio-type. which is
slightly ironic considering the lengths
that digital equipment manufacturers
have to go to meet RE emission/pro-
tection regulations.

This section also contains o Help
button. Sclect this, touch a control for
which vou want info, and a help mes-
sage rolls across the electronic seribble
strips. This online manual should give
A degree of confidence 1o new users.

The  routing  screen  displays
input/output matrix. with the buttons
surrounding it allowing for casy rout-
ing control. The user can also interro-
gute the screen to show complete
signal paths with fader levels. Above
the screen are 16 LED meters for the
console outputs and buttons for the
record-arming of multitrack channels,
Outputs bevond 10 are selectable o
the meters alternately. Should this me-
tering not be sufficient, there will be
an option of a fully featured meter
bridge. By centralizing the routing, it
has been possible to create a quick
and clear method of ascertaining rout-
ing status that aligns with output me-
ters and the control buttons. Finally in

this section, and looking slightly out of

place. are two assignable VU meters.

In the far right-hand corner of the
bourd lie the master group, aux faders
and main output faders. It is possible
to locally select precisely what funce
tions these strips will control, but they
have many of the features of the stan-
dard channels strip including the abili-
v to access the AFLUL

AUTOMATION
Libra uses the company’s established
Encore automation system, which in-
cludes modes of operation o make the
system seem familiar o users of Flying
Faders or other munufacturers™ sys-
tems. Mix data from Encore sessions
on other AMS Neve consoles can be
transterred o Libru. depending on the
data storage device.

Encore’s Total Dynamic Automation
allows control and reset of every con-

sole function (the user can also opt for

the use of snapshot-based automation,
or mix the two)l. An operator cun also
select which controls, on a function
and channel basis, are to be dynami-
cally automated at any stage in the mix
without having to write that automa-
tion function on every channel. The
left-hand sereen displays full awtomi-
tion data in a variety of wavs but can
also be used o display signal process-
ing EQ and dynamics curves, signal
processing paths and timecode fune
tions.

A QWERTY keybouard is included
for naming channels and other func-
tions. The far left-hand corner is cur-
rently blunk but is available for
user-specified options such as special
monitoring or pan jovsticks.

All of the processing clectronics are
stored in external racks. The mic/line
racks uare available in banks of 16
channels that will select between mic
or line inputs. These can be positioned
on the studio floor or remotely in the
nachine room. The analog converter
racks are all 20-bit and link to the main
processor rack using MADL This al-
lows the processor to double as a
router, removing the need of a patch-
ing system. All internal processing is
32-bit floating point.

A variety of other inputs are al-
lowed for—anulog, MADI AES/EBU
and a choice of modular digital multi-
track standards. All digital interfaces
are 24-bit resolution. AMS Neve has re
cently introduced a MADI-O-TDIF box
containing buffer memory that will aid
the interfacing of multiple MDMs to
digital consoles with MADI interfaces
by holding them in phase-lock when
they are trving to synchronize to both
word clock and timecode.

The Libracis an interesting develop-
ment, as it takes the quality and au-
tomation control ussociated with
high-end digital consoles and. with
what seems 1o be very little compro-
mise (other than a smaller footprint),
brings it to a market level that directly
challenges mid-range analog boards.
Some may feel that the assignability
functions are not for them. but the im
plementation of concepts from Capri-
corn and Logic consoles has created a
hybrid that is intuitive and far from in-
timidating. IUs difficult 1o determine
whether Libra is just the beginning of
the digital console middle market. but
it is certain to be a major influence on
its future. a

Keith Spencer-:Allen is o freelance
writer based in London
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The new SR770 FFT Analyzer

has the outstanding performance
and value you've come to expect
from SRS Spectrum Analyzers —
90 dB dynamic range, 100 kHz
real-time bandwidth — plus a
versatile synthesized source that
generates clean sinewaves,
two-tone signals, white and pink
noise, and chirps.

The low distortion (-80 dBc)
source is internally synchronized
to generate frequency response
measurements accurate to 0.05 dB. Both the
SR760 and the SR770 quickly perform
harmonic. band. sideband and 1/3 octave
analysis. Additional capabilities including data tables,

GO/NO GO testing and selective windowing bring performance and versatility to every measurement.
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» GPIB, RS-232 and printer interfaces
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SR770's low distortion svnthesized — Intermodulation products at -90 analvsis functions include 1/3
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phase and group delay are quickly — outstanding dvnamic range of the Muath functions and a responsive

generated. SR760 und SR770. marker provide power and
flexibility.
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__NEW PRODUCTS

Note. We inadvertently omitted the Groove Tibes
Duatl 755 from the ~Top-of-the-Line Studio Amps
article in our May issue. Here's what you missed:

GROOVE TUBES DUAL 75S

Ihe Dual 73s from Groove Tubes (Sylmar, CA) s a
pro 2-chunnel tube power amp available with @ va
riety of output wihes o suit multiple applications
Supplicd standard with the Groove Tubes 6330A.,
the D75s produces at least 7S watts/channel. At
least ten currently avaitable wibe types will work in
the D75, cach producing different power outputs
and sonic characteristics: ¢.g. 6L6C wibes will pro
duce 45 WPC, EL34Bs output 63 WPC, Front panel
metering is via a cathode ray VU-TUBE with
switchable sensitivity. Other features include lock
ing input controls; stereo/mono switch: separate A
and B channel standby. power switches and fuses:
and an output impedance selector for /87 16-ohm
loads. Price is $1.800. including user's choice of
matched tubes

Circle 226 on Reader Service Cord

UPTOWN SYSTEM ONE
System One from Uptawn

is a PC-based. modular
moving-fader automation
system that interfaces with
any console or patchbay,

Automation  Boulder, CO)

requires a 480 or Pentium
PC and runs under DOS);
power supply. one for cach
cight-pack: and audio inter-
face cables. System One is
derived from Uptown's Sys-
tem 990 pro studio auton
tion. with many of the same
teatures. Each eight-pack
has conductive-plastic-track
motorized faders, but is
availuble with P&G 3000 Se-
ries faders. A basic 8-chun-
nel System One s less than
$5.000.

Circle 227 on Reader Service Cord

SHURE PHONO
CARTRIDGES

shure Bros. (Evanston. 1L)
has introduced four new
phono cartridges. all with
diamondt styli and mounting
hardware for most tone-
arms (two models will fit
P-mount toncurms). The
top-of-the-line M1TLE has
shure’s Dynamic Stbilizer
shock absorber and Side
Guard Protection svstem,
Designed o wlerate track
ing forces of 4-3 grams and
buck-cucing or “scratching.”
the SC36C is suited for D)
and broadcast use, Cur-
tridges are priced from
$2:4.95 10 $99.95,

Circle 228 on Reader Service Cord

DORROUGH

LOUDNESS METERS
Dorrough Electronics
(Xoodland Hills, CA) has
announced a new genera
tion of loudness meters.

ble alarms that may be rig-
gered by audio dropouts,
overdriven levels or other
undesirable operating para-
meters. The LED meters
may be configured to meu-
sure levels on individual
channels or the sum of two
channels.

Circle 229 on Reader Service Cord

SPIRIT FOLIO SX

4-BUS MIXER

The Folio SX from Spirit by
Soundcraft (Auburn, CA) is
a portable 12-channel 4-bus
mixer for live sound and
recording applications. Fea
turing 12 Spirit UltraMic
preamps, which aceept mic
and line-level inputs, plus
an additional four stereo
line input channels (for a
total of 20 inputs), the Folio
offers 3-band sweep EQ.
three aux sends and 100mm
faders. In addition o the
stereo mix bus, cight direct
outs are wvailuble, as well as
two subgroup outs and a
mono out. The unit may be
used tabletop or mounted in
a 10U rack.

Circle 230 on Reader Service Cord

WAVES REVERB PLUG-IN
TrueVerh is a new plug-in
tor the Pro Tools environ
ment from signal processing
software developer Waves
(Knoxville, TN). Offering
2+4-bit digital resolution,
TrueVerh simulaes natural
sounding rooms by means

of its two sections, a4 room

The new 40, 12
and 100 series me
ters are equipped
with XLR and com-
puter-style connec
tors and feature
USCr-programma-

The system consists of one
or more System One Fader
cight-packs. groupable for
maximum of o4 faders; a
computer kit which in-
cludes interface boards, soft
wure and manuals (system

188 XL /11y 19un
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simulator and a reverb sec-
tion. which may be used to-
gether or separately. Users
may define and maodify
room size, frequency re-
sponse and apparent dis-
tance from the sound
source. TrueVerb is priced
at $800.

Circle 231 on Reader Service Cord

AMEK SYSTEM 9098
PREAMPS

The System 9098 Remote
Controlled Microphone Am-
plifier (RCMA) from Amek
(U.S. offices are in North
Hollywood. CA) is u 4-

control. Up 1o 16 setup con-
figurations miy be stored
and recalled. The optional
digital output replaces the
distribution circuitry and
provides 20-bit. 6:x over
sampled AES/EBU output:
both analog and digital out
puts are available simulta
neoushy. Up to 10 RCMA
units ¢in be remotely con-
trolled at one time

Circle 232 on Reader Service Cord

OPTIFILE

8-BUS AUTOMATION
DRAX Automation tfrom Op
tifile tdistributed by Sascom,

channel mic pre with ana
log and optional digital
outputs. Each RCMA mic
channel has a gain range of
60 JdB3. adjustable in 6dB
steps (with digital output
option fitted, gain is 71 dB
in 1dB steps) and features
phase reverse, phantom
power, ground lift. mute
and monitor tunctions. The
input section is identical 1o
that on the Rupert Neve-de
signed Amek 9098 console.
selection, naming. grouping
and gain-scting for cuch
channel is eftfected viaan
LCD readout. cursor keys
and a muliifunction rotary

Ontario, Canada) is de
signed to ofter SMPTE-based
aatomation for all popular 8
bus consoles. Installed inter
nally and using existing
faders and mutes. DRAN re-
quires no external fader
pack and does not use con
sole inserts, Priced at $2.995
for a 32-chunnel svstem

Circle 233 on Reader Service Cord

STEWART PRO
REFERENCE AMPS

Stewart Electronics (Folsom,
CA) announces its Pro Ref:
erence Series amplifiers.
single-rackspace units fea-
turing convection cooling.

Slewadt

polished chrome face
plaes. gold-plated 1 O con:
nectors and a five vear ware
ranty. The Pro Reference
amps 1000 and S00 are
priced at S1LOYY and $799
respectively, Afl Stewart am
plifiers are based on the
company’s high-trequency
switched-mode power sup
phy and include aharmonic
shift correction cireuit to
minimize the audibility of
harmonic distortion.

Circle 234 on Reader Service Cord

BSS DPR-901 I

The DPR-YOL 1T dynamic
cqualizer from BSS (North
ridge. CAY adds two signiti
cant functions o the original
DPR-9O1: a split Band
switch allows the --band
frequency-sensitive com
pressor expander to be split
into two 2-band devices:
and a Sidechuin Monitor
feature allows the user to
wine in ciach compressor
expunder section o exacth
the frequencey required
Price is N1.519

Circle 235 on Reader Service Cord

REQUISITE Y7

TUBE PREAMP

The Y7 Tube Preamplitier
by Requisite Tube Audio
Engineering (Glendale, CA)
is u pro studio wbe preamp
designed to aceept mic. line
and instrument inputs; out
puts are +1 balanced and

- v
Horarouns s QS g

o

)

10 unbalanced. Front panel
controls tor the 2U rack-
mount device include
mic/line input select, phan-
tom power. -20dB pad. out
put attenuation and phase
reverse. The CELL-BIAS - cir-
cuitry eliminates local feed-
back in the first gain stage.,
and the design features
point-to-point hand wiring,
Jensen transtormiers, poly-
styrene and polypropylene
caps and gold switches
Three configurations are
priced from S1.800 10
$2.500).

Circle 236 on Reader Service Card

APOGEE FC-8

DIGITAL FORMAT
CONVERTER

Apogee Electronics (Santa
Monica, CA) announces its
FC-8 digital tormat convert
er. which allows S-track dig
ital transters between ADAT
and DA-88 modutar digital
multitracks. The FC-8 in
cludes a DB-25 connector
tor bidirectional Tascam
Digital 1’0 Format CTDIF)
and optical intertaces for
ADAT in/out. A BNC con
nector allows output of
word clock 1o a DA-8S in
slave mode, The FC-8 s
fully bidirectional. and ¢i;
ther machine can be master
or shave. Price is $1495

Circle 237 on Reader Service Card
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AUTOMAXX

AUTOLOG SOFTWARE
AUTOLOG from AutoMaxX
(Burlington, Ontario) is a

EVIELD

prompts the op-

-9 crator 1o enter or
'!.. confirm reel.
!-,- index and ke
T numbers, 1Ds,
. :;° start and end
-® times: and
A records relevant
4 +: console settings.
] The point-and-
click interface in-

cludes desktop
session 1ols (stopwitches.
metronome, alarnn. and
necessary cables o connect
a PCand Panasonic S\

ATI 8MX2
PREAMP/MIXER

NTTs (Columbia, M) 8NN2
S-input stereo mixer allows
inputs 1o be assigned 1o the
stereo bus selectively, while
at the same time providing
fimiter-protected direct outs
for 8-track MDMs. The sin-
gle-rackspace unit has -

position detented controls
for mic guin and limiter
threshold, mix level and
pan control pots and 18\
phantonm power and ground

lift switches on cach input
channel. Two ten-segment
LED displays show audio
level and gain reduction,
The cue svstem allows mon-
itoring of tupe plavback dur-
ing recording. cither via
phones or rear-panel bal-
anced monitor output. and
cues both pre- and post-lim-
iter signals, Multiple 8NMX2s
may be linked 1o combine
cue and mix buses, Price is
ST.OYY.

Circle 239 on Reader Service Card

Windows-based softwuare
program for controlling
DAT recorders and logging
all session data. AUTOLOG

3900 and Sony
PCNMT030.50 DAT
recorders are supplicd.
Circle 238 on Reader Service Card

HOT OFF THE SHELF

Promusic announces availability of the E-mu Production
Music Library from England, a ten-CD collection of or-
chestral and small-ensemble music in various genres, and
four new Digiffects SFX CDs featuring environmental
sounds and foreign language voices. A 906 Promusic sam-
pler CD s available free: call 800/322-7879. . Sonic Arts
has released a dual CD-ROM library of vintage instruments,
titled Sounds of the “70s. Designed for the Kurzweil
K2000/2500 running software version 3.0 or higher, the
disks contain samples for such classic instruments as
clavinet, Farfisa organ, B-3. and Rhodes keyboards, plus
drums, percussion. bass and nylon guitar. Call 313/513-
2222 or fax 313/513-7449... The Music Bakery has added
five new titles 1o its 23-CD library of buy-out production
music. All titles are supplied with AirWorks Media's
TuneBuilder self-editing music software and a music
search feature for quick cut selection. Call 800,/229-0313
for a free demo CD..BASE offers custom-manufactured
calibration tapes and films for a range of professional
audio applications; delivery is approximately six weeks.
BASF's catalog of more than 100 calibration products in-

cludes tapes for IEC T and [EC H standards, PER 528 for

broadcast and TV, and MP 6 PE for magnetic film
recorders, Call 617/271-4197. FWB is shipping its new
2.6GB magneto-optical (MO) drive. the HammerDisk 2600
for Windows-based PCs. The high-performance. 5.25-inch
half-height drive adheres to the 4x MO capacity standards,

is backwird-compatible with 1.3GB and 630MB cartridges
and is capuble of sustained transfer rates of 4MB/see. Call
+15/325-4FWB.. . Belden Wire & Cable has a new line of
flexible dow-noise multi-pair audio cables. The Brilliance”
AudioFLEX" snake cables, available in 2. 4, 6. 8. 16, 24 or
32 pairs, feature Belden's exclusive Freneh Braid Double
Shield, a double-spiral bare copper shicld tied together by
one braided strand. which reportedly produces lower mi-
crophonic or triboelectric noise than conventional designs.
Call 800/BELDEN-4.._Aphex offers a technical white paper
on Tubessence the technology at the heart of the Aphex
Model 107 mic preamp and Aphex Model 661 Tube Ex-
pressor. For vour free copy, call 818/767-2929. . Ricoh Cor-
poration’s Disc Media & Systems has introduced its
third-genceration CD recorder/player at $995. The RO-
1120C writes at single and double speeds, can read at 1x,
2x and 4x speeds and is available with S12Kb, 2Mb and
AMb data buffer sizes. The RO-1420C uses the SCSI-2 in-
terface, features a dust-resistant caddy-loading mechanism
and is Windows 95 and Windows N'T plug-and-play com-
patible. Call 201/882-2075...The Sterling Preamp for
Leslie® 122 and 122A speaker cabinets from C.AE.
Sound simplifies studio interfacing of any V-inch mono
signal to a Leslie rotating speaker, The unit includes
tube audio circuitry and is available in a wood cabinet
(S1.195) or as a $950 rackmount unit. A footswitch con-
trols rotation speed via a standard 6-pin Leslie connec-
tor. C.AE. also supplies footswitches, tubes and
replacement pants for Leslie speakers. n
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Warmu
your dig?tal...

wirh THE (:E [Digilech
VTP-1 DuaL VacuuM TUBE
PrReaMP/EQ/ANALCG TO DIGITAL CONVERTER

® iDglach

N FURES
g Wid
- : ; twbe f:,c high voltage
he new VTP-1 from DigiTech offers a unique blend of essential 0 Fleximgl;',f"c""s
components that can help you, the digital studio owner, add that missing ual sweepsd"d EQ with
warmth to your recordinigs. The VTP-1 incorporates a hybrid vacuum tube mic : 18 bit digjy) output
lanced or Unbalanceq }/

preamp, tube line amp/Dl, flexible, 4-band equalizer section. and an 18 bit |, Analog v
analog to digital converter in an attractive 2U chassis at a price much lower | 6 VU meters

than you would expect.

* Warm up your digitally recorded tracks * Stereo recording disect to DAT

* Use as tube DI for synthesizer, electric bass and guitar * Adds tube warmth to any microphone
¢ Great for mastering/mixdown

* Bypass console for optimum clarity
LIVE APPLICATIONS MIX DOWN

22 PDigifech

H A Harman International Company

8760 S. Sandy Parkwcy, Sandy Utah, 84070 Tel:(801)566-8800 Fax: {8011566-7003 intl, Fax: (603)672-4246
Visit us online at: www.digitech.com
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FAIRLIGHT F.A.M.E.

AUDIO MIXER/EDITOR

rogress is often defined

when the inevitable be-

comes the tangible. In the
case of the Fairlight MFX3 Digital
Audio Editor, as T related in an ear-
lier “Field Test™ (10795 Mix). the
system is without equal as a digital
replacement for a conventional
analog 24-track; my only reserva-
tion was that it lacked internal mix-
ing and related functions. As fate
would have it. Fairlight was al-
ready working on a then-secret
project to develop an all-digital
workstation—a combination ran-
dom-acceess editor/mixer/ recor-
der—that would address all such
coneerns,

About a year ago. during the
NAB convention in Las Vegas,
Fairlight software engineers and
nurketing staff” came across a pro-
totype version of Amek’s DSP
Mixer (since renamed the Digital
Audio Mixing Console). It was. as
they say. o marriage made in sili-
con; Amek agreed to supply the
assignable user interface. cross
point mutrix and related subsys-
tems on an OEM basis to Fairlight,
which in turn would develop a
custom protocol to allow the con-
trol surface to communicate direct-
Iy with and operate the MFX3
recorder/ editor.

The MEX3 already boasts sever-
al multifunction Digital Channel
Cards that handle level adjusument
and EQ for off-disk plavback: all it
needed was an additional con
troller bouard. transcoding of the
communds coming from the mixer.
and u means of sending inforn-
tion back to the user interface 1o
display systen status. (The topolo-
ev is actually more claborate than
that. but at least you get the basic
ideas)

The bottom line s simple:
Fairlight has developed a fully inte-
grated workstation. named FAME,
(standing for. just in cuse you
haven't guessed. Fairlight Audio
Mixer Editor), that functions as a
complete system. And, as 1 discov-
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¢red. the MFX3 hasn't just been
bolted on to an external digital
mixer: ull routing, editing, EQ. dyv
namics and level adjustments are
mide within the main Fairlight DSP
Tower. which also houses the
record/replay hard drives. The svs-

tem will also directly control exter
nul MIDI-based eftects units, All in
all. its a remarkable achievement,
and one that will extend the already
powerful MFX3 digital multitrack
into a powerful. full-function work-
station.

SYSTEM BASICS

FANME. consists of a 617 MFX
mainframe that holds the master
CPUL mixing and DSP boards, tim-
ing references. timecode and 10
cards, plus master hard drive and
choice of removable MO and ‘or
Exabyte backups. The mainframe’s
rear panel houses the various ana
log and digital F’Os. plus MIDI.
timecode, video syne and other
ports. Digital intertace is via 37-pin

BY MEL LAMBERT

D-Sub connectors that handle
AES/EBUL S/PDIF or Yamaha Y2
format signals. Analog inputs use
Crystal I8-bit A-to-D converters.
Externul audio/video transport
control s via 9-pin ports 1o
ATR/VTRs. as well as the normal
gaggle of timecode boxes. includ-
mng Timeline MicroLynx. Motion
Worker, Adams-Smith and others.

The mainfrume connects to
FANLE. via a conventional exter
nal 75M1z Pentium PC that han-
dles automation data and other
housckeeping chores: a high
speed T0MHEzZ bidirectional serial
ink carries proprictary protocol
comnunds between the three sub-
units. Also included in the system
15 a 16x10 crosspoint assignable
switcher, which provides sclection
of monitor sources and other
switching functions. (1t basically
nrovides routing between hard-
ware ports and system sources.,
plus sedesignation of system out
puts as monitor sources.)

The FLAMUE. user interface
comprises a bank of assignable




We brought together some of the
biggest names in the industry to tell you

about their choice in studio tapes.

*l had 1o look to see if the band was in the
contral room or playing live, because this stuff

has so much dimension to it.” -Don Smith

Don Smith

-

SM 911
'The music sounded better coming off the

tape than it did going on to it.” -Skip Saylor
-

“I've tried everything else. Once."-John Jennings

p Saylor
sSM 900
Zf-.j
When it comes to capturing sound
that's crisper, warmer and more alive than
Jee Chiccarelli when it was laid down these guys are of
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one mind: BASF studio mastering tape is

the bast there is. No matier what music
they record or whether they need the
normal bias analog, high ouiput analog or

tape for digital media, BASF is their top
John Jennings

SM €00, SM 468 choice. But don't just listen to what they

have 0 say, use it yourself and see if the

results don’t speak for themselves

Demand It.
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Richard Dodd
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FIELD TEST

moving-fader elements, master controls
and a color screen. Faders are available
in buckets of eight; currently, a maxi-
mum of three buckets can be added for
a total of 24 servo-controlled faders, al-
though this number may be extended
in the near future. The Master Section
houses a touch-sensitive, clectro-lumi-
nescent screen that displays a variety of
system modes and extracts commands
from the user. A centrally located wheel
and shaft encoder is activated whenev-
¢r you touch an onscreen icon for a
knob or rotary control, such as a level-
trim, for example. (A mouse is also
available for more digit-intensive oper-
ations.) Also housed here are a bank of
assignable rotary controls used to set
up EQ. dynamics and aux sends (more
on these laten); transport controls for
video and audio decks: plus dedicated
system-mode keys, talkback. communi-
cations and related functions.

Finally. the mixer control surface
contains the MFX console, a unit T de-
scribed in detail in my previous review.
(In essence, it provides a small built-in
LCD screen of current timecode and
command choices, as well as transport
keys, edit keys, scrub/shuttle wheel, nu-
meric keypad, alphanumeric keyboard
for naming projects, cues and other data.
plus track and bus keys for the disk
tracks.) The unit built into F.AME. is
slightly smaller in dimension than the
current MFX3 version, with a modified
key layout, but it is functionally identi-
cal. A companion 17- or 20-inch color
monitor provides simultancous wave-
form display of all 2+ tracks, complete
with ¢lip names.

F.AM.E. prices range from $145,000
for a compact cight-fader system, on up
to $165,000 for a fully loaded 24-fader
workstation,

System options include a hardware
meter bridge that houses cight assigna-
ble meters (the main touch screen also
can be set up to display multiple levels,
but there may be occasions when ded-
icated metering is required); motorized
and nonmotorized joysticks with 5-
channel routing: plus additional EQ/dy-
namics/aux control banks, to enable
simultaneous control of multiple chan-
nels (for users who elect to have a
combination of dedicated and assigna-
ble controls on the surface). Also, more
16X 10 crosspoint assignable switchers
can be added to FAME—up to 17—
thereby extending the 1/O routing flex-
ibility. (On a more esoteric front,
F.AAM.E. can also be supplied with mul-
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tiple channels of Rupert Neve-designed
mic preamps with remote gain con-
trol—a useful option for Foley and
ADR stages, where input quality is a
necessity.)

The MFX console is fully integrated
into the Assignable Mixer section,
meaning that track titles laid into the
ceditor appear on the corresponding
scribble strips: in this way. the entire
system can be run either from the MEX
console during editor-intensive seg-
ments of a project—and while laving in
cues in syne and/or tagging items from
the built-in library onto the available
track—or the Assignable Mixer while
preparing the final stereo or multichan-
nel soundtrack. Transport controls, for
example, operate in tandent. Also, proj-
ccts are loaded into both environments
simultaneously, with file backup of all
data relevant to a session to a single
data file.

RECORD AND MIX
Rather than examining the FLAMUE.
control surface as a conventional all-
digital mixer. it is more useful to envi-
sion the device as a necessary
companion to the built-in 24-track
recorder/editor. In Record mode,
sound sources can be assigned to a bus
or patched directly to an MFX record-
ing track. All normal audio monitoring
occurs through track returns, which are
outputs (source/replay) from the disk
recorder. In Mix mode. all track returns
and live inputs are automatically as-
signed to a number of mix buses.

Each of the mixer channels features
a 4-bund parametric EQ section. All
bands offer up to 18 dB of boost or 99
dB of cut (or highpass/lowpass shelv-
ing) from 20 to 20k iz (Recall that the
MFX Editor uses clip-based EQ: con-
trols on the Mixer can be used to mod-
ify EQ in Record and Playback maode.
During recording of audio cues into the
system and to hard disk. the EQ func-
tions like a normal mixer) Also avail-
able on a per-channel basis is a
dynamics section, with expander/gate
and compressor/limiter elements. con-
trolled from the assignable bank of ro-
tary controls and switches. (Fairlight is
also planning to develop a clip-based
version of the dynamics section, so that
signal processing applied to a target
cue will be retained even if it is copied
and/or moved within a project, just as
EQ data currently tags along for the
journey.)

Up to 32 sets of EQ and dynamics
data can be saved in a dedicated library
and recalled to the surface: A/B com-

The mixing screen shows status at a glance.

parisons of EQ scttings are also possi-
ble using Old and New kevs, In this
way, favorite voice-over equalization
curves, for example. can be recalled
between sessions for different talent. Fi-
nally, a set of aux controls enables the
pre/post-fader signal for a sclected
channel to be routed to the selected
aux bus(es).

To call up the assignable EQ. dy-
namics and aux sections, you simply hit
the corresponding INT (“interrogate™
button above the channel fader. select
Solo or touch a fader. A ring of LEDs
mounted around the skirt of cach con-
trol knob displays the reculled system
data for a particular gain clement. A
Signal Flow key on the user interface
enables different sections of the mixer
to be inserted into the signal path in
any order; you simply choose what you
need using a simple flow chart.

In its basic configuration. F.AM.E.
will handle a total of 36 input
sources—normally 24 off-disk replay
tracks, plus 12 analog digital inputs or
cffects returns—routing 1o 12 mulitrack
buses. The dozen output buses can be
set up from a user screen as stereo L-R
(eaving a total of ten mono, 'stereo aux
buses). 4-bus LCRS, S-bus LCRSS, 5.1-
bus LCRSS-sub and 8-bus SDDS-for-
mat—the latter leaves just four aux
buses. (At press time, Fairlight was con-
sidering extending F.AM.E’s basic
36/12 mixing format; more details
when they become available.)

Under software control, the input
sources can be mapped to any channel
fader location: an alphanumeric label
can be used as an electronic wax pencit
to identify the input source or master
control. Up to 16 fader mappings can
then be set up and recalled by the sim-
ple press of a dedicated key. This fea-
ture is particularly uscful for laying out
a complex mix with more disk and live
sources than can be placed on the con-
trol surface at one time—you simply
bank-switch through the stored setups
1o bring the control you need to a fader
in front of you—or to flip between sub-
masters and individual source controls.




Introducing the V 1 Random Access VIR
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— ﬂng TEST
"

IU's a system that is very casy to master,
and iU's a snap to set up and use under
pressure.

The pair of pan controls above cuch
channel fader are reloaded with the ap-
propriate panning laws according to the
output designations selected for cach
signal source, In this way, a post-fader
sound can be set to any of the available
output ports. In addition, inputs can be
selected as mono/stereo sources, in
which case the control becomes bal-
ance and divergence controls.

If separate monitor buses are re-
quired—beyond hard-assigning a bus

Change
the course
of music
history.

Hearing loss has altered many careers in the music industry.
H.E.A.R. can help you save your hearing. A non-profit organi-
zation founded by musicians and physicians for musicians,
music fans and other music professionals.

H.E.A.R.offers information about hearing loss, tinnitus, testing,
and hearing protection. For an information packet, send
$10.00 to: H.E.A.R. P.O. Box 460847 San Francisco, CA
94146 or call the H.E.A.R. 24-hr hotline at (415) 773-9590.

source 1o o loudspeaker output—these
are taken tfrom the complement of 12
buses available across the system. More
complicated source destination routing
is handled via FAME's built-in 16x16
Remote Program Switcher, which en-
ables analog or digital signals (AES EBL
format) to be assigned as crosspoints,
the settings of which can be memorized
and recalled as necessury,

Currently. all level. pan and mute in
formation—plus clip-based EQ—is aur-
tomated to timecode: input EQ.
dynamics and other functions are
stored and recalled as conventionul
snapshots. (In the near future. Fairlight
plans 1o offer an upgrade that will en-

HEAR/

HEARING EDUCATION AND AWARENESS FOR ROCKERS

USE READER SFRVICE CARD FFOR MORE INFO
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able current snapshot data to be linked
o timecode) A total of ten freely as
signable groups are available and can
be set up simply by touching the se-
lected fader. Unfortunately, the individ-
ual servo-controlled faders do not
follow the moves being controlled from
the master tader (atthough levels are
tracking the combination of channel
and master fader settings).

FADMES s level/mute/pan automa-
tion is based on Amek's Supertrue sys-
tem. which provides a variety of Read
Write Update modes, with numerous
tke-over and release-to-previous-data
modes, But anvbody familiar with one
of the more elegant moving-fader sys-
tems would be up to speed within min-
utes of using the system.

It is a minor restriction that no more
thin 12 live sources can be used simul-
tancously, since in realitv. it we are
building elements to hard drive for sub-
sequent reniix, sources will be inloaded
in groups—dialog. music. effects. Foley,
for example—rather than simultancous-
Iv. CAlternatively, up o 24 simultancous
sources can be toaded directly o a track
without passing through a group bus.)
The output restrictions pose more of a
problem, primarily because you need to
think carcfully about how the sources
will be blended together, and how
nany aux sends vou might need. Stir in
the simultancous monitoring of various
mix stems and the situation can become
a shade vexed!

Fortunately, a Surround Multiplexer
option allows cight analog. +-byv-mono
mixers with mutes and ganged masters
control to he linked to the system.
Now. i quartet of 8-channel surround
mixes can be generated, and their out-
puts set up as composite surround
sums of up to four sources cach. Also
provided in this $3.850 Multiple Stem
Mixer option are software-controllable
redssignment of sources, special mono
sums, insert send return for Dolby L-R
encode decode systems. and multiple
metering points.

Also available via the touch-sensitive
master screen is control of external
MIDI-bused effects units, A library of
settings for popular models from Lexi
con. Yamaha. Roland. TC Electronic
and other manufacturers cun be ac
cessed via the touchscereen’s VEN Page.
Having set up the corresponding MIDI
Channel routing, vou ¢in now control
svstem settings from FAME. and store
favorite patches and setups along with
other autonation data. IUs o very pow-
erful. casy-to-use function. and one that
I am surprised other workstation manu-




facturers do not emulate.

THE BOTTOM LINE

Although the amount of time 1 spent on
F.AM.E. was somewhat limited. it is re-
markable how soon you adjust to this
style of working. Having called up a
screen page that maps physical input
ports to the 36 available system chan-
nels. and then developed a user-inter-
face map to place physical faders
carrying selected sources in front of
vou in a sensible layout, you are then
free to design a signal flow that suits
your specific requirements. Recalling
that FAM.E. was designed as an ad-
junct to the MFX3 digital 24-track edi-
tor/ recorder. what the mixer section
brings to the party is dramatically sim-
plified 1/O assignments and flexible
EQ, dynamics and system monitoring.
The user interface is one of the most in-
tuitive I have come across in recent
years, and would not intimidate even
the most neophyte operator.

As will be appreciated, the built-in
recorder and segment-based editor is
well-respected throughout the audio-
post industry for its speed and user-
friendliness. Combined with an elegant
front end and monitoring section, the
MFX console hardware controller bris-
tles with well-thought-out. easy-to-fol-
low functions.

As I stated in my previous review,
it's no idle boast to say that an average
user would be up 1o speed within just a
couple of minutes’ experience of the
MFX3 controller. User keys are easy to
find and allow a user to confirm actions
via the LCD screen, built-in keycap
LEDs, or the dedicated color VDU.

My only reservations are pretty
minor. The total number of system in-
puts and outputs might be insufticient
for more complex sessions involving
multiple stems and monitoring return,
although it is possible to use the Sur-
round Multiplexer to reduce some of
the confusion. Also, the current group-
ing setup is rather odd, but may have
been sorted out by the time this review
appears. All in all. FAM.E. is a dramat-
ic achievement—a combination of
powerful functionality that extends the
audio creativity of MFX3 into a full-fea
ture workstation.

Fairlight  USA. 3855 Hughes
Ave., Culver City, CA 90232; 800/4
FAIRLIGHT or 310/287-1400; fax:
310/287-0200. |

Mel Lambert currently beads up
Media&Marketing, a consulting service
Jor pro andio firms and facilities.
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SOUNDTRACS TOPAZ PROJECT 8

ANALOG 8-BUS CONSOLE

he soundtriacs Topaz Project

8 replaces the original Topuz

mixer, but the changes be-
nwveen the two consoles are largely
cosmetic, The body of the Project
8 is now u dark gray Nextel finish.
(Nextel resembles a ~fuzzy™ paint
look.) Additionally. the garish pus-
tel knobs of the original Topaz
have been replaced with dark
knobs for a more professional
look. and bushings have been
added to the knob shafts, provid-
ing a solid feel. Other than these
and a few other minor alterations,
there are no major feature or per-
formance changes between the
discontinued Topaz and the new
Topaz Project 8.

The Project 8 is an analog 8-bus
mixer designed for multitrack
recording that comes in 2+4- and
32-channel (48- and 64-input) ver-
sions. Because its an in-line de-
sign. the Project 8 has two inputs
(Channel and Monitor) for each
channel strip. Generally, the Chan:
nel is used for recording live tracks
during tracking and overdubbing
and for tape tracks during mix-
down. The Monitor can e used to
monitor previously recorded tape
tracks Cor virtual MIDD workstation
tracks) during tracking overdub-
hing and for sending any other line
input source to the 2-track bus
during mixdown,

CHANNEL INPUTS

starting from the top of the input
channel. the Project 8 has a serib
ble strip and switches for phase re
verse, phantom power, flip and
bus (more on flip and bus later).
The gain pot has a 10dB to 60dB
ange for mic and a -20dB 1o 30dB
runge for line-level signals.

The channel EQ section has a
high-shelving band at 12 kHz, low
shelving at 80 Hz, and two swept-
mid EQs. MFL EQ is sweepable
from 350 to 8k Hz. and the MF2
EQ is sweepable from 30 o Tk Hz.
All EQ has u £15dB range and a
center detent. EQ Dypass switches

168 NN, /1LY 1990

Topaz Project 8 console, shown here with optional meter bridge ond automation

are provided. A dedicated 2-band
FQ devoted to the Monitor input
consists of high-low-shelving EQs
(80 and 12k Hz). both with a 15
dB range.

The aux section uses i four-of-
six arrangement. meaning that
there are six aux send outputs, but
only four cian be used on a chan-
nel at a time. Aux 1 is a pre-fader
channel send. and Aux 2 is o pre
fader monitor send: unfortunately.
these cannot be switched for post-
fader use. Auxes 3 and 1 are post:
fader sends and can be switched
for use with either the Channel or
Monitor input. Switches allow rout-
ing Aux 3 to the Aux S output and
Aux 1 to the Aux 6 output.

Euach channel’s monitor section
also has a fevel pot. center detent-
¢d panpot for the monitor, as well
as illuminated monitor solo and
mute switches. Finally, there is a
center detented panpot and illumi-
nated solo and mute switches for
the Channel input. Bencath that
are  five channel assignment

8Y DOMINICK J. FONTANA

switches, one for the L-R bus and
four for assignment to the eight
buses in odd/even pairs. Also stan-
dard is a 100mm long-throw fader
and a peak LED, which illuminates
about 3 dB before clipping.

GROUP AND MASTER
SECTIONS

The Topaz has four sterco effects
returns, cieh with o level pot and
center detented balance pot, but-
tons for assignment to its local
group and the L/R hus, and an illu-
minated PFL (Pre-Fader Listen or
Solo) button, The local group as-
signment means that FXT can only
he assigned to Groups 1-2: FX2 to
Groups 3--+; FX3 to Groups 5-0:
and FN-H o Groups 7-8.

The ecight group buses have
long-throw faders: above each is
an illuminated AFL button and sep
arate Left/Right assign buttons.
Pressing both assigns the group
output to the L/R nuix bus.

The six Aux masters have level
pots and illuminated AFL buttons,
The master Solo section has o ro-
tary level pot and LED that lights
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when any solo button on the board is
pressed. There is a master monitor mix
section with a rotary level pot and a
Merge button. Using the separate Mon-
itor L/R outputs, the monitor mix see-
tion can function as a completely
independent 24x2 or 32x2 submixer.
Pressing the monitor mix Merge button

doubles the available number of chan-
nel inputs by sending the monitor mix
to the main LR outputs.

The studio monitoring section al-
lows monitoring of the main mix, mon-
itor mix, control room source, Aux 1
and Aux 2. The control room section
consists of a rotary level pot and but-
tons to monitor the main mix. monitor
mix, Tape A and Tape B. A mono

switch provides a quick check for
mono compatability and phase prob-
lems, and a speaker A/B switch lets
you to switch between two sets of con-
trol room monitors. The headphone
jack carries the same signal as the con-
trol room.

There is a talkback section but no
built-in talkback mic. You have to sup-
ply your own gooseneck and mic. The

For those who need additional horse-
power, an optional automation pack-
age is available for the Topaz Project
8. Combined with your Windows
computer, this option adds $2,200 to
the retail of a 24-channel board, or
$2,500 to a 32-channel mixer.

The Project 8 Automation was a
snap to install because the VCAs
were already installed in the review
Topaz 1 received. The VCAs, accord-
ing to the manual, are the latest trim-
mable versions from Analog Devices.
It took about ten minutes to hook up
the hardware and five minutes to in-
stall the software. 1 received V1.01
software for Windows. The Project 8
automation is controlled through the
software only und not through the
faders and mutes on the mixer. The
software has an attractive user inter-
face and was relatively reliable in op-
cration. The manual was a bit
sketchy, but it tells you what you
nced to know to get started. 1 was up
and running in no time.

The automation records and syn-
chronizes mixdown events using
MIDI Time Code (MTC), and it sup-
ports MIDI Machine Control (MMCQ).
The frame rates supported are 24, 25,
30 ndf, and 30 df. The automation al-
lows control of channel fader levels
and channel mute on/off. You can-
not control monitor, Group or L/R
fader levels or monitor mutes.

There are three main windows:
Main Fader, Group, and Mix File. The
Main Fader window can be config-
ured for 24 or 32 channels, and it dis-
plays a replica of the mixer faders
and mutes. Fader and mute levels are
controlled by pointing and clicking
and dragging these controls. Howev-
cr, the actual hardware mixer’s set-
tings do not move. You can put
cither the faders, mutes or both in

PROJECT 8 AUTOMATION

Record mode, which records all your
fader and mute moves; in Play mode,
which replays those moves; or in
Trim mode (faders only), which al-
lows you to record events on-the-fly,
while the mix is playing Dack. An
Isolate mode allows you to mix
“live,” without recording your mix
moves. In addition, a Safe switch pre-
vents you from accidentally changing
any settings, and there are stereo
channet links for locking any two ad-
joining channels into a stereo pair.
Any changes made to one channel
affect the linked channel. Master
channel controls put all channels, ex-
cept those in Safe mode, into Play,
Record, Trim, Isolate or Sate modes.
You can also set all channel fader
levels to 0 dB (nominal level) or off,
and you can change the view of the
Main Fader window from small to
large.

The Groups window allows you
to group any number of channel
faders, controlled by a single fader.
These virtual software groups bear
no relation to the 8 group outputs on
the Project 8.

The Project 8 automation supports
both real-time mixing and offline
editing. That is, you can make
changes to your mix after you have
recorded it in real time. Snapshot au-
tomation is also available, which will
reset all faders and mutes to the the
positions they were in when you
took the snapshot.

Offline editing takes place in the
Mix File window. Here you can in-
sert, delete, move, copy, join and
nudge events using a timeline. There
is also an Undo button and numer-
ous zoom levels. You can also auto-
matically fade the mix out (but not
in) and save, load and name individ-
ual mixes. There are many other

ways to edit your mix events, but
space prohibits me from mentioning
them all.

There is also a Notes window for
writing comments about the mix and
a very nice Tracksheet. You can se-
lect numerous options and save
them. There are nine menus consist-
ing of File, Edit, Tools, Snapshots,
View, Console, Options, Window
and Help, as well as a Toolbar. There
is a timecode display window with
transport controls, for use with MMC,
that is always visible. It can be
moved, but not closed or placed be-
hind other windows. [ found that this
window tended to get in the way.

Using the automation was gener-
ally a pleasure. The software has ex-
tensive online help. Everything
worked as it should, and the system
only crashed once. The software was
intuitive and easy to use. Although
I've been automating mixes with
MIDI sequencers for years, this was
my first time using software to con-
trol a hardware mixer, and the re-
sults were quite satisfying. The
Project 8 uses dynamic frame-accu-
rate fader and “-frame-accur<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>