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World Class Reverb
Within Your Reach

Sure, you can reach for your rack to get great multieffects. But for the most dense.

natural-sounding reverb and ambient processing. you don't have to leave the sweet
spot ever again. The Alesis Wedge provides a fast 24-bit DSP engine. four real-time sliders
for quick. easy editing. balanced inputs and outputs and the convenient Impulse Audition
- button. More importantly. it offers the most realistic hall. room and plate reverbs you can
imagine. All in an affordable package that stays right where you need it most.

Ready to reach for the ultimate reverb?
It's at your Alesis Dealer today.

) A
For mare infatmation ~ the Wedge. see your Authorized AIeSIs Dealer or c.i 8 -5-ALE
® Wedgeang Impulse Audman are trademarks of Alesis Corporation. N

Alesis Corpar PR
. 3630 H&Idrege Avenue Los Angeles CA 90016 800-5-ALESIS alecorp@alesisi.usa.com www. alesfs com
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The console that defines a
world class recording facility

c (
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THE TOWN HOUSE

“Following the huge commercial success of our first SL 9000 ] at Olympic Studios, the second SL 9000 | was the natural
choice for Studio Two at The Town House. Nothing else came close, so the choice was easy.”

El solid State Logic

International Headquarters: Begbroke, Oxford OXS 1RU, England - Tel: +44 (1865) 842300 Fax: +44 (1865) 842118
Paris +33 (1) 34 60 46 66 - Milan +39 (2) 263 24956 - Tokyo +81 (3) 54 74 T1 44 - New York +1 (212) 315 1111 - Los Angeles +1 (213) 463 4444 - Toronta +1 (416) 431 9131 - Singapore +65 285 9300

http://www.solid-state-logic.com

lan Davidson - Director of Operations Virgin Studios - The Town House



GREAT SOUND BEGINS WITH AKG

/N(G large diaphragm condenser microphones all share one common denominator-

the distinctive sound that has made AKG the #1 brand of microphones in recording
studios around the world. From the legendary C414 to the vintage tube
C 12 VR and the versatile C3000, AKG professional

studio microphones are optimized for any
vocal or instrument application. Engineered i
for uncompromising quality, it’s pure AKG. H A Harman International Company

1449 Donelson Pike * Nashville, TN 37217 USA
Phone: ©615-399-2199 » Fax: 615-367-9046
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A universal truth about all small
near-field monitors is that they are not
capable of accurately reproducing the
bottom octave. Unfortunately, even
near-field monitors utilizing active low
frequency equalization compromise
between increased low frequency exten-
sion and distortion caused by group delay.

In recent years there has been a
trend toward extending low frequency
response in monitoring applications.
The Tannoy PSI 15 Active Subwoofer has
been carefully engineered to provide the
required extension without sacrificing
quality. In fact, it improves it.

The PS! 5 relies on a 15" long
throw transducer carefully designed o
maximize the low frequency extension
to -3dB at 33Hz, while maintaining the
ability to deliver high SPL (I 14dB peak)
and the dynamics required for today's
complex music mixes. Employing the very
latest in electronic filter design, the large
I5" transducer can be integrated into
your favorite near- or mid-field monitor
from 50Hz to 130kz depending on your
system/rooms particular requirements.

The PSI15 takes advantage of a
state-of-the-art h'gh pass network that
bandpasses your near-field monitor at

80Hz substantially reducing cone excursion
on the smaller satellite bass units. This
results in a cleaner, tighter mid-band due to
the decrease in group delay. In fact, the
cone travel on the average near-field monitor
is reduced by two to three hundred percent.
The result is a system with greater
definition and clarity, a full octave of
extended low frequency combined with
substantially higher SPL and dynamic
capability. So clean it up and get down
with a Tannoy PS115.

== TANNOY

FOR THOSE WHO KNOW

Tannoy/TGI North America®300 Gage Avenue, Unit [ # Kitchener, Ontaria, Cauada N2M 2C8 519 745 1158 ¢ Fax: 519 745 2364 ¢ Web site: http:[fwuno.tannoy.com

TOLL FREE DEALER ORDER HOT LINE (FAX)
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Cover: Creative Cafe, a joint ven-
ture between Academy Award-
winning sound designer Stephen
Hunter Flick, EFX’s Rick Stevens
and Richard d’Abo, opened in
early summer in the former Pathe
Film building on Wilshire in
L.A. The three dub stages and
ADR-Foley stage were all re-
designed by Peter Grueneisen of
sfudio bau:ton. Stage B, shown
here, features a fully automated
Harrison MPC with 288 inputs.
Monitoring is custom JBL, and
the facility has more than 500
tracks available on Fairlight DaD
and MFX3+ machines linked to
Doremi Labs V1 nonlinear video
machines. Photo: Ed Freeman.
Inset: Steve Jennings.
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More professionals channel their creativity through

"/

When you page through this magazine, you're going to see a I But tuckily, you don’t have to take our word
multitude of ads for compact mixers. Some of the mixers looka  for it. One of the best, unbiased benchmarks of
lot like our CR1604-VLZ" Heck, even some of the  mixer performance is who uses it. And that's
o ads for other 16-channel mixers look a where the CR1604-VLZ" blows the competi-
lot like Mackie ads’. T tion in the weeds. We're
I Pretty soon, you may start to _dRatmuii Y ¥ the overwhelming choice
wonder how much difference & _ A ] of professionals who can
' il B/ afford any mixer they
the various mixer makes =222 = y  want. And who have taken
and models. = ~ the time to listen to every
I Naturally, we're going to tell you that there's mixer on the market.
a VAST difference between the CR1604-VLZ*and [l Send for our thick, color tabloid brochure’ and
other 16-channel mixers. we'llinclude a comprehensive list of distinguished
. Dense, fine print type. Lots of lines and arrows CRI604-VLZ" users. It includes familiar names like
;oointing to features. Textured backgrounds. the Tonlght ShOW, The Late Show and Saturday
There ARE vast differences too numerous to Ni gh‘t Live bands, The Presidents of the United

mention without resorting to dense, fine

print._with textured backgrounds. States of America, Ronnie Montrose, Microsoft®

U A short Grant Reeyes bio:
Music for Sony, U.S. Navy, Anheiser Y .
Busch, Apple, Fujitsu, Hewlett- ) \
Packard, Hitachi Data Systems, ’, : )
NASA, Siemens, UNISYS, Yaited Way, . m "
— Awrborne Express, LS Logie, )
McKesson Health Systems, Pyramid, \ iy
Las Yegas Chamber of Commerce, § . -
Austin Chamber of Commerce, .,
= Applied Matertals, Weyerhauser, -
KIRO TV, KICU TV, KMPG Peat
Marwick, among others. Six Gotd
—: Tellys, joeys and other industry
awards. for more information, log
onto www.GrantReeves.com.

} Mention in this ad is intended
: only to denote useage or ownership
as reported to Machue Designs.
Mention is in no way intended to .
: represent a spedific or implied or S
endogsentent by the individuals, %
: groups. programs or production
compantes tisted. '
- <1997 A Rights Reserved Macki Designs Inc = i( A
AL prices and speadhications are subject to ',/
change without notice Design patents —t
peading All other names and stoft are
probably trademarks of thew respective g

Companiey
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R1604-VLZs than through any other 16-channel mixer.

sound design wizard Frank Serafine, Jet Propulsion pristine microphone preamps, and musical, ING way were we going toget this ad

Labs and all four national TV networks®. natural EQ for which Mackie is renowned. RSt Gugg tackie withoutat |eaSSOME
E informative fine print. First, the CR1604-

B The list also includes a lot of folks youmay [l Bottom line, part two: You spend more YL basics: 16 x 4 x 1 configuration

not have heard of... a huge group of pros who session time in front of your mixer than e

make their living creating music for ads, docu- you do with any other single component 19 6 aux sends per channel
- = . 3 S 5 : M 2 master aux sends & 4
mentaries, corporate videos and multimedia. in your studio. You want a console that’s sut eturns M baBU

Real live, bonafied electronic musicians like intuitive, flexible and easy to use... for et with wide sweepable
midrange I AR/ PFL solo

Grant Reeves, shown below with his CR1604- thousands upon thousands of hours. Ask 8 Large eviftegiietey
VLI", sequencer and air guitar. somebody who owns a Mackie CR1604- - m'ufi.if??m""fé There's
B Bottom line, part one: Everything you track  VLZ"and one of the first things they'll CRISO4-VLL features and
and mix down goes through your mixer. It needs  probably mention are the “little - ;‘:":Pﬂ‘::::;;‘:‘m};"d
the low noise floor, maximum mix headroom, things,” the myriad small details that Oneof thesix _ Priced 16-channel miers

make the industry awards won ™ Unique mutti-way ro-
.0 = = by the CR1604-vLZ.  13ting input/output pod
.: mixer a joy I In-place stereo solo

. I Constant- loudness pan pots
[ 2B en to work with. M UnityPlus gain structure for easy
d } b . Then visit your level setting, low noise and high head-
4 ‘

S room B Negative gain mix amp
nearest Mackie architecture to handle 16 simultaneous

Dealer and start HOT inputs without distortion
W Wideband sweepable midrange EQ

Channelmg your W Sharp, 18d8/octave low cut filters on
creative lmpu Ises every channel B RUDE solo light
1 Control Room/Phone source matrix
through areal I Effects To Monitors on Aux Returns 1
3 . & 2 @ True logarithmic-taper 60mm
CR1604-VLZ". faders M Batanced inputs & outputs
{except headphone, tape in/outs, and
direct outs) M Comprehensive, easy-to-
read manual.

Below: a few of the
400 folks and one
incontient Chihuahua
e {not shown) who work
Ll at Mackie Designs in
Woodinville, WA, 20
miles northeast of 4
Seattte

<5

)
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U.S. 800/898-3211 « Outside the U.’Sl 425/487-4333° www.mackie.com » e-mail: sales@mackie.com » NASDAQ: MKIE
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FROM THE EDITOR

NOT JUST A LAW, BUT A GOOD IDEA

The speed of sound is 1,087 feet/second—at least in dry air at 0°C. But at the
more temperate 20°C found in typical studios, it clocks in at about 1,127
feet/second, or 1.127 feet/millisecend. Although the basic tenets of acoustics
and the physics of sound are not difficult to understand, I continually hear
about audio engineers who think the physical laws of nature don’t apply to
them.

For example, acoustical foam is a lightweight, fairly inexpensive material
that—if used correctly—can be effective at absorbing sound by controlling
reflections and providing absorption of higher frequencies. At 1,127 ft/sec, a
50Hz wave is nearly 25 feet long, so there’s litle reason to expect a 2-inch
thickness of foam to be effective in countering a massive onslaught of LF
energy. Yet every day, someone somewhere blankets a room with foam in
the (false) hopes of achieving soundproofing. And if sound leakage into
adjacent areas really is the problem, then this foam (or carpet-on-the-walls)
approach will only make the situation worse. In a space where the high fre-
quencies that enhance intelligibility and detail are absorbed, the musicians
within that space will increase their instrumental level to be heard by the
other players, which only makes the sound leakage problems worse. But in
that case, don't blame the foam—used in the wrong application, it doesn't
work, just as a 2-inch dome tweeter is a poor choice as a subwoofer.

In another case, an engineer places a reference monitor on a console top,
thinking such near-field placement automatically removes the room
acoustics. However, assuming the monitor is placed three feet (3.4 ms) from
the listener, the pathway of the first reflection (bouncing off the console and
then heard by the listener) is approximately five feet away, for a delay time
of 5.6 ms. The difference between the two—2.2 ms—is enough to cause
phase cancellation in the range of 250 Hz. Here, some acoustical experimen-
tion—simply moving the monitor a few inches higher and changing its angle
slightly, to reduce console reflections—could make a major improvement in
the monitoring system, at no cost.

Obviously, a little acoustical knowledge goes a long way, and our annual
facility design issue has plenty to offer. David Schwind of Charles Salter
Associates presents some of the basics of room acoustics with numerous case
studies; Bob Hodas tests RPG's B.A.S.S. Trap system; Mark Frink looks at
venue designs from the standpoint of the live engineer; Mel Lambert inter-
views master acoustician (and AES president) Elizabeth Cohen; “The Class of
'97" presents our annual look into some of the industry’s hottest new rooms;
and Mix founder David Schwartz talks to TEC Award-nominated studio
designers about control room design. Speaking of the Technical Excellence &
Creativity Awards, subscribers will find a ballot with their issues—check out
the voting guide on page 144 and do your part in selecting our industry’s
best and brightest.

We're counting on you,

George Petersen
VEPA _ipans  ABP
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Serious recording is your business.

Ampex 499 is your tape.

More audio professionals record
on Quantegy than any other tape
in the world. Uniform consistency,
unsurpassed quality and legendary
reliability make Quantegy the most

trusted tape in the industry.

Record with confidence.

QUANTEGY

Engineering Excellence

tel.800/752-0732 « fax 800/628-0535 « www.quantegy.com

CIRCLE AD NUMBER.ON PRODUCT INFO CARD



WORLD AUDIO NEWS

CURRENT

TO3RD AES—AN UPDATE

The 103rd AES convention will be held
at New York City’s Jacob Javits Center
from September 26-29. Convention
chairman Russ Hamm and his col-
leagues have gone to great lengths to
make this 50th-anniversary celebration
the most “attendee friendly” conference
of them all.

Sixteen workshops and more than
140 technical papers will be delivered,
and planners have laid things out in a
way that should let seasoned pros, their
junior partners and students get all the
information possible when they visit the
Big Apple. At a recent luncheon in New
York City, where this year’s committee
(which included Hamm, facilities chair
Bill Allen, papers chair Wieslaw
Woszczyk and workshops chair Dou-
glas Cook) laid out its plans, it was clear
that great care has gone into making
this year’s show as logical as possible,
with an eye on the future.

Have we treated digital recording
media like the Messiah, rushing into its

camp without pause when a bit of
skepticism might be in order? Expect
Grammy Award-winning producer/en-
gineer George Massenburg to tackle
that issue and offer a vinyl vision on the
great recordings of the last 50 years
when he delivers his keynote address.
When will full-bandwidth audio be
deliverable on the Internet? Expect
Thomas Dolby Robertson to address
that topic in his workshop, “The Future
of Music on the Internet.” Others may
be interested to hear how top mastering
engineers such as Bob Ludwig feel
about the future of PC- and Mac-based
EQ. No doubt, there will be something
for everyone. See you there.
—Gary Eskow

MACKIE SUES BEHRINGER,

SAM ASH AND SAMSON

Mackie Designs, based in Woodinville,
Wash., recently filed a lawsuit in U.S.
District Court against audio retailer Sam
Ash Corp. of Hicksville, N.Y., Samson
Technologies, also of New York and

TEC AWARDS
SPONSORS ANNOUNCED
The Mix Foundation for Excellence
in Audio has announced the spon-
sors for the 1997 Technical Excel-
lence & Creativity Awards, to be
held Saturday, September 27, at the
Marriott Marquis in New York City.
Platinum Sponsors are JBL Pro-
fessional (Northridge, Calif.), Mix
magazine (Emeryville, Calif.) and
Quantegy Inc. (Peachtree, Ga).
Gold Sponsors are Alesis Corpo-
ration (Los Angeles), AMS Neve
(Lancashire, UK), Gibson Musical In-
struments (Nashville), The Harman
Music Group (Sandy, Utah), Meyer
Sound Laboratories Inc. (Berkeley,
Calif.), QSC Audio Products (Costa
Mesa, Calif.), Solid State Logic (Beg-
broke, Oxford, UK), Sony Profes-
sional Audio (Montvale, N.J.) and
Todd-AO Studios (Hollywood).
Silver Sponsors are Aphex Sys-
tems (Sun Valley, Calif.), Audio-

Technica (Stow, Ohio), Clair Bros.
Audio (Lititz, Pa.), Digidesign (Palo
Alto, Calif.), Lexicon Inc. (Waltham,
Mass.), Roland Corporation U.S. (Los
Angeles), Tannoy/TGI North Ameri-
ca (Kitchener, Ontario), TC Elec-
tronic (Westlake Village, Calif.) and
Yamaha Corporation of America
(Buena Park, Calif.).

Bronze Sponsors are Apogee
Electronics (Santa Monica, Calif.),
Eastern Acoustic Works (Whitins-
ville, Mass.), Otari Corp. (Foster City,
Calif.), Lisa Roy’s Studio A (Nash-
ville), Howard Schwartz Recording
(New York City), Shure Brothers
Inc. (Evanston, Ill.) and Skywalker
Sound (San Rafael, Calif.).

For more information about the
1997 TEC Awards sponsors, see
page 144. A limited number of
sponsorships and tickets are still
available; for more information, call
510/939-6149 or e-mail KarenTEC@
aol.com, [ |
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MIX FOUNDATION EXTENDS
SCHOLARSHIP DEADLINE

The Mix Foundation for Excel-
lence in Audio extended its
deadline for submitting applica-
tions for the TEC Awards Schol-
arship Grant to Saturday August
30, 1997.

If you are interested in receiv-
ing an application, mail, fax or
e-mail your name, address and
phone number to the Mix Foun-
dation, 1547 Palos Verdes Mall
#294, Walnut Creek, CA 94596;
fax 510/939-4022; e-mail Kar-
enTEC@aol.com. No phone
calls, please. The grant recipients
will be announced at the TEC
Awards and in the December
issue of Mix. [

Ulrich Bernard Behringer and his audio
manufacturing firm, Behringer Spezielle
Studiotechnick. In the suit, which al-
leges trademark and trade dress in-
fringement, copyright and patent
infringement, and unfair competitive
practices, Mackie accuses the defen-
dants of conspiring to manufacture and
distribute imitations of Mackie audio
products, using copied schematics and
identical parts. The products were dis-
tributed in the U.S. and Canada through
the Sam Ash companies, which the law-
suit claims financed the copying.

Mackie claims sales of the imitation
products have cost the company in lost
revenues and damaged its market posi-
tion. The company’s complaint seeks
actual damages of $109 million, trebled
to $327 million under federal law, plus
attorneys’ fees and costs.

“[Mackie intends] to protect our busi-
ness and will pursue predators who il-
legally copy Mackie products,” says
chief operating officer Roy Wemyss.
“We have a strong intellectual property
position and will defend our products
from what we see as very deliberate
copying—Dboth visually and electroni-
cally.” Mackie announced that its prod-
ucts would no longer be available at
Sam Ash Music, effective July 26.

—CONTINUED ON PAGE 12



INTRODUCING T HE 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.

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

AMS
NEVE

AMS NEVE pic - 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 - il com llwww.ams-neve.com
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WORLD AUDIO NEWS

INDUSTRY NOTES

Barry Margerum was appointed new
CEO at Euphonix Inc. (Palo Alo,
CA), while former CEO James Dob-
bie will continue on as chair-
man...SSL (Oxford, UK) appointed
Tim Harrison as area sales manager
for music recording and film...
Lynnwood, WA-based Symetrix
brought onboard David Dewey as
the director of sales...Don Sydney
will join Meyer Sound (Berkeley,
CA) as director of business develop-
ment, and Brian Coviello will be
regional sales manager for the
Northeastern United States. Meyer
also promoted Jennifer Smith to
news coordinator, a newly created
position within the company’s mar-
keting division...Sonic Foundry Inc.
(Madison, WI) promoted Brian
Hamilton to director of OEM busi-
ness development and hired soft-
ware design engineer Peter Haller. ..
Lori Carsillo was named media and
events coordinator at Palo Alto, CA-
based Opcode Systems Inc...Jill
Lego was appointed director of mar-
keting communications at Quantegy
Inc. (Peachtree City, GA)...Charles
M. Salter Associates Inc. (San Fran-
cisco) promoted Philip Sanders to
principal consultant...Akai (Fort
Worth, TX) changed its name from
Akai International Music Corpora-
tion to Akai Musical Instrument Cor-
poration...Telex Communications
of Minneapolis, appointed Struan
Robertson as intercom systems en-
gineer for Europe, Africa and the
Middle East...Independent Audio,
based in Portland, ME, will no
longer be distributor of HHB prod-
ucts. It will still distribute the re-
mainder of its product range,
including ATC studio monitors,
Coles ribbon mics and CEDAR for
Pro Tools...Hafler (Tempe, AZ), a
division of the Rockford Corpora-
tion, announced the retirement of
20-year company veteran Margie
Williams. Her last position was as
sales and marketing manager...
Quincy, IL-based Harris Corporation
acquired Northeast Broadcast Lab
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Inc., located in South Glen Falls,
NY. Rich Redmond was named
sales manager for the office, Brian
Szewczyk will remain as a broadcast
sales specialist, Joe Myers will con-
tinue to serve on the broadcast sales
staff, Jean Greene will serve as office
administrator, and sales specialist
Gary Hardwick will transfer to the
Northeastern office. Harris also re-
cently acquired Innovation Telecom-
munications Image and Sound (ITIS),
based in Rennes, France...Audio
Processing Technology (APT) of
Belfast, Ireland, appointed Jon Mc-
Clintock as sales engineer.. Midas
(Kidderminster, UK) announced
several new exclusive distributors.
Distribution in Norway will be han-
dled by AVAB CAC; national offices
of AudioSales will handle distribu-
tion for Austria, Hungary, the Czech
Republic and Slovakia; The Meter
Company Ltd. will distribute Midas
products in Egypt; and Electro-
sound is the new Portuguese dis-
tributor. For more information, call
Midas at 44/1562/741-515...Main
Line Marketing, of Melbourne, FL,
and ELrep Sales Co., of Tucker, GA,
are the new regional territory rep-
resentatives of D.A.S. Audio/USA,
manufacturer of professional trans-
ducers and loudspeaker systems. ..
Yamaha'’s (Buena Park, CA) Audio,
Guitar and Synthesizer division reor-
ganized its commercial audio sales
force. Larry Italia has been named
sales/marketing manager for com-
mercial audio; Randy Weitzel was
hired as commercial audio district
manager for the Rocky Mountain
states; Kathy Carrillo, in Yamaha’s
order processing department, will
now handle all calls for the
commercial audio area...Integral Vi-
sion-AID of Farmington Hills, MI,
promoted inside sales engineer Jim
Tarnaski to customer service manag-
er...Baton Rouge, LA-based Pre-
Sonus was granted its first U.S.
patent, “MIDI to Analog Sound Proc-
essor Interface,” by the U.S. trade-
mark and patent office. |
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INTERNET OPPORTUNITIES
DISCUSSED AT SEATTLE

AES CONFERENCE

Audio on the Internet was at the
forefront of discussion at the 14th In-
ternational Conference of the Audio
Engineering Society, held in June in
Seattle. The three-day conference ex-
amined the impact of the Internet on
the audio and multimedia industries,
and addressed issues such as content
quality. piracy and infringement issues;
and production, distribution and mar-
keting opportunities. Presenters and
panelists at the conference included
Dr. Elizabeth Cohen, president of the
Audio Engineering Society; Philip
Rosedale of Progressive Networks: for-
mer Grateful Dead lyricist John Perry
Barlow: and Philip Wiser, co-founder
of Liquid Audio. Also addressed were
new and emerging technologies, such
as the development of “Internet2”
high-speed protocol, 3D audio trans-
mission and multisite recording and
production.

SPARS HOSTS

BIZ/TECH 97 IN NYC

The 1997 SPARS Business and Techni-
cal Conference, Biz/Tech 97, took
place at the World Trade Center Mar-
riott Hotel in New York City, May 16-
18. The event, attended by studio
owner/managers, manufacturers and
service providers, featured sales pre-
sentations and business seminars host-
ed by such industry luminaries as
Howard Schwartz and Stephen St.Croix.
On the technology side, the Internet as
a delivery platform was a hot topic, as
representatives from EDNet and Liquid
Audio discussed the latest develop-
ments in Internet audio streaming, de-
livery system software and hardware,
and what to expect in the immediate
future.

For more information about SPARS,
contact executive director Shirley Kaye
at 561/641-60648 or visit the SPARS Web
site at www.webcom.com/spars/.

CORRECTION

The July “Current” listed Hillel Resner
as national secretary of the National
Academy of Recording Arts and Sci-
ences. His correct title is national sec-
retary-treasurer. |
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And when veu also believe, zﬁ:‘does, that gre
cr

sound comes from good mi one technique
(and not from constant EQ adjustments) vou
to use the very bast mics you can ger. The natural
choice for Al is Neumann. Ar.d while he has
great affection for all of his Neumanns, he has
grown particu’arly fond of his new M 149 Tube.
“Like the originall M 49, the M 149 Tube never

lecs me down,” he says. “It’s an extraordinary

microphone—clean and crisp.”

Being the award-winning professional and
sound perfectionist that he is, Al has chosen

to record the voices and instruments of so
many of our favorite artists—Tony Bernett,
Jackson Browne, Willie Nelson, Quincy Jones,
Diana Krall, Dr. John, Michael Bolton, and
many, many others—through his favorite mics.

After all, nothing else sounds like a Neumann.
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THE FAST LANE

Now YOu DON'T HEAR IT,
Now You Do

BEYOND OUTER LIMITS

I o-fi. No, not reallty no-fi; but
high-fi. Literally. Yeah, that's
i it. The jewelry-cleaner of
audio, the highest fi you can get,
and then higher; beyond audio-
as-we-know-it-fi. That's what I am
going to tell you about this
month. But unlike last month’s
Worst-Sounding Speaker On Earth,
this one doesn’t make any sound
at all. Not directly. And unlike last
month’s freak toy, when this is
fully developed, it will have a flat
frequency response, the most
controllable dispersion pattern
and the most insane imaging on
Earth. In fact, the imaging is more
controlled than anyone thought
was possible.
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Let me tell you up front that 1
have never heard this device. Few
have. And you can't buy it—not
yet. But if the developers can pull
it off, it will change audio—all as-
pects of audio—more than any
other breakthrough since Edison's
wax cylinder. It will be truly revo-
lutionary. You will control the
horizontal, your will control the
vertical.

AND AWAY WE GO

It all started when I interviewed
Bob Todrank from ATC (Ameri-
can Technology Corporation) and
he convinced me that what T am

BY STEPHEN ST.CROIX

about to tell you is real and vi-
able. I normally would not let
anyone convince me of anything
without personally experiencing
it, but Bob and I have known
each other since the beginning of
carbon-based life, and he does
make sense. Further, T want to tell
you that I am including para-
phrased versions of information
that I downloaded from ATC’s
Web page. This is something else
I have never done before in my
column, but it seems the most di-
rect way to give you certain de-
tails. So here’s the deal...ATC uses
a technology called acoustical het-
erodyning, which creates a phe-

—CONTINUED ON PAGE 230



Take the
Classic
Cure.

Get over those digital chills!

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

For richness, warmth,
and a remedy for the
sonic blahs, seek out ‘
the RODE Classic! f
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The RODE CLASSIC Features:

e A rare and costly 6072 tube, first choice
of the finest microphone craftsmen.

e iFull 1" Gold-Sputtered Dual Diaphragm
Capsule, in combination with 6072-based
circuitry, ensuring a warmth of tone for
pristine vocal recordings.

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

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

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

o Australian-made 10m (30') high-grade
multi-core cable, helping to eliminate RF
and other unwanted signal contaminators.

« High guality Jensen transformer, for
added cleanliness and accurate bass
response.

* Intemal shock mounting system for
Capsule and Tube, helping eliminate low
frequency rumbles and vibrations.

¢ Custom Flight Case

¢ Hand-crafted solid brass body, textured
with fine glass bead blasting. A nickel
finish provides lifelong durability.

« A tremendous value at $1999!

DISTRI1BUTETD B Y

ELECTRONIGS

P.O. Box 4189

Santa Barbara CA 931404189
voice 805-566-7777 L
fax 805-566-7771 .
E-maitk: info@eventl.com =
www.eventl.com
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INSIDER AUDIO

RETRO THIS, PART 2

THE GREAT LEAP BACKWARD

re you salivating over all

the new “retro” gear that’s

flooding the market? Do
you think big knobs, burnished
steel, VU meters and glowing
tubes are going o drag your facili-
ty out of the doldrums? Do you
think Scully tape decks, Mini-
moogs, Pultec equalizers and RCA
consoles are magical, and if you
just had some of them in your stu-
dio you could make million-selling
records? Well, if you read my col-
umn last month, you know that 1
think that for the most part, the
movement back to the gear of yes-
teryear is pure horse hockey.

You see, 1 was there, And I'm
not even 5o old. But I can tell you
that dealing with this stuff was one
big pain in the butt. I'll show you:
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Come with me now back in time,
way back, to a classic electronic
music studio, before the days of
digital synths—heck, before the
days of any synths. No program-
ming, no sequencing, no comput-
ers, no digital readouts—ijust knobs
and sliders, all of which do just
what they're supposed to do, in
real time. And lots of tubes. Ana-
log heaven, right?

Your sound sources are a shelf
full of discrete, industrial-strength
oscillators. They’'ll produce sine,
square or triangle waves, at any
pitch you want. Of course, you
better not want it for very long, be-
cause as the tubes warm up, those
babies will drift. You patch them

BY PAUL D. LEHRMAN

through a gorgeous passive third-
octave filter built for some Euro-
pean telephone company, based
around moving ferrite cores. The
cores are open to the room, and
even if you tell people not to
smoke, you still often get a nice
crackling sound when you move a
slider. So you either leave the filter
alone during a take, or if you need
to change the curve, you keep
recording until you get a take in
which you did the move right and
it didn’t sound like a bowl of Rice
Krispies.

Don’t forget that the input im-
pedance on the filter is way too
low for the signal from the oscilla-
tors (they weren't made for this?),
50 you have to manually patch the
signal through a couple of pads

ILLUSTRATION: DAVE EMBER
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This Way, =

.roday's Digital Audio Workstation is an indispensible tool
for Post Production, CD Premastering, and Music Production.
With each new twist and turn in the maze

of technological possibilities, some

systems lead, others follow, and

many fall by the wayside.

.ITwrough it all, one system

has consistently emerged

as the technology leader —
delivering an impressive list

of achievements that have

taken our users where they need to
be to stay ahead of the competition.

The Path To Success

Follow the path we've blazed in digital audio with
achievements such as:

e Best Sound and Best Picture Oscar® winner The English
Patient posted on Sonic by The Saul Zaentz Co.

Emmy® award-winning NoNOISE® system for professional
audio restoration

First non-linear DAW for music production and
CD premastering

Sonic MediaNet™ - the first (and only) real-time network
for media workgroups

Sonic High Density Studio - the world’s first multitrack
96kHz 24-hit audio system

DVD-Ready™ - the first audio system to support all DVD
formats (Dolby Digital, MPEG-2, PCM)

A nd as you find your way to the future — 96kHz and DSD

High-Density Audio™, Surround Sound and DVD Audio — don't get

stuck with yesterday’s tools. Count on only one company to lead
the way — Sonic Solutions.

Don't Get Lost in the Maze,
Get on the Right Path...with Sonic.

CIRCLE AD NUMBER ON PRODUCY INFO CARD
www.sonic.com
1.888.SONIC.4U

Sonic Headquarters 101 Rowland Way, Novato, CA 94345 AAAA
tel: 415.893.8000 » fax: 415,893 8008
Sonic Europe tel: 44.171.287.0203

Sonic Pacific Rim tel: 81.3.5439.7171 SONIC SOLUTIONS

©1937 Sonc Solubons  All nghts reserved  The Sonc Solutions logo, Sonc, SomcStudko, Sonic MediaNet. High Density Audko and OVD Ready are trademarks

S NONDISE 15 a regrstered trademark of Somc Solutons Al other tradermarks and regrstered badermarks are the property of thex respactve owners.



INSIDER AUDIO

and transformers, lest you get (at best)
a horribly distorted “blaaatch!” or (at
worst) fry a core or two.

There's plenty more: The ring mod-
ulators, frequency shifters, broadband
equalizers and envelope generators all
need to be calibrated, level-matched
(meters? we don’t need no steenking
meters!) and dealt with quickly, before
they drift off. Want to increase the
RTGO on the reverb plate? Just pull the
long rod attached to the damper. But
you can’t do it while there’s sound
going through it, because the horren-
dous roarrr it produces obliterates
everything else.

Now you've been here about three
hours, patching, tweaking, cajoling,
programming, re-tweaking because of
the drift, mixing and monitoring along
each stage, and you’ve created five sec-
onds’ worth of brilliant sound, which
you'd better put on tape pronto. If you
want to use that sound in more than
one place in your piece, you'd best
record it a number of times; if you just
do it once, and then later make copies,
you run the risk of adding hiss and dis-
tortion, and if you try to duplicate the

sound any other day, even if you've
kept the best notes in the world, you'll
never be able to get it exactly right.
Are you drooling with envy yet? Me
neither. But this studio, at the Colum-
bia-Princeton Electronic Music Center,
is where I got my first formal training in
electronic music. Looking back on it

I think that
for the most part,
the movement
back to the gear
of yesteryear

is pure horse hockey.

now, it sounds like about as much fun
as building up DNA molecules, one
amino acid at a time, would be to a bio-
chemist. As an educational experience,
it was priceless, but as a way to actually
create something, it sucked. In fact,
after a couple of years working like
that, I gave up electronic music com-

—
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vote with your ears...

The Green Dual Mic Pre is the latest in a long line of renowned Focusrite
designs which many users would'vote as their favourite sounding device!
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The values and traditions of Focusrite product design have
stayed true from the first range, the I1SA through to the

BED, the Blue and now the Green Range

The Green Dual Mic Pre is designed to accurately
reproduce every subtle detail and nuance

from any microphone, adding more

punch and presence to

your recordings,

making a

difference
you can really hear.
Why does a Focusrite make
the difference?
Take a look inside a Green module and check out
the classic designs and quality components , you

won't find anything
like this in your console or
anywhere else in your rack.

QUALITY COMPONENTS: High quality Compo-
nents, of a standard only found within high end
audiophile equipment.
PRE AMP: The Pre Amp design is built around
two ultra high performance Linear Technology
LT1028 amplifiers, producing a high spec
performance way beyond your consale Mic Pre.

A Focusrite Mic Pre in your record chain guaran-

pletely for a solid decade. I only came
back to it when systems became avail-
able that allowed me to produce more
than one composition in my lifetime.

Retro, feh.

Okay, I got that out my system.
Now I can admit that there were things
I liked about working with unpre-
dictable analog gear, and that some of
those things really have been lost in the
rush to digitization, computerization
and automation. And there are valuable
lessons to be learned from the current-
ly fashionable (if I may steal from Mao)
Great Leap Backward, as long as we
don’t take them too literally.

To my mind, the most valuable les-
son of the retro movement has to do
with the human interface. Digital work-
station users miss having all the faders
and knobs right in front of them. Fortu-
nately, manufacturers are finally getting
hip to the idea that a mouse is not the
best way to handle a 64-channel mix
with 14 effects inserts, and alternative
controllers with real sliders and but-
tons, some of which even move, are
popping up all over the place. Musi-
cians are getting tired of those tiny little
parameter windows on their synths,
and in response, new instruments are

)
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tees:- * Low noise & distortion * Ultra smooth
response for greater clarity * Warmth and
musicality
RELAYS: Gold plated silver contact relays are used
for audio switching to give lower distortion and
greater isolation than cheaper transistor methods.
OUTPUT AMP: Each output stage is equipped
with mini amplifier chips, like small power amps,
designed to drive any cable length, capacitance or
load without adding distortion.
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At S 1 ,099.00 (RETAIL) The Dual Mic Pre truly represents Affardable Excellence through Bevolutionary Engineering
Brochure & further Information: Focusrite USA: Group One Ltd. (East) Tel: 516 249 1399 (West) Tel: 310 656 2521 Email: sales@g11td.com Focusrite Home Page: http://www.focusrite.com
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appearing loaded with knobs. In addi-
tion, alternative, fluid controllers like
Bob Moog’s Theremin, Don Buchla’s
touch and space controllers, and Yama-
ha’s breath and wind controllers are
making a comeback. These will mean
that players’ real-time performance ges-
tures are taking on added importance
in sequences, which will help make
their tracks more organic and convinc-
ing. But because they’re MIDI, the ges-
tures are repeatable and editable, and
that makes all the difference.

Another lesson can be called the
“comfort” factor. For a lot of people, it’s
not really the sound of discrete compo-
nents that mauers, it's simply the fact
that they're there. Workstations, in
which the sound is pumped in at one
end, spun around as invisible numbers
and spat out at the other, have taken
away much of the feel of working with
audio: We don't see tape reels spinning
any more, we don't physically set up the
patchbays, we don’t see the processors’
flashing lights responding to the signal,
and processor settings are buried in
menus within menus. That loss of con-
trol, even if it’s illusory, can be unnerv-
ing. 'm not sure that putting a picture
of a 40-year-old equalizer on the screen

is the best solution to this, but certainly
speeding up the displays so that the
level meters don't look like they’re suf-
fering from spasms; making the signal
routings obvious with big, bright lines;
Workstations,
in which the sound
is pumped in at one end,
spun around as
invisible numbers and
spat out at the other,
have taken away much
of the feel
of working with audio.
and making all active processing con-
trols instantly visible (not just one at a
time) can help. In the long run, howev-

er, we're going to have to compromise
and leamn to be as comfortable with vir-

tual patchbays and processors as we are
with the “real” things (and don’t forget,
virtual patchbays don’t need cleaning).

The third thing is serendipity—find-
ing something in the behavior of a
piece of equipment that the designers
didn’t intend and turning it to artistic
advantage. That can be built into digital
systems too, although it might not be
easy. The Yamaha DX7, you may re-
call, would go into aliasing under all
sorts of circumstances. It could be ugly,
but there were plenty of programmers
willing to exploit that little weirdness
and make some fascinating sounds
from it. Perhaps designers could look
at ways to “overspec” digital gear, so
that instead of hard clipping when you
exceeded normal operating parameters,
it did something completely different
and potentially useful. (Of course,
today ugly is in, so the motivation isn’t
there yet to do anything else, but hope-
fully that shall pass.)

And what about the sound of retro
equipment? Can we really reproduce in
a musical way the sound of analog tape
saturation, of tube nonlinearities and of
unstable oscillators? Well, from what
I've seen in the aisles of trade shows

—CONTINUED ON PAGE 232
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new compressor. new standard.

Fogusrite set the standard forefmpression with the TEC award winning
Red 3. Now the unique sound'ofifocusrite compression is available to all

>

with the new,Green Compressor Limiter.

Designed to be the most professional and versatile SOUND: The sound of Focusrite “Class A VCA
device available this Green unit has all the Compression” is renowned for its
features you need for recording and mixing. If you smoothness and clarity and

equip your studio with only one compressor it is the first choice .
should be a Green Compressor Limiter. of many

DUAL MDND/STERED: The device has two
independent mono channels of Compression
and Limiting with level and compres-

sion metering. When

switched to stereo

the two

of the worlds
greatest recording artists
and engineers.

RECDRDING: The Green Limiter section includes
a unique “Lookahead” detection circuit that

R -
channels are
linked and act as a true E i
& g
o

stereo tracking Compressor Limiter.
2 -0

SDFT/HARD KNEE: The contour of compression | =
can be altered to achieve a wide range of c

compression sounds from only one device.
INPUT LEVEL

allows accurate
low distortion limiting .
Ideal for preventing A/D overload
during digital recording.

MIXING/MASTERING: The compressor section
includes high/Low pass filters to allow selective
compression of full band material. The filters
allow any amount of compression to be applied
whilst retaining the originai balance of the mix
specially useful for bass heavy dance music.
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At s 1,4'99.00 {RETAIL) The Compressor Limiter truly represents Affordable Excellence through Bevolutionary Engineering.

Brochure & further Information: Focusrite USA: Group One Ltd. (East) Tel: 516 249 1399 (Waest) Te!: 310 656 2521 Email: sales@g1itd.com Focusrite Home Page: http://www.focusrite.com
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INSIGHTS

ELIZABETH COHEN

PRESIDENT OF THE AUDIO ENGINEERING SOCIETY

lizabeth Cohen readily con-

cedes that she is a difficult in-

| dividual to characterize. This

is hardly surprising, given that her

interests range from musical perfor-

mance, to the acoustics of record-

ing and live spaces, to emerging

technologies for nontraditional
means of sound delivery.

Cohen received a bachelor’s
degree in music and science
from Bennington College in the
mid-"70s. She later collected a
master’s in electrical engineer-
ing and a doctorate in acoustics
from Stanford. From 1980 to
1989, Cohen served as con-
sulting assistant professor of
physics at Stanford, where she
taught classes in astrophysics
and musical acoustics, as well
as in values, technology and
society. Currently a consulting
professor of electrical engineer-
ing at Stanford, and president
of Cohen Acoustics (a firm she
founded in 1981), she has con-
ducted extensive research in
psychoacoustics and auditory
perception.

Cohen is probably best
known for her extensive work
on inharmonic tone percep-
tion, 3-D sound localization, and
standards and measurements of
background noise, as well as the
implementation of audio technolo-
gies on the Internet. For five years,
she served as acoustician for the
Hollywood Bowl, and she is the
former acoustician for the Aspen
Music Festival. Her recent design
credits include screening rooms for
Dolby Labs, Digital Theater Sound,
Sony Pictures Entertainment and
Paramount Pictures, plus a listen-
ing room for Harman Automotive,
Indiana. She is also a member of
the Walt Disney Concert Hall Com-
mittee.

During her recent acceptance
speech as the newly elected AES
president, Cohen modified Aristo-
tle’s phrase “The beginning of phi-
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losophy is wonder,” to “The begin-
ning of audio technology is music
and wonder.” She implored the au-
dience “to remind ourselves that
we dare in a position of great luxury:
enabling art. We forget this at our
own peril, for music, and the tech-
nology that enables it, transforms

both the personal and the political.
It should be understood that the

myriad transformations brought
about by means of music can
change and renew our lives and
our communities.” She believes
that audio technology extends the
reach of music and “gives voice to
communications that penetrate the
walls between people and cul-
tures.”

Our understanding of the audi-
tory system, she considers, has in-
formed the evolution of audio
technology to the point where we
will be able to understand and use
the full range of the human hearing
experience. “Our knowledge of
sound localization, our knowledge

BY MEL LAMBERT

of spatial hearing combined with
innovations in distribution and sig-
nal processing technologies, have
generated this opportunity.” A rare
mind, indeed.

You are interested in a variety of
aspects within professional sound,
JSrom the science of acoustic en-
vironments to leading-edge de-
velopments in audio delivery.
What is your primary motiva-
tion?

1 think that what makes me tick
is a love of music and a love of
art. 1 see myself creating spaces
for artists, or tools for commu-
nications. There are so many
things in the world that sepa-
rate us; music is one thing that
can serve to unite and inform
people very directly. If you
look for what engages me cre-
atively, it's the love of music
and fascination with the power
that music has to affect and
move people.

Do you play?

1 play but not very well. My
heart’s in it, because there is
something that happens when
you play with others; that kind
of ensemble communication is
a very powerful experience and
something 1 enjoy. I have a degree
in music from Bennington College.
I came from the performance arts
arena and moved into acoustics
and computer music that way.
How did you become involved in
professional audio?

1 was doing a lot of art pieces while
I was in school and working with
an instrument builder, Gunner
Schoenbeck. At the same time,
there were folks at Bell Labs who
had heard about me, and vice
versa. 1 got an invitation from Max
Matthews at Bell Labs when I was
an undergraduate. Max was there
with John Pierce and Manny
Schroeder; 1 started making frenetic
squeaks and buzzes on computers.
1 had been studying electronic
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music at Bennington. There was a lot of
music exploration going on at that time
at The Kitchen in New York. | started
working at Bell Labs late at night. en-
tering notes for scores. This was hack
in the early 70s—the days of learly soft-
ware composition programs] Groove
and Music Five, where a bank of oscil-
lators took up half a roon!

How did that interest develop into your
designing recording and performance
spaces?

They're just larger instruments—at least
in my mind. You treat [environments| as
if they were a musical instrument. The
basics of engineering is something that
someone can acquire with elbow
grease and taking classes. Physics al-
ways fascinated me: I could never fig-
ure out whether I wanted to be a DTS screening room, designed by Cohen
physicist or musician. This is one of the

ways [ can have my cake and eat it.  Sciences lub. Somebody was building 1 ity to be fascinated with the simplest
100. studio and had some (uestions—I dont  things.

Really. it was just one of those things  even remember now what exactly it The basics of room acoustics were
that appears as an accident. 1 had got-  was. There are people born with an in fundamental and part of my formal ed-
ten into consulting because one of my  credible talent. and they know that if  ucation. However. not being part of a
professors said that [ could get paid for  they don't play their violin they dont  particular school of thought. I don't
what I was doing. 1 answered a phone  breathe. But my gift is a natural curiosi think I had regimentaion—I wasn't sit-
call one day in a Speech and Hearing  ty about how things work. and an abil-  ting there reading about Live-End
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Dead-End or any of these type of [de-
sign theories). Audio does have a trendy
component to it. I tend to deal with the
[basics] and then let my imagination
soar. | take a very hands-on approach
to things. I attribute the success of my
projects to [the fact] that 'm a notorious
hand-holder through the construction
process. I work closely with the con-
tractor to get what is down on paper
built.

How do your clients describe what
they’re looking for?

In many different ways. I have clients
that are musically literate and clients

that are technologically literate. I also
have clients that don'’t read a note of
music or know very little about tech-
nology, but who make great music.

Do you find that musically inclined
people bave a better sense of the aes-
thetics of a recording/performance
space?

They have a better vocabulary of de-
scribing what they want. It’'s much easi-
er when they say they need to have the
room handle a low-D, or that it has to
respond to a particular frequency, rather
than someone saying that they like it
“warm.” We have a very sophisticated
visual vocabulary, yet an auditory vo-
cabulary that can be relatively impover-

:

ATTENTION|TO  DETAID

g |
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ished. Once you start educating people
as to what the various synonyms are, it’s
kind of like watering a plant.

One of the other things I'm known
for is the programming phase of the
project. Programming is where you sit
down with the client and find out how
they are going to use that space—the
“reality check.” When you find out
whether they need to [accommodate
the requirements of] an auto show, for
example, to support their concert hall
in the same space, or whether the stu-
dio designed as a film room, let’s say, is
actually going to be for music most of
the time. Or they think they’re only
going to do pop music, yet it turns out
that they’re doing lots of commercials
for TV. You really need to find out
what they like, what they're trying to
achieve,

In a home room, you find out if the
theater for critical listening might turn
out to be where Junior also practices his
violin—it could be a double-purpose
area, or more. Then you find out that
they have this wonderful space for their
listening room, but the exercise room is
on top of it so you need to deal with
adjacency problems.

It's really a matter of knowing what
they can go for, and what they can af-
ford. I believe in doing value engineer-
ing up-front rather than during the
course of the project, which results in
disappointment for the designer and the
client.

You've designed recording studios, post
Sacilities and quite a few listening
rooms, including ones bere in LA. for
Dolby Laboratories and DTS. How did
they come about?

They came about because I had been
the lead on a project for the Academy
of Motion Picture Arts and Sciences.
David Schwind and I had done that
project for [the acoustical and architec-
tural firm] Salter Associates, and I'd also
done a lot of work in the film industry.
What's the main challenge in designing
a listening room?

There are at least two major modes of
listening: an analytic and a synthetic
mode. You want a room that allows
you to achieve a “gestalt” of the event
that's occurring, as well as analytically
hear all of the sonic details. You want a
room that supports the music.

Does the choice of monitor influence
bow you design the room?

When you build a room, ideally, you
like to know exactly the size of a [mon-
itor soffit] cutout. But you also can build
a good room giving them leeway. This
year’s speaker is this year’s speaker;



2/4

the faders are

awesome...the taper on

them is as smooth as

anything I've ever used.

Ourc

“Ghost is Killer! Classic
fat British EQ like you've
always dreamed of. And

Incredible. Ghost has just

about everything | look
for in a quality console;

great tone....great
feel...looks...even the
name! I'd swear you

custom made this for me.

I could not have picked a
better console for sound,

features and feel.”

Recording Co. New
Milford, NJ

\;gtttrtee¢c

D

Geno Porfido, Boulevard

et

Cyie . o Oy
LI Rt e ]

“Other consoles I've
worked with in the past
just couldn't deliver the
levels of punch and
clarity I felt the music
deserved. | never have
this problem with my
Soundcraft Ghost. The
Ghost gives me the
flexibility | need over a
wide range of frequencies
and has the body and
warmth to really bring my
music to life.”

Johnathan Moffett,
Drummer with Michael
Jackson and Madonna

“After the first mix | did, |
realised | was in a whole
new league. This thing
sounds beautiful. Very
silky in the high end and
full in the lows. The EQ is
totally cool and the board
has a quality feel to it. |
know of nothing that
touches it in its price
range and | have been
recommending Ghost for
months to anybody who’s
looking for a console.”

Garth Webber, Red
Rooster Studio, Berkeley
CA
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ustomers’ comments

“I've worked on many
competing 8 bus consoles
and none can compare to
the Ghost in features,
ergonomics and, most
importantly, sound. The
Ghost, simply put, sounds
warm and musical - you
don’t have to work hard
to get great sounding
mixes on this board. The
EQ is very flexible and we
compared the mic
preamps (using a
Neumann U-47) to the
Neve 1066s in our studio.
We were very surprised at
how favourably they
compared to these
megabuck classics.”

Peter Thorn, What If?
Productions.
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there’s tremendous innovation in terms
ol speaker manufacturing and driver
technology. I try 1o design rooms that
sound good so that my clients aren't
harnessed into a particular trend that
we're trving this year. In an intelligently
designed space, vou should always in-
tegrate the loudspeaker and the room.
That is the key element of the room-
tuning process. The loudspeaker and
the room are an interdependent systen;
neither of them functions in isolation
from the other.
Do you try to avoid soffit-mounted
speakers, to bring them a little forward
mto the room?
No. You try to design in a soffit space
or build a [monitor] wall that leaves
enough space so vou can make
changes it vou need 10. vet make sure
vou have the proper absorption. I con-
sider it intelligent design with the ability
to optimize. What you're going for is
what sounds good vet allows vou 10 do
the work in that space.
Of the various environments you've
designed, which was the most chal-
lenging?
The space that I'm proudest of is the

Dolby Labs screening room

Aspen Concert Hall. Tt was a dream
project because we were working with
architect Harmy “Teague. Our client was
Robert Hurth, who used to be with the
L.A. Phitharmonic and is now the gen-
cral manager of Aspen. Evervone ihere
loves music and understood the func-
tion of the space—it was for music with
a degree of flexibility. T also worked

with David Schwind on this project, and
we were really able to do what we
wanted. I continue te» work with Aspen;
the Concert Hall is very close to mv
heart because it's a wonderful space to
work in. You want 1o make music
there. It was both a humbling and
heautitul experience far me because a
member of the Emerson Quartet said
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that he considered [the halll to be a mu-
sical instrument.

When was Aspen Concert Hall built?

It was finished three vears ago.

As a woman in «a male-dominated in-
dustry, do you see yourself as a role
modei?

I didn't elect myself 10 be one, but I've
becn a role model since graduate
school. Decisions 1've made might not
have been made it 1 didn't have that re-
sponsibility. Right now, we have a core
of women that came in through the
AES at a certain time. We're all around
our early 40s. and then there's a gap
again. I would really like to sec lots
more individuals become involved
throughout our industry; this is a won-
derful area 10 function as an engineer
for the arts. [ don't think we have pub-
licized it o well.

Very often, people see “audio engi-
neering” as a bunch of guys with plastic
pocket protectors worrying about the
necdles tor their old LPs! T don't like 1o
categorize people because it's a very
foolish thing to do. Clearly, it people
have fun with building things. and
like music, it's got lots of opportunities.

GENELEC

CIRCLE AD NUMBER ON PRODUCT INFO CARD

The merging of communications and
telecommunications is really a hot area
right now and will continue to be so.

I understand that, while you still con-
sult on acoustic projects, you're also
beavily involved in developing audio
opportunities for new media?

Yes, 1 do a fair amount of technology
assessment and strategic planning. I'm
opening up communications channels
to allow as many artists o be as creative
as they can be.

Give me an example.

Three years ago | went to the Jazz Fes-
tival in New Orleans and introduced
a radio station there as part of an
outreach program [ was doing in devel-
oping the National Information infra
structure. I had served a vear on the
National Economic Council. Part of
my portfolio wis development of the
information infrastructure for ars. for
Americans with disabilities and for
telecommuting—these are the three
things | worked on.

One aspect of the outrecach program
linvolved] talking to artists in a local
community. It was very clear 1o me
then—and even more so now—that the
Internet ofters a tool for artists to remain
a vital part of the local community. Tra

0] L
1997
: Nominee

ditionally. musicians have becn essen-
tia 10 the fubric of a social community.
In New Orleans, public radio station
WWOZ is an essential ingredient: it is
part of the [city's] brass band district.
part of the soul and the lifeblood of that
community. They've been broadcasting
and netcasting over the Internet. | think
that they are one of the best radio sta-
tions. if not the best, in the country in
terms of having an incredible library of
American roots music that can now be
heard all over the world.

So the station provides online access to
rare roots music?

Yes, local music. I guess a part of my
tecling is this whole idea of “cultural
gravout.” When [ was doing field work
in China in 1980, one vear there was al-
most no radio or TV. and the following
vear vou could hear Pink Flovd in Inner
Mongolia. But then what happens to
that local music? It is our cultural her-
ituge. From a business point of view, it
is one of the greatest products for any
nation. As of mid-May, there are 3,000
stations netcasting,

Therce is all of this new music out of
Africa, combinations of African rhvthms
and pop music—look at it the same
way as blues and jazz developed here.

The Model 1029A/1091A
Active Monitoring System

Last October, our 1039A won the
1996 TEC Award for Outstanding
Technical Achievement: Studio
Monitor Technology.

Once again, we'd simply like to
thank the readers of Mix for their
1997 TEC Award Nomination of
our new 1029A/1091A.

May the best technology win.

The Whole Truth And
Nothing But The Truth

Genelec, Inc.
39 Union Avenue, Sudbury, MA 01776
Tel: 508/440-7520 Fax: 508/440-7521

Genelec Oy, Olvitie 5 FIN-74100 IISALMI, FINLAND
Tel: +358-17-813311 http://www.finhost.fi/genelec
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Let's nurture all these influences that we
can. Hundreds of radio stations in Eu-
rope are on the Internet.

My major concern now is for the
audio community to use its voice. In all
of new media, audio has been the bas-
tard child for picture. The broadcast
lobby has strong political groups linter-
ested in pushing through profitable de-
velopments in HDTV and Advanced
Television, with sometimes little con-
cern about the fate of multichannel
audio}]. We take whatever bandwidth is
left over and, to a certain extent,
humbly accept it. But certain compa-
nies have said, “No. What's left over
isn’t good enough for music.” And it's
not just a matter of data compression—
some data compression schemes sound
better than linear PCM. What the audio
community is doing for the Internet is
to say that [future-generation] Advanced
Internet systems should offer the poten-
tial for quality reproduction. You want
the artist to have the opportunity of the
best conduit for their art.

Personally, I'm a very strong sup-
porter of the computer-based paradigm
in terms of open platforms. Look at the

rapid acceptance of Smart Cards in Eu-
rope; electronics manufacturers cannot
continue to use the argument that we're
all couch potatoes and can’t do anything
active. Constantly pressing buttons on
our remote control is interactivity at a
level that does not preclude choice and
quality in audio.

Do you think there is going to be a par-
adigm change in the quality of deliv-
ered audio over the Internet?
Absolutely. The AES has organized an
Internet Audio Conference in June. One
of the things we're going to discuss is
enhanced quality and the technology
available to allow this. There are vari-
ous groups working on what the differ-
ent headers should be and providing
the basic message that we carry. We've
been asked by the different applications
engineering committees: “What do we
need?” In the artistic community, there
is no reason why quality shouldn’t be
part of any Advanced Internet standard.
Do you foresee changes in production
techniques—the way we record music
because we know it’s going to be deliv-
ered via different media?

You're going to see it delivered every
way—through the air, through wires
and so on. 1 look for instance in the in-

novations in GPS—Global Positioning
System—{digital broadcasting] technolo-
gies that will deliver a digital broadcast
to my car by pressing a button and hav-
ing it downloaded to my computer stor-
age device. And, of course, I'll record
this tune in lovely multichannel sound.
That [capability] isn’t very far down the
line; all the technologies are there to do
that now.

Multichannel audio will enable the
driver to be immersed in a sound field
in a very realistic or surrealistic way, de-
pending on the intent of the composer.
You're no longer restricted to flat,
spaced stereo. The greatest innovation
we're seeing now is the end of spatial
deprivation; composers are now being
given the tools for composing in space.
We have the delivery medium, we have
enhanced-efficiency speakers—the dif-
ferent pieces are coming together. The
bandwidth, the compression technolo-
gy, diversity of competing delivery
media and innovations in speaker de-
sign.

What you were talking about is inter-
activity from the point of a listener as
the final composer—in a way, an ex-
tension of karaoke?

Essentially, yes. The portable computer

TWO WILL GET YOU EIGHT

This math only works with the new 8MX2 Preamp/Mixer from ATI, the folks
who brought you PARAGON. Not only do you get 8 of the best sounding mic-

preamplifiers available, you get 8 adjustable peak limiters and a versatile 8x2 mixer

with metering. All of this power in a single rack space, and for under $2000.*

Hard to believe? Ask your local ATT dealer for a demonstration and you'll see

how all this adds up.

s S 1RO

m Aupio Toys INC.

SEE US AT NAMM BOOTH #2031

9017-C Mendenhall Court * Columbia, MD 21045 « 800-642-8063 * fax 410-381-5025 » www.audiotoys.com
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How do you improve the worl@'s

selling power am

Popular wisdom says “don’t change the
recipe when you're making good biscuits.”
The reason the CS 800 has remained
dominant for over twenty years is that
we've only changed it a few times and
when we did, we knew what to throw out
and what to keep.

Very
carefully!

Qur exclusive output circuit design (patents
pending) completely compensates for
amplifier output impedance. We
conservatively spec damping factor at

What to Keep

The new CS800S uses metal (TO-3)
power transistors, because plastic devices
just don’t deliver equivalent thermal

used right up

performance. i i e’
While metal 1000 but it is only limited by component
) tolerance.
devices can be |ﬂ' d
o

Modular inputs and outputs provide

to silicon flexibility in configuring the CS 800S for
junction s your application. Binding post, or Speakon?®
Lae'lvui(':%'sp'as"c outputs, it's your call. A clever input circuit

accepts anything from XLR balanced fine
level signals to single-ended speaker level
signals. Caution: don’t try this with a non-
CS amplifier; speaker level input signals
will fry most amps on the market today!

degrade 50°C
(90°F) sooner.
This margin of
“thermal
headroom”
can be the difference between a really loud
finale and something more final.

Oofs... Your amp with plastic translstors
just blew up!

msovers. When you heww Intimete
A
NTOROS, @ fiat
pips, Rt
sounds good. In this gees,
e chaose to sound rafie thap look good.
NOW. we have ofier piug-in modiisg Under Owweigrient.

Books have been written about thermal
management, but it all boils down to three
things: air flow, heat sink area, and AT (the
difference between the heat radiator and
ambient air). The CS 800S uses a unique
“parallel flow” heat sink alignment so every
transistor receives the same cool
temperature air for optimum A T.

With two variable-speed 32 CFM fans
cooling hundreds of square inches of heat
sink area, and metal (TO-
3) power devices (in the
air stream), the CS 800S
will play very loud for very
long (years - not minutes
or seconds).

The audio amplifier section
uses proven Class A/B
ultra-linear complementary
topology with several
improvements that further
reduce the distortion/noise floor
even lower than the already
“audiophile quality” CS 800X (40
v/usec, <0.03 % thd, etc.)

1200 W
23.5 Ibs.

The MONITOR Magazine is a publication filled with the latest information musiciens want to know To receive 4 issues f¢ ly
$5 (prce good tn U.S only) send check or money order to: Monitor Magazine. Peavey Electronics Corporation
’. 711 A Street, Mendian, MS 39301 » (601) 483-5365 » Eax (601) 486-1278
-w hitp //www.peavey com * AOL Keyword' Peavey » CompuSeive Go Peavey * ©1996
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DDT" - A fast-acting limiter, triggered by
clipping or current limiting, which prevents
speaker/equipment damage, is probably
our most copied feature. Only Peavey
Electronics offers “true” DDT. (U.S. Patent
#4,318,053)

R wew cormiica him he
for the stated prive and gat on whh the

What to Change

The new CS 800S is two rack spaces high
and weighs only 23.5 ibs! The CS800S
wasn't lightened by using a smaller power
transformer and fewer output devices on a
“trick” heat sink. We used our years of
digital and “switchmode" experience to
develop an advanced high frequency
power supply. More than just a
replacement for the old heavy iron
transformer, intelligent load and thermal
sensing dynamically interact to provide
more power, longer, and more reliably than
previous approaches.

This, combined with our more than 30
years of experience building the most
reliable solid-state amplifiers in the world,
allowed us to redesign the whole amplifier
from input to output, merging the best of
the old with the best of the new to deliver
1,200 watts of superior performance
without breaking your back or your
pocketbook. The CS800 just keeps getting
better!

1997
Nominee

CS° 800S
LEMNEY
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Introducing a brand new microphone
that's 50 years old.

You're looking at a brand new mic. One desigried to do what most other new mics can't..
Scund like an old mic. It's called the Soundelux Ugs and it represents a harmonious collection of
five decades of our favorite components. Together, they capture sound with remarkable clarity and
the natural warmth atrainable from only a handiul of tube classics. If you know this sound, you'll
know why the Ugg is so special. Intreducing the Ugs by Soundelux. Your new favorite old mic.

For the full story and the name of the Soundelux dealer nearest you, call us.

DISTRIBUTED BY:
Group One, Lid. (East)
Phone (516) 249-1399
Fax (516) 753-1020

Group One. Lid. (West)
Phone (310) 656-2521
Fax ( 310) 656-2524

Manufactured by
Soundelux Entertainment Group, Inc.
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on my desktop is a tremendous and
powerful musical instrument. I can com-
pose, score, send that information out
over a phone line. One of the things
we'll be talking about at this [AES Inter-
net] conference will be examples of
how people are providing music in-
struction over Advanced Internet—were
not talking about 14.4 [kbaud] modems,
where quality is limited. But these are
engincering obstacles that people are
aware of and are being worked on. Ad-
vanced Interncet or broadband backbone
services will make this possible.

What is Advanced Internet?

Advanced Internet means provision for
broadband services, high-speed delivery
and [bandwidth] reservations. Right
now, because of packet switching. there
are all kinds of timing issues on the In-
ternet. And the breaking up of audio
packets messes up things in a big way.
In the planning stages are ways o de-
velop subscription services that will
handle 96kHz. 24-bit. 6-/8-channel
audio.

Let’s talk about your current role as
AES president. What bave you done in

your year?

My basic goul was to focus AES [into]
providing technical leadership in audio
and to enable us to serve as the forum
tor discussion. and act as the voice for
audio. The evolution of new media is a
priority for the AES. We will let them
know what matters to us; that the AES
serves as the voice for a wide-ranging
group of very creative people. from the
dub stages. to speaker designers, to
mixers, to inventors. We are responsi-
ble for providing the creative tools for
artists. It is my commiument to make
sure that we have the best tools possi-
ble and that we're responsive to all of
our different constituencies. from stu-
dents to doctors of philosophy.

My focus has been to respond o the
shifting creative technical paradigm. It's
not just traditional digital audio 1 see as
the agent of change, but a lot of these
advanced technologics. including music
and radio distribution over packet net-
works. We're going to have multichan-
nel audio. All sorts of distance
recording technologies. Innovations in
compression and coding are coming
fast and furious. The focus of the AES is
that we are a society of engineers, and
we respond to their interests, |

Mel Lamber! currently bheads up
Media&Marketing. a consulting service

JSor pro audio firms and facililies.



WHEN YOU'RE BUYING EQUIPMENT, YOU HAVE A LOT OF CHOICES. BUT GETTING THE WRONG ADVICE CAN COST YOU PRECIOUS
TIME AND MONEY — HUNDREDS OR EVEN THOUSANDS OF DOLLARS. SO CHOOSE A MUSIC RETAILER THAT REALLY UNDER-
STANDS THE LATEST TECHNOLOGY AND, MORE IMPORTANTLY, IS TOTALLY DEDICATED TO TAKING CARE OF ITS CUSTOMERS
WITH EXPERT ADVICE, TERRIFIC SERVICE, ON-TIME SHIPPING AND THE BEST SELECTION OF PRODUCTS AVAILABLE ANYWHERE!

This is Mick. He's part of the larg: —
est sales team in the industry, all
of whom have serious, real world
experience. Whether you're pur-
chasing a single MiDI keyboard or
equipping an entire studio, these
people will make sure the prod-
uct you get is exactly the right
product for your specific needs.

This is Bruce. He works in our Tech-
nical Support and Service Depart-
ment. He'll personally make sure
you get your equipment up and
running with a minimum of down
time. And if you should ever need
repair, we're factory authorized to
service every item we sell right
down to the component level.

Here are just a few of the thou-
sands of products we sell. We have
the biggest selection in the music
business in stock in our giant new
warehouse, ready to ship right to
your door. With this enormous in-
ventory, you can be sure we'lf have
exactly the right product for your.
needs at an affordable price.

<

bRDERS S;IPPED
SAME DAY

This is Angie, who manages our
Shipping Department. Everyone in
the department understands the
value of dependable, on-time de-
livery. They know you don't want
to sit around waiting for your or-
der to arrive, so in most cases, or-

. ders are processed and shipped

the very same day.

EVERY PURCHASE IS BACKED BY OUR INDUSTRY FIRST “NO HYPEINO HASSLES" BEST VALUE GUARANTEE!

WE HAVE THE GREATEST SELECTION OF PRODUCTS
IN THE INDUSTRY FROM MANUFACTURERS LIKE:
ALESISeKORGeROLAND e MACKIEeTASCAM
FOSTEXeKURZWEILeSONYeKRKeDIGIDESIGN l
AKGeCROWNeEVENTeLEXICONePANASONIC
SHUREGENELECsORAMeNEUMANNOPCODE '&»j@
. MARK OF THE UNICORN and dozens more‘!‘ ¢

MAKE THE RIGHT CALL! %

219)432:8176 " M

A Ly
h d |
5335 BASS ROAD ¢ FT. WAYNE, IN 46808 » FAX (219! 432-1758 ' A B W : 1 ? {
sales@sweetwater.com B e - - ‘e ‘ . ¥ o
‘:_&_ﬂ&—— A | SO

WANT A FREE SUBSCRIPTION TO OUR EXCLUSIVE
“SWEET NOTES" NEWSLETTER? JUST CALL US!

[

www.sweetwater.com

CALL NOW! YOU MAY BE PRE-APPROVED FOR OUR LINE-OF-CREDIT ACCOUNT!
(Amount may vary up 0 $50,000 depending upen individual credit history)

— STUDIO CAT SAYS:
“CHECK OUT OUR INCREDIBLE 1500+ PAGE
WEB SITE AT WWW.SWEETWATER.COM. WE
ALS0 HAVE THE INDUSTRY'S FIRST DAILY
UPDATED COLUMN, ‘INSYNC' ONLINE NOW! *

& T

Slrrervea =
FASTEST-GROWING
MUSIC RETAILER

I

yarer
:[" L‘ Ao 1"
ND INC.

/ www.sweetwater.com
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Broadway Sound’s newly opened Studio 4 (New York City) houses an
AMS/Neve Logic 2 96-input console, which includes a 24-track, 24-bit
AudioFile digital workstation with full OMF capability and 5.1 Dolby
Surround mixing. The studio includes a voice-over booth, two Foley pits, an
overhead projection system, an array of samplers, musical instruments for
sound design and a selection of new and vintage mics. Studio 4 was designed
by architects Kapell, Kostow & Wasserman, and the acoustic designer
was Robert Hansen. Broadway Video chief engineer, David Radin, was the
technical designer and supervised the in-house equipment installation.

Mackie Designs training director Keith Medley
collaborated with designers Studio Pacifica Ltd.
in the creation of this multipurpose training
and production facility at Mackie headquarters
in Woodinville, Wash. The facility comprises the
control room pictured, a large classroom/
studio, an iso room, a video edit suite and a
video production room. The control room is
equipped with a 56-channel Mackie 8-bus
console (soon to be replaced with a new Mackie
digital console) with UltraMix automation,
Genelec 1035 and Mackie HR824 close-tield
monitors, and 24 tracks of ADAT XT locked

with 16 tracks of Pro Tools 4.0.

PHOTO: ED FREEMAN

PHOTO: FRED HOUSEL

Direct sunlight shines into The Green Suite at New York
City’s Chung King Studios. Designed by owner John King
and Frank Comentale, the room opened this past Febru-
ary and features the world’s largest Neve Capricorn, two
Studer A827s, a Studer D827, Sony PCM 3348, Sony
PCM 9000, Augspurger dual 15-inch main

monitors, Tannoy DMT 12 midfields, Auratone
near-fields and a view of the Manhattan skyline,

In collaboration with designer

Chris Pelonis, late last year, film composer
Brad Fiedel converted a guest house at his
home near Santa Barbara, Calif., into this
new studio. Fiedel’s setup includes a
Sound Workshop 334 board with DiskMix 3
automation and two Fairlight Series 3 CMls.
He records on an Otari 24-track with SR
and mixes to an Otari MTR10 3-track with
timecode and SR for his film projects.
Monitoring is via Yamaha NS-10s

and Tannoy AMS 12 mains.

PHOTO: ROBERT WOLSCH

PHOTO: MICHAEL PARTENIO



PHOTO ALACTRONICS INC.
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At 22 of
The Year’s
New Rooms

THE CLASS OF

Last year at New York City’s Right Track
Recording, studio owner Simon Andrews, manager
Barry Bongiovi and technical director John Herman
collaborated on the refurbishment of the facility’s
largest tracking room, Studio A. Frank Filipetti
tuned the room, and the studio installed a 96-input
AMS/Neve winged VX console. Other equipment
includes Studer AB00 Mklll analog and Sony 3348
digital recorders, and Genelec 1035A mains. The
room came back online in January.

PHOTO. MICHAEL PARTEND

Bob Schott Sound in New York City (located at Unitel Post 38) opened in December
96 and is used for recording voice, mixing sound to video and music composition.
The Downtown Group handled the architecture, acoustics and interior design. Major
equipment includes Pro Tools 4.0, Synclavier PostPro, Yamaha 02R console, Quested
monitors and an array of vintage tube gear. The custom-bulilt equipment console has
a low profile to control monitor reflections.

g
Q
| £
i
14
g
E
s
:

Bob Alach of Alactronics Inc. designed this
audio post suite, which opened in July 1996,
as an addition to the video post and production
facilities of The Troupe, Windham, N.H. The
console is a DDA Forum/Composer; the control
room is fitted with Genelec S-30C monitors
and was designed to provide high resolution
and accuracy. The narration studio has a noise
floor below NC-9.




THE CLASS OF

For the rebuild of Battery Studios’
{New York City) Studio A, acousti-
cian/designer Neil Grant of Harris,
Grant Associates specified strip-
ping and replacing the room’s en-
tire isolation shell and completely
restructuring the front wall. The studio installed Boxer TS
monitors of Grant’s design, hung from isolation mounts
suspended from a custom frame built into the wall. Com-
pleted last spring, the room also includes an SSL 4046G
with Ultimation, and two Studer A827s and a Studer A820.

PHOTO: STEVE BRADY

New York City-based Effanel Music worked on the
Grammy Awards broadcast for five years, using two
trucks. For this year’s 39th Annual Awards, the company
was able to handle the live broadcast music perfor-
mances of 14 different artists (using more than 500
channels) entirely from one truck—its new expandable
mobile music studio, L7. Designed by Effanel, L7
features an AMS Neve Capricorn console, Sony 3348
48-track and Tascam DA-88 recorders (all modified

for 24-bit recording), and Meyer HD-1 monitors.

FEPPIITON
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PHOTO: MICHAEL PARTENIO

In spring ’96 Big Bang Productions in Lolita,
Calif., brought in designer Chris Pelonis of
Pelonis Sound & Acoustics to remedy some
acoustical problems. Pelonis completely
renovated and remodeled the control room,
which reopened that June. The residential
studio is located in a hilltop house on 15 acres
of property in the northern part of the state and
features an Oram BEQ 32 console, 32 tracks of
ADAT and Tannoy AMS 10 monitors.

mwfjﬁ\(‘\l\l
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PHOTO PAT CUDAHY

The contractor for Warner Bros.’ new Dubbing Stage 5
(Burbank, Callf.) was Tectonics; the architect was HLW
International LLP; the acoustical designer was Charles M.
Salter Associates Inc. Built for 35mm film and %-inch video
formats with the Warner Bros. proprietary sound system,
the stage also offers an adjacent ADR room. Major audio
equipment includes an SSL 8088 three-person dubbing
console with Ultimation, Otari MTR-90 recorders and
playback, and Fairlight DaDs, Waveframe DAW-80 and Pro
Tools for digital playback. The speakers are a Warner Bros.
custom three-way film system consisting of Turbosound
TSW-124s, Community M4s and JBL 2446s. The stage

was completed in September '96.

\

PHOTO: TOM BONNER/COURTESY CF WARNER BROS & hLW INTERNATIONAL LLP
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New York’s Quad Recording

Studios opened Studio 3

in January, installing the

facility’s second SSL SL

9000J in the newly con-

structed room. Designed by

owner Lou Gonzalez, Studio

3 includes a large tracking room, three large iso
booths, Studer and Otari 24-tracks and UREI,
Tannoy and Yamaha monitors.

PHOTO MICHAEL HOILAND

Aural Fixation, a new, 2,000-square-foot
post facility at First Edition (New York City)
was designed by the Walters-Storyk Design

Group. A modified SSL OmniMix console

integrates Avid’s AudioVision digital audio
workstation, while 12 Avid Media Composers
and two online edit suites directly access the
audio suites via an AvidNET fiber-optic link.
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George Augspurger designed

this audio post room at Atlanta’s
Doppler Studios. The room, Studio G,
was a large tracking space, which
Doppler gutted and completely
renovated, floating a new floor.

The studio was opened in spring '96.
It is used mainly for posting
advertisements and is equipped
with a Euphonix CS2000 and

a Dolby Surround monitoring setup
with Genelec speakers.

PUOTO: JOE PABAN
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7> HANGING ALL THE RULES, AGAIN

In 1979, Meyer Sound revolutionized the sound reinforcement industry

with the lmpuzoi(la] cabinet and eluclromca”y controlled ~'pcalzurs.

Imlay, we're dramatically transforming louxlspual«-rs again with the

Self-Powered Series.

‘I‘I]L‘ l\\L‘ yer S()llll(l SC][-I’()\V(‘I'CLI Scrics illlt‘gl’dle? tllk ¢lllll‘li[lL’l' dllkl

control electronics within the spenlcur cabinet. From the amp to the ]\urn,

the innovative components of the Sell-Powered Series were umquely

lesignml to optimize the performance of this breakthrough system.

REAL-WORLD BENEFITS:

Better. Ihe impressive technical achicvements of the system

result in a better :uun(lin;,, hetier purllurming ]uudzpualzcr Llclivcring « Tl l c[
1€ se f-pou‘ere

studio menitor quality with even the largest reinforcement systems.

Faster. Setup time s rcnmrL‘al)])' faster and the associated spealeers mar]e
costs lowered. Amp racks have been liminated and the need to L‘uup track
of watched racks and cab'e assemblics. The system requires :urprismﬂy a new lwqfnnfna

less cruck space and s]1ippmq CxXpenses.

Re/!'alile. Fhe Self-Powered Series holds ane of the lovest for both Meyer

amyr lailure rates in the industry. ¥ ith known load characteristics, the 3
! 4 and the hive

amplifier protection is mimimized simpli[ying the signal path.

. g
”
COﬂSISant. Cross-compatibility in rental invenlories SOUHC[ lnc[ustry.

[rom various companics 1s elfortless since gain differences and connector

ir‘.compatil»ilihué are eliminated. —Mix Magazine, August, 1996

Versa t’./eo \\llllll no <lmrcnl Processors, Cd\fl\ IUlILlSpL‘dL‘t‘I’

lev ~l=, [rcqucncy reEponss and de lay times can be imlivi(lud”y nmnipu]ntc\l.

" A FEW SELF-POWERED SERIES USERS:

| ———

Celine Dion Mana’

Cirque Du Snleil, Qui(lnm Tour Man-Min Clmrcll, Korea
Caltural Center Vooruit, Hclg‘ium Luis l\\ig'uel

Dave Matthews Band Montreux Jazz Festival

”uusu ()l‘ ”lucs. M \ Sdll anciscu ()pcrd

Trvieg Plaza, NY Smoky Joe's Cale, London

Is. L. |d"£- and 1.3 Tour

The Knitting Factory, NY |\‘().\'d| Swedish Ballet

Korn Yamanashi Bunka Hall, Japan

wnrondean (7 Meyer Soun

©1997 Mever Sound La[)umlurics, Ins.

Mever Sﬂllll(l Lnlmralﬂnc:, Ime « 2832 Sam |'a|vln Avenue, | L'I‘L'clvv. t.ll?i:vr||i.l ()4702 & le\w: S10/486- 1166 - IFAX 8§10, 486-8356
Mever Sound Eurape « T4 Leny Barm Lane, Reading, Berl Wil Radigiiskan2 757, - Phone: +44-1734-755533 « FAX +44-1734-7555838
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THE CLASS OF

Counterpoint Studios in Salt Lake City
opened in March of this year. The 5,000-
square-foot facility was designed by stu-
dio bau:ton and comprises two complete
studios. Studio A, pictured, is a 30x25-
foot tracking space. Control A features a
44-input Amek BIG console, a Studer
A827 24-track with Dolby SR, and Genelec mains (1039s) and
near-fields (1031As). The studio offers album production as well
as complete post-production services.

-

PHOTO: SCOTT IMMERMAN

L/ITUCKD FACICA LID

The Jungle, Seattle, Wa., designed by Studio
Pacifica Ltd., is a surround sound audio post-
production facility for television, film and
multimedia. This facility opened in June of '97.
The two control rooms share a skylit,

variable acoustics tracking room and two vocal
booths. Control Room A, pictured, features a
Soundcraft DC2020 Surround console and
Dolby Surround, Genelec monitors and sub,
Avid AudioVision, Pro Tools and DA-88s.

—d.

PROTOY CEORGE HALLOAEL

Acoustic and architectural firm Studio 440 designed
MCA Music Publishing’s (West Los Angeles, Calif.) new
1,800-square-foot demo music studio. This room, which opened in
March, includes a tracking room, iso booth, tape storage vault and
control room. Featured equipment includes an APl Legacy console,
a Spectral System hard drive recording system, a Sony MCI 2-inch
24-track, UREI 809 monitors with tri-amped Massenburg crossovers,
a selection of new and vintage effects processors and a wide variety
of keyboards. Wiring design and installation were

handled by Vertigo Recording Services.

]

PHOTC: EDWARD COLVER

Mirror Image West Studios (New York City)
completed this new SSL 4000G Plus mix room
in January of 1997. The studio was designed by
Francis Manzella Design and features JBL 4430
main monitors paired with 4645 subwoofers on
each side. Other equipment includes two Studer
A827 24-tracks and a full complement of MID|
and sampling gear. In addition to the main live
room, there are two iso booths offering a variety
of acoustic recording options.

PHOTO GECRGE ROOS
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Sound Reinforcement

Tony Szabo, Jason Sound, Canada.
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FDS-388 Loudspeaker Management System

by
BSS Audio

since the invention of the magnet”
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BSS Audio, Linkside House, Summit Road, Potters Bar, Herts., EN6 3JB, England e Tel: +44(0) 1707 660667 ¢ Fax: +44(0) 1707 660755

Harman Pro North America, Air Park Business Center, 1449 Donelson Pike, Suite 12, Nashville, TN 37217 © Phone: (615) 399-2199 o Fax: (615) 367-9046
WWW: hitp://www.bssaudio.co.uk/oss/

H A Harman International Company
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Studio bau:ton designed this

4,000-square-foot, Santa Monica, THE CLASS OF
Calif., personal recording facility
for film composer and record V

producer James Newton Howard.
This studio was completed last
November. The large control room
features studio bau:ton’s custom
diffuser panels and broadband
diffusion elements and accommo-
dates a Euphonix CS2000 console,
a PMC monitoring system, Sony 24-track analog recorder,
Tascam DA-88s, Synclavier and a large collection of out-
board gear. The control room has windows looking onto
the machine room, the engineer’s office and the
320-square-foot tracking room.

i 'Vl g ""/
RUSIE A

This is the 14x25-foot control room at Creative Music
Recordings, offering a Trident Series 65 console, a Studer
A80 24-track recorder and monitors by Westlake and
Dynaudio Acoustics. The West Palm Beach, Fla., facility
opened this past October and includes an 18x15-foot
tracking room, a large iso booth and lounge. Owner
Marilynn K. Seits and Fernando Levi designed the

studio, in consultation with Ross Alexander.

_7\§ - .\ | -] ’.{W' .

= ?;@J".;

Nashville studio Love Shack moved into
new facilities last October. Built primarily
for overdubbing, the studio was acoustically
designed and tuned by Steven Durr and
Michael Cronin, with additional design,
layout and construction by Randy Robinson
of Robinson Construction. Equipment
includes a Trident 80C console with Uptown
automation, Otari DTR-900Il 32-track digital
and MX-80 analog recorders, and Steven
Durr custom mastering monitors.

PHOTO: JOHN LEE MOMIGOMERY B

Well-known for their production of the Barney

and Wishbone TV series, Lyrick Studios relocated to this
new facility In Las Colinas, Tex. (a suburb of Dallas). The
1,800-square-foot technical facilities were designed by the
Russ Berger Design Group and feature a Harrison Series 12
board, Genelec 1038 monitors, Studer A827 and six Sony
PCM 800 recorders, NVision Router and Sync Generator
and two Waveframe workstations,

PHOTO JAME " WILSON
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Nothing gets your audio into shape and on (D
faster than Wavelab 1.6. It's the only professional
PC mastering toolthat lets you run 6 plug ins
simultaneously. Editing with WaveLab isn't just fast.
it's instantaneous. You can even process audio without
recording to disk. And. for unheard of flexibility
and expression. all plugin parameter movements
can be automated and recorded during playback.
Best of all. Wavelab edits and masters in 24 bus
to give your sound files an ultra-high 192dB
dynamic range.

Wavelab 1.6 comes with 8§ real-time plug-ins
incdluding dynamics processing. time and pitch
correction. parametric EQs. reverb and more.

SOUND PROCISS (3R + WAVE EDITOR » AUS10 DATABASE

steps

ahead

We'll also include the “Grungelizer™ plugin fre
which adds vinyl record noises and other audi
“ageing” tools that add character to your recording
Other available mastering plugins includ
Steinberg’s Loudness Maximizer for added son
“punch” and the first all digital phase-cohere
aural enhancement system called Spectralizer.

Wavelab also features a powerful audio databas
that lets you build your own sound file libraries a
tailor them to your specific needs. When you're ready
master to (DR. Wavelab’s exclusive drag and dro
utility allows you to assemble your songs for burni
without ever leaving the Wavelab environmen

NORTH AMERICA Steinberg Wavelab 1.6. Comparisons ultimately fail.

Stemberg North Amenca. 9312 Deering Avenue. Chatswonh (A 91311 5857 USA Fhone: 13181993 4161 Fax 18181701 7452 Fax On Demand 18001888 7510
Sreinoerz Canaca 583 Marlee Avenue Nonh York. Ontano anoda M6B 3J5 Phone 14161 789 7108, Fax t416) 789 166" Al trademarks are registered by ther respecine compames.
Mimimum system requirements Windows 95 NT 4 0 or higher Pentum 90MHz processor or berter for the realhme engine Some plug s require 3 |3 3MHz processor or berter
www.sterribers na.com or xall Steinherg for 3 free (D ROM demo. 1$5 shipping and handling charge }

To download a demo program. visit our website ot hrip:
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IN the beginning, there were egg cartons. Tacked to walls,

bumper-to-bumper, those early absorbers were an attempt to

BY DAVID SCHWARTZ soak up stray sound waves and keep the room
from getting in the way of the direct sound from the monitors.

As studio acoustics began to evolve, experts such as Leo Be-

ranek and Tom Hidley began to point the way %ward
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precision tuning of sonic environments:
They developed geometry, materials
and scientific tricks that enabled sound
enginecers to employ acoustics as vari-
ables in sound recordings, rather than
constraints. The passing years brought

e Millennia .
MITXIN G ST S
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x4
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directly to bus

designer sound environments that went
way beyond solving acoustical prob-
lems, allowing music recording to flour-
ish in virtually any physical space that
happened to be convenient to the mu-
sical source.

Today's studio designers are dealing
with more subtle problems. Very often,
designers deal with someone who has
selected a building or site based on its
low purchase or lease price, a great lo-
cation, or some other factor than its
acoustical advantages. The owner then
hopes to minimize the impact from
noise on the acoustical environment
through “silver bullet” fixes. “Although

[CAWICAL FACELLENEE & CHIRITE

1997
Nominee

apment

ele & clear
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we have found clever, cost-effective
ways of maximizing sound isolation
through special acoustical construction,”
says Russ Berger, of the Russ Berger
Design Group (Dallas), “we have yet to
figure a way of defying the laws of
physics. There is usually a good reason
why the land at the end of the airport
runway is so cheap.”

But costs are coming down for many
of the tools and materials used to ad-
dress these challenges. “In the past five
years, there have been great develop-
ments in both inexpensive surface-
mounted acoustical treatments and in
software, both at the testing and design
end,” says John Storyk, of Walters-Sto-
ryk Design Group (Highland, N.Y.).
“New materials by RPG, SDG, Wenger,
IAC and virtually the entire universe of
prefabricated cheap materials have
taken a decimal point off their previous
costs. Auralization software, and CAD
computers in general, have been an
overwhelming help. The JBL SMAART
is a very inexpensive software-based
testing device that has really given the
testing tools to everybody once and for
all.”

IT’S IN THE AIR

Other technologies have become avail-
able for dealing with some common
problems, such as Heating, Ventilation
and Air Conditioning noise. According
to Berger, “A practical use of phase can-
cellation has been developed to help
control unwanted HVAC system noise.
The Active Noise Control system con-
sists of three components. The first is a
series of acoustical sensors such as ac-
celerometers to measure the vibration,
microphones to measure airborne
sound, or a combination of both. The
second component is an electronics
package to analyze the noise and pro-
duce an out-of-phase canceling signal.
The third component is a delivery sys-
tem of amplifiers and loudspeakers or
vibration shaker transducers.

“DSP technology has made this
noise control technique possible, practi-
cal, and most importantly almost afford-
able for use in reducing the effects of
unwanted HVAC system noise,” Berger
continues. “This is not to say that this
manner of noise control system is either
cheap or a panacea for all noise prob-
lems. In fact, a practical implementation
will correct only a small fraction of the
problems normally encountered in the
field.”

Many of the most positive advances
in studio design have been the result of
consumer pressure, according to Neil



cCOOL BOARDS

i She USA

‘Our recent decison to upgrade from an AMEK
Mozart to an AMEK GALILEO has been a wonderful
choice for us. Visiting Producers and Engineers are
amazed by the powerful, user-friendly automation,
and how much better-sounding the console is than
competing brands, if there are any.’

Jonathan Pines & Traci Walker
Private Studios, Urbana, lllinois

‘I bought an AMEK REMBRANDT because | just knew
that once | powered it up | would hear just what |
expected: some of the sweetest-sounding Eq on the
face of this planet.’

Billy DeCampli
Mulberry Street Recorders, Coraopolis, Pennsylvania

‘After 18 months of searching for anew console, one
listen to the AMEK REMBRANDT told us, old or
new, this desk smokes everything'.

Skip Burrows,
Sunrise Sound Studios, Houston, Texas
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Grant of Harris Grant Associates. “The
latest design pressure is for us to deal
with the whole-scale adoption of multi-
ple monitoring formats around the
world. For some time now, post-pro-
duction, film dubbing and mastering fa-
cilities have required support of a
number of multiple-channel formats,
but now all of the otherwise conven-
tional music facilities require that we
consider a nominal 5.1 surround format.
The problems are really rather challeng-
ing and interesting—partly from an
acoustic point of view, partly from the
visual and aesthetic.

‘How do we deal with a center
monitor, and a requirement for extend-
ed vision, yet maintain lateral and verti-
cal compartibility betwecn the left,
center and right channels? How can we
sustain the illusion of distant left and

¥ 7he same studio
' relocated & recon-

\ figured on W5‘/W"
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FIVE COMMAN CONTROL RODM MISTAKES

by Chris Pelonis

1. Sight before sound. If you're building a control room. consider the sound
first. You can always make it look pretty, but that should not be the first pri-

ority.

2. Placement of equipment. Racks that are t0o tall and in the direct line of
fire from the monitors. asymmetrical placement of equipment. a machine
soffit on one side in the front region or a 5-foot rack to one side can be like
a cold slap in the ear.

3. Inadequate or improper bass-trapping. Broadband bass absorption in
the proper places will increase the punch and accuracy of the low end. If
done in the wrong areas, it can do the opposite. If not done at all, it can af-
fect the entire spectrum disastrously.

4. Poor quality interconnect, speaker cable or any other wire that carries
signal. Proper matching of amplifiers and monitors is also very important.

5. Trouble-shooting of control room problems. It takes experience to know
where to look first. I often see engineers blaming speakers for room prob-
lems or rooms for poor mic technique or mic pre’s for bad mics, etc. Fixing
the part that's not broken means you just broke something else. Be sys-
tematic in your trouble-shooting, and get some help if you're unsure. W

it
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Want your mixes to deliver the punch
and clarity of the industry heavyweights?

Now they can... thanks to the Wizard Finalizer,TC's new concept
in dynamics signal processing. Inserted between the stereo output
of your mixer or workstation and your master recording media, the
Finalizer dramatically increases the level without sacrificing fidelity
or stereo imaging.

Now even your demos will sound like a CD, because you can
simultaneously:

Convert: 20 bit precision A/D & D/A converters
Shape: Five band 24 bit Parametric Equalizer
Enhance:  Choose petween: De-essing, Stereo Adjust or

the Digital Radiance Generator™
Normalize: Real Time Gain Maximizer

Expand: Variable Slope Multiband Expander
Squeeze: Multiband Compressor

Trim: Variable Ceiling Limiter prevents overloads
Fade: Manual or Auto Fade Tool

Dither: To maintain the highest resolutions on

the digital AES/EBU and S/PDIF outputs

The Finalizer creates that extra energy boost that you can
otherwise only get from a professional mastering house. With it's
powerful multiband processing it will make your mixes sound
punchier, louder, crisper, warmer, spectrally balanced, more “‘in
your face”... it’s your choice!

Don’t take our word for it! Take theirs:

"TC Electronic has come up with a winner by packing
tremendous flexibility into this unit. The Finalizer
contains all the latest thinking in dynamics control and
it is easy to use.”
Bernie Grundman, Bernie Grundman Mastering
Five Time TEC Award Winner

"The Finalizer is capable of producing first-rate
professional results. There's a lot of 'bang for the buck’
in this single rackspace mastering tool."”
Bob Ludwig, Gateway Mastering Studios
Seven Time TEC Award Winner

Editor’s Pick 1996 TEC Award Nominee 1997

)
o, ‘e‘-‘ 1997
N ma%® Nominee
Musician Magazine Mix Magazine

Wizard | Finalizer

t.c. electronic

ULTIMATE SB8OUND MACHINES

TC ELECTRONIC INC., 790-H HAMPSHIRE ROAD, WESTLAKE VILLAGE, CA 91361, USA - PHONE: (805) 373 1828 - FAX: (805) 379 2648
FOR LITERATURE CALL TOLL-FREE: 800 283 7925 E-MAIL: INFOUS@®TCELECTRONIC.COM - HTTP:/WWW.TCELECTRONIC.COM/FINALIZER

TC ELECTRONIC Afs, SINDALSVEJ 34, DK-8240 RISSKOV, DENMARK -

PHONE: + 45 8621 7599 - FAX:+ 45 8621 7598
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right rear sources, with the same band-
width and dynamic range as the for-
ward speakers? Where should the
low-frequency effects speaker(s) be lo-
cated? The solutions to these questions
are producing some of the newest and
most challenging facilities that have
been designed to date,” says Grant.

Studio bau:ton’s (Los Angeles) Peter
Maurer has seen the rush in Holly-
wood to convert to the 5.1 surround
format since about the beginning of
this year. “There’s not enough space in
some of these rooms to put in the side
speakers, the rear speakers, the sub-
woofers, extra amplifiers, and still keep
the control room uncluttered. It re-
quires physical changes to the struc-
ture, and it’s relatively expensive to do
these retrofits. So we're suggesting to
everyone that even if they don't put in
a 5.1 format for any new room that
they’re building, at least prepare for it
so it’s easily added later on.

“The biggest problem we see in con-
trol rooms,” says Maurer, “usually deals
with the upgrade of technology. The
digital domain means most people have
to upgrade their playback systems to ac-
count for the lower noise floor and
wider frequency response, especially in
the low end. You can record a very low
frequency that is below the hearing
threshold, maybe generated from the air
conditioning or a railroad track in the
area, that you never had a problem with
before, and when you play it back the
harmonics of those low frequencies can
add noise to your tape.

“It's fairly expensive to resolve those
problems, and unfortunately studio own-
ers can't really charge more for the time.
When we as studio designers or archi-
tects tell studio owners about this, we’re
really in a bind. It may sound like we are
doing a sales job, but that’s not really the
case. These are expensive problems to
fix, and they're necessary with where the
technology has taken us.”

SHRINKING ROOMS

Some of the most common problems in
today’s control rooms stem from the
equipment becoming smaller, and peo-
ple tending to think that, corresponding-



Cool or hot, blues or not — you make the music.
’ And THAT Corporation makes the 1Cs that put you in
control of dynamic range and level. When THAT 1Cs are in
L play, you get your best sound, because they respond to your
every musical demand.

Listen carefully. Do the VCAs in your audio gear add unwanted
distortion... or noise... or produce nasty thumps when you change
gain? Some others do. But THAT VCAs consistently deliver clean, rich,
pure sound. They don't add or subtract from your music, except where
you want.

From mixers to compressors, to de-essers and other dynamic processors,
you'll find THAT VCAs inside the world's most renowned audio gear. So,
whether you need to ride gain, squeeze a sax, or control sibilance, insist on
THAT ICs in your next audio processor.

With THAT ICs, you'll get all the music and every ounce of emotion that flows
out of you.

THAT's the inside story. Ask your dealer to demo audio gear with THAT 1Cs inside.
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LIBRARY

he all new Turner-Broadcast
Music Library is ready to

break loose with outstanding pro-
fessional quality production music

never before commercially
available! Prepare to be
amazed by the impressive
arrangements of themes
which cover the full spec-
trum in eight high demand
categories. Over fifty differ-
ent renowned composers
have contributed

their work to the

Turner-Broadcast

ly, critical listening spaces can shrink as
well. “Fans of the *Dilbert” cartoon strip
will recognize this common theme,
where office space will shrink to the
point that the worker will step into his
office like a suit,” says Berger. “Scott
Adams [Dilbert’s creator] projects that
soon we will have offices only slightly
larger than our heads that we will put on
like helmets—allowing our bosses to
stack us like cordwood in a warehouse.”

“The age of the giant studio is wan-
ing,” says Storyk. “It's not over, but it is
waning and being replaced by desktop
audio. More places have more control
rooms and more studios—more produc-

cal support one might need from a
room for multichannel music mixing.
The important thing is that these are
spaces for people to work in; they
should be humane. It is also important
to know how many people will be in
the room and, of that number, how
many will be making critical listening
decisions.”

HEAR YE, HEAR YE
Chris Pelonis, of Pelonis Sound, in Santa
Barbara, Calif., has focused much of his
attention on developing designs that
allow people in different parts of the
control room to hear the sound similar-
ly. “The goal is to achieve accurate fre-
quency and phase response from all
usable areas in the control room,” says
Pelonis, “including the back end where
producers are usually swallowed up in
an uncontrolled swamp of lingering low
frequency.

“This has been achieved by first ad-
dressing proper bass trapping in all
pressure zones. Low frequencies search

Music Library, offering an
incredible variety of musical
styles and selections.
The Turner-Broadcast
Music Library is a remark-
able achievement, providing
you with hundreds
of first class, authentic
themes in the initial
release of ten CDs. These
will be followed with excit-
ing CD updates as more
productions are prepared
for release.
The Turner-

We’re doing facilities
where I’'m not sure if it's & video or
avdio facility—you ccn'{ ‘
cnylm;re.“'e see more

computers and televisions, and

fewer tape machines.
- John Storyk

Broadcast Music

Library, exclusively
published by Sound Ideas,
gives you big budget music
themes without having to
budget big.

SOUND IDEAS

(905) 886-5000 « FAX (905) 886-6800
CANADA 1-800-665-3000

USA 1-800-387-3030

E-MAIL: tumermusic@sound-ideas.com

WEB-SITE:

http://www.sound-ideas.com
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tion facilities. We're doing facilities right
now where I'm not sure if it’s a video or
audio facility—you can't even tell any-
more. We see more computers and tele-
visions, and fewer tape machines, if any.
Streaming audio and streaming video are
now being replaced by streaming media.
It's forcing us to put more of these facili-
ties into more office-like and desktop-
like environments—a whole other set of
challenges.”

“The problem with critical listening
environments is that they must perform
to a level suitable for their intended
use,” says Berger. “For example, the
acoustical requirements for a simple
speech-only editing booth where the
operator will be listening to primarily
prerecorded mid-spectrum sounds are
vastly different from the type of acousti-

for the point of least resistance in an ef-
fort to escape the room. In a sealed
room, the lows accumulate in these
areas which, in effect, become a sec-
ondary source for low frequencies to in-
terfere with the original source.

“In our ceiling design, emphasis is
placed on the front and rear areas
where the wall meets the ceiling, using
the proper amount of cubic footage in
these areas to eliminate low frequen-
cies. Full frequency absorption in the
front end eliminates early reflections,
and less absorptive combined with dif-
fuse surfaces in the rear create natural
ambience. The side walls are absorptive
in the mid and high frequencies up to
the arm of the console where life is
slowly introduced.

“About a decade ago 1 invented and
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Crescendo! Srudios,
San Francisco, California

patented a low-frequency device called
The Edge,” Pelonis continues. “I have
found that the characteristics of this de-
vice, when used for back wall treat-
ment, deliver remarkable results. The
device is about 95 to 100 percent ab-
sorptive from around 400 Hz down and
becomes progressively reflective as the
frequency rises. The curve is very
smooth, and the ambient quality is very
natural. In larger rooms where extended
low-frequency absorption is required, a
cavity with loose Fiberglas behind the
trap is applied.

“It is very important to keep things
symmetrical in the control room so that
imaging is precise,” adds Pelonis. “I pre-
fer a point source monitor, where the
tweeter is recessed within the woofer, so
that the full spectrum is originating from
a central point. In monitors where the
highs and lows are generated from sepa-
rate origins, the time arrival will be con-
stantly changing as you move around the
room. The result is a change in frequen-
cy and/or phase response off-axis.”

ROOM FOR IMPROVEMENT

The frontier for studio designers has as
much to do with guiding a client
through the process as solving the phys-
ical problems. “Often times, owners
bring to the project budgets, schedules
or expectations that are unrealistic,” says
Berger. “We are constantly trying to find
ways of more effectively communicat-
ing the results of the design process.
One particularly effective tool we have
found is the use of animated fly-
throughs and electronic models to help
the owner and design team visualize the
virtual-built environment.

“Of course, the Internet is an integral
part of our everyday design life. We can
now ship a drawing or change to the
other members of the design team al-
most instantly. For example, we can
modify and send a design drawing or
document and have a design team
member in another city receive and re-
view the drawing—all during the course
of a single telephone conversation. The
communication of design solutions and
ideas is what we are about, and we are

—CONTINUED ON PAGE 226



In side by side comparisons, most consumers can

immediately hear the superiority of our Topaz line.

£

oo o= —==—=—=n

e 700 OFF! |

%

5 I
3D AR EARWAX REMOVAL KIT

h RS Rencwe $1.00 off the Nielsen Ear Wax Removal System

\

W

~

-.‘S\;

. Wax Removal
System

and conduct your own ear wax removal therapy. You I
won't believe the difference! Oh, and by the way, if you still
can’t hear the superiority of the Soundtracs Topaz line, you I

Not a valid coupon. Not redeemable
for any cash amount om any produc

may want to stast saving up
for one of those invisible
hearing-aid thingamajigs. 1 ’
73653

We'll help the rest of you any way we can.

We've done our part to ensure that true 4-bus design, channel mute and smooth
you can hear the sound superiority of : SRR, 60 mm faders instead of all those dreadful
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wide gain input stage, to the legendary In other words, there just isn't
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you'll easily hear the difference. think you'll agree we’ve thoroughly

We've also included a bunch waxed the competition. If not,
of features that allow you to get even well...you may want to grab a pair
more bang out of your console buck, like of scissors and get busy clipping.
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[Editor’s Note: The following is excerpied from a book dite
oul this month written by Charles Salter Associates Inc.,
San Francisco. Published by McGraw-Hill, Acouslics in
Architechtural Design and Planning /s immense in
scope, covering issies from “Psychodacoustics and Hear- AND
ing " to “Office Acoustics and Speech Privacy,” along
with plenty for the recording professional. The following
is a portion of Chapter 6, “Room Acoustics,” wrillen by
CSA's David Schuwind. Problem-solving sidebars are in-
cluded, excerpted from Chapter 17 “Case Studies.”]

ABSORPTION

Room acoustics as a discipline involves the study and
analysis of direct and reflected sound. Appropriate room
acoustics are essential in all spaces where sound is to be
transmitted to a listener; this includes both speech and
music. Room acoustics design criteria are determined ac-
cording to the room’s intended use. Acoustic, unampli-
fied music, for example, is best appreciated in spaces
that are “warm” and reverberant. Speech, by contrast, is
more intelligible in rooms that are less reverberant and
more absorptive. It is possible to create suitable
acoustics for both speech and music in the same space,
although this is rarely accomplished without some de- . o
gree of compromise. by David R. Schwind
The term “room acoustics” typically brings to mind
spaces where music is performed and recorded: concert
hatlls, recording studios and scoring stages, for example.
While acoustics are especially important to the success
of these spaces, a much wider variety of facilities bene-
fits from well-designed acoustics. Lecture and conven-
tion halls, classrooms, board rooms, council chambers,
courtrooms, places of worship, theaters, cinemas and
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braadceast studios all depend on their acoustical quali-
ty. Speech intelligibility is essential in all of these
spaces. Different acoustic design criteria are required
tor rooms where music is to be played, where “natur-
al” acoustics help support unamplified musical instru-
ments.,

DESIGN CRITERIA

The design criteria for any room should be based on
its estimated percentage of use for a particular func:
sion. This is particularly important for multipurposc
spaces that may need to serve, for example, both as a
iecture facility as well as for music recitals. Often,
such different requirements pose a design conflict
that is difficult to resolve, especially if the room is
large. As a general rule, speech is intelligible in rooms
having a reverberation time of one second or less
Conversely, music is composed of a wide variety of
repertoires and genres, each of which has its own de-

doub\e-g\azed

jeve

sirable range of reverberatior o “liveness” provided
by the room.

In addition to criteria for reverberation time.
spaces used for critical Istenimg should be designed
with concern for the audio signal’s imagirg and
echoes. Imaging incluces the apparert size and loca-
tion of sounds that e part of aadio reproduction. On-
going psychoacoustic research aas astempted to de-
fine the early sound field thresholds fer perception of
~cflections, chunges t¢ the adelio image, and echoes
nased on the soand levelof reficctions and their dday
after the direct sound (See, for exampie, Toole. Floyd,
1990, “Speakers and Rooms tor Stereophonic Sound
Reproduction.™ AES Eighth Intesnaticnal Conference
Proceedings).

If a critical kstening space isdesigned to bz “neu-
tral.” that is. without added “coloratior,” then the early
reflection levelsshould lie at orbelow 1he threshold for
image shift. as shawn.on page 60. The threstold for
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Level of reflection re direct sound, dB

0 10 20 30

Threshold of separate echo perception
Threshold of image shift / spreading
Absolute threshold of detection

Time delay relative to direct sound, msec

40 50 60 70 80

In an “uncolored” critical listening space, the ratio of reflections/direct levels should fall at
or below the threshold of image shift perception (gray curve).

image shift is the level at which a sonic
image appears to move from its actual
location. Achieving these relatively low
reflection levels in a studio control room
requires treatment of all surfaces in-
volved in providing first-order sound re-
flections to the listener. One surface that
cannot be treated by the studio design
consultant is the upper surface of the
mixing console. Future mixing console
designs should consider using control
surfaces made of porous material, such
as sintered aluminum.

Another consideration in the design
of critical listening spaces is eliminating
“rattles and resonances” often associat-
ed with metal fixtures, such as lighting,
ducts, diffusers and furniture. Difficul-
ties are often resolved by applying
visco-elastic damping material. Damp-
ing is normally available as sheet mate-
rial with a self-adhesive backing or in
liquid form. The sound intensity pro-
duced by a vibrating surface is normal-
ly proportional to the velocity of the
panel vibration. Damping reduces the
panel velocity and, hence, the sound.

BASIC PRINCIPLES

OF ROOM ACOUSTICS

The main difference between indoor
and outdoor sound propagation is in
the level of reflected sound. Indoor en-
vironments naturally create more re-
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flected sound than do outdoor envi-
ronments. Reflected sound can be di-
vided into three distinct categories:
euarly and middle-reflected sound, re-
verberation (late-reflected sound) and
standing waves.

Early reflections contribute more to
the subjective perception of reverber-
ance, or “liveness” of a space. Farly and
middle retlections occur within the first
quarter of a second after arrival of the
direct sound. Early sound is considered
to be 40 ms after arrival of the direct
sound for speech while for music 80
ms is more appropriate. Once sound
reflections have built up to a point
where they are not discernible as dis-
crete events, the late reverberation
process takes over. In most well-de-
signed spaces, reverberation is a statis-
tical phenomenon, no longer relying
on specific room shape and sound
propagation paths. For this reason, the
statistical study of room acoustics,
which ignores the path of specific re-
flections but considers reflected sound
as an aggregate probability, is em-
ployed with respect to reverberation.
Statistical analysis methods are applica-
ble to rooms with relatively uniform
sound absorbing material distribution
and reasonable aspect ratios,

In spaces having a diffuse sound
field where sound is uniformly distrib-

uted throughout the space, reverbera-
tion decays logarithmically, although
the decay sounds even and consistent
to the human listener. The reverbera-
tion time is defined as the time for re-
flected sound to decay 60 dB. General-
ly. it is necessary to avoid assessing
early sound reflections as part of rever-
beration since the reflections contribute
to sound build-up. rather than to sound
decay. The first 5 to 10 dB of decaying
sound reflections are generally not
used to determine the reverberation
time. which is determined from the re-
maining decay.

Specular Reflections. The manner
in which sound reflects depends on the

—FROM PAGE 59, SKYWALKER RANCII
signed so as to control the noise
intrusion of car engines.

It was desired that arches be
part of the room’s design. Cost
studies conducted during the
value engineering phase of the
project dictated that the arches
be constructed of glass fiber-re-
inforced gypsum rather than
plaster. A 1-t0-10 scale model
was built as both an aesthetic
study model as well as an
acoustical testing model. A 3mm
(%-inch)-diameter microphone
was used to receive the test sig-
nal in the model, and the sound
reflection patterns in the model
were displayed on an oscillo-
scope screen. The test indicated
that the arches as designed
would diffuse the sound, not
create echoes. These test results
were confirmed after the room
was built.

During the construction
phase, onsite field visits were
conducted every two weeks to
review the various sound-rated
constructions and the installa-
tions of the ventilation system.
Post-construction measurements
of background noise were
made in all noise-critical spaces
to verify that the design criteria
had been met.

The acoustical design of this
building received an Honor
Award from the American Con-
sulting Engineers Council in
1988, in part because some of
the recording spaces in the
complex are among the quictest
in the world. |
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shape, texture and material of the room
boundary. Specular reflectians, those
reflections conforming to Lambert’s law
of reflection, where the angle of inci-
dence equals the angle of reflection,
typically occur at smooth and relatively
flat surfaces. For a surface to be a good
reflector of sound, its dimensions
should be at least one wavelength or

larger than the lowest frequency being
reflected. For instance, the wavelength
of the musical note middle C (256 Hz)
is approximately 1.35 meters (4.5 feet)
long. Two octaves higher, a little above
1 kHz, the wavelength measures just
over 0.345 meters (13 inches). In order
to adequately reflect low-frequency
sounds which have larger wavelengths,

JUREENITG ROOM.
DOLBY LABORATORIES, SAN FRANCISCO

This room is used for film screening,
presentation, audio recording and for
training. New products for improving
motion picture sound are demon-
strated, evaluated and developed
here. It is located on the third floor
of a building originally constructed in
1910. The size and shape of the
room were optimized for motion pic-
ture presentations. The coffered ceil-
ing creates a desirable aesthetic and
helps to diffuse sound evenly
throughout the room. To achieve
Dolby’s reverberation time criterion
of approximately 0.3 seconds in the
mid-frequencies, about 70% of the
wall and ceiling areas were made
sourd absorptive, using 25 inm (1
inch)-thick sound absorbing material
over deep air spaces. The acoustical
quality in the room can be varied
using retracting sound absorbing
quilts in the side walls.

To develop structure-borne vibra-
tion control design standards for the

35mm and 70mm projectors in the
projection room, vibration measure-
ments were made on similar projec-
tors at a nearby theater. The screen-
ing room projectors were mounted
on a floating concrete slab, isolated
from the stirrounding floating floor.
Double stud walls, a sound-isolat-
ing gypsum board ceiling and 75mm
(3-inch)-thick acoustically gasketed
doors eontrol noise intrusion from
the outside as well as from the the-
ater to adjoining areas. Double glaz-
ing with a 200mm (8-inch) air space
was used to control projector room
noise transfer into the screening
room. The background noise in the
room varies between NC 15 and NC
20 depending on the ventilation fan
speed and thermal load. The office
space below the screening room has
an exposed ceiling for aesthetic rea-
sons. The entire screening room is
isolated from the office space by a
concrete floating floor. |
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THERTER, DRAMATIC:
FAIRFIELD GENITER FOR CRERTIVE ARTS, FRIRFIELD, CALIE

This 420-seat community theater ac-
commodates both dramatic and mu-
sical productions. Multipurpose the-
aters like this typically present
acoustical challenges to designers.
Such theaters should be able to ef-
fectively present a variety of shows;
this necessary versatility often calls
for an ability to adjust the room’s
acoustics.

The Fairfield stage was designed
to be large enough for a 50-person
orchestra, and the orchestra pit was
sized to accommodate about 20 mu-
sicians. NC 20 was selected as the
criteria for the theater and stage. A
sliding glass window in the control
room was provided so that the audio
engineer responsible for mixing live
shows could hear the sound being
created in the theater by the sound
reinforcement system. This window
is sound rated to control sound trans-
fer from the control room into the
theater when the window is closed.

The reverberation time in the the-
ater was made variable by installing
retractable velour draperies in an at-
tempt to optimize the sound accord-
ing to the program. These draperies,
which were installed along the side
walls, allow the reverberation time to
vary by approximately 20%. When
the theater is empty, for example, an

average titne of 1.2 to 1.4 seconds is
achieved depending on the position
of the drapes. Speech intelligibility
measurements conducted at various
seating areas determined that with
the side wall curtains extended, the
quality of speech intelligibility was
measurably improved, as expected.
When unamplified acoustic instru-
ments are played, the drapery should
be fully retracted so that the room
can achieve its most reverberant con-
dition. The stage house walls were
treated with 25mm (1-inch)-thick
faced sound absorbing material to
control excessive sound buildup.

In addition to the work done to
improve the theater’s multipurpose
functions, roof drains over the stage
and theater were isolated to control
waterflow noise through the drains.
Sound-rated doors and windows
were also specified to control sound
intrusion from the adjoining spaces,
the lobby and the busy street that
borders the theater.

Acoustical measurements were
taken to determine the level of noise
intrusion due to aircraft flyovers from
the nearby Travis Air Force Base.
The theater’s concrete block walls
and insulated concrete roof, howev-
er, were sufficient to control the
noise intrusion into the theater. 1
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the reflectors must be relatively large.

Diffusion. Sound can also reflect in
a diffuse manner. The reflection is frag-
mented into many reflections having
less intensity, which are scattered over
a wide angle, creating a uniform sound
field. Diffusion can be created in a va-
riety of ways, most often by introducing
surfaces having irregularities in the
form of angled planes or convex sur-
faces sized at least as large as the wave-
length being diffused. Three-dimen-
sional surfaces such as omamentations,
columns and statuary serve as diffusing
elements and were integral to the
acoustics of 17th, 18th and 19th centu-
ry performance spaces. The depth of
the diffusing undulations must be at
least one-tenth the wavelength being
diffused. However, it is possible, if at-
tempting to create a relatively low-fre-
quency diffuser (for example, the oc-
tave below middle C, which has a
wavelength of 2.7 meters (9 feet]), to
have specular reflections at higher fre-
quencies. For this reason, in some con-
cert halls, there are macro as well as
micro diffusive elements to accommo-
date diffusion in different frequency
(and therefore wavelength) ranges.
Most common diffusers work well be-
tween 800 Hz and 4 kHz.

Echoes. Echoes are reflections that
can be heard distinctly and separately
from the early reflected and reverber-
ant sound. For most general purposes
involving speech communication,
echoes are normally heard due to in-
tense reflections arriving 40 ms and
later after the direct sound signal has
reached the listener. In other words,
the difference in path length between
the direct sound and the reflected
sound is at least 13.8 meters (46 feet)
corresponding to a propagation time
of 40 ms or greater. Ironically, echoes
are most commonly detected in the
front rows of an auditorium and on-
stage. This results from the front row
being farthest from the rear wall, thus
generating the largest path length dif-
ference between the direct sound and
the sound radiating directly from the
rear wall or the combination of the
ceiling and the rear wall. Sometimes,
only a performer or lecturer is able to
perceive an echo! Typically, such
echoes can be suppressed using
sound absorbing or diffusing materials.
Even surfaces as small as 10m? (100
feet?) can require treatment to sup-
press an echo. Generally, very absorp-
tive rooms must be designed with ex-
treme care in regard to the placement
of reflective materials.

Flutter Echoes. A flutter echo re-
sults when sound travels back and forth
between two parallel surfaces and is at-
tenuated much more slowly than re-
flections from other surfaces. Flutter
echoes, which are usually perceivable
at frequencies of 250 Hz and greater,
largely rely on parallel room bound-
aries to be sustained. Angling room
boundaries, therefore, can help elimi-
nate high-frequency flutter echoes.

Focusing. The cardinal rule in the
design of rooms is to avoid sound re-
flectors that focus in the plane of lis-
tening. A focusing surface concentrates
sound energy, which may then be in-
tense enough to be perceived as an
echo. Surfaces such as domes, barrel-
vaulted ceilings and concave rear walls
can cause sound focusing and are no-
torious for generating strong echoes.
Such architectural elements should be
designed with extreme care to avoid
acoustical defects.

Reverberation. Reverberation is di-
rectly proportional to room volume, in-
versely proportional to the surface area
and inversely proportional to the
amount of sound absorbing material. It
is possible to reduce reverberation by
the following means: adding sound ab-
sorbing material, reducing room vol-
ume or increasing surface area.

Reverberation time is the measure
used to quantify reverberation and is
the time required for sound reflections
to decay 60 dB, one-millionth of their
original amplitude. The Sabine rever-
beration formula, named for the physi-
cist who first recognized this relation-
ship, applies to rooms that have a rela-
tively diffuse (uniform) sound field: T =
0.05V/Sa where T is the reverberation
time; V is the room volume in f; § is
the room surface area (ft?); and o is the
average absorption coefficient.

While there are other reverberation
time equations, such as those described
by Norris-Eyring and Fitzroy, for exam-
ple, the Sabine equation was the first
developed, and it remains valid in most
cases. In order to determine the rever-
beration time in a diffuse room, it is
necessary to sum up all of the roon’s
sound absorption due to each materi-
al’s contribution. This can be accom-
plished in each frequency range by
multiplying the surface area by the
sound absorption coefficient for a par-
ticular frequency range, and then sum-
ming in that frequency range for all ma-
terials located within the space. Just as
reflections are not entirely specular or
diffuse, no material is entirely sound
absorbing or reflecting.
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As a general guide, it is not advisable
to concentrate large amounts of sound
y k) absorbing material on one surface only,
< ACOUSTICAL ENGINEERING ° particularly where that surface is distant
- y from a group of listeners. In order for a
‘ = - 3 diffuse sound field to exist, sound ab-
sorbing material needs to be distributed
over both the wall and ceiling surfaces.
In a rectangular space, for example, it is
not good design practice to concentrate
sound absorbing on two parallel sur-
faces or on two pairs of parallel surfaces.
This simply reduces reflections coming
from the absorptive surfaces and may
result in an echo by enhancing the au-
dibility of the reflected sound from the
remaining pair (or pairs) of room sur-
taces. The reflections from the absorp-
tive surfaces are decreased in amplitude,
resulting in a relative increase in the am-
plitude of the remaining reflections.
Standing Waves. Standing waves
are also known as room modes. Room
modes are most easily perceived when
listening to low-frequency tones in
small rooms having hard surfaces.
Standing waves usually occur between
Charles M Salter Associates Inc hard parallel wall surfaces and are of

130 Sutter Street San Francisco CA 94104 415 397 0442 Fax 415 397 0454 particular concern in relatively small
cmsalter@cmsalter.com www.cmsalter.com

|
.

rooms, such as music practice rooms,
voice recording booths, small audio
control rooms and other spaces used for
recording or for monitoring recordings.
CIRCLE AD NUMBER ON PRODUCT INFO CARD In an ideal case, it can be assumed that

walls are infinitely rigid and stiff, so that

minimum sound absorption occurs and
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All of this, at the industry’s most affordable price! waves) to assure reasonably accurate
For more information call 301-249-0044 or measurements. This requirement results
E-mail at info@rpginc.com in a smoother frequengy response

‘ ® (i.e., less amplification of a single fre-
m Listen To The Music, Not The Room!** | quency), due to overlapping modes.

The lower limiting frequency is usually
100 Hz. For this reason, laboratories do
not usually measure below this fre-
quency, in spite of the fact that there is
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a growing need for data below 100 Hz.

In studios used for the production
or reproduction of audio material, suf-
ficient low-frequency absorption is im-
portant. The sound absorption in this
case acts as damping, reducing the am-
plitude and broadening the frequency
range of the resonance.

Sound Absorbing Materials. All
materials have some sound absorbing
properties. Incident sound energy
which is not absorbed must be reflect-
ed, transmitted or dissipated. A materi-
al’s sound absorbing properties can be
described as a sound absorption coeffi-
cient in a particular frequency range.
The coefficient can be viewed as a per-
centage of sound being absorbed,
where 1.00 is complete absorption
(100%) and 0.01 is minimal (1%).

Incident sound striking a room sur-
face yields sound energy comprising re-
flected sound, absorbed sound and
transmitted sound. Most good sound re-
flectors prevent sound transmission by
forming a solid, impervious barrier.
Conversely, most good sound absorbers
readily transmit sound. Sound reflectors
tend to be impervious and massive,
while sound absorbers are generally
porous, lightweight material. It is for this
reason that sound transmitted between
rooms is little affected by adding sound
absorption to the wall surface.

There are three basic categories of
sound absorbers: porous materials com-
monly formed of matted or spun fibers;
panel (membrane) absorbers having an
impervious surface mounted over an
airspace; and resonators created by
holes or slots connected to an enclosed
volume of trapped air. The absorptivity
of each type of sound absorber is dra-
matically (in some cases) influenced by
the mounting method employed.

1) Porous absorbers: Common po-
rous absorbers include carpet, draperies,
spray-applied cellulose, aerated plaster,
fibrous mineral wool and glass fiber,
open-cell foam, and felted or cast
porous ceiling tile. Generally, all of these
materials allow air to flow into a cellular
structure where sound energy is con-
verted to heat. Porous absorbers are the
most commonly used sound absorbing
muterials. Thickness plays an important
role in sound absorption by porous ma-
terials. Fabric applied directly to a hard,
massive substrate such as plaster or gyp-
sum board does not make an efficient
sound absorber due to the very thin
layer of fiber. Thicker materials general-
ly provide more bass sound absorption
or damping.

2) Panel Absorbers: Typically, panel

absorbers are non-rigid, non-porous
materials which are placed over an air-
space that vibrates in a flexural mode in
response to sound pressure exerted by
adjacent air molecules. Common panel
(membrane) absorbers include thin
wood paneling over framing, light-
weight impervious ceilings and floors,
glazing and other large surfaces capa-
ble of resonating in response to sound.
Panel absorbers are usually most effi-
cient at absorbing low frequencies. This
fact has been learned repeatedly on or-
chestra platforms where thin wood
paneling traps most of the bass sound,
robbing the room of “warmth.”

3) Resonators: Resonators typically
act to absorb sound in a narrow fre-
quency range. Resonators include some
perforated materials and materials that
have openings (holes and slots). The
classic example of a resonator is the
Helmholtz resonator, which has the
shape of a bottle. The resonant fre-
quency is governed by the size of the
opening, the length of the neck and the
volume of air trapped in the chamber.
Typically, perforated materials only ab-
sorb the mid-frequency range unless
special care is taken in designing the
facing to be as acoustically transparent
as possible. Slots usually have a similar
acoustic response. Long narrow slots
can be used to absorb low frequencies.
For this reason, long narrow air distrib-
ution slots in rooms for acoustic music
production should be viewed with sus-
picion since the slots may absorb valu-
able low-frequency energy.

Is room acoustics an art or a science?
Recent technology has refined the
acoustician’s ability to predict a room’s
acoustical requirements. It is now pos-
sible, for example, to provide active
acoustical enhancement by introducing
synthesized sound reflections through
an array of loudspeakers, thus improv-
ing the quality of the transmitted sound
dramatically. More specific design crite-
ria are also evolving to suit different
uses. Acknowledging the uniqueness of
the design criteria required for each
space is vital to the success of the facil-
ity, especially if it is multipurpose.

Art implies intuition and mastery.
Science can aid in the development of
both. But what role does luck play?
Were the grand masters simply lucky?
Is it luck or skill that allows an artist to
appeal to a broad audience. It is in fact
a combination of both. Today’s room
acoustics, like many arts, is an opin-
ion-dominated field, one that is influ-
enced as much by history as it is by
technology. |
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BY CHRIS DAVIS

000001

[Editor's Note: George Hallowell of Studio

Pacifica called the Mix offices last spring

to inquire about our “Class of 1997 photo

spread. In passing, be mentioned acoustic

work be had done on a 5,000-square-foot . 7
recording facility for a public bigh school e[‘e v u e Lg l‘ g
in the Seattle area. A public school spend-

ing money on any arts-related program

these days is news, we thought. And

though we regularly cover college-level

recording programs, we decided to spot-

light a bigh school this year, one that - ‘ E [

is preparing students for college or for a % 70 e v e

vocational track. With this in mind, we

contacted Bellerue High School journal-

ism tedacher Jim Talbert and asked bim to

recommend a student who might give us

an inside look at this brand-new facility.

Here then, is graduating senior Chris

Dauvis’ report.]

Bellevue High School has “it.” And although many high
schools in this nation lack “it,” “it" is becoming a ne-
. cessity as more and more students are seeking ca-
Reco’zdmg,
reers in communications. “it” is a full-blown,
professional-level communications department, com-
Studio

plete with a live, 10-watt radio station, a television

studio and a new recording studio.
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trough “trim band” around the room and removeable
acoustic access panels between windows. Also note
the production rooms viewing into the room.

Bellevue High is one of only two
public schools in its district to have
such a department. However, last
year the school district perceived a
need to upgrade the facilities. The
school already had the radio and TV
studios, but as teacher Juris Jansons
and head of district vocational edu-
cation Jack McLeod began planning,
they decided to push for the addi-
tion of recording facilities.

So plans were developed. and a
proposal wus set forth ta move
Bellevue High's 10-watt raclio station
(KASB) and television production
functions. and install them. along
with new audio recording cquip
ment, in a renovated facility within
the former wood shop classroom,
which was run-down because it had
been out of use for about five yeurs.

“This project was done in con-
junction with the necd for seismic
upgradie in that particulur area of the
school,” sayvs Peter Wall, Bellevue
School District real estate director. “It
was Juris’ and Jack’s vision to have
the vocational program und a new

Audio tracking room. Note the upper and lower wire
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RGE HALLOWELL/KAREN BRAITMAYER/*STU

Shown here is a typical production room setup for audio editing.
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recording studio built into the space
that had formerly housed the wood
shop. This was a pretty simple task be-
cause it allowed us to change the in-
frastructure, and, in essence, we
simply took advantage of a great op-
portunity.”

This major undertaking was viewed
as a huge step for the program—one
that would help students meet their
goals. “What we would like to have
students do is leave here with an un-
derstanding of how to produce a
program,” Jansons says. “And
while there might be some that
aren’t interested in taking on
the entire role of producing a
program, at least they’ll learn
what the steps are: how to
begin, how to finish and the
considerations that need to be
made to go through this entire
process.”

That first step, according to
Jansons, was for him to “learn
about the operation of the
equipment.” He compared two
audio boards, the Yamaha
PM1000 and a Ward Beck radio
console. “The two are similar,
but their scale is incredibly dif-
ferent,” he says. “The same
rules between the two apply,
and the same considerations
are there. Once you understand board
number one, you can apply that knowl-
edge to the other board and have a no-
tion about what to do with it. The key
is what you do with those boards as a
result of the knowledge you have
gained.”

The move from a cramped, 2,250-
square-foot radio/television studio to a
spacious, 4,500-square-foot, brand-
spanking-new facility involved a lot of
hard work and planning. The architec-
tural firm of Studio Pacifica Ltd. in Seat-
tle was selected to design the project.
George Hallowell, AIA, one of the de-
sign firm’s principals, notes that, “The
philosophy of the school district, the
school itself and Juris was that this fa-
cility needed to be continuously flexi-
ble, and everything in it needed to be
about education. There was a purpose
to leaving mechanical and structural
fixtures, such as ductwork and wiring,
exposed. Awareness of the infrastruc-
ture of the building is, in itself, a teach-
ing tool.”

Along with Studio Pacifica, there
were a number of other architects and
engineers involved in the total building
renovation. Cummings Associates Ar-
chitects Inc. were the architects of
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record for the entire 15,000-square-foot-
building, which included facilities be-
yond the radio/TV/recording areas.
Studio Pacifica joined the architectural
team as a design consultant for the two
large studio rooms, the main control
room, the radio/TV offices and all asso-
ciated production areas. After a number
of meetings between the design team
and the school district, a schematic
booklet and plan were prepared that es-
tablished and described the spatial and
functional needs of the facility. After this

Master control room. Shown here is the vintage Ward Beck
M2484 console and views into the audio tracking room and the FM
master room.

was approved by the school district,
things rapidly began to come together:
Studio Pacifica’s drawings were incor-
porated by Cummings Associates into a
larger set that was ultimately submitted
to the city for the building permits.

“What Jansons and the school dis-
trict asked us to do,” says Hallowell,
“was to create two large tracking stu-
dio rooms to record any live audio or
video source or to run live audio feeds
from either room directly to the radio
studio. Between those two rooms was
to be a control/distribution room con-
taining an M2484 Ward Beck console
and numerous punch blocks, patch-
bays and video gear. From this control
room, they wanted the ability to route
audio or video to smaller production
rooms, transmitters or even remote
trucks.”

Studio Pacitica worked with acousti-
cal consultant Michael Yantis on a
cost-effective design of the oak trim,
wire troughs and acoustic panels that
would be integrated throughout the
studios and main control room. The
wire troughs hinge open, and fabric-
covered acoustic panels can be re-
moved so that signal wiring can easily
be reconfigured. Mic inputs are routed

from below the windows to an open
wire tray running above the windows
and around the perimeter of each
room. “Mousehole” panels and over-
sized conduit penetrations complete
isolated wire paths between all of the
rooms.

“We were delighted with the existing
poured-in-place concrete roof barrel
vaults in the building and the exciting
spatial forms they made possible,” says
Hallowell. “Potential problems of focus-
ing caused by the concave forms were
dealt with by heavily spraying
absorptive material on the in-
side of the concrete vaults.
The increased height in the
room up in the curve of the
vaults allowed us to mount
theatrical lighting grids in
both large studio rooms, and
the light-colored spray en-
hanced overall lighting. The
absorptive spray was also
a very cost-effective method
of controlling reverberation
time.”

Staggered-stud, double-
layer sheet rock walls, dou-
ble-glazed relites and special
cam-hinged door frames met
isolation requirements be-
tween production areas. To
keep within the budget, spe-
cialty door frames were used with off-
the-shelf wood doors and drop seals.
Large-volume, low-velocity exposed
ductwork; special ballast fluorescent fix-
tures; and isolated theatrical light dim-
ming kept tracking-room NC numbers
to a minimum. The energy-efficient flu-
orescent fixtures can also be turned off
during noise-critical audio sessions.

Karen Braitmayer, AIA, also a prin-
cipal of Studio Pacifica, says, “We
carefully selected durable, inexpensive
finishes throughout the majority of the
facility with Brenda Ross at Cummings
Associates to offset a few higher-bud-
get, attractive details such as the oak
trim and wire troughs.” The project
was finished on schedule and well
within the school district’s budget.

Up to this point, the facility de-
scribed here might resemble many pro-
fessional installations. However, the
teaching requirements set it apart. For
example, eight small production rooms
surrounding the two tracking rooms
and main control/distribution room act
as “miniature control rooms.” Within
these rooms, small groups of students
are able to work with each other or an
instructor to create program material
from the main control room feed or in-
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dividual mic panels. A separate FM mas-
ter production room allows open mi-
crophone radio broadcasting and audio
programming to the transmitter. In ad-
dition, the tracking studios must have
the ability to double as classrooms or
video shooting stages.

“A lot of the equipment is donated or
scrounged and different in virtually
every room, making the need for
constant flexibility and maintenance im-
perative,” explains Hallowell. “The con-
stantly changing and varied equipment
can be a nightmare of signal wiring for
Juris.” The school’s equipment includes
vintage radio and TV gear, Tascam DA-
30s, an Otari MX5050, an Akai DR4D, a
Yamaha PM1000 and various Mackie
consoles.

Jansons and the program were for-
tunate to receive a donation of Compaq
computers, supplied by Microsoft, that
enabled them to install Gallant SC66
sound cards and Voyetra Ultimation
Software for performing direct-to-disk
recording. The donated computers,
placed throughout the production
rooms and tracking rooms, also enable
students to do word processing and
other support functions. “Juris is hoping
to train students on a Pro Tools or Avid
system in the facility and is always
grateful to generous donors,” Hatlowell
hints.

Things are now going smoothly at
the new Bellevue High radio/TV
recording facility. However, there are
certain areas that Jansons hopes to ex-
pand, such as broader community use.
“We've had very little outside use,
mainly because this is a new facility.
One way we are starting this process
is by producing programming for
channel 55, a government-access tele-
vision channel. While this is the full
extent of community involvement at
this point, we expect to eventually do
some recordings of school functions
such as choir and band concerts, as
well as other activities along that line.”

So, an enriching and desirable pro-
gram has evolved into an impressive
facility. “This is completely extraordi-
nary,” Jansons says. “It's very rare to
have something like this happen,
probably because it is rare to be in the
circumstances that we were in, and for
us to have even been considered to
get this was simply remarkable.” W

Chris Davis graduated from Bellevue
High in mid-June and is busy prepar-
ing himself for college. He says bis
major will be journalism. Mix thanks
bim and wishes bim all the best.
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THE MIX INTERVIEW

JOE STRUMMER

GENERATION ROCK

et sleeping dogs lie, I always

say, and The Clash is definite-

ly a sleeping dog. Last year's
Sex Pistols reunion tour, for all its
foul and now barely remembered
charm, prompted a new harrage of
rumors that The Clash would re-
unite for a similar outing—maybe
as part of Lollapalooza. But the for-
mer members of the greatest-ever
English punk band had the good
sense to let it be. Anyway, the for-
mer bandleaders, Mick Jones and
Joe Strummer, don't need to look
back to keep busy.

Jones, as modern rock fans
know, has been cutting pop/punk/
dance songs with Big Audio Dyna-
mite and configurations thereof for
several years. And Strummer, es-
chewing the pop star route, has
made his presence felt piecemeal,
in some excellent film music

(Walker, Sid & Nanc)), as an actor
(Mystery Train, Straight to Hell), as
a solo artist (Farthquake Weather)
and for a few minutes as producer
and lead singer for the greatest-
ever Irish punk band, The Pogues.

More recently, Strummer (head-
ing a group called the Electric Dog-
house) created the title track to a
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collection called Genera-
tions, a punk tribute to
the S0th anniversary of
Eleanor Roosevelt's Dec-
laration of Human Rights
The album, compiled by
activist Jack Healey and
producer Jason Roth-
berg, also features songs
by the John Doe Thing,
the Red Aunts featuring
Exene Cervenkova,
The Vandals, the Bad
Brains, and a goofy
punk take on Neil Di-
amond’s “Coming to
America” sung by
Billie Joe of Green

Day. But Strummer’s
track, a sort of tech-

no meets Clash meets
blues song about the environmen-
tal and spiritual legacies of generai-
tions, really stands out. One
hates to accuse a real rocker like
Strummer of having matured,
but the song shows the way his
views and musical mastery have
grown.

The Clash always worked
varying musical influences into
their songs—especially reggae
and soul—and their lyrics were
often political. Strummer’s new
music has those qualities, but
uses more tools, as you'll see.
In 1988, Strummer told the £.A4.
Times Richard Cromelin, ~1
have two children...When you
see yourself become part of the
cycle of generations, you lose
your ego in the process, be-
cause you ain't nothin’ special.
You're just another cipher in
the generations.” That's in
there, too.

Mix got in touch with Strummer
to find out about the recording of
“Generations” and found out that
aside from being a legend and a
great songwriter and performer, he
is a closet recordist (almost literal-

BY BARBARA SCHULTZ

ly). He had also

just composed and recorded the in-
cidental music for Grosse Pointe
Blank, John Cusack’s black come-
dy about a hit man’s trip home for
his ten-year high school reunion:
the rest of the soundtrack is pure
"80s nostalgia, including a couple of
Clash songs. Nostalgia.. was it re-
ally that long ago? When you listen
to Joe Strummer, you're not sure if
it was a million years ago or just
yesterday. That's the thing about
generations.

What are you working on now?
Hold on. [He moves away from the
phone and shouts} Dave...Davey...
Hawkins...Hombre.. .Put on Ho-
race Andy singing “Living in the
Flood.” It's for the US of A, come
on...Just give us a S-sccond blast. ..
[Back on the phone] Horace
Andy has been singing the best
reggae records since before Bob
Marley. even, till now, and he
came down here yesterday. 1
ended up trying to write a set with
Horace, and you've got to listen to
this track. It's what we managed to
do yesterday.
That would be awesome. Thanks.
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THE MIX INTERVIEW

It's sort of like having Aretha Franklin
down, but of that genre. The voice.
This is just something we knocked off
down here. Okay, just give a five-sec-
ond listen to this. ..

[The music starts. Through the
phone, there’s the sound of reggae-beat
drums, some eerie guitar and the voice
of Horace Andy, who, on this track and
through the telephone sounds incredi-
bly like a middle eastern Smokey
Robinson.]

It sounds amazing. Is that a

would imagine to be living room speak-
ers, because 1 didn’t want the PCMs to
give me too much bass and get me to
thinking that small devices could take
as much bass as we’re happy to live
with in the control room. But even late-
ly I think we're putting too much. Even
though the LEDs are still about legiti-
mate, from now on I'm going to pull
the main fader down on the Mackie
desk and I'm not going to look at the
LED readout. I'm going to listen.

Did you put all the equipinent in your-

self?

brand-new song?

It was just something we'd written
last week and recorded yesterday.
Imagine having a voice like that
come down,

It's scary, because not only
have you got an artist like that, but
you've got to make sure all the
equipment works, you know? That
is stressful.

Where are you working?

It's my home studio here, so I have
no backup. If a wire doesn’t work,
i's up to me to find another wire.
Tell me about your studio.

I call it The Woodshed. 1 live in
like a typical English couage. It’s
just rented, actually, but I've been
here so long, T've put a studio in
the woodshed. It's like a tiny cup-
board. I've got a 24-track, an Amer-
ican board, a Mackie, which is
fantastic quality but so compact
you could pick it up. That's good
because I'm literally in the place
where they used to pile wood,
space is limited. And I've got a Fos-
tex one-inch tape recorder. It works be-
cause honestly I wouldn't—I mean 1
wouldn’t want to swing a cat anyway,
because 1 wouldn’t kill an animal, but
there’s no way you could even swing a
hamster.

I've divided the space into three
parts. There's a control room bit—just
enough space for three people to stand
and work at a mixing desk. I have
some outboard in a rack, and then
there's another little room behind you
with sliding patio doors to isolate it, but
it's hardly six foot by six foot. You can
just about get a drum kit in there if
you're mad. And there’s another small
segment with a bass amp. It's right silly.
What kind of speakers do you have?

I was using PCM speakers, but because
it's such a small room, there’s no way
you could get a fix on the mix, you
know what I mean? And so just lately
put a pair of Bose Interaudio, which I
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The Clash, circa 1978

Well, I had to get help. I have run an 8-
track for about ten years that I plumbed
in all myself, and I actually sont of liked
that better, because now everything is
moved into a patchbay. I used to like it
better when I could walk round and
round going, “Okay, switch over, now
we're going to straight from a group in-
sert into echo...” and I could talk my
way through it and it would always
work. With a patchbay, I'm a bit ner-
vous, because it's such a configuration
of plugs, you don't really want to get in
there. It just freaks me out too much
looking in the back of the patchbay
when something isn't working. I'm fair-
ly fluent in the area of recording—I've
been doing it for a long time, actually—
but very untutored.

Are you working on an album project?
I've decided to call it a compilation. For
a while I couldn’t understand what I
was doing; I'd get working with these

really interesting people and knocking
out great tracks, but then things would
sort of drift off, and a film would come
in and distract my attention, and I began
to notice that I was littered with tracks.
But I just recently hit upon the idea of
trying [to put together a compilation]. It
would be difficult taking tracks from
hundreds of different situations—you
know how messy it can get with busi-
ness—but 1 think I'll be able 1o pull to-
gether an interesting compilation, and
I'm going to put it out under the name
Strummerville.

Are the musicians you're work-
ing with right now the same peo-
DPle who worked with you on the
“Generations” song?

No. I've been knocking out some
film music with a very interesting
London musician called Pablo
Cook, and it's myself and him that
were sort of handed the project o
write 1 song for Horace Andy. But
before that, we were working on
film music for various things that
are coming out.

Like what?

Well, God almighty. Jesus, I don’t
know where to start.

Just tell me a few things.

The next bit of music that we're
going to try to do is for a French
film called Doctor Chance. It's one
of those new hip French films.
And we've also done music for a
London new hip sort of short
called Tunnel of Love, and there’s
a bunch of things I don’t want to
particularly name, but they're
coming in from Hollywood thick
and fast. And also Grosse Pointe
Blank, of course. That's the main one
that’s coming out. It's a suburb of De-
troit, Grosse Pointe. It's a John Cu-
sack/Dan Aykroyd vehicle from Disney.
And they thought of you, bub?

Yeah, because it's about an "80s reunion
dance, which is why 1 suppose a cou-
ple of Clash tracks are in as well as stuff
I've done recently.

What Clash songs are they using?
They've got “Armagideon Time” and
“Rudie Can't Fail,” and they've got Spe-
cials and Jam, Violent Femmes. They're
trying to get whatever was happening
then, and good choices, too.

How did you get involved in the Gener-
ations project?

Jason Rothberg rang me and said,
“Look, Jack Healey is doing this thing to
mark the 50th anniversary of Eleanor
Roosevelt writing the Declaration of
Human Rights,” and I kind of said
“Yeah, yeah, yeah, yeah,” you know?
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Because I thought yeah I'll do it, with
the best intentions, but it’s the sort of
thing you leave on the shelf, thinking I'll
get around to it. But then I just hap-
pened to be over there in Los Angeles
[at Westlake Studios] recording some
music for Grosse Pointe Blank, and they
give you a day to strike, which is like:
get your gear out of the studio before
the next guy comes in. And I realized
that we could cut the song, because, ob-
viously, this is a charity record—the
kind of thing you don't want to spend
money cutting.

We cut it fast in the down time, and
it came out really fresh because of that.
It was literally like the bass player’s
[Seggs, of the Chemical Brothers] cab
driver was waiting in the control room
to take him to the airport to fly back to
England, but I knew we needed one
more take to get the track down, and
we were cutting it live, so [ went, “Hey,
somebody take the cab driver in the
control room and amuse him. I need
another ten minutes here.”

As a rule, do you like to play live with
the band when you record?
Well, until this moment, that has been

my modus operandi, because it was
true to what I knew, but everything
now is born in the computer, This isn't
a bad thing; I'm not slagging that at all,
In fact, I'm going to get into it. Every-
one has to realize that cutting in be-
tween the two is really where it’s at.
There’s a way between live perfor-
mance and computerized music that’s
great. Hip hop and techno and jungle
are really happening,

When you’ve recorded live with The
Clash, did you sing and play live?
Normally I'd play with the band and
sing a rough vocal and then cut the
vocal immediately after, which I think
is crucial—not a long gap of time be-
tween. Or sometimes if 1 wasn’t playing
on the track, I'd cut the vocal live while
the band were doing the track. But we
could do anything on the spot, on call.
That's what I loved about us. We could
do it on the floor.

Do you belp make technical choices for
your recordings? For instance, is there
a certain kind of microphone that you
like best for your voice?

[The Clash] had no idea about any of
that, but now I know about it. With my
24-track thing in the cupboard here I've
got an Electro-Voice main mic, and I'm

beginning to understand D112s. I'm in
the infancy of my microphone knowl-
edge, but it's certainly a big direction I
want to go, microphone placement. All
I've done in the past ten years is sit and
record with a live mic. 1t's obviously
bedroom recording, but I'm working re-
ally hard on it.

What kind of guitar did you play on
“Generations”?

That was my trusty old Fender black
Telecaster. I think it’s a 62,

The liner notes bave someone called
Chaz playing something called Gui-
tarzilla. What's that?

Chaz the Biker, he’s called, and he’s
playing a machine. Try and imagine this:
He’s sitting in front of a lap pedal steel,
but he’s built four of them, and one of
them is a bass. Some of them are nine-
string, some of them 12. They’re all in
different chordings, and they’re all fed
into Harmonizers, one each. And this
guy's a welder, so these are all beautiful
steel and iron and wood. Porsche
couldn’t possibly make it more fine, you
know? And he looks like a biker. He’s
got a ponytail and motorcycle boots and
tattoos and aviator sunglasses, and 1 just
said to him on “Generations,” “Lash out,
Chaz. Plug that thing in, man, and let it
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THE MIX INTERVIEW

rock!” We just opened the portholes and
let him pour it in.

And he does these things like huge
rotating magnets underneath lyre-type
things with hundreds of pickups all
over them: space-age, mutant bass gui-
tars. This guy built all this stuff. He's un-
believable. He's a one-oft,

What are the percussion sounds that
are on that song, other than the
drums?

To be honest. it's a suitcase. Rat Scabies
[of The Damned] is standing, and the
suitcase is splendidly displayed on a
kind of percussion rack of some sort,

He's standing with headphones on with
a pair of drum sticks. But the secret
weapon, the most secret of all was a
square water bottle. You know like you
have April Mountain Spring water. ..
You're making fun of me now.

I'm not joking. This one was the most
lethal one of all. This one’s on every
single thing we did: the square Moun-
tain Spring, the quite big one—empty
obviously. He plays it with his hand,
and he plays it with his knees, Imagine
it upside down with a mic up inside the
spout, and somehow we stopped it
from knocking on the mic, and it just
seemed to fit really cool—so much so
that we kept that one bottle. We were

Jitter!
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convinced that the other Mountain
Spring empty bottles in the studio
weren't good enough.

They'd bave a completely different
sound.

Yeah. That's no joke. You can see it's
real now.,

And you mixed it yourself?

No. That was John X!

The liner notes say you mixed it.

Well, that’s wrong. John X mixed it. Ob-
viously, we were there, but 1 don't think
you can hear after recording a song.
Was it mixed there at Westlake?

Yes, and he was wearing green lipstick
at the time. This guy, this guy...blond
hair with black roots, cropped. Zulu
leopard-skin print skirt on, and kind of
San Francisco granddad's T-shirt on,
green lipstick, blue nail varnish, and
sandals, and a smirk on his face and
shades. That's the engineer.

[ want to ask you some questions
about songwriting. Do you write in
your studio?

Yeah. And I'm always trying to make lit-
tle records when I'm doing it. Maybe
I'm a closet case, but I really like being
on my own, in my house, be relaxed,
have a couple glasses of wine. I work
on a lyric, run the machine, and if I'm
running a machine all the time, it’s a big
deal, isn’t it? You've got your head-
phones on, the microphone’s on, you're
going into record, and now you've got
1o say something.

Also, I really open up more by about
the seventh track of singing. Because
on my own I've tried out the lyric, and
by about the fifth time, the lyric’s get-
ting a bit right—I'm getting it spot-on,
and what I used to hate with the 8-track
was having to worry about, “Well
should I record over that?” Because you
have to sit down then, don't you? You
have to stop in full flight and say,
“Hang on a minute now, should I
record over that? Or was that better
than what I'm doing now?” This is real-
ly important because you're getting in
the roll mode and you’ve lost your
flood. But the 24-track gives me a
chance to just keep rocking on, just
record track after track. [ can sing 12
vocals in a row, and I know my way so
well that I can move it to the next track
while the thing is still rewinding, and
then I'm still in my concentration,

Do you ever bit dry spots when you just
can’t write for a long time?

Yeah, but I think that’s good, because
sometimes a dry spot just means you
have a deep train of thought and it
takes a while to come back around. 1
love that saying, train of thought, be-



—

——

 WeRdy On Th Bes
I ‘ '.The BusineSS.

&

Pl
-
un _
. . /
— ' ) ALL NEW 300 G
—_ Stereo Tube Direct Box

3 Tube Design
Warmer, Fatter and Quieter
than ever! -
Now with Gain Controls!

Warm It Up With
ADL Pure Tube Equipment

Many manufacturers combine solid state circuits
with tubes (known as hybrid circuitry). This may he ‘ AP —

less expensive, but certainly will not ‘warm up’ or - - U
‘fatten’ your sound like an ALL-TUBE product.
Anthony DeMaria Labs is the company that
brings you the finest handbuilt, pure-tube
equipment in the world. Of course, you
don’t have to take our word for it. Check
out our client list and hear the difference!

Remember...

It's not ADL unless it's ALL TUBE.

(Shown Aboved

ADE 3000 Sterea Tube Direct Bos
ADE 1O Moo Tube Compiessar
ADE 1300 Stereo Tube Compaesson

Partial Client List:

The Rolling Stones  Aerosmith (Steven Tyler & Brad Whitford) « Flood (U2, Depeche Mode), London ¢ Bon Jovi ® SonyMusic, NY ¢ Butch Vig (Nirvana)
Starstruck Studios, Nashville » Masterfonics, Nashville « Peter Moshay (Mariah Carey, Paula Abdul, Des'ree, Hall & Oats) » DJ Pooh (Ice Cube), L.A.
hung King House of Metal, N.Y. » Isley Bros. * Heart  Hall & Oates * Foreigner * Counting Crows » EMI Studios, Australia » Sunset Sound Factory, L.A.
arsville Studios, NY e Kevin Leonard (Whitney Houston) ¢ Bad Religion Guy Babylon (Elton John Band) * Neil Dorfman (Sting, Paul McCartney, Def Leppard)
Bad Animals Studio ¢ Margarita Mix, LA. « Glen Phimister (Olivia Newton John), Australia * Bernie Becker (Neil Diamond) * Sony Studios, Japan
Walter Afanasieff (Mariah Carey, Barbara Streisand, Michae! Bolton & Kenny G)  David J. Frangioni (Madonna, Aerosmith)  Green St. Recording N.Y.

Anthony DeMaria Labs

Sales: (818) 340-0228 o Fax: (818) 340-433kr2aService: (914) 256-0032 “Yopr Dog In \::,lil;"‘f"




THE MIX INTERVIEW

=

d

cause I imagine trains going on long
loops that might come back into the
depot five years later. Imagine you've
got a toy train track in your mind with
hundreds of loops. Imagine trains going
out, and sometimes they all come back
into the station together, and that's
when you have a brilliant, kinetic idea.
Let's talk about your brief producing
career.

I don't do any producing. That's
hearsay.

You produced The Pogues, isn't that
right?

But that was sort of...midwifery? How
can I put that...T was only aware that I
loved the sound of the group as they
played all together, yeah? So it was
more like photographing them. You've
got a great-sounding eight-piece band:
mandolins, pennywhistle, drums, gui-
tars, accordion, bass, the whole thing. 1
didn't want to change them, just to cap-
ture it—to get them to play as live as 1
could.

How did you start working with them?
Well, nobody else would touch them.
I'm not joking. Listen to me: Four days
before they were booked into Rock-
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field, the manager rings up and goes [in
a stiff Irish accentl: “Hey, it's Frank Mur-
ray. Hey, d'you mind producing The
Pogues? They’re booked in Saturday
night. Rockfield. They want to do an
album, okay? Okay?” And I said, “How
come it’s so late in the day?” And he
went, “Steve Lillywhite didn’t want to
doit.”

But you knew those guys. This wasn't
the first time you'd met them or any-
thing.

No, no. I'd been on tour with them.
When Shane was too sick 1o do a tour,
like a fool T agreed o jump in as tem-
porary vocalist. See, there are seven
other guys in the band. They've all got
families, children, rents, mortgages,
whatever. ..

They needed you.

Yeah. Shane got too sick, and they had
the whole tour booked, but if you can-
cel a tour, you have to pay cancellation
fees to every venue. So, I jumped in.
And it got good. We really started to
rock the house in Europe and in Amer-
ica, too, but then it stopped being fun.
In Germany, The Pogues are huge, and
I was faced with hundreds chanting “Ve
Vant Shane! Ve Vant Shane!” And I said,
“Look, he’s too sick to come, alright?

I'm going to sing
the best I can here,” and that's when I
realized, it’s no good trying to fill soine-
one else’s shoes. If this thing's going to
crash, let it crash.

When you're the artist in the studio
working with a producer, what sort of
things do you hope they’ll belp you
with?

The simple things like how to pitch a
vocal...Like yesterday I had Horace
Andy in the studio, and suddenly I was
in that position of Horace Andy saying
to me, “What do you think, mon, about
this harmony? Where should I put it?”
And I was going, “Oh, well, Horace, I
think you should just jam with it.” It
was strange being in that position. Life
creeps up on you. Sometimes you have
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no time to prepare. It’s best to just play
off the cuff, I guess, and try to be true
to yourself.

See, yesterday was really momen-
tous for me. I was panicking because
he’s so great and I didn’t want to record
it badly. It was quite stressful. 'm still
reeling, actually. I haven't recovered
yet. Honestly, I've got to sit down and
watch Beavis and Butthead or some-
thing. Yeah, that's what I need—for like
three hours.

Can you think of some of the good pro-
ducers you've worked with, people who
really belped you?

Well, I'd say Guy Stevens. He’s credited
with producing London Calling, but like
this doesn’t really fall under the umbrel-
la of production as is known today,
right? Say you're trying to cut a track,
and suddenly a lunatic would run into
the studio and see a pile of metal chairs
all piled up and push them over while
you're trying to record a track. You've
all got headphones on and you're
recording in a big studio, and this guy’d
run in, push over a stack of metal chairs
and grab one and flail it 'round his
head. If you're struck by one of those
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metal legs in your head, you're going to
go down. And you've still got head-
phones on, and you're in the third verse
of some song, and you're trying to keep
up with the drummer, and everyone’s
trying to play proper, and you're duck-
ing at the knees. And then he found
like a ladder, and he started to swing
that round his head. This was the kind
of thing he would do, and that is no
exaggeration.

I've seen terrible scenes like grown
men fighting in the control room over a
fader. You think you're in the group,
you're supposed to be the wild ones,
right? You go back into the control
room 1o hear some tape back, and you
see the producer and the engineer just
punching each other in the face and
rolling on the floor, because the engi-
neer is not going to let the producer
touch that particular fader. I've seen
that. Bill Price, who was the engineer
at Wessex, was the one that really
mixed it and got the sound, but Guy
inspired it.

What was the first time you ever went
into a professional recording studio?

It was a joint called Pathway, and the
kick about it was that everyone had to
stoop over because it was in some sort

BO Reel 10 Braveheart

of subwell of a stair-
way. You could put your amps in these
bays, and there was a sort of alcove for
the drummer, but if you were standing
up with a guitar, you had to stoop over
45 degrees, because there was a wall
head behind you at that angle. That’s
where we cut the 101ers’ [Strummer’s
band, pre-Clash] “Keys to Your Heart.”
Can you describe the contrast between
what it was like working in Pathway
and how it went with later recordings
like Sandinista?

Well, Sandinista was in Electric Lady
Studios. We moved in there for three
weeks, and I'm talking three weeks we
never left the joint. I think we were
recording around the clock the whole
time.
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Was there pressure from the label to
make that record after London Calling?
No. The kick about Sandinista was
we'd come off a tour in America, so we
were hot. And other groups could pay
attention to this: Imagine, you come off
a 90-day tour. Your chops are hot, ain’t
they? We ended the tour in New York.
Paul [Simonon, bass player] went off to
make a film in Vancouver, but me, Top-
per [Headon] and Mick forced the
record company to buy us time in a stu-
dio, and they just did it to humor us,
because they just figured, “How much
can that cost us? We'll shut the limeys
up.”

So they weren’t expecting anything to
come out of it.

No. And that's why we weren't follow-
ing any pattern. We had Mickey Dread
in there with us—any musician passing
by, you know what I mean? Every day
was like a holiday. We were just writ-
ing in a group. We wrote the whole
thing right then in the studio. It was fan-
tastic. 1 would just sleep under the
piano.

And that's when [ built the Spliff
Bunker [apparently a little baffled-off
space in the studiol. The spliff bunker
is a place to smoke and chill out, and
it's also a place to draw the musicians
and their crowd away from the mix
room. You build it out in the studio
somewhere, and it keeps the crowd out
of the control room. I quite like a party
vibe. The Clash always had a scene on-
board; otherwise, we wouldn’t have
Allen Ginsberg on the record. You've
got to mix with the people, but keep
the f—ing party out of the control
room.

What else do you want people to know
about what you're doing now?

They only thing I could tell people as a
last message is that...Well, I've given it
away that I've been recording with tape
machines all these years by myself, and
what I've learned from that and from
the techno people and the house peo-
ple and the jungle people here is that
sound is sound. I've been guilty in the
past of trying to keep it hand-made, but
I've really learned from these past two
years of soaking myself in everything
that they're doing here in London that
sound is sound and to hell with what
made it. Let's concentrate on the way
the sound affects the soul. |

Mix associate editor Barbara Schultz
thanks Joe Strummer for the great sto-
ries, and the great music.
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Mention the word “Muzak”

and most of us probably think of elevator music: 101 Strings
playing “Yesterday.” But despite the intentionally unremark-
able music with which the company’'s name is
associated, Muzak is remarkable for the reach of its distrib-

ution system, which services stores and other venues across the country.

Seeking to capitalize on its expertise in capturing and preparing music for

distribution to its customers, the company has recently started delivering

Because Internet audio streaming tech-

nologics offer consumers a convenient way
to try-before-they-buy, music retailing on the
Web is a natural place for online commerce.
But the process of extracting and preparing
audio clips for Web playback can be time-
consuming and, as a result, costly for an in-
dividual retailer, especially considering the

tens of thousands of ritles that a good-sized
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music to a new kind of store: the online music retailer.

BY PHILIP DE LANCIE

store carries. With the formation of its Enso

Audio Imaging Division last vear, Muzak is of-
fering an alternative model to that of each re-
tailer building up and maintaining its own
server full of audio samples. Enso hus set out
to build a comprehensive library of clips on
its own MusicServer, and then to offer access
to those clips to its customers for use on their

individual retailing sites.




“MusicServer is a collection of audio samples in
digital format for use on Web sites,” says Erika Leber,
Enso’s manager of sales and marketing. “Its purposc is
to provide support to music retailers who would like
to allow their consumers the opportunity to sample
the music before they purchase it. Our server current-
ly contains 275.000 sampled songs. Those samples
consist of a 30-second hook. which is the picee of the
music that gives the best representation of the entire
picce. We also provide the album cover images and

full operational support.”

PREPPING e
AND DELIVERING CLIPS

The process of preparing the
clips for delivery on MusicServer
begins with capture and on-the-
fly conversion from Red Book
CD-Audio to MPEG Layer 2
audio. "We have a piece of soft-
ware that we had written for us
to automate the MPEG capture,”
Leber says, "because we are cap-
turing the entire song for every
track on a CD. That way if the
record labels say at some point
that it is okay to use 45 seconds,
then we don't have 1o go back to
the CDs. We can simply length-
en the sample we take from the
track. Or if Liquid Audio or
StreamWorks or some other de-
livery format becomes a standard
we want to support, we could
simply take the start and stop
times that we have for our sam-
ples, go back to the MPEG muas-
ter and roll out those sume sam-
ples in the new format.”

After the CDs are captured in
MPEG audio. Enso's “audio specialists™ muke the choice
of what 30-second portion of ¢iach song will be used for
the sample. “They will listen to the MPEG songs,” says
operations supervisor Eric Nielsen. “and mark the sang
with in points, out points, fade ins and fade outs. Then
they QC that and accept it as the hook for that song.
When we have a number of those hooks made, we can
then initiate a batch process that will maximize the level
and convert those segments to the RealAudio tormat—
or a format of our choice in the future—and save them
as individual RealAudio 3.0 files.” The final step for the
audio, says Nielsen, is for the RealAudio files to be
“transferred to our MusicServer, where they are made
available on the Internet to our customers.”

Simply having the clips on the MusicServer is nat
enough. of course, to make them accessible to the end-
user, For that, Enso’s customers (the music retailers)

. g— N

must have the proper URL (the exact filenume and the
path to its location) for each clip. The URL provides the
link from the retailer's Web page to the audio fite. This
infarmation, Leber says, is "delivered to our customers
in a database format, in tab-delimited ASCII text. On¢
of the fields is simply the audio link, and we have two
additional fields. One is the URL for a small JPEG image
for the album cover, and the other is for a lurge JPEG.

“Our customers simply drop those links into their
pages.” Leber continues, “and when the consumer

clicks on a link, it opens up a
RealAudio player. It is seamless,
so the consumer doesn’t know
that the audio being streamed to
that player is coming from Mu-
sicServer rather than directly
from the retailer’s site.”

Al the time Enso got under-
way, RealAudio was pretty much
the only game in town when it
came to choosing a streaming
audio format with widespread
player distribution. But while
RealAudio’s hold on the market
may lessen as new, competing
formats such as Shockwave, Lig-
uid Audio and Beatnik come on
the scene, Leber says that Enso’s
systems are designed to be eusi-
ly adaptable.

“We are not really tied to any
one technology,” Leber says.
“The reason we make all our
masters in MPEG is so that we
can support future streaming
technologies by simply using a
batch conversion process. Our
reason for using RealAudio at

this point is that we want our cus-
tomers to be able to reach the
broadest possible base of consumers, and right now the
ReadAudio player has the highest number of consumer
installs out there, estimated at 15 million.”

With both Enso and Progressive Networks—the
niaker of RealAudio—based in Seattle, Leber says the
two have developed a close working partnership. At
Fnso's request, Progressive Networks modified their
plaver software to allow clients with 14.4 modems to
hear RealAudio 2.0 and 3.0 samples, though rather thun
streaming, the clips must download completely before
thev begin to play. That capability, says Leber, “is ex-
tremely important to the consumer base hecause the re-
search shows that anywhere from 30 to 60 percent of
at-home consumers are still using a 14.4 modem. So be-
cause [Progressive Networks| were willing to change the
software to accommodate our needs. that was a very
important factor.”
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Leber is also enthusiastic about Pro-
gressive’s new RealMedia player. “It al-
lows you to stream either audio or
video,” she says. “So we will be offering
streaming video for home movie pur-
chases, as well as for music videos.”

CUSTOMERS AND COSTS

Enso already counts among its cus-
tomers some of the biggest names in
online music retailing, including Tower
Records, CDnow, Music Boulevard and
Microsoft Music Central. Rather than
charging them a flat fee for access to the
MusicServer clip library, Enso charges
based on the amount of audio served.

“We ask our customers to enter
into a one-year agreement with us
that is renewable in one-year
terms,” says Leber. “We charge our
clients based on the total amount
of time media is served to them off
of our server. Our pricing starts at
two cents a minute, which makes
one penny for every 30-second
sample that is listened to. If the lis-
tener bails out after ten seconds,
we only bill our customer for ten
seconds. The pricing goes down by
volume. If a customer has over
100,000 minutes in a month, the
rate goes down to 1.8 cents per
minute.”

To help cover the overhead of
providing the service, Enso charges
a monthly minimum, which is cur-
rently $1,000. “That is the equiva-
lent of 100,000 full 30-second sam-
ples,” Leber says. “Some of our
clients are new and are building to-
ward that amount of usage, but we
do have clients who are far in ex-
cess of that.” Leber says the mini-
mum monthly billing is likely to rise in
the near future to $1,500.

One might think that some of Enso’s
larger customers might prefer 1o do
their clip preparation in-house, but
Leber argues that they chose the Music-
Server route because it offers substantial
benefits, starting with cost.

“From a cost standpoint, nobody can
do this on their own and do it any
cheaper,” Leber says. “We do not
charge our customers based on a per-
sample rate, because we do not own
that content. We are basically charging
them for the support that we are pro-
viding as far as bandwidth and stream-
ing licenses and the digitization process.
To set up the studios that we have, to
go out and get access to the 80,000-plus
CDs, and to provide the servers, you
simply cannot do it any cheaper.”

Part of the cost, Leber points out,
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arises from the time it takes to choose a
sample that really represents the musi-
cal selection, as opposed to just taking
the first 30 seconds of each song.
“There are some other sites who
thought that maybe they would do their
own digitizing for their retail opera-
tions,” she says, “but they simply do not
have the professional music people to
go through and actually *ear-pick’ a 30-
second hook. If someone is going 1o lis-
ten to a 30-second sample and they are
going 1o be moved to purchase the
music they really need to get a sense of
the music. Some of these other sites do
an automation process where they take

ecause Internef
avdio streaming
. technologies '
consumers a
. convenient way to

try-before-they-
buy, music i
retailing on the
Web is a natural
place for online
commerce.

either the first 30 seconds or the second
30 seconds, and that can give you a re-
ally inappropriate sample.”

Leber also claims that Enso ofters an
additional level of security to protect
against unauthorized appropriation of
music samples. “Normally, you can go
into someone’s site and copy a Real-
Audio file from it,” she says. “We cer-
tainly do not want the samples that we
are producing to be altered in any way
or used on anyone else’s site without us
actually being able to track that. So we
have a validation process so that when
a request for a sample comes in we can
validate that it is a real request coming
from one of our customers’ clients.”

Finally, Leber says that Enso is able
to add value to the samples it serves be-
cause of MusicServer's built-in tracking
functions: “The software also allows us
to track very closely what samples are

being listened to, how long people are
actually listening to the samples, and o
compile that important information for
the record labels and the retailers.”

Despite the advantages Leber cites,
however, the record labels apparently
are not lining up to get their own sites
served by MusicServer, though they are
taking advantage of Enso's audio sam-
ple preparation services. “At this point,
we are not officially doing any record
company sites,” she says. “But we are
working very closely with the ‘Big Six’
labels. Most of the labels have started
out doing the digitization process them-
setves and, as most people find out, it is

a very time-consuming, costly and
space-intensive endeavor. So we
provide some support to them in
that area.”

One area of support that Enso
is not currently providing to the la-
bels, however, is to pay them for
the use of the sampled music.
“When we started this business,”
Leber explains, it was assumed
that the use of 30-second-and-
under samples on a Web site fell
under Fair Use provisions, be-
cause it is a promotional use to ac-
tually sell music. But we have
been working with the Big Six la-
bels and the independents over
the last year to help define Inter-
net licensing. To date, there has
been no formalized licensing for
someone in our position.

“Being part of 62-year-old
Muzak,” Leber continues, “we have
very long-standing established re-
lationships with ASCAP, BMI,
SESAC and the record labels, and
this is an issue that does need 1o

be addressed. We are certainly open to
accommodating the wishes of the
recording industry. I think that we will
all be able to come o some sort of for-
malized understanding of it all in the
near future.”

As for the possibility of being sued
by a songwriter or publisher for unau-
thorized use of music, Leber does not
seem particularly worried. “1 think that
risk will always be there,” she says.
“But we have made everyone possible
in the industry aware that we are doing
this. In a store, you can play entire
songs. You can do what you want be-
cause it is on a promotional basis. The
whole Internet world is using music
samples to sell music.” |
Media & Mastering editor Phil De
Lancie is a mastering engineer at
Fantasy Studios in Berkeley, Calif.
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RECORDING “CHO”

STEVE TIBBETTS DOES SOME REALLY REMOTE RECORDING

66 ] suppose it would be like if

‘ somebody from Tibet came

- over here and recorded me in
my early 20s, noodling on guitar in
a coftee house somewhere at an
open mic, and then wok the
recordings back to Tibet and added
crashing cymbals and chanting
monks and created a CD out of it
and sent it to me and asked me
what I thought of it.” That's one
way musician/recordist/producer
Steve Tibbetts views his latest proj-
ect, Cho, on Rykodisc’s Hannibal
label. He seems slightly sheepish
about the album. But the record-
ings, which blend the plaintive
voices of a group of young Tibetan
Buddhist nuns with atmospheric in-
strumentation by Tibbetts, have a
quiet strength and innocence that
stand up as original and pure
music.

The album Cho began during
Tibbetts' travels to Asia. Every year
or s0, he works for a study-abroad
program sponsored by the Naropa

Choying Drolma (left) with Steve Tibbetts

nights to make sure they were
greeted, fed and seen off each day.
I'd spend the evenings sitting on
top of the monastery with a couple
of the translators and some friends
and watch the sun go down over

Drolma recording with two other of the Tibetan Buddhist nuns

Institute of Boulder, Colorado.
“Some of the students were study-
ing at a small monastery at Phar-
ping in the southern part of the
Kathmandu valley [Nepal) in 1993,
Tibbetts says, “and I stayed there
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the valley and listen to people in
the surrounding villages bang pots
and pans, and hear cows and
chickens and enjoy the time. One

HOTO CLARKE WARREN

BY BARBARA SCHULTZ

of those evenings, one of the trans-
lators asked me to come down and
hear the nuns sing.”

Tibbetts brought a portable tape
recorder down to the shrine room
of the monastery, “but 1 was so en-
tranced by the sound 1 was hearing,
I forgot to take the tape deck oft
‘Pause,” he recalls. The nun whose
voice Tibbetts heard was Choying
Drolma, who is the soloist—for tack
of a better word—of the group
of nuns who reside at the Nagi
Gompa monastery. The nuns’ sing-
ing is part of the way they worship,
part of Cho, which literatly trans-
lates as “cutting.” It is a system of
Tibetan Buddhism practiced by the
religion’s nuns or monks in which
the follower mentatly offers his or
her body as a means of severing at-
tachment to the ego. The sacred
songs the nuns sing represent, for
them, a way for them to seek tran-
scendent knowledge. “These are
teenaged nuns singing thousand-
year-old songs,” says Tibbetts. “It’s
just what they do.”

When Tibbetts returned to the
monastery the next year, he
brought a small Denon DAT ma-
chine and two AKG SES5 micro-
phones to capture some of the

—CONTINUED ON PAGE 100



FACILITY
SPOTLIGHT

(GRACIELAND

Lisa Stansfield’s Private Studio Goes Commercial

s a writer, I find that stu-
Adie reports are often the
hardest articles to write.
Most studios contain similar
equipment and tend to be built
along similar architectural and
aesthetic lines. Finding an original
angle can be rather difficult. So
it's always a welcome surprise to
find out that the studio in ques-
tion has some inherently interest-
ing features. Gracieland Studio in
Rochdale, near Manchester, North
England, was such a surprise.
Gracieland was previously
known in the UK as Lisa Stans-
field’s private studio, called Roch-
dale Studio. But it recently
opened its doors to the outside
world, sporting two unique fea-
tures. First of all it has the only
Amek 9098 in a commercial
sound studio. (The world’s three
other finished 9098 desks are
used in broadcasting in Canada
and in Japan.) The 9098 is Rupert
Neve’s flagship—according to the
man himself, the best desk he’s
ever built (see the May 97 Mix
for more details on the console).
It's a monstrous 5x17 feet, and
the version that’s at Gracieland
has an astonishing $1-million
price tag. Gracieland’s second
unique feature is the sound of its
control room, with acoustics de-
signed by Andrew Parry accord-
ing to a novel principle he calls
Early Sound Scattering.
Gracieland is named after an-
other famous Rochdale singer,
Gracie Fields, who was a legend
in the UK during WWII, and the
name is obviously a pun on Graceland. It was purpose-
built in 1989 by Lisa Stansfield and her co-writer/pro-
ducer/boyfriend, Ian Devaney, on a farmer tennis court
in the outskirts of Rochdale. The inspiration for building
their own studio came from the fact that Devaney and
Stansfield had much more success in the early part of
their career with songs recorded in Stansfield’s mother’s
garden shed than with stuff they recorded with top-name
producers in glossy London studios. “Qur first worldwide

a Studio Master desk,” Devaney says. “Since then, Lisa
finds working in familiar surroundings much more cre-
ative. Sa we convinced Lisa’s record compary, Arista, to
give us money to build our own studio, rather than
spend it on expensive commercial studios.”

A control room and live area were built and
equipped with a Soundtracs desk and Soundcraft 24-
track, on which they recorded Stansfield’s first album, Af
Jection €1989). The pair then upgraded the studio with

hit, ‘All Around the World,” was record-
ed in that shed on a TEAC 8-track with

BY PAUL TINGEN

an Amek Mozart and an Otari MTR90
multitrack for the recording of her sec-

%
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ond album, Real/ Love (1991). In 1995,
the Mozart was replaced by the 9098, a
move that was accompanied by a radi-
cal acoustic overhaul of the control
room, plus the addition of two large re-
laxation areas, including a kitchen and
large bathroom, and a small program-
ming suite and tape storage area.

The 9098 contains high-quality Ru-
pert Neve-designed analog circuitry, a
multitude of dynamics and EQ options,
and an innovative automation system,
and it can bhe configured for 100 input
channels and up to five siereo outputs,
including facilities for most forms of sur-
round sound. Gracieland’s engineer,
who goes by only the name Tim, called
it “the 747 of flight control. It simply
trashes everything else. On this desk,
you can hear the differences between
similar-sounding microphones that you
wouldn't hear on other desks. The desk
is split in two, with 48 input channels
and a 48-channel monitor half. The
monitor half is totally equivalent and
above an SSL in sound quality and facil-
ities. The input half blows all that away.”

The acoustic design in Gracielund’s
control room results in an open, ex-

One of the lounges at Gracieland

tremely natural sound that has an im-
mediately relaxing effect. There’s none
of the tense, claustrophobic feeling that
hampers many control rooms. Acoustic
designer Andrew Parry explains that the
unusual acoustics of Gracieland’s con-
trol room were made necessary by the
acoustic effect of the huge desk. His
idea was that since a reflection-free
zone was unachievable with a desk this

size, it would be better to mask the
desk reflections with as many random
early reflections as possible, so that the
room would not impose any character
of its own on the sound. To this end,
he placed large amounts of wooden
Schroeder diffusers around the monitors
(instead of in the back of the roam
where they’re conventionally posi
tioned). “The rest of the body of the
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room provides an appropriate length of
decay to make the room comfortable to
work in,” Parry explains. “I've called
this principle Early Sound Scattering
(IESS) and have applied it in various
other studios as well. ESS is an easy and
cheap solution that has proven very
popular with all my clients, and 1 think
it's the way everybody will be design-
ing control rooms in five years’ time.”
Tim also hinted at the 21st-century
angle, when he remarked that the 9098
will put Gracieland at the forefront of
the international studio world for a cou-
ple of decades. Looking around the
control room, it was clear that the stu-
dio is also ready for the 21st century in
many other ways. Multitracks include a
24-track analog Otari MTR90 and three
Mark 1 ADATSs, and the machine room
has facilities for a Sony 3348. There's
also a Macintosh with an 8-output Pro
Tools system and StudioVision Pro, plus
six fully loaded SampleCell cards with
32MB of RAM in each and TDM cards.
Devaney uses the same Pro Tools setup
in his home studio near Dublin (which
now sports Gracieland’s former Amek
Mozart), where he recorded and pro-

grammed parts of Stansfield’s fourth
album, titled Lisa Stansfield, which
should be out by the time you read this.

Gracicland also contains an impres-
sive amount of outhoard gear, both old
and new, including an AMS RMX 16,
15808, Yamaha SPX1000, SPX90, Even-
tide H3000SE, Publison IM90, Lexicon's
Prime Time, PCM 70, 224 and 480, UREI
1176N and LA4, Tube-Tech CLIB, TC
M5000, Korg SDI2000, Drawmer 201,
dbx 563X, dbx 120XP, dbx 162, Joe
Meck and Anthony DeMaria units, plus
a collection of E-mu and Korg key-
boards. Monitors include Dynaudio M-3
wall-mounted speakers and Tannoy
System 12s, plus Genelec 1031A and
Yamaha NS10 near-fields.

Studio manager Martin Rhodes has
been busy making the switch from a
funky private studio to a world-class
commercial facility, giving the kind of
Hilton hotel-type service that clients
have come to expect from major inter-
national studios. Add a more than rea-
sonable day price, and it shouldn't be
long before scores of international cus-
tomers find their way o Rochdale. H

Paul Tingen is a freelunce writer
based in the UK.

—FROM PAGE 96, RECORDING “CHO”
nuns’ songs. “There’s always that ques-
tion in the back of your mind as to
whether you're going to do something
commercially,” Tibbetts says. “But the
intent at first was just to get the sound
down, have some fun, and then have
fun with it in my studio.” But once Tib-
betts began o play with the sounds in
his home studio in Minneapolis, exper-
imenting with combinations of voices
and instruments, he became more cer-
tain he'd like to record something for
release.

So, the next time Tibbetts went to
Nepal, he brought along a pair of Neu-
mann KM184 mics and a Tascam DAPI
recorder, though he says if he had it to
do over again, he'd use an analog
Nagra machine instead. “The sound of
the nuns singing would tend itself to
analog a litde better,” he says. “They
tended to get a linle nasal. Sometimes
their voices would float up into the
upper part of their heads, sort of
around the pitch range of cymbals and
breaking glass, and that doesn't sound
good recorded digitally.”

The conditions under which Tib-
betts had to record the nuns were also
less than ideal; he basically had to fol-
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INTERNATIONAL UPDATE

low them wherever they went and
record wherever and whenever they
had time to sing, whether it was in
someone’s home or in a shrine room.
To make these opportunities count,
Tibbetts sought the help of some of the
Institute’s translators, who were more
familiar with the nuns’ songs. “The nuns
have an enormous repertoire,” he says.
1 didn't know what to ask for, but the
translators live there. They would write
down something and hand it to me and
say, ‘Ask them to sing this." And so I'd
hand them the crumpled piece of paper
and say, ‘Hey, let's do this one!’ not
even knowing what I was asking for.”

There were also some technical dif-
ficulties, which Tibbeus says included
“phlegm. candy wrappers and burping.
They’re not trained singers,” he ex-
plains. “I mean, they don't gig. If they
have to clear their throat, they'll do it,
even if it’s right on mic.

“And just like I do in Minneapolis
when musicians show up at my studio,
I try to give them a good time, like I
might go out and get a box of Pep-
peridge Farm cookies and coffee, what-
ever. In this case, I brought candies and
Cokes from Katmandu to the nunnery,
because they liked to eat things that
are not ‘right.” But they crinkled the
wrappings on the candy while they
were singing, drank all the Cokes and
burped. So for subsequent sessions, 1
brought food that didn’t make any
sound.

“The only other technical problems
are just endemic to Asia,” Tibbetts con-
tinues. “There's always somebody bang-
ing on a pipe or a dog barking, people
yelling, kids running around or people
stomping past the room upstairs. In
monasteries, you'd think that people
float around in some sort of spiritual
haze. but they're just as inclined to bang
on a pipe with a wrench as anybody in
Chicago. And some of it I just left in
there. At times you'd hear a service
going on somewhere, and it would just
filter into the mic.”

Tibbetts’ work in Asia was also chal-
lenging because of the living condi-
tions. He was there in January, so it was
bitterly cold a lot of the time, and he
says that monastery food consists main-
ly of “rice, turnips and litle rocks. But
the place is also full of high romance.
You're in Katmandu, and you walk
over a ridge and there are the Hi-
malayas spread out. It's a fine place to
have a bad time.”

—CONTINUED ON PAGE 233
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THE PROJECT STUDIO

ZFRO RETURN RECORDINGS

ANALOG ALIENS

ero Return Recordings: It's

not what you would call an

ambitious name for a studio.
But then owner/engineer Jim Mar-
rer isn't necessarily in it for the
bucks. “I started in 1983, he says.
“Like most musicians, I got a 4-
track cassette and was just out to
record my own stuff. It's just in the
past five years I got into it pretty se-
riously, spending every penny |
made and putting it into the studio
to build it up. Then I just called up
my day job one day and said 1
wasn't going to be coming in for
the rest of my life.”

Marrer’s just enjoying the pro-
cess, working in a 100-year-old
wood-frame house that’s about 70
feet west of the CSX rail line in El-
more, Alabama. “I sleep in the cor-
ner, and I drive a '77 Volare that
uses a quart of oil every 100 miles,”
he says, “but I do have five old
analog machines, including a '71
3M MSO 2-inch 16-track and an MCI
Y-inch JH110B." Marrer’s console is
an old Neve 5114 brouadcast board,
which he uses mostly for mix-
down; he records mainly through
his stash of preamps, which in-
clude six Telefunken V72s, two
Neve 1060s and some RCA transis-
tor preamps that he says “sound
close to what the Neves sound like,
but they’re a lot cheaper.” His mon-
itors are Tannoys, though he says
he’s saving up for a pair of Gen-
elecs. He's also got a collection of
vintage Neumann, RCA and Coles
microphones.

Marrer uses his cherished assort-
ment of equipment to record local
indie rock 'n’ roll bands, such as
cult favorites Man or Astroman, a
group that combines surf and psy-
chobilly guitars with clips from re-
ject science fiction movies and the
sounds of cheap toys. “That’s a fine
art there, now,” Marrer laughs, “to
really bring out the sound of a 50-
cent ray gun. I get a litde tired of
really serious music. I seem to
gravitate toward music that’s fun.
And how many studios get to
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record space aliens, horrific robots
or self-proclaimed ultra-nerds?”
Man or Astroman has recorded
ten albums and numerous singles
with Marrer (their upcoming record
is called Made From Technicinm,
which Marrer says he believes is
the first man-made element). He
says when they come in they bring
a big box of bad videos and toys.

Deluxe Men in Space
A0
4

They often write as they go, and
they've always recorded live with
most of the band together in the
20x20x12 main recording room,
and the drummer, Birdstuff, isolat-
ed in a separate drum room.
“When we record, we play with all
aspects of it.” Marrer says. “On their
recent EP release, on the drum kit

BY BARBARA SCHULTZ

we had metal things hanging all
over the place: big bars, buckets,
anything metal that he could bang
on. The drum room is really cool.
It's just a solid wood room. There’s
no deadening or anything. It has
12-foot ceilings, and it gets a pretty
neat sound.” The main room is

treated with a little bit of absorptive
material (carpet), but it has mainly
woaod surtaces, too.

“It's a pretty primitive-looking
place,” Marrer says, “but I really
like doing this: working with loud
rock 'n’ roll bands. And I'm a big
analog fan. Even though I'm con-
stantly working on them and trying
to keep them alive, I really love
these old things—Ilike the 2-inch
16-track and a %-inch mixdown
machine. 1 think thats just the
greatest sound in the world, and
I'm sure there’s a lot of studios out
there like mine: places with old
vintage equipment in burnt-out
buildings eking out a living record-
ing bands that nobody’s ever heard
of—making records, which is what




Nominee

the new

32-voice, 16-bit Akai stereo
sampling engine
® 2MB RAM expandable to
32MB with SIMMs
16MB Flash ROM capacity
® 64-track sequencer with
100,000 note capacity
New easy-to-use graphic
interface
Large 248x60 LCD featuring
graphic waveform editing
® Standard SCSl interface
 Polyphonic and monophonic
playback modes

 Beat Loop function for
perfectly sync'd rhythm
loops

16 velocity- and pressure
sensitive drum pads

MIDI clock/MTC/MMC
Compatible with E-mu and
Roland sample libraries®
Note Variation slider tor
control of level, pitch, attack
decay or filter

» Multi-8/Dm expander increases
outputs from 2 to 10, plus S/PDIF
digital /0 $299

» SampleVerb 4-bus effects
processor® $399

» SMPTE reader/generator* $299

- A "\ r—'
{ / 15

“to be supported in v1.3 0/S software

half the calories
all the phat

1316 East Lancaster Avenue, Fort Worth, Texas 76102
phone: 817 336 5114 fax: 817 870 1271 email: akaiusa@ix.netcom.com
http://www.akai.com/akaipro

In Canada contact: Power Musit-Marketing 03349 Bloor St. W. #24, Toronto, Ontario M8X 1E9
nbhoane: 4416 224 1226 Fayx: 416233 (\R24 rBLIE AR MMAEER ON8 BAARACE INES & AR



wenty years ago, 3M changed the
recording world with the introduction of
its Digital Audio Mastering System, a 32-
track digital recorder. The machine actu-
ally sounded pretty good, helped in part

(BM/ProDigi/DASH) to one, while
Yamaha and Akai have dropped out of
the MDM race, leaving a choice of ei-
ther ADAT or DTRS. Reliability is up,
digital converters and filters are better

MouLtiTrack

by its 50kHz sampling rate. Yet the sys-
tem’s 1-inch tape and 45 ips operating
speed proved cantankerous by modemn
standards, and its unreliability substan-
tially added to the “spirit of adventure”
shared by those hardy souls brave
enough to venture into this new format.

Fortunately, life in the digital lane is a
lot easier today. The Sony/Studer DASH

machines and modular digital multitracks
are now in their third generation. Even the
format wars have leveled off—the number of
reel-to-reel formats has declined from three

Petersen

than ever, and an assortment of digital
consoles in all price ranges make this
an excellent time to consider buying or
upgrading a digital multitrack. With that
in mind, here’s what's available in the
various formats. ..

DASH FORMAT
In 1982, Sony introduced the PCM-

3324, and 15 years later, the format re-
mains strong, with thousands of
compatible machines in use worldwide.
The 3324 laid the foundation for the
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DASH (Digital Audio Stationary: Head) format. track machines. [n fact. a project can be started
which originally supported 2.8 16/24- on a 24-track machine and then complet-
track recorders using recl-to-reel tape. ed on a 48-track recorder if more
However, the 8- and {6-track ma- S f tracks are required, as the data from
chines never came to market, and tate o tracks 25 through 48 is sandwiched
the 2-channel (%4-inch) machines are The Market into the spacing between the origi-
no longer in production. nal 24 tracks.

The DASH specitication was sub- DASH tapes run at 30 ips at 48
sequently expanded to include dou- kHz (44.1 kHz and other sampling
ble-density, thin-film heads that allow rales are also supported), using either
48-track recording on the same %-inch tape 10.5-, 12.5- or l4-inch reels, the latter al-
used by the 24-track machines. The 48-track DASH  lowing up to 46 minutes of recording time. In addi-
machines are backward-compatible with the 24-  tion to offering 24- or 48-rack recording, DASH also
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provides two analog cue tracks and
one track each for control and time-
code signals. Today, 24- and 48-track
recorders in the IDASH format are man-
ufactured by Sony and Studer.

Slated to begin delivery at the end
of this month, and designed to work
with 24-bit-capable digital consoles—
such as Sony's OXF-R3—is the Sony
PCM-3348HR (high-resolution), a 48-
track recorder with 24-bit recording ca-
pacity (at 45 ips). When operated in its
16-bit mode, the 3348HR is fully record-
and-play-compatible with current
DASH recorders. The 3348HR has an
RS-422 9-pin serial remote connector
for external machine control, and com-
prehensive remote control of all func-
tions is achieved via the RM-3348HR
unit; a fully adjustable stand is also pro-
vided.

The PCM-3348HR includes 48 chan-
nels of 20-bit A/D and D/A converters,
with 1-bit, delta-sigma-type ADCs—64-
times oversampling digital filters and 20-
bit decimation filters. The unit employs
24-bit, 8-times oversampling interpola-
tion filters and 20-bit multibit-type DACs.

The PCM-3348HR carries a retail list price
of $300,000 (including remote), and Sony
is offering a trade-up program for recent
purchasers of standard-model PCM-3348
recorders.

Introduced in 1988, the Sony PCM-
3348 16-bit, 48-track is compatible with
the PCM-33245/3324A/3324 for record-
ing and playback of digital audio tracks
1 to 24. Features include a multiple
real-time ping-pong mode for bouncing
up to 48 tracks simultaneously within
the machine; built-in SMPTE timecode
reader/generator and expanded sample
memory—20 seconds of 16-bit stereo
audio (or 40 seconds mono), with man-
ual or external source triggering and re-
verse sample playback.

An internal synchronizer handles
sample-accurate lockup of multiple
3348 transports. A digital/analog output
function enables predelay adjustment
in 1-sample steps to compensate for
signal processing delay in external
equipment. Also standard is a dedicat-
ed electronic edit mode for dual-ma-
chine assembly editing in the digital
domain. List price is $252,300, with 2-

times oversampling digital filtering for
both A/D and D/A converters. Over the
past few months, Sony has begun of-
fering an upgraded digital filter option
for existing 3348s through Sony service
centers,

The big news about the Sony PCM-
33248 24-track is a recent price cut that
brings the retail cost with basic remote
down to $55,319. The 3324S can be tai-
lored to a variety of production envi-
ronments by adding options such as a
full-function remote or plug-in boards
(AES/EBU or SDIF-2 1/0, timecode
chase, 9-pin control, MADI I/O, etc.).
The recorder is compatible with dou-
ble-density 48-track DASH recorders,
such as Sony’s PCM-3348 and Studer’s
D827 MCH (the original 24 tracks
recorded on a 3324S play back normal-
ly, and the 48-track recorder lays down
the data for tracks 25 to 48). Standard
features include 1-bit A/D and 18-bit
D/A technology, V-clock and vari-sync
facilities, a multiformat timecode gener-
ator, and the ability to pre-stripe or
erase tapes at 4-times real time.

The Studer D827-MCH MKII is the
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company’s fourth-generation 24/48-track
DASH-format recorder and features a
new autolocator, 20-bit A/D-D/A con-
verters, an improved tape transport, 180-
second onbouard sampler with edit-track
slip and track-bounce features and
MADI, SDIF and AES/EBU interfaces.
The A/D converters use advanced noise-
shaping techniques to impart many of
the benetits of 18-bit conversion for stor-
age on the 16-bit DASH format. The A/D
converters are available with or without
noise shaping. The D/A converters do
not require noise-shaping circuitry, as
the noise shaping is a single-ended
process (encode-only), with no decod-

ing necessary.

Field-upgradable to 48 tracks. the
D827-MCI MK could be ordered as a
busic 24-track machine and later retro-
fitted for 48-track operation, The basic
machine (24- or 48-track) includes on-
board SMPTE synchronization with full
editing capabilities. Optional is a1 24-hit
EDR (Extended Digital Resolution)
function that converts the 48-track ma-
chine to 24-bit/ 24-track operation,
where the additional 8 bits for each
channel are stored on tracks 25 1o 48.
This 24-bit/24-track configuration is
compatible with standard DASII 24-
track decks, so it 24-bit tapes are
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played on a 16-bit DASI 24-track-—say
on a Sony PCM-33245—the session
would play back as a normal 16-bit
recording. A 48-track D827-MCH Mkl
retails for $170,000, including locator
and a remote meter bridge.

MODULAR
DIGITAL MULTITRACKS
The concept of the modular digital
multitrack began in 1987 with the de-
velopment of the Akai A-DAM system,
which recorded 12 tracks on 8mm
videotape and allowed the synchro-
nization of multiple decks for 24- or 36-
track production. While a ground-
breaking product from a technology
standpoint, A-DAM's 80-pound rack-
mount chassis proved to be somewhat
cumbersome by anyone's standards.
Five years later, the MDM was de-
fined by the Alesis ADAT (shipments
began in 1992) and the Tascam DA-88
system, which came out the following
year. Both systems record digital audio
on consumer videocassette tormats and
provide for interlocking up to 16 8-
track rack-mount recorders in sample-
accurate (1/48,000-second) syne for up
to 128-track recording. Today there are
three MDM formats: ADAT 1 is a 16-bit
format (with 67 minutes maximum
record time on a T-180 S-VHS tape)
supported by Alesis and Panasonic.
ADAT-1l is a newly proposed 20-bit S-
VHS format used in the new Alesis M20
and Studer V-Eight. DTRS, a 16-bit for-
mat used by Tascam and Sony, pro-
vides up to 108 minutes of record time
on an NTSC-120 Hi-8mm videocassette.

ADAT TYPE | RECORDERS

The Alesis XT is the second generation
of the company’s ADAT system. Retail-
ing at $3,499, the XT improves on the
original ADAT design by incorporating
numerous enhancements, including im-
proved transport controt and lockup
(four times faster than the original), as-
sembly editing features. onboard track
delay (up to 170 ms on any track),
auto-punch rehearse functions, a die-
cast, one-piece aluminum chassis,
servo-balanced analog 170, ten locate
points, and an alphanumeric fluores-
cent display with three modes of meter
ballistics and running time accurate to

second. Unbalanced analog 1/0
connections are via RCA jacks; access
to +4dB balanced signals is via a 56-pin
EDAC multipin connector.

Another ADAT Type 1 format
recorder, Panasonic’s MDA-1, is simi-
lar to the XT but ofters a slightly differ-
ent feature set. Rather than provide a
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multipin connector for access to the
servo-balanced analog inputs and out-
puts, the MDA-1s rear panel has a full
set of eight XLR inputs and outputs.
The MDA-1 also incorporates muting
relays on the outputs, which avoids
power on/off ransients and improves
the deck's signal-to-noise performance
while the machine is in Stop mode. Re-
il pricing of the MDA-1 is $3.499.

ADAT TYPE Il RECORDERS

The ADAT Type 1 format provides 20-
bit linear recording on S-VHS 1ape. and
the machine can be switched 10 16-bit
operation if desired. The latter mode
provides Type 11 decks with full back-
ward compatibility for the recording
and, or playback of tapes made on the
100.000 (or so) machines using the
original 16-bit ADA'T format. The 20-bit
tapes will not be playable on Type 1
ADAT decks. However, up to 16 ADAT
decks (of any vintage) can be inter-
locked in sample-accurate sync.

ADAT Type 11 recorders feature the
Matsushita “1Q” transport used in Pana-
sonic’s high-end video editing systems
and operate twice as fast as the Alesis
XT. Dual direct-drive motors under
servo control eliminate the idler wheel,

so tape handling is gentler. The new
format includes a dedicated timecode
track and an analog aux track for cue-
ing. Onboard SMPTE/EBU timecode
chase lock svne, MIDI Machine Control,
video reference 1/0. word clock 170
and “pull-up/pull-down™ conversion
are standard. Analog 1/0 is via bal-
anced XLRs (including TC and aux
tracks) or the 36-pin EDAC (Elco-com-
patible) multipin, ADAT lightpipe digi-
tal I O ports are standard: an expansion
slot is provided for an optional 8-chan-
nel AES digital IO interface.

Housed in a die-cast, four-rackspace
chassis, the Alesis M20 (formerly code-
named “Meridian™) ADAT Type II re-
corder has a large jog, shuttie knob,
illuminated transport buttons and a kev-
pad for entering SMPTE data or the 100
locator points. Other features include ad-
justable delay on each track. autopunch
with Rehearse mode, digital routing
from/to any track on a machine or with-
in a system, and trim pots for precisely
matching operating levels. System status.
locator information and metering are on
two large fluorescent displavs.

An optional Controller Autolocator
Desktop Interface (CADID) can control
up to eight ADATSs (64 tracks) with ac-
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cess 1o all controls, track arming and
syne functions. Communicating to any
Type 1l deck via u single RJ-45 Ether-
net-style cable (up to 300 meters).
CADI acts as the interface telling the
system what to do. Also on the RJ-45
bus is display information for the re-
designed 32-track optional meter
bridge. which, like the new ADATS,
also provides a choice of metering
modes as well as error/interpolation in-
dicators. Retail price is $7.000.

Like the M20, the Studer V-Eight is
an S-VHS-based. ADAT Type l-format
recorder. But behind its silver-colored
faceplate. the V-Eight is substantially
different from the Meridian. The V
Eight emplovs 24-bit A 'D converters
from Studer’s D827-MCI1 MKIT DASH
multitracks and a parallel port for 9-pin
control via the Sony P2 standard. For
field listening or machine room appli-
cations, the deck also has a front panel
8x2 monitor mixer. with headphone
out and a cascade function for monitor-
ing multiple machines. The V-Eight will
retail at about 10% more than the M20.
Deliverics are slated 1o begin this fall.

DTRS RECORDERS
Scheduled to be shipping by the time

Picking the right tape can
help make your performance.
Inventing much of the
DAT format was not
enough. So we unleashed
the technology behind
Sony Pro DAT Plus™ tape.
Manufacturing more DAT
than all other companies
combined, we create audio
products that you can
trust. For more informa-
tion, call 1-800-955-SONY.

SONY
DAT
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you read this, the Tascam DA-98 is the
company’s third-generation modular dig-
ital multitrack. It uses the same 8-track,
16-bit DTRS format as the 1DA-88, DA-38
and Sony PCM-800. Designed with audio
post users in mind, the 1DA-98 features
20-bit A/D and D/A converters, built-in
SMPTE/MIDI chase-lock synchronizer,
dither switching, jog/shuttle wheel, 0.1%
“pull-up/down” sync adjust for film-
chain applications, selectable sampling
rates, individual delay on any track, a
. choice of three operating levels (EBU,
SMPTE or Tascam), several metering
modes, rack handles and a read-after-
write confidence monitoring function.

The DA-98's front-panel 4-line-by-
20-character LCD screen simplifies use
of the advanced digital track-bounc-
ing/copying/routing feature, and it pro-
vides easy access to other function
menus while offering operational status
at a glance. One notable difference be-
tween the DA-88 and the DA-98 is that
the new machine offers analog interfac-
ing only via D-25 sub connectors (this
time, thankfully, they've screened the
pinout diagram on the rear panel), and
the unbalanced -10d3 RCA analog 1'O
jacks are gone. But like the DA-88, up
to 16 decks (any combination of DA-
98s, DA-88s or DA-38s) can be inter-
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locked! for up to 128 tracks of record-
ing. The four-rackspace unit has a pro-
jected retail of $5,999. Optional for
either the DA-98 or DA-88 is the RC-
848 multimachine (6-transport) autolo-
cator at $1,599. Beyond the standard
transport commands, the RC-848 pro-
vides programmable pre/post-roll,
along with 9-pin R$-422 output for in-
terfacing to video systems, 99-point au-
tolocation, shuttle wheel, LCD status
screen and two time displays.

The Tascam DA-88 (54,799)
records 108 minutes on a standard Hi-
8mm videotape (slightly longer with
extended-length formulations). Besides
the usual transport functions, the DA-
88’s four-rackspace front panel includes
controls for tape shuttle, sample-rate se-
lect, two locator points, rehearse and
auto-punch modes, and clock source
select. The optional SY-88 synchroniza-
tion board ($849) is a plug-in SMPTE
card for MID1 Machine Control, chase-
lock to timecode sources and RS-422
video editor control.

Tascam’s DA-38 is a scaled-down
version of the TEC Award- and Emmy
Award-winning DA-88 digital 8-track.
Now shipping, the DA-38 does not sup-
port video sync or 9-pin protocol (as
do the DA-98 or DA-88/5Y-88 combo),
but MIDI sync and MMC can be added
via an optional MMC-38 adapter. How-
ever, the DA-38 adds a few advanced
features of its own, such as track-to-
track copying within the machine,
dither on/off switching, A-440 digital
tone generator and bar graph error rate
display. The DA-38 retails at $3,499.

The only non-Tascam DTRS recorder
is the Sony PCM-800 ($5,995), which is
compatible with the DA-88, offering
eight tracks on Hi-8mm cassettes. Stan-
dard features include two 25-pin D-sub
connectors, which carry eight channels
of AES/EBU digital information (on
stereo pairs), and break-out cables with
XLR connectors for interfacing with
other digital devices. The RM-D800
($1,500) autolocator/remote unit can
control up to eight PCM-800s. Another
option, the DABK-801 sync board
($800), is similar to Tascam's SY-88
card, in that it adds SMPTE timecode
chase, 9-pin RS-422 control, MIDI Ma-
chine Control, timecode generation and
MIDI sync capabilities. |

Mix editor and digital pioneer George
Petersen started digital mudtitracking
15 years ago on two interlocked PCM-
F1 encoders and a pair of U-matic
decks. Things are much easier these
days.
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NEW PRODUCTS

EARTHWORKS LAB1
PRECISION PREAMP

The LABI Precision Preamp
from Earthworks Inc.
(Wilton, NH) is configured
specifically for engineering
field test and production
measurement applications.
A calibrated stepped gain
control provides for 2,000
discrete, repeatable gain
settings over a 60dB range,
and a separate variable
output control offers 20d13
vernier gain reduction. Fre-
quency response is 2-100k
Hz £0.05 dB. Included are
switches for polarity reverse.
48V phantom power on/off
and Standby (output mut-

Carthwaorks

ing). The rear panel includes
an XLR balanced trans-

formerless input and five
outputs: stepped gain BNC
and RCA outputs; variable
gain BNC and RCA outputs,
plus a buffered BNC output.
Circle 327 on Product Info Card

TANNOY SYSTEM 1000
AND 1200

Tannoy (distributed by TGI
North America, Kitchener,
Ontario) announces two
Dual Concentric studio
monitors, the System 1000
(§1,795/pair) and System
1200 ($2,395/pair). Both fea-
ture phase coherent Dual
Concentric drive units in
landscape-oriented cabinets,
provide high sensitivity (94
dB and 96 dB at 1 m, re-
spectively) and are capable
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of handling more than 250
watts. Frequency response is
43-25k Hz (System 1000)
and 40-25k Hz (System

1200), +3 dB. Feutures
include newly designed
crossovers with steeper filter
slopes and improved high-
end components. Magnetic
shielding is optional.

Circie 328 on Product Info Card

STROLION N'HUMMER
StroLion Technologies
(Litchfield, CT) introduces
the N'Hummer" 1A, a 2-
channel, single-rackspace
unit designed to eliminate
AC line noise on audio sig-
nal lines by digitally record-
ing a sample of the noise

and combining the sampled
noise out-of-phase with the
noisy signal The unit is
capable of up to 48 dB of
hum reduction per channel.
Front panel contrals include
input level pots for each
channel, a recard/play
switch to initiate noise
sampling and a Reset but-
ton. LEDs indicate status
and overload conditions.
Retail: $249.95.

Circle 329 on Product Info Card

SONY DAT WALKMAN
Sony Electronics (Park
Ridge, NJ» introduces the
TCDH-D100 DAT Walkman
personal stereo, a light-
weight full-function digital
player/recorder with ex-
tended battery life capabili-
ty. Weighing only 13.3
ounces with its two nickel
metal hydride AA batteries,
the unit offers up to four
hours of recording and play-
back time ir: standard oper-
ation; a lithium-ion battery
enables up to 21 hours of
continuous operation with-

out monitoring. Features
include a digital automatic
gain control (AGC) that op-
erates in two modes (music
or speech) and three ad-
justable recording levels. A
built-in LCD indicates cur-
rent operational mode and
remaining battery life. Price:
$999.95, with headphones,
remote control, AC adapter
and battery charger.

E-MU AUDIO

PCMCIA CARD

E-mu Systems Inc. (Scotts
Valley, CA) ofters the
EMU8710 Audio PCMCIA
card for laptop digital audio
production and delivery.
The PCMCIA Type II card
for Windows 95 supports

audio and MIDI production
software such as Sound
Forge, Cakewalk, Master-
Tracks Pro and Creative

Labs Vienna V2.0, enabling
users to create CD-quality
digital audio and wavetable
music on a standard Win-
dows 95 Pentium-based
computer. Featuring 16-
bit/44kHz stereo audio ca-
pabilities and 32-voice, 2MB
General MIDI wavetable
synthesizer, the EMU8710
comes standard with control
panel software, Windows 95
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drivers, reverb and chorus
effects, several SoundFont
banks, example files and a
stereo playback cable. An
optional Media Access
Breakout Box (MABOX)
includes connectors for line
in, analog and S/PDIF digi-
tal line out and MIDI in/out.
Retail: $395, including
MABOX.

Circle 330 on Product Info Card

SYMETRIX WINDOWING
EXPANDER/GATE

The 562E Windowing Ex-
pander/Gate from Symetrix
(Lynnwood, WA), is a 2-
channel, single-rackspace
unit using newly developed
technology to enhance gat-
ing and expander control.
The AutoWindowing
feature uses a dynamic
smoothing process to re-
duce pops and other non-
linearities, and users can
monitor the gated signal in
both direct and side chains.
A Window Advance feature
moves the statistical energy
center of the gated signal
toward the center of the
gated envelope, eliminating
clicks typically associated
with fast attack times. High
and Low Key Filters narrow
sidechain frequency re-
sponse, and the unit offers
an external key input. 1/Os
include balanced and un-
balanced XLR and %-inch
connectors. Retail: $499.
Circle 331 on Product Info Card

FOLDED SPACE VOX BOX
The Vox Box from Folded
Space Technologies (Ac-
worth, GA) offers a flexible

solution to the problem of
recording voice or instru-
ments in untreated or
unflattering acoustic envi-
ronments. With eight 24x48-
inch Cloaking Device
acoustic panels arranged on
four double-height swivel
stands, the Vox Box allows
for quick, easy assembly of
temporary vocal booths and
instrument enclosures. Vox
Box offers a total of 128
square feet of adjustable
surface area (each panel has
both absorptive and reflec-
tive sides) and stands a
maximum of 7 feet 6 inches.
The modular system may be

combined with other Cloak-
ing Device systems.

Retail: $699.

Circle 332 on Product Info Card

TELOS AUDIOACTIVE
INTERNET AUDIO

The Audioactive Internet
Audio Suite from Telos Sys-
tems (Cleveland, OH)
promises to deliver CI>-
quality audio over the Inter-
net. The system includes a
dedicated hardware en-
coder that uses enhanced
MPEG Layer 3 encoding
technology to reduce audio
information to a tenth of its
original size. The complete

signal chain includes a
“transmitter” or audio server,
and client software applica-
tions that may be down-
loaded over the Internet to
enable PC sound card- and
Power Macintosh-equipped
Web surfers to listen to real-
time (live Webcasts) and
stored audio streams. Au-
dioactive supports NetShow
2.0 and is compatible with
Macromedia’s Shockwave
plug-in.

Circle 333 on Product Info Card

CAKEWALK

PRO AUDIO 6.0
Cakewalk Music Software
(Watertown, MA) is ship-
ping Cakewalk Pro Audio”
6.0, the first MIDI/digital
audio workstation software
to support Microsoft’s
DirectX” audio plug-in
architecture. New features
include a variety of DirectX-
based processing effects,
such as pitch shifting, time
expansion/compression, re-
verb, flange, chorus and
delay. Cakewalk is also now
the exclusive distributor of
QSound’s QTools/AX line of
DirectX-compatible audio
processing products. Ver-
sion 6.0 also includes Cake-
walk StudioWare', allowing
users to create their own on-
screen emulations of front
panels for favorite studio
gear, including the Roland
VS$-880, the Mackie 1604
and the Yamaha ProMix 01.
Circle 334 on Product Info Card

HHB CD RECORDER
Priced at $2,095, the CDR-
800 CD recorder from HHB
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(Santa Monica, CA) is said
by the manufaciurer to he
the Towest-cost professionil
CD recorder available, An
onboared sample rate con-
verter insantly recognizes
saimple rates beiween 32

PREVIEL

via co-ax or optical outs.
The single-rackspace unit
may be programmed from
the front panel or may be
remotely controlled from a
PC or Macintosh (software
included) and ofters 50 non-

DigiPetch 1218

and 8 kHz with up 1o 3%
speed varianee and converts
thent 1o ihe CD stundard of
.1 kHz. A built-in indexer
converts DAT 1Ds to CD
tacks. and a synchronous
dubbing mode ditows digital
transter from CD. Connec-
tions include balanced XLR
analog inputs, unbalanced
phono analog ‘inputs and
oulputs, an AES EBU digitl
input. and opticar and co-
axial digiial 1/ Os.

Circle 335 on Product Info Card

MIDIMAN DIGIPATCH
MIDIMAN (Arcada. CA) is
shipping its DigiPatch 12x6
avtomzted dighal audio
patchbay. vhich routes digi-
tal audio signals aimong,
audio gear equipped with

S PDIE and ADAT LightPipe
connectors, Offering six co-
ax and six optical inputs for
12 independent sources,
Digilaich 12x0 can route
signals o six target devices
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volatile memory addresses
for storing internal patch
contigurations. Additional
features include campatibili-
tvwith all digital andio
format converters. co-ax-
to-optical vanslation for
S/PDIF signals (and vice
versa) and MIDI Thru con
nection. Multiple units may
be cascaded. Retail. $699.95,
Circle 336 on Product Info Card

HOT OFF THE SHELF

Quantegy intros two analog
audio cassette products, the
IRC Instant Recording Cas-
sette (4 magnetic leader al-
lows recording at the head
of the tape) and the AVN
Professional Audio Cassette.
Both products are available
in 10. 20. 30. 46. 60. 90 and
120 minute lengths. At vour
dealer or call 770 486-2800
...NetWell Noise Control's
acoustic Pyramid foam ab-
sorbing pancl system is

available in 2-foot squares
and a variety of colors
thicknesses. The standard
3-inch thickness ofters an
NRC absorption value of
90%. For free product cata-
logs. samples and acousticil
advice call 800 '638-9355. ..
Miles Technology has been
awarded a U.S. patent for its
TriSonic™ Imaging Technol-
ogy. which creates full-
bandwidth left. center. right
and two surround signals
from any stereo source. The
process is incorporated in
the Miles Technology MTI-3
TriSonic Imager. Call
616'683-4100...Otari an-
nounces 48-track recording
on the RADAR system. Ver-
sion 1.4 software enables
1wo RADAR units to be
linked with a single cable to
allow sample-accurate 48-
track recording and editing
from a single RE-8 con-
troller. Call 415,34 1-5900 or
visit www.otari.com... True
Audio WinSpeakerz V2.0.
“The Speaker Design Tool-
hox” for Windows 95, is
32-bit application that can
model a speaker’s response
in an auto cabin environ-
ment and print shop draw-
ings for each completed
design. Free upgrades are
available for WinSpeakerz
1.0 users. Call 760 -180-8961
or visit waww . trueaudio.com
...Hannay Reels’ new cata-
log of Audio/Video Reels
has durable and hightweight
nonretlective black reels.
with removable side panels
for customization of con-
nector contigurations. For a
free copy call 518/797-3791
or visit www . hannay.com...
Hafler has gained CE (Com-
munity Europe) approval for
the P1000 Transeana, P1500
Transenova and the P3000
Transenova amplifiers. Call

602/967-3565 or e-mail gen-
iryri@rockfordcorp.com
...DIGIFON introduces a
new bridging service for
ISDN audio codec users, en-
abling otherwise incompati-
ble systems to “talk” to each
other. Call 203/254-0869

or visit www.digifon.com
...Analog Devices offers
edition 30-4 of Analog Dia-
logue, a 24-page newsletter
examining topics such as:
clectromagnetic compatibili-
ty and CE mark require-
ments; advanced digital
encoders and voltage regu-
lators; and modulation
schemes for digital commu-
nications. Call 617/937-1428
or visit www.analog.com
...Sound Dogs Inc. intro-
duces the first global sound
effects library on the Worid
Wide Web. Users can now
access the exclusive li-
brary of 35,000 SFX at
www.sounddogs.com.

For more information

call Rob Nokes at 310/
280-7966 or e-mail
robnokes@sounddogs.com
...AMS Neve announces
software enhancements

for Logic and Capricorn
consoles and has also an-
nounced the release of Fly-
ing Faders software Version
3.10. Call 44/1282/457011
or Visit www.ams-neve.com
...SoperSound Music Library
introduces four new pro-
duction music CDs. The
new titles include Classical
& Americana; Guitars
(i-lek’trek); Tension, Dan-
ger & Mystery; and Action,
Heroic & Patriotic. Soper-
Sound’s new TeleDemo
System allows customers

to listen to music tracks
over the phone by dialing
800/227-9980. For more
information calt 415/
321-4022. B

|
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e build all of our Medusa™ It also features our newest innovation,
snakes and wiring systems as  Snakeskin™.

if we were going to use them
ourselves, and we've spent a lot of time
refining the parts and procedures for
building them to be bulletproof.

Snakeskin s a special color-coded
monofilament braid that protects each
shielded pair from UV, solvents (from
salt water to gasoline), temperatures

The fanout in this picture uses our (-70°C to +125°C), and force. It looks
industry standard MASS connector, our  great and makes our snake systems even
numbered and color-coded XLR’s, and more reliable — which is saying some-

our thick jacketed, ultra-flexible cable. thing. Try it, and you'll love it too.
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DIGIDESIGN AUDIOMEDIA 111

DIGITAL RECORDING CARD WITH SESSION SOFTWARE

T igidesign’s Audiomedia 111
J ) (AM 1ID card with Session

software is a recent entry in
the computer hard disk recording
market. Used together, the card and
the software make a good team,
but they can be purchased sepa-
rately. Because Wave Driver soft-
ware is also provided with the AM
[T card, it can be used with any
digital audio sequencer that uses
standard Microsoft Wave drivers.
Programs that work with AM III in-
clude Cakewalk Pro Audio, Cool
Edit, Cubase Audio, Logic Audio,
Microsoft Media Player, Microsoft
Sound Recorder, SAW, SEKI) Sam-
plitude Master, Sound Forge and
WaveLab. It is compatible with both
Windows and Mac. For this review,
[ tested Session software for Win-
dows. Bought separately, the AM 11
card is $795, and the Session soft-
ware is $199.

THE BASICS

The hardware requirements for the
Session system are a Pentium com-
puter with a clock speed of 75
MHz or greater, one free PCI slot,
Plug and Play BIOS, SVGA monitor
and video card, 8 MB RAM mini-
mum/16 MB RAM recommended,
DOS 6.0 or greater with either Win-
dows 3.1 or Windows 95, and SCSI
or EIDE hard drive.

The Session system consists of
the AM 11T card, Session software,
an installation guide, a user’s guide
and a laminated quick-reference
card. The card, which uses a Mo-
torola 600X Series DSP chip, plugs
into a PCI slot in your computer as
a plug-and-play device, so you
don’t have to deal with IRQ set-
tings or port addresses. The Session
software comes on three floppies;
the installation program copies the
device driver and Session program,
and optionally a demo session, to
your hard drive. The hardware and
software can be installed in about
15 to 20 minutes.

The six RCA jacks on the back
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Session’s Edit and Mix windows

of the AM III card furnish left/right
analog inputs, L/R analog outs and
S/PDIF co-axial (RCA) sterco in
and out. By using the two analog
inputs and the stereo digital input,
it is possible to record up to four
tracks of digital audio at a time
with the Session system. Eight
tracks can be played back at a
time, but they must be mixed to
stereo within the Session software,
as only one pair of outputs—either
analog or digital—can be designat-
ed as main outputs. The audio on
each track is always recorded as a
16-bit mono, WAV file, and 48,
44.1, 22.050 and 11.025kHz sample
rates can be selected. The 32klz
sample rate is not supported when
recording. However, the system
can import mono and stereo 8-bit
and 16-bit WAV and PCM files. Im-
ported stereo files will appear as
two separate files within Session.
PCM files are the common sound
format for AVI format movie files.
Imported files can be at any sam-
ple rate; Session will convert the
files to the sample rate being used
in your current session.

THE HARDWARE
Digidesign offers a little bit of

BY DOMINICK J. FONTANA

everything with Session, and the
feature set is impressive—this
power and sound quality at such a
low price was unthinkable two
years ago.

Session software lets you select
whether you want the analog or
digital inputs to be linked to inputs
1-2 in the software. If you select
analog for inputs 1-2, then the dig-
ital input will be selected as inputs
3-4, and vice versa. Being that any
input can be routed to any of the
eight tracks in the Session software
for recording, it actually doesn’t
matter what input a signal is re-
ceived on.

The output situation is similar.
The main stereo output is user-se-
lectable, and this output is normally
used to send a stereo mix of the
eight digital tracks within the Ses-
sion software to the mixdown deck.
The remaining pair of outputs be-
come two aux send outputs. Again,
outputs are available on L/R analog
and a co-axial S/PDIF digital.

In general, this is a very good
setup that works well in most ap-
plications. However, if you're mix-
ing down to an analog deck, then
you have to select the analog outs
as your main outs, which means
the digital outs will have to be used
as the aux sends. If your eftects de-
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The V8 from DigitalAudio'Labs. It's 16 real trdcks of hard disk necording and editing for the PC. It’sup to 32 channels of
digital mixing.It’s a rack full of realtime EQ's, dynamics processors, and 2ffects units. It’s a real hot rod!

Audio Quality is Job 1

“l wish my mixer
was this flexible”
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The Audio Gearhead Partners: The V8’s Secret Weapon
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vices only have analog inputs, than you
obviously can’t use Session’s digital aux
sends unless you convert the signal to
analog first.

For the low cost of the Session sys-
tem, some compromises in the hard-
ware had to be made. The hardware is
not expandable in any way. You can't
add more inputs, outputs or horsepow-
er ata later date. At this price point, lim-
itations are understandable; however, 1
wish there had been provision for fu-
ture expansion on the card, even if it
cost a bit more.

THE SOFTWARE

The Session software provides the fol-
lowing main features: nonlinear, non-
destructive, random-access editing; sep-
arate audio regions; volume and pan
mix automation; use of an external MIDI
controller for mix automation; eight
bands of real-time digital parametric EQ;
two aux sends and four returns during
mixdown for use with external effects
processors (or the returns can be used
for additional live inputs during mix-
down); loop playback; 100 locators;
nudging audio by specified time inter-
vals; custom crossfades with definable
fade shape and length; use of external
synchronized MIDI sequencer playback;
frame-accurate synchronization to AVI
format movie files; unlimited track
bouncing; and automated punch-in and
punch-out recording.

Session has seven menus: File, Edit,
Display, Grid, Options, Window and
Movie. There are six main windows:
I/O Setup, Transport, Movie, Input,
Return, Mix and Edit.

The 1/0 Setup window allows you to
select the sample rate, clock source,
inputs, outputs and analog input gain.
The Transport bar contains the usual
transport controls, as well as Return to
zero, Loop playback, a Time indicator,
100 Locators, and three buttons to open
the Mix, Edit and I/O Setup windows,
However, when using a 640x480 resolu-
tion display, the three buttons won't fit
on the right of the Transport Bar, where
they should be, and are wrapped
around to the left of the next line under-
neath the transport controls, making the
Transport bar twice as high as it’s sup-
posed to be. The Transport bar can be
placed anywhere on the screen, but it
can't be resized. As is the case with most
of these kinds of programs, the de-
tached Transport bar always seems to
get in the way.

The Movie window allows importing
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.AVI format movie files for the purpose
of creating or editing soundtracks for
them.

The Input/Return window has four
inputs/returns and can be used as
effects returns or additional inputs when
mixing. Keep in mind that the Input,
Return window gets its signals from AM
III's two analog inputs and two digital
inputs. Signals sent to this window are
routed to AM III's main mix outputs and
combined with the Session digital audio
tracks. Therefore, if you have eight Ses-
sion tracks that you are mixing down to
DAT, you can also add live inputs or a
submixer feed (perhaps from MIDI
tracks) to the Input/Return window,
and mix them to DAT as well. If you are
using the aux sends within Session to
send some of the Session tracks to ex-
ternal effects processors, then you can
patch the effects returns to the
Input/Return window and record the
wet signal to the DAT deck along with

The Audiomedia Ill card features analog and
S/PDIF 1/Os and plugs into a PCI slot.

the dry Session tracks.

The Mix window resembles a digital
mixer, allowing users to record and
bounce tracks, and to adjust all monitor
and mixdown levels, equalization and
effects sends. It consists of eight chan-
nels, each representing a track of digi-
tal audio. Fach channel has an EQ slot,
two effects send knobs, a horizontal
fader for panning, a vertical main level
fader, a track meter and clip LED, a
Playlist/Input selector, and Solo, Mute,
Audio/Automation Record-Enable, and
Automation-Enable buttons and LEDs.
There is also a master section with two
master effects sends, two master level
faders and two master level meters with
clip LEDs. At the top of the mixer are
buttons for assigning the faders and
pans to four different groups, buttons
for bouncing, buttons for selecting EQ
and a button for MIDI mapping.

You can record tracks from either
the Mix or Edit windows. Session uses
the concept of Playlists. You can record,
save and name a take into a Playlist.

Thereafter, you can unload or load any
Playlist into any of the eight tracks for
playback or editing. Recording is
straightforward. When in Record-Enable
mode, the Playlist selector becomes the
input selector. Select an input for the
track and adjust fader levels and pan-
ning. (These levels are for monitoring
purposes only.)

All takes are temporary, unless they
are saved. So if you record on a track
again without saving the previous take,
the previous take is lost. However, a Re-
tain Unsaved Takes option allows you
to record on a track, disable that track’s
Record-Enable button and try different
takes on other tracks, without losing the
original track. The original track will re-
main available until you record on that
track again. If you fill up all eight tracks
and still need more, you can unload a
Playlist from any of the eight tracks, add
a new Playlist and record a new take on
that track. So, though you are limited to
playing back eight tracks at a time, you
can select from an unlimited number of
previously recorded Playlists and assign
one to each of the eight tracks.

Session also allows you to record,
edit and play back mix automation for
the playback levels and panning of all
eight audio tracks. This feature works
well. You can also record your Session
moves into a MIDI sequencer and
have the sequencer “play back” the
automation.

Session allows automated punch
in/out recording but does not allow
punching on-the-fly. There is also no
Rehearse mode when using automated
punching. The manual describes a pro-
cedure for simulating Rehearse mode
by using loop playback while doing an
automated punch, but it’s not the same
thing.

Session provides eight single-band
digital equalizer modules and up to four
EQ modules can be assigned to a track.
But if you use three bands on one track,
for instance, you're left with only five
EQ modules for the remaining seven
tracks. Each module includes an EQ
in/out bypass button, a graphic display
of the EQ curve, cut/boost knob, fre-
quency knob and a choice of four types
of EQ (narrow-band parametric; wide-
band parametric; high and low shelv-
ing). The EQ is not a true parametric, as
Q is not continuously variable, but it's a
high-quality EQ nonetheless.

Session also allows unlimited digital
track bouncing and allows you to use an
external MIDI fader box or any MIDI
continuous controller device to control
Session’s onscreen controls. It also pro-
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vides four groups for grouping fader
and pan controls, so they move together
when you move any member of the
group.

The Edit window contains all of Ses-
sion’s digital editing functions and is
based on the concept of audio regions.
Every take that you save is created as an
audio region. Thereafter, you edit your
audio by creating, deleting, cutting,
copying, pasting, moving and otherwise
manipulating these regions.

The Edit window displays the eight
audio tracks as horizontal waveforms,
along with buttons for selecting
Playlist/Input and Solo, Mute, Record-
Enable and Automation-Enable buttons.
Audio regions appear in the Regions
bin and can be selected and manipulat-
ed from there, as well as from the
waveform itself.

All editing is nondestructive, and
there is one level of Undo and Redo. In
general, you select a ool 1o perform an
action on the waveforms (remember
that cach waveform can be comprised
of one or more audio regions). A
Zoomer tool, four zoom arrows and four
zoom presets assist viewing the wave-

form displays. The Selector tool altows
selection of playback point as well as
portions of the waveform, for purposes
of creating or editing an audio region.
Numeric editing fields allow fine wning
of the selection points. A Grabber tool
moves or rearranges audio regions with-
in a track. You can freely move regions
or move them to a grid point, such as a
SMPTE timecode location. Shuffle mode
makes the beginning of one region au-
tomatically snap to the end of the previ-
ous region, so there are no spaces
between regions. You can also trim the
beginning or end of a region. An Au-
tomation tool edits stored gain and pan
automation data. The Scrubber ool al-
lows listening to small portions of your
audio at varying speeds to locate an
exact spot, similar to rocking the tape
reels back and forth on an open-reel
analog recorder.

The Edit window also allows elimi-
nating silent portions of your audio by
placing silence regions in a waveform
or by using the Strip Silence command.
You can also create crossfades between
regions, and crossfade duration, posi-
tion, and shape can all be selected. And
it's a simple matter to create fade-ins
and fade-outs.

The editing features provide a pow-
erful means of creating and manipulat-
ing audio regions from the recorded
waveforms. But Session does not allow
you to actually edit the contents of your
recorded waveforms and provides no
DSP functions. For more detailed edit-
ing of your waveforms, you will need a
dedicated digital audio editor, such as
WaveLab or Sound Forge. In its de-
fense, it must be said that Session is not
alone in this regard; most of the soft-
ware programs provided with digital
audio cards for the PC neither offer DSP
functions nor allow actual editing of the
waveforms.

Session has extensive MIDI and syn-
chronization capabilities. You can use
Session as the master and slave a MIDI
sequencer to it using SMPTE/MIDI Time
Code sync. This permits combining vir-
tual MIDI tracks with digital audio
tracks, and you can play back, refine,
and automate your mix, and then mix
everything to a DAT deck, for example.
I tried this using Steinberg’s Cubase
Audio XT, and it worked fine. However,
Session must be the master and cannot
slave to a MIDI sequencer. But you can
stave Session to an external tape deck

—CONTINUED ON PAGE 236
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We Want To
Make Something
Perfectly Clear.

ou've recorded th erformances ﬂfdplul 'ed on the finest digital recorder.

Collected with the ate microphones. You're aimost done. The only thing left is
the mix. You need a great mix, because without it your project is lost in a fog. Stay crystal
clear with the 20/20bas Direct Field Monitors from Event.

Clarity. True, it does take the right ingredients for a moaitor to reproduce with clarity.
Each 20/20bas cabinet has the right ingredients, put together by pros with years of
studio monito: design experience... Bi-amped with 2 hi-powered amps, an extra-large,
front-mountec bass port, an active 4th order crossover, calibrated trim controls,
circuit breaker, 8" wooler, natural silk dome tweeter...we could go on.

But these zre just features. The sound these monitors deliver is the nnportant thing.
A sound truly pleasing and amazingly accurate.

“The sweet Figh end and the massive tight bottonm made me thirk I was iistening to a
much largercabinet.”—FRANCIS BUCKLEY, EQ MAGAZINE

‘I hearid deiails in imaging and ambience that I had never neticed before. J
...the 20/20hcs is exceptional. —ROB SHROCK, ELECTRONIC MUSICIAN MAGAZINE

Lo

“The Event 20/20s turned owt to be damned fine monitors.”—PAUL WHITE, SOUND ON SOUND

“If the 20/20 monitors are any indication of what we can expect from Event Electroxics,
this is a company worth keeping a close eye on."—LOREN ALLDRIN, PRO AUDIO REVIEW

The 20/20bas Monitors from Event...
Make your next mix perfectly clear.

Nominee
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SPENDOR SA300

POWERED NEAR-FIELD SPEAKERS

Ithough their products are

not common in the United

States, Spendor has been de-
signing and manufacturing loud-
speakers for nearly 30 years. The
company was founded in 1969 by
Spencer and Dorothy Hughes
(Spen+Dor) after Spencer decided
to manufacture and market speak-
ers that he had helped design while

components are matched to within
0.75dB tolerance. The SA300s mea-
sure 18.5x10x11.5 inches, weigh 37
pounds and sport sculptured, high-
grade MDF cabinets finished in
lightly textured gray. Their sides
and top are chamfered to reduce
diffraction at high trequencies, giv-
ing them an attractive and unique

appearance.

controls to be quite useful for ad-
justing the speakers to different lis-
tening environments. The fact that
they are notched in 1dB increments
makes it casy to set them as a pair,
and to find your way back to the flat
setting. I did experience a bit of
trouble with one of the AC inlets,
though; the cable did not fit very
snugly and became loose on two

working in the BBC's research de-
partment. The SA Series studio
monitors are the company’s latest
oftering, and they are now being
distributed in the States.

At $3,595 a pair, the SA300s are
the mid-priced models in the SA
Series, which ranges from the
SA200s at $2,395 to the three-way
SA500s at $6,995. The SA300s are
powered two-way monitors with 8-
inch woofers and 3-inch soft-dome
tweeters. The woofers have filled
homopolymer cones, coupled with
long-throw coil assemblies, and are
powered by 130-watt amplifiers.
The tweeters have silk diaphragms,
are ferrofluid-cooled and damped,
and are powered by 60-watt amps;
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On the back are four controls,
one for gain and three for equaliza-
tion. The gain control ranges from
0 1o +20 dB, or the full output of the
speakers. The LF Cut control varies
the cutoff frequency of the LF filter
and can be set to 50, 70 or 90 Hz.
The LF Tilt shelving control operates
from 500 Hz downward and can
be adjusted to give +3dB boost/cut
in 1dB steps. The HF Tilt control
gives up to 3dB boost or cut from 4
kllz upward, also in 1dB steps.
There is also a large heat sink, XLR
input connector and an 1EC mains
inlet with a voltage selector.

I found the high and low EQ

BY BARRY CLEVELAND

occasions, causing the amplifier to
shut off and then come back on
suddenly. This was not as big a
problem as it might have been,
though, as the unit features a pro-
tection circuit that delays connecting
the input to the amplifier for five
seconds on power-up and mutes
the input within 100 ms on power-
down. Another protection circuit
compensates tor the different ther-
mal time constants of the bass and
treble units and mutes the input
when there is a signal overload.

PERFORMANCE

For my listening tests, I used a
Yamaha 03D digital mixer, with a
Sony DAT deck connected to its



“At Sootted Peccary Studios,
w2 have found no other ampli-
fier that even comes close to
the Hafler Transenova for its
depth-of-field and definition,
smoothness and clarity. and
warmth and musicality. "he
+aflar Tramsenova is
understatedly outstanding in
¢ class ofiits own.”

Howard Givens
Spotted Peccary Studios

Nona Hendryx
Recording Artist
Producer

fFree Records

“My mixes siam in the
bbasement...That's where
the bottomr end lives. And
then, all or a sudden like
magic, the sun comes up
and the top end is born.
Hafler Amplifers are Fat
from the dottom up!™

Gary Lu»

Recording Eng near/
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co-axial digital input and a Panasonic
CD player connected to its analog
stereo inputs. Although 1 listened to a
wide variety of recordings to hear how
the SA300s handled diverse program
sources, 1 did my most critical listening
using five particularly dynamic and/or
complex CDs, and five DATs of my
own mixes. The CDs were Oliver Mes-
siaen’s Couleurs de la Cite Celeste (a
work for piano, clarinets, xylophones,
brass orchestra and metal percussion in-
struments); Joe Zawinul's My People,
King Crimson’s Thrak, Gongs and Vocal
Music from Sumatra (Smithsonian Folk-
ways); and my own Voluntary Dreani-
ing (mixes of an ensemble of multiple
percussionists, bass, electric guitar and
woodwinds, and another ensemble of
electric guitar, bass, cello and cym-
balom).

I chose the recording of Coulenrs de
la Cite Celeste because it has an unusual
variety of timbral colors and an ex-
tremely wide dynamic range. The
SA300s reproduced the xylophones and
metal percussion instruments with great
clarity and definition, while handling the
intense surges of the brass orchestra
with ease. The overall sound was rich
and full, yet it maintained the subtle
“airy” quality of the concert hall during
the quiet passages. The Zawinul CD was
chosen because it combines the full
range of synthesizer sounds with vocals
and myriad instruments from around the
world, all presented with exceptional
production values. The mixes are lay-
ered with subtle sounds that are easily
lost on most other speakers and even
studio monitors. Once again, the SA300s
reproduced them all with astonishing
clarity and definition. The big bass synth
pedal notes came across tight and full,
even at the lowest frequencies, and
cymbals, bells and other high-frequency
sounds were crystal-clear. Mid-frequen-
cy sounds, such as talking drums, vo-
cals and guitars were also crisp and
clean.

On Thrakthere are really two sets of
musicians performing in a “double trio”
formation. There are two drummers,
two guitarists and two bass/Chapman
Stick players, so the mixes tend to be
very dense and complex, often employ-
ing unorthodox imaging and panning
effects. In addition, all of the musicians
use multiple layers of effects processing,
often in stereo, which further compli-
cates things. The strengths and weak-
nesses of this approach were revealed
by the Spendors. They faithfully repro-

duced the full range of sounds and
maintained a high degree of stereo def-
inition, while clearly highlighting those
sections where there was simply too
much going on within a particular fre-
quency range. Also, their reproduction
of certain, often quite subtle, stereo ef-
fects was nothing short of amazing. The
gong and vocal music from Sumatra
tested the SA300's ability to handle very
complex high-frequency sounds with
lots of overtones and the nuances of
multiple voices. They met the challenge
quite well in both regards.

Finally, I chose my own Voluntary
Dreaming CD because 1 am familiar
with how the original 2-inch masters
sounded in a control room environ-
ment, and I wanted to see just how
close the Spendors could come to it. My
recordings, like the Zawinul recording
mentioned above, tend to have layers of
extra sounds mixed in at relatively low
levels. These sounds are the first things
to go when you listen back on less than
optimal speakers, and they are inaudi-
ble on many. The Spendors reproduced
them all in their pristine purity. And, 1
had essentially the same experience
while listening to my DAT mixes of
newer material, though in some cases it
was the problems and inconsistencies in
those mixes that were revealed.

SUMMARY

Overall 1 found these speakers to be ex-
ceptional. T could listen to them for long
periods of time without feeling fatigued,
which is fortunate because 1 got so
much pleasure from them that 1 re-
turned often and usually listened
very intently. The Spendor SA300s are
absolutely ruthless when it comes to
reproducing a recording without col-
oration. Highs are crisp and clear, mids
tight and well-defined, and the low end
rich and even. I detected no dead spots
or other funny business in the critical
3kHz range, and the imaging was sim-
ply breathtaking. You may have to do a
little searching to find a pair to check
out, but I wholeheartedly recommend
that you do so.

Spendor Audio Systems, distributed in
North America by Sascom Marketing
Group, 34 Nelson St. Oakville, Ontario,
Canada LOL 3HG; 905/469-8080; fax
905/409-1129; Web site: Www.sascom.
Con. |

Barry Cleveland is a San Francisco-
based composer, recording artist, engi-
neer and producer. He also plays
guitar in the improvisational quintet
Cloud Chamber.




All through the audio industry people are talking. The big people. People like
Humberto Gatica. They know what it mcans when a truly superior product comes
along. It makes the job easier. It makes the client sound better. It gives the pro-

ducer a little peace of mind. Humberto has been down the road once or twice;

_recent engineering credits include Barbara
eisand, Celine Dion, Michael Jackson,
'Rod Stewart, Natalie Cole .... you name
" ‘em, Humberto’s recorded ‘em. His

CREDIT LIST | gear better work. Thats why

Humberto uses the dbx 1608

READS I.IKE ’ " ; Stereo Compressor. He knows that

A RUAD 7 | he has the music industry’s most

o : versatile, robust compressor. With
MAP TU L e engineering on the inside to
'I'HE 2 A= atch the gorgeous architecture of
, 'the exterior, the 1608 almost does it

t)‘z.’ STARS. ' _ for you.

fou see, when you publish a dynamic
ange spec of greater than 127dB, and
'you trademark a new VCA architecture,
* well, you better mean it. Especially

& when your name is dbx. We started the

Photo taken at Westlake Studio B!

“After | used the 160S once, | knew | wouldn’t consider doing another project .
without it. It's in the top spot in my rack. dbx has done it again.” deserving heir to the heritage that comes
Humberto Gatica

he standard ever since. The 160S is the

. with the dbx name and the 160 family of
_ pmpressors. The 1608 is destined to be the
industry benchmark for decades to come. Again. Visit your dbx dealer today and
audition it for yourself. Humberto did. In fact it sounded so good he wouldn't give

it back.
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dbx Professional Products ¢ 8760 South Sandy Parkway, Sandy UT 84070
Phone (801) 568-7660 ¢ Fax (801) 508-7662

email: customer@dhxpro.com o URL: http://www.dbxpro.com
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RPG DIrrUsOR SYSTEMS B.A.S.S. TRAP

TRAPEZOIDAL BASS ABSORBING SOFFIT SYSTEM

was called in to look at a mas-
tering studio owned by a major

label. The request came from a
speaker manufacturer who had just
sold a new set of monitors to the
studio. No one thought that the
speakers sounded right in the
room, and the manufacturer was
concerned. This speaker system
comprised high-quality direct radia-
tors with active two-way cross-
overs. The speakers were mounted
on very large (and very heavy)
stands that stood out from the front
and side walls at an appropriate
distance. The room had been de-
signed by a well-known studio de-
signer from the Los Angeles area.
Most everyone agreed that some
problem existed in the low end,
but, because this was a mastering
roomn, it had to be accurate. And so
the hunt began.

There were many layers of
problems to be sorted out. 1
found that one of the active
crossovers had internal wiring
problems that needed to be fixed
before we could proceed. We
also replaced the %-octave graph-
ic equalizers with high-quality
parametric equalizers, which
would allow for more accurate
tuning and a better-sounding sig-
nal path. First-order reflections
coming off of the ceiling and the
side walls needed treatment, be-
cause they created bad coherence
in the listening area. Most alarm-
ing was a 29dB hole centered at
around 70 Hz (Fig. 1).

How could a room designed
by one of L.A.’s top studio de-
signers have a hole that size? Well,
for whatever reasons, this room
was built with all parallel surfaces;
a few diffusive and absorptive treat-
ments had been added. The result
was a huge hole in the frequency
response.

The studio needed a solution
that did not have a great deal of im-
pact on the room physically. This
meant that large bass traps in the
front or back of the room were out
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of the question. Trapping the cor-
ners would be an ideal solution, but
the traps needed to be compact. 1
had read about the RPG B.AS.S.
Trap” and decided to try it out.

10 e L au 58 "

Figure 1: Initial low-frequency h

that its newly designed fire-retardant
membrane is three to four times
more efficient than conventional
membranes, and the B.A.S.S. Trap
provides 80% efficiency at 71 Hz. It

e 100 185 160 09 W

ole in the system response caused by side wall dimensions.

Note that the frequency scale is 30 dB. Phase response is quite rough.

Figure 2: Significant response improvement with the final trap configuration in place.
Phase response has smoothed out considerably as well.

B.AS.S. Trap stands for Trape-
zoidal Bass Absorbing Soffit System.
It is a membrane absorber that is
tuned to 71 Hz. A membrane ab-
sorber operates by resonating at a
specific frequency that is tuned by
design. The trap absorbs the tuned
frequency (sound turns into heat
through vibration of the membrane)
and solves the problem. RPG states

BY BOB HODAS

also behaves like a low-frequency
shelf attenuator, as opposed to con-
ventional bandpass absorbers.

The B.AS.S. Trap is designed to
fit into corners—a sound design
philosophy for space-challenged
project studios—and at 24x24x11
inches (HxWxD), it is quite unob-
trusive in a room. The unit is cov-
ered with a gray fabric, or it can be
ordered with custom fabrics. The
trap is also available as a panel that



avdio workstation
nccept that. Why?

ac:ntosh and DECK Il
Record a CD.

ncering why digital
Everyone seems to
right? Your M
e herdware.
't spend mere than you
e not alone.

w we’ve been wo
re so expensive.
Creativity is about ideas, not gear,
may be dll the DAW you need — 1o expensiv
Score a film. Put your dema om the Web. Don
need to. Is your head fuller than your wallet? You'r

For years 10
technologies @

exercise f
reedom: 1-800-279-9731
ext. M301

M o
E AD NUMBER ONPRODUCTUNFO CARD

\

-1 o et
-

Y Rt 4 g -
o Y 5N

e B S




I\ -
Come to
New York City

the center of the
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Learn recording
engineering at the
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FIELD TEST
fits between wall studs, for installation
during room construction,

So how would absorbing 71 Hz
help a 29dB hole? The hole, in this
case, was caused by excessive out-of-
phase information arriving at the mix
position. So if we could remove that
information, the hole will fill in. The
big question was where to place the
traps for the most efticient and effec-
tive results. Because the wavelength of
the frequency being canceled corre-
sponded to the room width, the first
idea for placement was on the side
walls centered at the mix position. This
yielded absolutely no results, We then
tried the traps in the front corners of
the room, behind the speakers. This
proved to be quite effective when we
placed them as high in the corners as
possible, but not so effective down by
the floor. We tried the front wall/ceil-
ing juncture with very little results, We
had good results in the rear corners,
once again placing the units high in-
stead of low. But the wall/ceiling junc-
ture we tried was fruitless and, in fact,
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non-corner placement generally yield-
ed poor results, We could sce that the
trap placement needed to be very spe-
cific in order to be effective. The cor-
ner placement was optimum for the
studio visually; in that position, you
barcly realize that they are there. We
ended up with five B.AS.S. Traps in
cach front comer and three in the rear
corners and found significant response
improvement (Fig. 2).

Once we had done as much as pos-
sible acoustically, we applied some
equalization (Fig. 3). Why not just fill in
the hole with equalization? Pure equal
ization is not the answer to a problem
such as this, for several reasons. With a
hole this size you would have to use
massive quantities of equalization, This
would put an excessive amount of
strain on the system, and, although the
hole would be filled in at the mix posi-
tion, the room problem would still exist
and you would lose a tremendous
amount of system headroom. This
amount of equalization can also induce
an extreme amount of phase shift into
the system. Additionally, equalization
would only correct the problem for one

" 100 155 b 0w
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Figure 3: Final room response with traps and equalization.
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Figure 4: Composer’s room prior to traps. Note thot the frequency scale is only +18 dB.
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FIELD T

small spot in the room. Because this
problem exists side to side, as you
moved off-center, the equalized hole
would become a gigantic bump: Try ex-
plaining that to your clients.

I was encouraged by the results in
the label's room and decided to try the
B.AS.S. Traps in a small studio owned
by a composer. Major television scoring
is done in this tiny room, but the bass
problems were horrific (Fig. 4). The
most we could hope for was to expand
the sweet spot by a couple of feet.
There was very little space for any
acoustic treatment, because all of the
walls were covered with equipment,
books, DATs, etc. Because of the loca-
tion of the windows and doors, we
could only fit the traps in the front cor-
ners. This proved effective, although
not nearly as much as in the mastering
room (Fig. 5). We would have been
able to do more if we'd had access to
the rear comers. However, the client felt
that the results warranted the cost, and
the composer is now more comfortable
and trusting of his space.

I can’t say that this trap will always
be the perfect solution. I measured an-

other room that had a large hole at 70
Hz and an 8-foot ceiling, which indi-
cated an ideal application for the
B.A.S.S. Traps. But I found little or no
change in this room when the traps
were used. The reason for this was
that one wall was sucking out the
problem frequency. The wall needed
to be reinforced in order to fix the
problem. It is important that you test
each individual situation and make
decisions about placement and effec-
tiveness based on science, not rules
of thumb. Of course, this is a good
philosophy no matter what type of
treatment you plan on installing.

Overall, I found the RPG B.A.S.S.
Trap to be very effective. I will continue
1o use it as an acoustic solution when
needed. If your room has a problem
around 70/80 Hz, an 8-foot ceiling (as
most home studios do) or a room di-
mension that is a multiple of eight feet,
then it would be worthwhile to check
out this product.

RPG Diffusor Systems, 651-C Com-
merce Drive, Upper Marlboro, MD
20774; 301/249-0044; fax 301/249-3912.
E-mail info@rpginc.com. u

Bob Hoduas is a Mix contributing editor.

Figure 5: Composer’s room after traps demonstrates significant frequency and phase improvements.
Below, composer’s final room response with traps and equalization.
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TEST CD/AUDIO ANALYZER

I here are plenty of reference
CDs on the market. but
Sound Check 2 from Sound

Check Productions is unique in that

it comes with its own built-in ana-

lyzer. The package is the result of a

collaboration between producer/

engineer/performer Alan Parsons
and Stephen Court, founder of

Court Acoustics. Sound Check 2—

an extension of the first Court

Parsons Sound Check, which con-

tained fewer tracks and no ana-

lyzer—is designed to provide a

portable, cost-effective analysis sys-

tem. The CD includes a fairly com-
prehensive collection of material,
featuring a wide variety of both mu-
sical and technicul information. It
was edited and mastered at Abbey

Road Studios—incidentally, the

place where Parsons and Court

met, while Parsons was working on

Pink Floyd’s Dark Side of the Moon.

The $100 system is packaged in
a dual-Ch-sized jewel case, with
one half housing the reference disc
and the other containing a 10-seg-
ment audio level meter complete
with built-in microphone. Sound
Check'’s analyzer is mounted on the
inside of the jewel case and inte-
grates a sound pressure meter, cali-
brated in ten 3dB increments (from
-15 dB to +12 dB, represented by
LEDs built into the case), with an
omnidirectional electret mic cali-
brated to provide a stated response
of 20 1o 20k Hz +2 dB. The stand-
alone CD retails for around $40.

Inside, the instructions and liner
notes information are straightfor-
ward, clearly explaining how to
use test tracks and interpret the re-
sults. A blank Spectrum Analyzer
chart for plotting  your system's fre-
quency response is included.

The disc has 99 racks, arranged
in 11 sections according to applica-
tion. The first section is a set of
s-octave pink noise bands for ana-
lyzing speaker frequency response.
Following a 30-second, 1kHz refer-
ence tone, 32 bands, each on con-
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secutive  tracks,
make up the 20 w0
20k Hz spectrum.

As the spectrum — 9
is broken up into s +
ten-second bands, L 3
it is possible to

o b e 048 ref
pinpoint  within

a third of an oc-
tave where prob-
lems lie. The next
set of tracks fea-
tures  wideband
pink noise tones
with phase check.
Sweep tones fol-
low, sectioned into
octaves for easier
identification of
resonances. Square wave spot fre-
quencies are included, for analysis
as well as equipment alignment.

1 checked out the disc on a pair
of Meyer HD-1s. 1 began by adjust-
ing loudspeaker volume so that the
first rack, the 1kHz reference tone,
read O dB on the Sound Check
meter. 1 then went through the var-
ious pink noise bands, spot tones
and sweeps. Plotting the meter re-
sponse on the included Spectrum
Analyzer graph, 1 came up with a
curve that was roughly similar to
the results 1 found when using a
Gold Line DSP-30 real time analyz-
er—although it took me consider-
ably longer to graph the response
on paper.

Many other tracks are useful for
a range of applications: The disc
has a group of dry, close-miked in-
strumental tracks taken from origi-
nal studio recordings, and a few
vocal tracks (including an uncom-
pressed track of Luciano Pavarotti),
and some sound effects such as jet
fly-overs and a stereo thunder-
storm. These dry tracks are ideal
for experimenting with signal
processors. A few musical selec-
tions are included to allow for an
assessment of overall system per-

BY SARAH JONES
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The rear panel of the Sound Check 2 case shows the LED meter
readout on the left and the track list on the right.

formance. The tracks comprise var-
ious pop and classical selections
with wide dynamic range and even
frequency response—they're also
great for demoing a killer system. A
variety of utility tracks, such as an
A-440 wning reference, SMPTE
drop and non drop timecode and
digital black, are useful tools.

1 found the Sound Check disc to
be a comprehensive reference aid,
and useful in a variety of situations.
1 wish some of the tracks, especial-
ly the pink noise references, were
longer; my CD player's loop func-
tion solved that problem.

Although Sound Check 2 is no
substitute for—nor was it designed
to replace—advanced test equip-
ment and highly calibrated systems,
for the price (and size!) it's certainly
a convenient device for simple
measurement and equalization of
room response, troubleshooting
systems and evaluating gear.

Sound Check Productions, 134
Cricklewood Lane, London NW2
2DP; phone 44/181/450-0363; fax
44/181/208-1979. Available in the
U.S. from Royal Publications (Sun
Praire, W1), Professional Sound Ser-
vices (NYC) and Clift Electronics
(Benicia, CA). u

Scireh Jones is Mix s assistant editor.
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LEXICON PrTrcH FX

EFFECTS CARD FOR THE PCM 80

exicon’s line of FX cards for its
PCM 80 and PCM 90 effects
and reverb processors expand
the functionality of these already
powerful units. The Pitch FX Card
($249 list) adds flexible pitch shift-
ing effects, in combination with one
of four reverb algorithms (including

2 :n\\\\

itﬁ:::::

The other five algorithms combine
a pitch shift with a reverb, but the
routing of the two effects blocks
can be varied from parallel to se-
ries, offering a range of creative
choices. A two-voice shifter is
combined with either a Chamber,
a Plate or an Inverse reverb for

I8 PCM 80

PITCHFX V1.0

Inverse), to the Lexicon PCM 80
digital effects processor. Not re-
viewed here are the Dual FX card
for the PCM 80, the Dual Reverb
card for the PCM 90, and several
preset cards from notable sound
engineers and effects designers.

Lexicon’s FX cards are Read-
Only PCMCIA cards, and each only
works with its intended PCM ma-
chine because their architectures
are different. The Pitch FX card
works with the PCM 80 Version
1.10 or higher; early PCM 80 buy-
ers may have to upgrade in order
to use the card. The Pitch FX card
adds two banks of 50 presets to the
PCM 80, labeled X0 and X1, and
numbered 0.0 through 4.9, similar
to the naming convention for the
machine’s internal register and pro-
gram banks. As with the Dual FX
and Dual Reverb cards, the Pitch
FX card is actually a “dual effects”
system. Each of the six different al-
gorithms combines pitch shifting
and stereo reverb, though in many
of the presets the reverb has been
turned down or off.

The Quad Hall algorithm is a
4-voice pitch shifter in series with
the PCM 80’s Concert Hall reverb.

138 MIX, AUGUST 1997

three algorithms. The latter two
use the colorless Chamber reverb
block. Using the VSO preset allows
shifting to be set as a percentage to
match the pitch change of a
varispeed playback source in order
to achieve time compression or ex-
pansion while maintaining pitch.
These last two algorithms are
handy for post work and corrective
surgery and have parameters for
optimizing the splicing that is in-
herent in pitch shifting. Combined
with the stereo-linked shifter, the
card can also be used to shift an
entire mix up or down in pitch.
There are several Pitch FX pre-
sets that can make a single voice or
instrument sound like an ensemble
in unison or in harmony, playing
chords or intervals, and MIDI key-
board control of shifting can make
a Mellotron out of a looped sam-
ple, although excessive shifting can
result in audible artifacts. Pitch-
shifting algorithms splice the signal,
adding to or subtracting from the
original to make up for the differ-
ence in time. Splicing artifacts are
inaudible on small amounts of

BY MARK FRINK

shift, on higher frequencies and on
purer tones like a solo voice or a
monophonic instrument. Large
shifts, low frequencies and tran-
sient material all can exhibit audi-
ble splicing artifacts. Following
pitch shifts with reverb covers
some of this splicing,

Many engineers already use a
PCM 80 and have discovered that,
while it makes a great reverb, it’s
not as sweet as a PCM 90 and is re-
ally more of a utility effect. If you
are using your machine as a mono
input device, you can get a second
effect by using FX cards. Both ef-
fects can be returned in stereo by
sharing the machine’s outputs. This
works well with complementary ef-
fects that are used together and can
be returned to the same fader, such
as an inverse snare reverb with
a percussion plate, fattening and
ambience used on close-miked in-
struments, or dual vocal effects.

Left and right inputs can be sent
mono to both algorithm blocks,
shared by both in stereo, or split
between the two. A Returns control
allows the PCM 80’s outputs to
share the stereo output of both,
split them each to their own output
or sum them mono. Other parame-
ters in the Sub Mixer row control
the levels and stereo width of the
reverb or pitch shifter’s inputs and
outputs, as well as their high and
low cut parameters. This extra tai-
loring of the two effects allows the
user to blend them together. Care-
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ventional switching amps—it requi
less power to deliver 1,250 watts p
channel into 2 ohms. (And thut’s}
solid 2 ohm rating!) This means th
not only can more K2's be plugg
into a single AC circuit, but there a
also significant energy savings.

Best of all, our K2 gives you all Ij
superior sound that Crown is kno
for— tight, chest-slamming low en
arystal-clear highs and a well-defind
midrange.

In stock and shipping now, the ne
K2 is available for o Manufaciur
Suggested Retail Price of just $179

K2. Revolutionary design and perfa
mance. Only from Crown.

Toll-Free: 800-342-6939
Fast Facs Fax: 800-294-4094

crouwn

Guarantecd Excellence

www.crownintl.com!
i

!



our records
speak for
themselves

NO DOUBT
BUSH

JOHN HIATT
FOURPLAY
DRILL TEAM
OZZ-FEST
SHAQ
EARTH WIND
& FIRE

Paul Palmer
President, Trauma Records (No Doubt, Bush)

cms mastering
Old Town Pasadena 818.405.8002
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FIELD TEST

ful adjustment of high and low cuts on
the submixer, as well as in the reverb
design, can reduce unwanted artifacts
from close miking and leakage from
other stage sounds that are found in live
performance. Many presets are de-
signed in, and for, the studio, and it
takes a little patience to get good per-
formance effects tweaked, because of
the audio compromises and hectic pace
of a live event. A little pre-production
goes a long way.

Do you simply want to fatten up vo-
cals? No problem. One very attractive
use of the Pitch FX card for live sound
is to detune a vocal slightly, thickening
it. Though there are several stock pre-
sets for detuning on the Pitch FX card
that add up to four voices, my favorite
setting became a split preset I wrote
from one of the “clean slate” versions at
the end of the card's preset list. My
Amb/Harmon program routes the Dual
Shift-Chamber algorithm as two parallel
machines, with left feeding a miniature
chamber as an ambience setting and the
right feeding the dual pitch shifter with
ten cents of detuning up and down,
panned hard. Both effects share the
stereo outputs. This provides two kinds
of vocal fattening on the same stereo re-
turn with independent sends from two
aux buses. A variation on this is using
the Dual $hift-Plate the same way with
the smallest possible Plate setting, pro-
viding a brighter ambience on the re-
verb side of the split. Adding echo delay
or pre-delay to the reverb can give the
vocal more dimension. Then the reverb
can be opened up. The possibilities are
endless.

The Pitch FX card has some great
guitar presets: The snare and tom
“tools” are cool and there’s some wacky
stuff, like PullThePlug that's a tot of fun,
plus of course, The Chipmunks and
Darth Vader effects.

Though many presets on the card
can be used just as they are, the key to
mastering the PCM 80 for live work is to
take the time to program your own
sounds. Sit down for a half-hour session
with a mic and headphones and just
work on one preset for a specific appli-
cation. As you tweak a program, imag-
ine how it will be operated live. Pick up
to ten parameters for which quick ac-
cess is desirable and patch them into
the soft row so that just the Select and
Adjust knobs can run the PCM 80.
Patching the most significant parameter
to the Adjust knob lets the user quickly
grab it without even going into Edit

mode. Store your new presets with
meaningful names. As you fine-tune
presets, they will become trusted tools
in your bag of tricks.

Lexicon’s FX cards are what in soft-
ware would be called “dongles” or
keys. Programs created from them and
stored in the PCM 80’s registers must
have the software extension loaded
from the FX card in order to run. I sup-
pose if you had several machines and
you never turned them off, one card
could serve all. In practice, the card
needs to be married to the machine,
though after it's loaded, other FX or
memory cards can be swapped. After
the machine is powered down it needs
to see the FX card again to run its algo-
rithms. As the cards are conveniently
pocket-sized, it is easy for someone to
walk off with a card or simply misplace
it. The best place to store the card is in
the machine’s PCMCIA slot.

Though effect units have been sold
with PCMCIA slots for some time now,
the cost of blank memory storage cards
has been dropping, and a 1-Meg card,
which holds up to 47 banks of 50 pre-
sets for a PCM 80, can be bought for
under $100. The time it takes to create
and archive presets is a worthwhile in-
vestment, as it tends to familiarize you
with the power and potential of the ma-
chine, while providing a safe, easily
transportable medium for saving your
work. If there is any chance that other
users will change or erase a machine’s
user registers, this added investment is
worthwhile, and Lexicon recommends
several vendors of blank storage cards.
This makes even more sense with the
PCM 80 as there is only one internal
user bank of 50, while the PCM 90 has
two.

Owners of a PCM 80 or 90 will find
FX cards are the next best investment
they can make for the outboard rack.
The cost is low, they require no rack-
space, and they extend the creative pos-
sibilities of machines that already sound
great. Top mix engineers once had per-
sonal effects racks that they faithfully
carted to gigs. Now it’s as likely they
will carry a pouch of PCMCIA cards. En-
gineers who don’t own either Lexicon
machine but know that they will find
one or both at their next gig can benefit
even more by purchasing one or two
FX cards and a couple of memory cards
for backing up entire machines. Who
knows, maybe you’ll write Lexicon’s
next Live Music FX card.

Lexicon, 3 Oak Park, Bedford, MA
01730; 617/280-0300; fax 617/280-0490.
Web site: www.lexicon.com. |
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THE PAST...

High power amplitiers with old fashioned
iron core transformers are dinosaurs. While
eftective at delivering raw power, these big,

heavy, and slow devices have weaknesses.
Operating at AC line frequency, the supply voltage
can modulate the audio signal under clipping. Strong
magnetic fields induce AC hum. Big transtormers can tear
apart the amp and racks on the road. Poorly regulated
voltages in some popular high end brands cause them to be

woefully unreliable and inclined to

self-destruct. Audio engineers have
tolerated these shortcomings because
there was no other alternative. Until now...

...AND THE FUTURE

PowerLight ™ amplifiers use patented PowerWave™ power supplies, the
most efficient power supply available in audio. Operating at 114kHz,
aone pound PowerWave ™ transformer has more current capacity than

a 50 pound conventional 60Hz

result—a stitfer supply with more
power and more energy storage for gut-wrenching bass. AC

DC VOLTAGE UNDER LOAD

magnetic fields never enter amplifier circuitry—reducing

hum to inaudible .
. . Output Power in Watts per Channel
levels and increasing

[mMODEL 8Q* | a0 | 20+
| Powerlight1.0 | 200 | 325 | 500
_PowerLigh( 14 300 500 700
_PowerlLight 1.8 400 650 900

lPowerLigh( 20| 650 | 1000 | N/A

‘Powerlight 3.4 725 1 1150 | 1700
[ Powerlight40 | 900 | 1400 | 2000

i

Nomines

TIME

PowerWave sags less under load and
has less AC ripple

dynamic range. Reli-
ability is increased because light weight prevents
transit damage while the robust design and Intelligent

Amplifier Protection” keep the things working under
conditions that would kill a conventional amp.

INTHE END, IT'S THE PEOPLE

No matter how good the gear, it’s people that make the difference. We know your performance
depends upon our peformance. When you buy a product from QSC you buy more than just a
piece of equipment, you get our support and involvement. New PowerLight
models and features have come from working directly with people like you. If
our standard models don’t mect your needs, our Technical Services Group can

QSC’s Powerlight Project Team
(clockwise from left): Darrelf
Austin, Technical Services Manayer;
Pat Quilter, ( Mficer
Robert Becker, Design £ng

Greg McLagan, Marke Manage,
(Live Sound), Doug Teulie,
Industrial Designer

provide you with custom modifications. Need a question answered or got a
problem? Get on the phone or the Web. 1ts like having your own engineering
consulting group.

Contact QSC for more infomation...better yet, come by for a visit!

CIRCLE AD NUMBER DN PRODUCT INFD CARD

QSC AUDIO PRODUCTS, INC.

1675 MacArthur Blvd., Costa Mesa, California, 92626 USA

Ph714/754-6175 Fax714/754-6174

Email info@qscaudio.com Web www.qscaudio.com

“Output Averaging,“Inteligent Amplitier Protection” and“Hear the Power of Technology”

are trademarks of QSC Audio Products, Inc. “QSC" and the QSC logo are registercd with the
rk Oftice. P ht Pat

World RadioHistory|

‘ ‘ .. excellent bass response

The new PL 2.0"" was designed
for maximum power at 40hms

/PowerWave'“ transformer. Primary capacitors in @ 2RU chassis, while the
operating at a higher voltages more  new PL3.4 provides maximum
. d A
than double their energy storage. The ~ Po%e! fromastandard 1201,
\(onventional 18Aline cord

performanwe can exceed that of
traditional amps, with the weight
and energy savings as an added
bonus.”

Mix Magazine

?...the pure, high-quality,
rich sound this amp provides is
unmistakable.”

Pro Audio Review Magazine ’ ’

“— —— e -

" rs |
~ ALL POWERLIGH '

~ FEATURE:

PowerWave™ Switching Technology
Clip Limiter {userdefeatable)
Remote ACIPewar €ontrol

Data Port for Computer Control
Variable Spead Bans)

B(, Sub Audia, & Thermal Overload
Protection

Advanced Thermal Protection

Patented Output Averaging™ Short
Circuit Protection

“Zero defects, 450 shiows”
MikeSouthard
Southard Audio (Mt. Craw¥ord, VA)

“tbought oneton of Powerlights
and replaced 3 tons of conventional

amps....you dothe trucking math!”

Dave {ousins
Sotind Arts (Winnepeg, Canada)

“, .. we feel that the best of all worlds
has been created. .. light weight,
sonic excellence.”

Tom Smith

LD Systems (Housten. TX)

“Best sounding, most reliable
amps.on the road. .. frands down”

Dave Shadoan
Sound image (Escoadido, CA)

”...my choice fora long, long
time...”

Jefflilly
Jason Sound (Vancouver,Canada)




This one pound PowerWave™ switching power transformer can help you improve
your audio system, reduce operating headaches, and deliver. ..

“More Bass, Less Noise
and Fewer Problems

owerLight amplifiers are the first lightweight amps to

surpass conventional technology in both audio performance

and reliability. Advanced PowerWave™ technology eliminates

the bulky, heavy power transformers and their problems while

improving audio. Large sound systems powered by

7, PowerLight amplifiers are better sounding,

compact, lighter and more reliable than systems
using the traditional solutions.

more

Qsc

With thousands of shows logged all over the world, the PowerLight
Series has built a tremendous following among demanding
professionals. Now PowerLight amplifiers have been improved—
with new madels and increased 2
cefeatable Clip Limiters and a HD15 Dataport connector for
QSControl compatibiity. Check out PowerLights for yourself.
Contact us for complete information—better yet, talk to someone
wha owns them. References gladly provided.

ohm power, the addition of
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TECHNICAL
EXCELLENCE

[N\ CREATIVITY

AWARDS

Saturday, September 27, 1997

For information about TEC Awards tickets,
contact Karen Dunn, TEC Awards Executive
Director, at (510) 939-6149.

[Beginning on page 146 are seven pages
of nominee descriptions and biographies.
Please take the time to read the information
before voting. (Ballots are in subscribers’
issues only.) Entries must be postmarked by
Saturday, August 30, 1997.]

The TEC Awards Hall of Fame was

created to recognize those individuals,
living or deceased, whose careers have
best exemplified the spirit of creative and
technical excellence in professional audio.

With seven Grammy® Awards for engineering,*
Schmitt epitomizes artistic recording through
decades of technological change

MIX, AUGUST 1997

THE TECHNICAL EXCELLENCE & CREATIVITY AWARDS
was created in 1985 by the publishers of Mix magazine to rec-
ognize and promote outstanding achievement in recording and
sound production and technology. Proceeds of the TEC Awards
benefit organizations dedicated to the prevention and cure of
deafness and hearing impairment, audio education, and non-
profit groups serving the professional audio industry.

In its 13-year history, the TEC Awards has raised more than
$330,000 for these worthy causes, while offering attendees
the opportunity to mingle with audio and music industry lumi-
naries at what has become one of the most important annual
events for audio professionals.

The TEC Awards is divided into three major categories—
Technical, Creative and Institutional Achievement—and 26
sub-categories. Voting for the TEC Awards winners is a two-
step process. A Nominating Panel, comprising approximately
130 prominent members of the professional audio industry,
makes initial selections in March. Their nominations appear on
the Voting Ballot in this issue of Mix. The winners of the 1997
TEC Awards will be announced at a ceremony on Saturday,
September 27, at the Marriott Marquis in New York City.

FIFTY-FIVE PERCENT of the proceeds from the 1997 TEC
Awards will be donated to hearing conservation pro-
grams—to Hearing Is Priceless (HIP), co-founded by Mix
magazine and the House Ear Institute of Los Angeles, and
Hearing Education and Awareness for Rockers (H.E.A.R.).
The HIP campaign seeks to educate music listeners, espe-
cially young people, about the dangers of noise-induced
hearing loss. The House Ear Institute is a nonprofit organiza-
tion supported entirely by private donations, and has been
a reciplent of TEC Awards funds since 1986. H.E.A.R, a San
Francisco-based nonprofit organization, works to educate
the public, especially musicians, about the dangers of noise-
induced hearing loss.

FORTY-FIVE PERCENT of the proceeds will be distributed
to past winners and nominees of the TEC Award for
Recording School/Program that have previously established
scholarship or grant programs with TEC Awards funds, and
to scholarships and other educational programs of the
Audio Engineering Society Educational Foundation and the
Society of Professional Audio Recording Services (SPARS). A
portion of the proceeds will also go to the TEC Awards
Scholarship Fund to assist deserving individuals currently
enrolled in audio programs.

1991 to hono hpse individuals or
institutions tha}\have set the highest
standards in the crea {
This year the Les Paul A
Stevie Wonder. Wondert >vated pop. explored
soul, reinvented R&B, in jazz, reggae and
blues, played it with his own synthesizing sense,
and along the way pioneered the concept of the
one-man-band artist’s studio.




1997 TEC AWARDS SPoNSORS

PLATINUM SPONSORS

JBL Professional * |BL Professional is
proud to serve as a Platinum sponsor of
the TEC Awards. |BL is the world’s
preeminent manufacturer of state-of-
the-art professional loudspeakers and
speaker components for music, contract-
ing, tour sound, cinema and recording/
broadcast applications. |BL Professional
is part of the Harman International
network of professional and consumer
audio and video companies.

Mix Magazine * Founded in 1977, Mix
celebrates its 20th anniversary this year.
Mix is the world’s leading publication for
professional recording and sound pro-
duction, with subscribers in more than
90 countries. Mix covers a wide range
of topics, including studio and location
recording, audio for film and video, live
sound production, facility design and
acoustics and other subjects of relevance
to audio professionals. Mix also publish-
es the Mix Master Directory and Mix
Spanish Edition, and maintains a Web
site, Mix Online. Mix is the founding
sponsor of the TEC Awards.

Quantegy Inc. * Quantegy is headquar-
tered in Peachtree City, Ga., with
manufacturing facilities in Opelika, Ala.
Quantegy is a leader in the manufacture
of professional recording media. It
markets Ampex and Quantegy brand
professional audio, video and instrumen-
tation media products. The company
serves professionals involved in enter-
tainment, education, communications,
aerospace and government.

GOLD SPONSORS

Alesis Corporation * Founded in 1984,
Alesis Corporation is a leading manufac-
turer of professional audio equipment
and musical instruments. Best known for
its creation of popular, value-packed
recording equipment, Alesis has received
numerous TEC Awards for its ADAT
digital multitrack recording system, as
well as its signal processors, synthesizers,
monitors and drum machines.

AMS Neve * Based in the UK, AMS
Neve plc supplies facilities worldwide
with mixing and editing systems for film

UBL

MIX
S

QUANTEGY

Professional Media |

=
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and video post-production, broadcast,
music recording and live/theater
applications. Sales and service in North
America are handled by regional offices
in the United States and Canada. AMS
Neve's product range includes the
Capricorn, Logic Series and Libra digital
mixing consoles; the Audiofile hard disk
editor; the VX and VXS analog consoles;
the 55 Series analog broadcast console;
and the Libra Live Digital Broadcast
Production Console.

Harman Music Group ¢ The Harman
Music Group manufactures dbx,
DigiTech and DOD products in Sandy.
Utah, and distributes the British-manu-
factured Allen & Heath product. The
group has evolved a state-of-the-art
factory utilizing the latest in computer-
aided manufacturing and testing
equipment. HMG is an integrated lead-
ing manufacturer of signal processing
equipment, digital effects processors,
equalizers, limiters, crossovers, mixers,
pedals, and other audio electronic
components. Allen & Heath, dbx,
DigiTech and DOD are trademarks of
the Harman International family.

Meyer Sound Laboratories Inc. ¢
Since 1979, Meyer Sound has earned a
reputation for excellence in designing
and manufacturing superior-quality
loudspeakers, equalizers and sound
measurement tools. Meyer has played
a leading role in the evolution of audio
technology with such patented
innovations as the trapezoidal cabinet,
the SIM® System [l acoustical measure-
ment system, and the best-selling
Self-Powered Series. Meyer was the
manufacturer of choice for Carnegie Hall,
the Orange Bowl, the Three Tenors and
the Montreux Jazz Festival.

QSC Audio Products * QSC Audio
Products Inc., is a leading manufacturer
of audio products, developing innova-
tive technologies for the professional
audio industry, including the revolution-
ary PowerLight Series power amplifiers.
The company'’s scope has recently
expanded to include signal processing,
audio routing and distribution, and
Ethernet-based network audio system
control, QSC procducts are distributed in
more than 80 countries. The company

AMS
LESIS @NEVE

nimroup

A HamanUEsmaom: Company

Solid State Logic

has served the professional sound,
touring, cinema and installation markets
since 1968.

Solid State Logic * Solid State Logic is
one of the world’s foremost manufactur-
ers of leading-edge analog and digital
equipment for the creative manipulation
of sound. SSL is recognized by the
international audio community for its
long-standing record of innovation and
quality. The Music & Film division and
Broadcast & Post-Production division of
SSL address the particular audio require-
ments of their respective markets. SSL is
based in Oxford, England, with offices in
Los Angeles, New York, Japan, France,
ltaly, Canada and Asia.

Sony Professional Audio * Sony
Professional Audio is both an inventor
and manufacturer of audio hardware
technologies, with diverse offerings

that include digital muititrack recorders,
DAT recorders, CD/MD mastering
systems, mixers and consoles, and pro-
fessional microphones. Sony Recording
Media and Energy Group is a leading
media supplier with diverse offerings
that include professional audio/video
tape, data media, consumer audio/
video tape and batteries.

SILVER SPONSORS

Aphex Systems
Audio-Technica

Clair Brothers Audio

Digidesign

Lexicon Inc.

Roland Corporation U.S.
Tannoy/TGI North America

TC Electronic

Yamaha Corporation of America

BRONZE SPONSORS

Apogee Electronics

Eastern Accoustic Works
Otari Corporation

Lisa Roy's Studio A

Howard Schwartz Recording
Shure Brothers, Inc.
Skywalker Sound
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OUTSTANDING INSTITUTIONAL
ACHIEVEMENT

Awarded to those companies, facilities or
institutions that have contributed most
significantly to excellence and innovation in
audio during the eligibility year.

A. ACOUSTICS/FACILITY
DESIGN COMPANY

Hantis, Grant Assoclates Ltd., London:
Eligibility year projects included Starstruck,
Nashville, Reba McEntire’s recording com-
plex; Grand Central Studios, SoHo, London,
offering audio post-production; Liverpool
Institute for Performing Arts, a performing
arts education facility; Digimax Production
Center, Taipei, the first-ever digital post-
production facility in Taipei; and Syn
Production Company, Tokyo, a music
scoring and production facility.

Pelonis Sound & Acoustics, Inc., Santa
Barbara, CA: During the eligibility year, pro-
jects completed by Pelonis Sound included
Voice of the Arts multimedia production
facility, Los Angeles; Big Bang Productions
music production facility, Humboldt County;
Another Large Production, a multimedia
production facility, Hollywood, CA;
Christopher Cross, award-winning recording
artist; Kenny Loggins, award-winning
recording artist, Brad Feidel, film composer,
Ben Margulies, songwriter/producer, and
David Kirshenbaum, producer Santa Barbara.

Russ Berger Design Group, Dallas, TX:
RBDG provided design for lon Storm; Texas
Instruments DLP Facilities; KUHT-KUHF;
Whittier College Radio; Universal Studios;
Discovery Channel; Media Resource Group;
KUVN-TV; Tom's Easy Way; NPR-Los
Angeles; Harwood Studios/ Don Henley;
Court-TV; KTCK/93.3; Immortal Productions;
Lexicon; KUNR; WPLN; Lyrick Studios
Bamey & Friends and Wishbone, GPTV;
Michael Bolton’s “Safe Space™; 615
Productions; Sweetwater Sound; Washington
State University recording studios; and
Mastermix Mastering Facility.

studio bau:ton, Los Angeles: Projects
completed during the eligibility period
included Brandon’s Way Studios, Hollywood,
a three-room facility for Kenneth “Babyface™
Edmonds; Ocean Way, Nashville, a three-
room facility for Allen Sides and Gary Belz;
James Newton Howard Studio, Santa
Monica; Musicians Institute, Hollywood, CA;
Yello, Project Studio, Los Feliz, CA; Brian
Austin Green Project Studio, Hollywood, CA;
Counterpoint Studios, Salt Lake City, a three-
room facility; Swell Pictures, Chicago; Tate
and Partners, Santa Monica, CA; Hamilton
Project Studio, Paclfic Palisades, CA; Tremens
Film Studio, Vienna, Austria; and Fatima
Studios, Bangkok, Thailand.

Walters-Storyk Design Group, Highland,
NY: During the eligibility period, Walters-

Storyk Design Group completed numerous
media facilities, including Crescendo!, San
Francisco; First Edition (Aural Fixation), New
York City; AR Studios, Rio de Janeiro; Sound
Design, Sao Paulo, Brazil; Superdupe Studios,
New York City; Georgia State University,
Atianta; Full Sall, Orlando; Producer’s Video,
Baltimore; and Steve Shafer Music, Chicago.

B. SOUND REINFORCEMENT COMPANY

Clair Brothers Audio has won the last three
years and is ineligible for 1997.

A-1 Audio, Hollywood, CA: Eligibility year
credits for A-1 Audio included: (touring)
Aerosmith, Counting Crows, Sex Pistols,
Chicago/Beach Boys, k.d. lang, Bryan White,
DIO, Barry Manilow, Motorhead, Motiey
Crue, Engelbert Humperdinck, Julio Igiesias,
Luis Miguel, Johnny Mathis; (premieres)
Dante’s Peak, Nutty Professor, Liar Liar,
(installations) Billboard Live! and the Viper
Room; (events) Frank Sinatra Celebrity
Invitational Gala, Starfest ‘96, Legends of
Country Music, New Year's Eve in Las
Vegas; (theater/showroom) joseph and the
Amazing Technicolor Dreamcoat, Grease
and Danny Gans at the Rio.

Audio Analysts, Colorado Springs, CO:
During the eligibility year Audio Analysts
continued the development of its touring
sound system, the AALTO®, including a new
generation of loudspeaker components, in a
cooperative effort with |BL Professional.

The company provided sound for: (world
tours) Bruce Springsteen, Wynonna, Styx,
Ringo Stam, Dwight Yoakam, Status Quo
and Natalie Merchant; (comporate events)
Nissan Dealer Show, Infiniti Dealer Show,
Jeep/ Chrysler Camp Jeep, and Herbalife in
Las Vegas, Rio, Vienna and Tokyo; and
(installation division) Light of the Worid
Catholic Parish and Fort Lewis College
Community Concert Hall.

Electrotec Productions, Westlake Village,
CA: Lligibility year credits included Rush,
Rod Stewart, Tom Petty, Eivis Costello,
Garbage, Def Leppard, The Orb, Marilyn
Manson, Bob Dylan, Alabama, Tibetan
Freedom Concert '96, Tool, Danzig, REO
Speedwagon/ Foreigner, Ted Nugent/Bad
Company, Kula Shaker, Orbital, Lenny
Kravitz, Bruce Hornsby and June Jam '96.

Maryland Sound Industries, Ba/timore, MD:
Eligibility year credits indluded Toni Braxton,
Kenny G, Whitney Houston, Neil Young,
Mariah Carey and Neil Diamond.

Showco, Dallas, TX: Eligibility year credits
included Reba McEntire, Vince Gill, Alan
Jackson, Live, James Taylor, Kiss, Phil Collins,
Smashing Pumpkins, Stone Temple Pilots,
Boston, Gin Blossoms, Bob Seger, Alanis
Morissette, Moody Blues w/Symphony
Orchestras, Santana, Soundgarden, Linda
Ronstadt, the Beach Boys, Pantera/White
Zombie, the Cranbemies, Butthole Surfers,
Ministry, Kirk Franklin, Willie Neison, Korn,
Joe Satriani, G3, Luther Vandross, Farm Aid
and Arizona State Fair.

C. MASTERING FACILITY

Bob Ludwig’s Gateway Mastering has won
the past three years and Is ineligible for 1997.

Future Disc Systems, Hollywood, CA:
Founded in 1981, Future Disc Systems

offers six premier mastering suites featuring
state-of-the-art digital and analog equipment
including the latest high definition compati-
ble digital (HDCD) encoding system. Some
of the work mastered at Future Disc this past
year included projects for Kirk Franklin,

Marityn Manson, Keiko Matsui, Chris Isaak,
Jim Brickman and Peter White.

Bernle Grundman Mastering. Hollywood,
CA: During the eligibility period Bernie
Grundman Mastering mastered projects for
Stevie Wonder, Keiko Matsui, Boz Scaggs,
Dr. Dre, Van Halen, Neil Young, Snoop
Doggy Dog, New Edition, 2 Pac, George
Duke, George Ciinton, Westside Connection,
Kenny G, Chick Corea, Shogo Hamada, Luis
Miguel, Al Jarreau, Liz Story, Ani Difranco,
Tony, Toni, Tone, and the soundtrack albums
for First Wives Club, Tin Cup, Jerry Maguire,
Jungie 2 Jungie, Selena, The Assodiate,

and That Thing You Do.

Masterdisk, Corp., NYC: During the eligibil-
ity year, Masterdisk mastered Grammy®-
winner The Chieftains Santiago, U2 Pop,
The Smashing Pumpkins Melloncollie &
The Infinite Sadness, Garbage Garbage,
Tony Bennett On Hollday, Whitney Houston
The Preacher’s Wife soundtrack, Patti Smith
Gone Agaln, Herbie Hancock The New
Standard, Alfonzo Hunter Blacka Da Bemy,
PJ Harvey To Bring You My Love, Busta
Rhyme Woo Ha Got You All In Check,
Aalyah One in A Million and Rancid...

And Out Come the Wolves.

Masterfonlcs, Nashville, TN: In the past year,
Masterfonics’ three mastering engineers,
owner Glenn Meadows, Benny Quinn and
Tommy Dorsey, have added the final touches
to projects as diverse as LeAnn Rimes' Blue,
Diamond Rio IV, Adrian Belew's Op Zop
Too Wah, John Berry's Faces, Trace Adkins’
Dreaming Out Loud and Christopher
Eschenbach and the Houston Symphony
Orchestra performing Music of Johannes
Brahms. Compilations and restoration work
incdluded releases from Clint Black, Alabama
and “The Outlaws™ 20th anniversary retro-
spective.

Sterling Sound, NYC: In operation for nearty
30 years, Sterling Sound offers five fully
equipped mastering studios. Led by engi-
neers George Marino, Ted Jensen, Tom
Coyne, Joseph Palmaccio and Eugene “UE”
Nastasi, eligibility year projects included work
for Metallica. Dave Matthews Band, Live, The
Verve Pipe, The Cranberries, Kiss, Wu-Tang
Cian, Hanson, Maxwell, Fiona Apple, Pat
Metheny, Luther Vandross, David Bryne,
Me’Shell Ndegeocello, jon Bon Jovi, Nas,
Erykah Badu, James Taylor and Jimi Hendrix.

D. AUDIO POST-PRODUCTION FACILITY

EFX Systems, Burbank, CA: Eligibility year
credits induded Babylon 5, Set it Off, The
Island of Dr. Moreau, Mother Night and
Feeling Minnesota.

Skywalker Sound, San Rafael, CA: During
the eligibility year, Skywalker Sound complet-
ed 17 films (including Mission: Impossible,
Sleepers, Volcano, Mars Attacks!, One Fine
Day, Romeo and Juliet, James & the Giant
Peach, The Anival, Beverly Hills Ninja, Follow
Me Home and the Star Wars Trilogy Special
Edlition); sound design for three features
(Con Air, Eraser, The Rock), five special
venue/ large format projects (Among
Whales, Enchanted Castle, Ellen’s Energy
Crisis, Special Effects, To Be An Astronaut);
more than two dozen commerdials for such
clients as Chevy, Energizer, Honda, Levi's,
Nissan, Pacific Bell, Pepsi, Sony and Toyota;
and music recording for film scores, musical
groups, choirs and symphonies,

Sync Sound, Inc., NYC: Sync Sound's
award-winning staff provides complete
audio post-production services for numerous
features, television series and specials, docu-
mentaries, Omni-Max, HDTV, home videos



and DVD. Eligibility year credits included
Stephen King's feature Night Flier, Beavis
and Butt-head Do America, Three Tenors in
Concert 1994 at Dodger Stadium—DVD
remix, Homicide (NBC series), Beavis and
Butt-head/Daria (M1V series’), Tuming Point
(ABC series), Chicago (Broadway cast
album), and Remember WENN (AMC series).

Todd-AO Studlos, Hollywood, CA:

During the eligibility year, Todd-AO projects
induded Dante’s Peak, Star Trek: First
Contact, Shadow Conspiracy, Private Parts,
Evita, Fled and Kansas City.

Saul Zaentz Film Center, Berkeley, CA:
Eligibility year credits included The English
Patient, Fly Away Home (mixed in 8-channel
SDDS), the remix of The Godfather,
Apocalypse Now, Capricom One and the
other two Godfathers, and mixing on Blood
and Wine, Masterminds, Commandments,
Female Perversions and The Long Way Home.

E. REMOTE RECORDING FACILITY

Design FX Remote Recording, Burbank, CA:
Design FX Remote recorded Sting and the
Soul Train Music Awards Show for television,
plus Def Leppard, The Brian Setzer Orchestra
and the Playboy Jazz Festival for radio.
Additional recordings included Alexis
Gershwin singing Gershwin dlassics, Tracy
Chapman, the Four Tops, and The Colors of
Christmas, featuring Roberta Flack, Peabo
Bryson and Aaron Neville. Other work includ-
ed Elton john, Babyface, Vanessa Willlams,
Seal, David Foster, Tim McGraw and Faith Hill
for the Andre Agassi Foundation.

Effanel Music, NYC: During the eligibility
year, Effanel’s new 24-bit, all-digital Capricorn
mobile recording studio “L7" captured or
mixed the following artists or priojects: The
Grammys® telecast, Oasis-MTV Unplugged,
Aretha Franklin, Wynton Marsalis’ Blood on
the Fields, Storytellers featuring James Taylor,
Eivis Costello, Ray Davies, Garth Brooks, Lyle
Lovett and Sting, ltzhak Pediman’s In the
Fiddller's House, David Letterman Across
America, the MTV Video Music Awards,
Lincoln Center Jazz and Riverdance—Live
From Radio City Music Hall.

Le Mobile, Vista, CA: During the eligibility
period, Le Mobile recorded: (film scoring)
Warriors of Virtue, Jungle Book ll, Going
West, The Associate and The Amival;
(music recordings) The 3 Sopranos,
Smashing Pumpkins, john Tesh Avalon,
Counting Crows, Lee Ritenour, Melissa
Etheridge, Suzanne Vega, John Mellencamp;
and (live broadcast performances) Chris
Isaak, Ozzy Osbourne, Shawn Colvin, 311,
The Neurotic Outsiders, The Black Crowes,
Los Lobos, and such dients as Album
Network, Global Network, Warner Bros.
Network and Columbia Radio Network.

David Hewitt’s Remote Recording Services,
Lahaska, PA: Eligibility year credits induded
Gloria Estefan “Live From Miami"—HBO
special, Super Bowl—stadium orchestra
theme, Bring in Da Noise, Bring in Da Funk
—broadway cast album, Live Ffrom the
Metropolitan Opera—a season of live TV
shows, 1996 Academy Awards—live TV
broadcast (orchestra), Summer Olympics—
orchestra for opening and closing cere-
monies, the concert for the Rock 'n’ Roll Hall
of Fame—a live CD, and a tribute to Oscar
Peterson—Live at Town Hall, a live CD.

Record Plant Remote, NYC: A partial list
of Record Plant Remote’s eligibility year
credits included Oasis, Sting, The Who,
The Preacher’s Wife (movie), Tragically Hip,
Betty Buckley, Further Festival, Mary Chapin
Carpenter, Farm Aid, Wynton Marsalis, Eric

Johnson, Steve Vai, joe Satriani, MTV Video
Music Awards, Harry Belafonte, Bette Midler
HBO Special, Just Heads, the Broadway
musical Rent, Mingus Big Band and Ozzy
QOsbourne.

F. RECORDING STUDIO

Chung King Studios, NYC: During the
eligibility year, Chung King worked with
four-time Grammy® Award-winner Billy
Corgan, lead writer and performer of
Smashing Pumpkins who tracked and mixed
The Aeroplane Flies High and his single
“Eye” from The Lost Highway soundtrack,
Ric Ocasek, Patricia Kaas, an adaption of
West Side Story armanged by Dave Grusin,
The Fugees The Camival, two songs for
Michael Jackson’s new release, Vanessa
Williams, En Vogue, Brandy, Shudder To
Think 50,000 B.C., First Love Last Rights
soundtrack, Bring in Da Noise Bring in Da
Funk original cast recording, When We Were
Kings soundtrack and Tricky.

Electric Lady Studio, NYC: During the
eligibility period, Electric Lady Studios
worked with Alice in Chains Unplugged,
Depeche Mode Ultra, Zhane “Request
Line,” Corrosion of Conformity Wiseblood,
Blues Traveler's upcoming release and
Everclear's upcoming release.

Ocean Way, Los Angeles: During the eligi-
bility period, the studios of Ocean Way
hosted projects by Don Was, The Black
Crowes, Toni Braxton, Travis Tritt, Red Hot
Chili Peppers, Green Day, Natalie Cole,
Michael Jackson, Babyface, Nusrat Fateh Ali
Khan, Rod Stewart, Soul Asylum, Eric
Clapton, Me'shell Ndegéocello, Enrique
iglesias, Luis Miguel, Ry Cooder, Rolling
Stones, k.d. lang, B.B. King, Hole, and the
soundtracks of The Crow I, Last Man
Standing, The Mimor Has Two Faces, The
Preacher’s Wife, Private Parts and Speed II.

Right Track Recording, NYC: During

the eligibility year Right Track worked with
Metallica Load, Alice in Chains Unplugged,
David Bowie Earthling and 50th Birthday
Pay Per View Spedial, Rent cast LP, Pat
Metheny Group Quartet, Pavarotti & Friends
Warchild, james Taylor Hour Glass, jon Bon
Jovi Destination Anywhere, Bee Gees Still
Wiaters, C. Hayden/Pat Metheny Missouri
Skys, Toni Braxton “Today,” Donna Lewis
“Without Love,” The Fugees “Ready or Not,”
Allure Allure, Vanessa Williams X-Mas,
Jimmy Buffett, X-mas Island, and Eivis
Costello “God Give Me Strength.”

Sony Muslc Studlos, NYC: During the
eligibility period, Sony Music Studios was
involved in projects for such artists as
Emmanuel Ax (Bartok Piano Concertos),
Celine Dion, INXS, Ginuwine, Wynton
Marsalis, Paula Cole, k.d. lang, Yo Yo Ma,
Shawn Colvin, Jamiroquai, Kathleen Battie,
Faith Evans, Blues Traveler, Indigio Gifs,
Maxwell, Michael Bolton, Jewel, Marry Me
Jane, Jeff Buckley, Aerosmith, Aliyah, Ben
Folds Five, Meshelle N'Degeocello and
Bruce Springsteen.

l OUTSTANDING CREATIVE
ACHIEVEMENT

Awarded to those individuals or teams who
have achieved the highest levels of excellence
in professional audio during the eligibility year.
A. AUDIO POST-PRODUCTION ENGINEER

Ben Burtt: During the eligibility period

Ben Burtt was sound designer for Star Wars
Trilogy Special Edition and Special Effects:
Anything Can Happen (Imax).

Tom HAelschman: During the eligibility period
Tom Reischman mixed The Bus, Some
Mother's Son, Michael Collins, Looking for
Richard, Grace of My Heart and Girl 6.

Ted Hall: Eligibility year credits for Ted

Hall included Eric Clapton’s Unplugged.
Madonna’s Girlie Show, Sting's Let Your Soul
Be Your Pilot and Sheryl Crow’s If It Makes
You Happy—{multichannel music mixing for
DVD); The Fifth Element—music editing; and
Singing In The Rain—audio restoration.

Walter Murch: During the eligibility year
Walter Murch worked on The Engiish Patient.

David West/Thierry Couturier: During the
eligibility period, the creative team of West/
Couturier worked on The X-Files and the pilot
for the series Millennium.

B. REMOTE/BROADCAST RECORDING
ENGINEER

Guy Charbonneau: During the eligibility
period Guy Charbonneau recorded the 1996
Ozz Festival (Ozzy Osbourne); Mystere CD
(Cirque du Solell, Las Vegas); 311; Shawn
Colvin; Tracy Chapman; Los Lobos; Toadies;
The Neurotic Outsiders; and Hezekiak Walker
(live in London).

Biff Dawes: Eligibility year credits for

Biff Dawes included: (live national radio
broadcasts) The Who Quadrophenia live
broadcast from Madison Square Garden,
Tom Petty live national broadcast from The
Fillmore, Sting live from the Woodlands in
Houston: (television) VH-1 Honors, Academy
of Country Music Awards; (albums) Frank
Sinatra, 80th Live, Nirvana Live From the
Muddy Banks of the Wishkah; and (live
recordings for radio) Beck, Rage Agalnst
the Machine and Pete Townshend.

Randy Ezratty: Randy Ezratty is the owner
of Manhattan-based Effanel Music. Mixing
credits for the eligibility period included
the 1996 Grammy® Awards telecast;
Aretha Franklin “Live From Detroit's New
Bethel Church™; and VH-1 “Storytellers”
featuring jJames Taylor, Lyle Lovett, Garth
Brooks and Elvis Costello.

John Haris: Eligibility year credits for john
Harris included various projects with David
Bowie, Sting, Aerosmith, Eric Clapton, Stone
Temple Pilots, Metallica, Bush, The Black
Crowes, Patti Smith, Lou Reed, The Doobie
Brothers, Collective Soul, Alanis Morissette,
The Smashing Pumpkins, the 1996 MTV
Video Music Awards, the 1996 Grammy®
Awards, The Kennedy Center Honors 25th
Anniversary, the 1996 Horde Festival,
VH-1's Hard Rock Live, the 1996 Rock & Roll
Hall of Fame Inductions, Tony Bennett Live
By Request, and MTV Unplugged with
Hootie & the Blowfish, Oasis, Seal, Tori
Amos and Alice in Chains.

David Hewitt: David Hewitt is president

and chief engineer of Remote Recording
Services. Eligibility year credits included The
Three Tenors at Glants Stadium—a live televi-
sion PPV; Super Bowl—stadium orchestra
theme; The Three Sopranos in L.A.—a live
video and CD; Patrick Cassidy “A Famine
Remembrance™ —orchestra recordings; and
Live from the Met 1996/1997 season—

live television recordings.

C. SOUND REINFORCEMENT ENGINEER

Robert “Cubby” Colby: During the
eligibility period, Robert Colby was FOH
engineer for Bob Seger’s “It's A Mystery”
tour, recording 30 of the 65 North American
shows. He was also involved in the promo-
tional tour for Phil Collins and mixed FOH for
Collins’ North America tour. Colby also
mixed the 1996 Billboard Music Awards.
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John Kems: During the eligibility period
John Kerns was FOH engineer/system
engineer for Bruce Springsteen’s world tour
and FOH engineer for Indigo Girls, Dave
Pirner, Billy Bragg, Bruce Springsteen and
others at the Woody Guthrie Tribute at the
Rock & Roll Hall of Fame.

Dave Kob: During the eligibility period
Dave Kob mixed The Who's Quadrophenia,
MTV Video Music Awards and the
Grammy® Awards,

David Morgan: During the eligibility period
David Morgan mixed the live performances
for Steely Dan’s “The Ant Crimes” tour and
Bette Midler's “Diva Las Vegas” tour, and
with Mike Wolf of Clair Brothers designed
and installed the Clair System at the
Universal Amphitheatre in Universal City.
Robert Scovill: During the eligibility period
Robert Scovill was FOH mixer for Foreigner’s
“Can’t Stop Rockin™” tour, mixing live concert
sound as well as live uplinks to the Internet;
teamed up with Rush for the first leg of
their “Test For Echo™ tour, where Scovill's
cluties included 72-track diigital recordings
of the shows to be used on an upcoming
release; and worked with Tom Petty and the
Heartbreakers for a 20-show run at The
Fillmore in San Francisco.

D. MASTERING ENGINEER

Bob Ludwig has won the last three years and
is ineligible for 1997.

Greg Calbl: During the eligibility period,
Greg Calbi mastered The Chieftains’ Santiago,
Patti Smith's Gone Again, Tony Bennett's On
Holiday, Whitney Houston's The Preacher’s
Wife soundtrack, Luscious Jackson’s Fever
In, Fever Out, Joshua Redman's Freedom in
the Groove, Momhine’s Like Swimming,
Vic Chestnutt's About to Choke and John
Scofield’s Quiet,

Bernle Grundman: During the eligibility
period, Grundman mastered projects for
Boz Scaggs, Stevie Wonder, Kenny G, Liza
Minnelli, Yumi Matsutoya, Tool, Andre
Crouch, Keiko Matsui, George Winston,
Steve Vai, Robert Cray, Harvey Mandel,
Chick Corea, Eric Johnson, Mighty Clouds of
Joy. Sneaker Pimps, Sergio Mendes, David
Benoit, Gilberto Gil, Richard Carpenter,
Ferron, Simply Red, Puff johnson, Donnie
McClurkin and the sounditrack albums for
That Thing You Do, Selena, Last Man
Standing, Mandela and Jungle 2 Jungle.

Ted Jensen: A few projects Ted |ensen
worked on during the eligibility period
included Live's Secret Samadhi, The Verve
Pipe’s Villains, Pat Metheny's Quartet, Big
Head Todd & the Monsters’ Beautiful World,
Helmet's Aftertaste, Neurotic Qutsiders’
Neurotic Qutsiders, James Taylor's Hourglass,
Dave Matthews Band's Crash, Third Eye
Blind's Semi-Charmed Life and Hanson's
Middle of Nowhere.

Denny Purcell: During the eligibilty period
Denny Purcell mastered Mark Knopfler's
Golden Heart and remastered Knopfler's
soundtracks for The Princess Bride, Last Exit
to Brooklyn, Cal and Local Hero. Other pro-
jects included Vince Gill's High Lonesome
Sound, George Strait's Carrying Your Love
With Me, Mark O'Connor, Edgar Meyer and
Yo Yo Ma's Appalachian Waitz and Barry
Manilow's Summer of ‘78, and work by
Wynonna, Chet Atkins, Cibo Matto, LeAnn
Rimes, Deana Carter, Tanya Tucker, Steve
Wariner, Carl Perkins, Paul McCartney,
George Harrison, Tom Petty, Bono, John
Fogerty, ].]. Cale, John Prine, Pam Tillis, Trisha

Yearwood, Garth Brooks, Asleep at the
Wheel and Randy Travis.

Howle Welnberg: In the eligibility year,
Howie Weinberg mastered U2's Pop, The
Smashing Pumpkins’ Melloncollie & the
Infinite Saciness, Garbage’s Garbage, Blues
Traveler's double live CD, P Harvey's To
Bring You My Love, Squirrel Nut Zippers'
Hot, Gravity Kills" Gravity Kills, Rancid’s
And Out Come The Wolves, Cracker's The
Golden Age and The Jon Spencer Blues
Explosion’s No | Got Worry.

E. RECORD PRODUCER

Kenny “Babyface” Edmonds: No credits
were available at presstime.

Tony Brown: Eligibility year credits for Tony
Brown indluded: co-produced George Strait
Blue Clear Sky, Todd Snider Step Right Up,
Marty Stuart Honky Tonkin's What | Do Best,
produced David Lee Mumphy Getting Out
the Good Stuff, Vince Gill High Lonesome
Sound, Tracy Byrd Big Love, Mark Chesnutt
Chesnutt’s Greatest Hits (2 sides) “It's A Little
Too Late”™ and “Let It Rain”; and executive
produced One Voice.

T-Bone Burnett: Eligibility year credits for T-
Bone Burnett included Waliflowers Bringing
Down The Horse; Gillian Welch Revival: Sam
Phillips Omnipop: It's Only A Flesh Wound,
Lambchop; Daniel Tashian Sweetie; and
Jimmie Dale Gilmore Braver, New World.

David Foster: Eligibility year credits for
David Foster included Az Yet Hard to Say
I'm Sorry, Toni Braxton "Unbreak My Heart,”
Natalie Cole "When | Fall In Love,” Whitney
Houston "I Believe in You and Me” from
The Preacher’s Wife soundtrack, “For You |
Will” from the Space Jam soundtrack, “I
Finally Found Someone™ from The Mirror Has
Two Faces soundtrack, “Where Do We Go
From Here” from the Eraser soundtrack,
Celine Dion "All By Myself,” “Whenever
There Is Love™ from the Daylight soundtrack,
Michael Jackson "Earthsong,” Celine Dion
"Natural Woman,” and Jordan Hill For The
Love of You and How Many Times.

Don Gehman: Eligibility year credits for
Don Gehman are Hootie & the Blowfish
Fairweather Johnson, Better Than Ezra
Friction Baby, Nanci Griffin Blue Rose, and
Uma’s latest album.

F. RECORDING ENGINEER

Tchad Blake: Albums released during the
eligibility period included Suzanne Vega
Nine Objects of Desire (engineer); Los Lobos
Colossal Head, Richard Thompson You?
Me? Us?, Cibo Matto Viva La Woman, Finn
Brothers Finn Brothers , Kent (France) Nouba
(co-producer/engineer); Sheryl Crow Sheryl
Crow, Soul Coughing Imresistibie Bliss (mix
engineer); and Crowded House Recuming
Dream—The Best of Crowded House
(engineer/co-producer of new songs).

Ed Cherney: Eligibility year credits for Ed
Cherney included Jann Arden’s Living Under
June, Anne Murray Anne Murray, The
Calfianes and Johnny D. Lang “Lie to Me.”
Mick Guzauski: Eligibility year credits includ-
ed Az Yet Hard to Say I'm Sorry, Michael
Bolton’s Go The Distance, Uncle Sam [ Don’t
Ever Want To, Warren Hill Shelter, Toni
Braxton Secrets and Eric Clapton “Change The
World” from the Phenomenon soundtrack.
Tom Lord-Alge: Eligibility year credits
included Live's Secret Samadhi, Dave
Matthews Band's Crash, The Wallflowers’
Bringing Down the Horse, and The Verve
Pipe’s Villains.

Rail Jon Rogut: During the eligibility

period, Rail Jon Rogut recorded Meshell
Ndegeocello’s second album Peace Beyond
Passion, and also recorded her remake of
“Time Has Come Today" for the motion pic-
ture White Man's Burden, new material on
Chaka Khan's Epiphany album and material
on Ry Cooder’s score of Last Man Standing
and In From The Storm, a tribute to Jimi
Hendrix, produced by Eddie Kramer.

ll OUTSTANDING TECHNICAL
ACHIEVEMENT

Awarded to those products or innovations
that have made the most significant
contributions to the advancement of audio
technology during the eligibility year. Note:
The following product descriptions were
supplied by the companies nominated and
have been edited for length and style.

A. ANCILLARY EQUIPMENT

Aardvark AardSync Il: This keeps all digital
audio devices running together perfectly while
keeping everything in sync to video. AardSync
Il eliminates unwanted clicks and pops and
guarantees that the equipment will not only
work well, but it will work flawlessly with
everything else. Proprietary Digital AardLock
Technology provides quick, stable lock while
generating extremely low jitter, which elimi-
nates doudy audio, Comaptible with Digidesign,
Sonic Solutions, Yamaha 02R/03D, Tascam
DA-88, etc. Full NTSC/PAL compatibility.

Apogee EHectronics FC-8 Format Converter:
The Apogee FC-8 allows the cost-effective,
bi-dlirectional transfer of eight channels of
digital audio between Alesis ADAT and
Tascam TDIF (DA-88 and compatibles)
MDM:s. It also permits ADAT-compatible
dligital converters—such as the Apogee
AD-1000—to operate with TDIF-based
MDM:s. The FC-8 is particulary useful for stu-
clios and post-production facilities needing
to make transfers between the two formats,
where it offers a cost-effective, compact,
stand-alone solution to a common problem.

Benchmark AD2004 Analog-to-Digital 20-
Bit Converter: The AD2004 is a 4-channel,
20-bit A-to-D converter in a one-rackspace
chassis. The AFD2004 sets new benchmarks
in price and performance by providing the
absolute highest performance at a cost of
only $550 per channel. THD+N is - 108 dBFS,
intrinsic jitter is <11 pS, and idle tones are
<137 dB, even when phase-locked to AES
sync. Digital meters and sample rates of
44.1 and 48 kHz are standard.

Equi=Tech Balanced Power AC Wall
System: The revolutionary breakthrough

of balanced AC power technology is now
available as a turnkey system for hard-wiring
an entire studio or production facility. Three
sizes, which have 50-, 75- and 100-amp
capabilities, include built-in surge and GFCl
protection. Housed in a rugged NEMA-12
cabinet, quality components ensure many
years of depencdable operation and immacu-
lately clean audio system performance.

Furman Sound IT-1220 Balanced Power
Isolation Transformer: This shielded,
rackmount, toroidal isolation transformer
provides balanced 60/120 VAC single-phase
power (NEC-recognized for low-noise
technical applications), significantly reducing
sytemwicde hum and buzz—a 16dB back-
ground noise reduction. Installs in minutes
without an electrician. A microprocessor-
controlled AC voltmeter indlicates for margin-
al or excessive voltage conditions. Extreme
Voltage Shutdown protection circuits power



down if accidentally connected to 220V,

and Soft Start prevents large surge currents
on power-up.

JBL Professional SMAART™: |BL Professional
SMAART is affordable acoustical measure-
ment and analysis software that allows consul-
tants, contractors and audio system designers
to easily optimize sound sytems, analyze
acoustical conditions and obtain maximum
performance from their sound systems.

B. AMPLIFIER TECHNOLOGY

Crown K2: The K2 amplifier utilizes Crown’s
proprietary, patent-pending Balanced Current
Amplifier (BCA™) circuitry to deliver excep-
tionally high power (1,250 watts per channel
into 2 ohms) while generating virtually no
component-degrading heat. The K2 has more
than double the energy efficiency of conven-
tional switching amps, allowing sound pro-
fessionals to plug more amplifiers into a sin-
gle AC dircuit, while greatly reducing overall
operating costs. No fan, no noise, $2,000.

Hot House High Resolution Control Room
Ampilifiers: Studio amps that reproduce
music in a no-compromise fashion, the High
Resolution Series is a direct descendant of the
original S400 (the first dedicated control
room amp, introduced a decade ago) and is
the result of a great deal of R&D and listening
time aimed at refining that initial design.

No global feedback, extremely fast recovery
time, superb square-wave performance and
exceptionally stable wide-bandwidth response
into reactive loads from ali-discrete MOSFET
circuitry and over-built power supplies.
Mackie FR Series M-1200: The FR Series
M-1200 features low negative feedback;
T-design constant gradient cooling for ther-
mal stability; sustained ultra-low-impedance
capability (1,200 watts, 4 ohms bridged: 600
+ 600 watts into 2 ohms); built-in sweepable
CD horn compensation, built-in variable HP
filter, built-in limiter and switchable LP sub-
woofer crossover; defeatable clip eliminator;
and ultra-LF subsonic stabilizer. Detented
Input gain controls calibrated in volts and dB,
5-segment level LEDs, and six status LEDs.

Peavey CS800S: The CS800S benefits from
20 years of continuous improvement. A
smart HF power supply combines with metal
output power transistors to continue the tra-
dition of reliabllity and ruggedness that
makes the CS8005 world famous. A patent-
pending output circuit delivers damping fac-
tors in excess of 1,000:1 for rock-solid bass.
Industry-standard power and performance in
a remarkable two rackspaces (only 23.5
pounds), at a price only Peavey can deliver.

QSC Powedight 2.0 HV: Optimized for
maximum power at 8 and 4 ohms, this amp
delivers 650 watts/channel at 8 ohms and
1,000 W/ch at 4 ohms in a two-rackspace
chassis weighing only 18 pounds. The power
supply, using QSC's PowerWare™ switching
technology, provides higher regulation than
most “conventional” supplies to deliver
superior dynamics and LF response. Other
features: remote AC power control, remote
signal processing, amplifier monitoring, and
control with QSC's new QSControl2 network
audio system.

Stewart World Serles: The World Series con-
sists of five amps—the World 250, 600 1.2,
1.6 and 2.1—ranging from 250 to 2,100
watts, weighing 7 to 17 pounds. Features
include detented front-panel level controls
and XLR and 1/4-inch connections that
accept balanced or unbalanced inputs.

Prices range from $439 to $1,399; all include
a five-year warranty.

C. MIC PREAMPLIFIER TECHNOLOGY

ATI 8MX2: The ideal companion to digital
recording in one rackspace, the 8MX2
contains eight of ATl's signature high-voltage
(+£48V) mic preamps, each with its own
output, adjustable limiter, ground lift,
phantom and phase reverse. The 8MX2 is
simultaneously a full-featured 8x2 mixer with
monitoring of either the mic inputs or the
eight balanced line returns. Multiple 8MX2s
can be slave-linked together for multiple-unit
connection of the cue and mix buses.

Focusrite Green 1 Mic Preamp: The Creen
1 Mic Preamplifier follows proudly in the
footsteps of the illustrious Red Range,
providing two channels of exceptionally
high-quality mic preamplification for live
stereo recording, studio tracking, ADR or
voice-over. This all-new design uses the lat-
est audiophile-grade electronic components
combined with original and striking industrial
design. Features include 48V phantom
power, phase reverse, 75Hz HP filter and
mute switch with external trigger input.

Grace Design Model 201: The Model 201
2-channel microphone preamplifier is based
on the critically acclaimed dircuitry of the
flagship Model 801 8-channel. The 201 is
designed to deliver a high level of dlarity,
subtlety and detail to tape/hard disk without
coloration. Each channel is equipped with
phantom power, phase reversal and a 20dB
attenuator. Gain controls are 24-position
gold-contact rotary switches accompanied
by 10dB output trim controls. Retail: $1,895.

Joemeek Tube Channel: This multifunctional
mono processor for tracking combines four
separate pieces of quality equipment in a
single 2U unit. Onboard are a state-of-the-art
mic preamplifier, using a transformer at the
input and two separate amplifier stages for
the lowest possible noise and distortion. A
full mono Joemeek Photo-Optical Compressor
for added punch, a mono Joemeek enhancer
to add sparkle and a “Tube” gain makeup
amplifier to add warmth are standard.

Manley Mic EQ500: Following on the heels
of the Variable MU Limiter Compressor, this
shares similar fully differential tube circuits,
but this time used for a mic preamplifier/
equalizer. The minimalist passive-design
equalizer has stepped rotary switches for
frequencies and cut or boost. It is a combina-
tion of the best in vintage and the best in
modern electronics. The Mic EQS500 is per-
fectly suited for direct-to-tape recording and
situations where performance is important.

Summit Audlo MPC-100A: The MPC-100A
mic preamp/comp-limiter features two tube-
driven stages. The input stage accommo-
dates mic (using Jensen transformer), line or
Hi-Z signals. The compressor-limiter section
offers attack, release, AC threshold and slope
controls. A VU meter displays output or gain
reduction levels. The unit has an input pad,
48V phantom and tube drive indicators.
Input is XLR balanced or unbalanced; output
is +4 balanced XLR and -10 unbalanced.

D. COMPUTER SOFTWARE & PERIPHERALS

Cakewalk Pro Audio 5.0: This complete
audio/music sequencing workstation for
musicians, producers and multimedia
developers lets users record, edit and play
back as many tracks of digital audio as the
computer can handle. Digital audio hardware
support includes Digidesign Session
8/Audiomedia lil, Soundscape SSHDR! and
Windows-compatible sound cards. Pro MIDI
editing includes 256-bank SysEx fibrarian;

interpolate; fit-to-time; fit-improvisation;
velocity scale; and event filter. Incorporates
audio and MIDI sync to SMPTE formats,
MTC and MMC.

Digital Audio Labs V8: The V8 modular,
multichannel workstation platform for the
PC includes a 16-track disk recorder, up to
32 channels of automated mixing, a modular
DSP architecture, and full synchronization
capabilities. The V8 system offers a wide
variety of I/O peripherals, including multi-
channel rackmount A/D-D/A and ADAT/
DABS interfaces with transport control.
Application and DSP plug-in software is
available entirely from third-party developers.
Liquid Audio Liquifier Pro™: The Liquifier
Pro professional audio mastering software
for the Internet contains everything needed
to prepare and publish true CD-quality,
copy-protected music for secure distribution
over the Internet. Simply point and click to
create a single file that contains descriptive
text, graphics and superior-quality audio. The
Liquifier Pro contains all the tools necessary
to record, edit, encode and publish, Once
mastered, audio can be previewed and pur-
chased using the free Liquid MusicPlayer.
Mark of the Unlcom Performer 5.5:
Performer is MOTU's award-winning
Macintosh sequencer, well-known for its
intuitive graphic interface, real-time editing,
powerful MIDI output processing, notation
editing and printing, automated mixing,
graphic sequence chaining, unlimited

tracks and comprehensive MIDI system
management. Performer is a complete front
end for today’s studio with advanced
synchronization and MIDI Machine Control.
Ten years of hit records, film scores and
concert tours are refiected in the features
and design of Performer.

Sonlc Foundry Sound Forge 4.0: Sound
Forge 4.0 sets the standard in sound editing
for Windows. Record and edit professional-
quality audio with numerous effects,
processes and tools. Set custom parameters
to a selection and preview changes before
execution. Sound Forge supports Video for
Windows files, which can be output as
RealMedia and Active Streaming Format
for the Internet, Sound Forge’s expandable
architecture supports plug-ins such as CD
Architect, Noise Reduction, Batch Converter
and DirectX Audio plug-ins.

Spatializer Audlo Labs Spatializer® PT3D
TDM: This Pro Tools TDM plug-in provides
real-time 3-D audio processing for Pro Tools
systems equipped with TDM. Users can posi-
tion any number of sounds in space in real
time, using the Pro Tools panning sliders and
a minimum of system resources. The PT3D
also provides level meters, sum/difference
meters and a Spatial Impression Meter™ for
an intuitive and ergonomic display.

E. MICROPHONE TECHNOLOGY

Briiel & Kjaer DPA4060: The DPA40GO/
4061/4062—one of the world’s smallest
omnidirectional microphones at only
7/32-inch in size—is designed to handle
humidity, sweat, wind and pops with
optimum audio performance. They're perfect
for invisible miking applications, including
body placement, and are compatible with
all pro wireless systems. Designed by Ole
Brosted Sorenson of Danish Pro Audio,
designer of the Briel & Kjaer microphones,
the 4060 Series is changing the industry’s
benchmark for miniuature microphones.
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Earthworks TCAOK: The TCAOK is accurate
to a degree that few microphones can
approach. Accurate in the time domain and
optimized to deliver clean impulse response,
the TC4A0K has extremely accurate frequency
performance from 9 Hz to 40 kHz (typically
within +0.5 dB from 20 Hz to 20 kHz).

By keeping time relationships coherent and
transducing waveforms exactly, the TC40K
captures the experience of being there,
They sound real!

Neumann M149 Tube Microphone: The first
new tube microphone from Neumann in 30
years, the M149 Tube combines the K49 cap-
sule—from the U47 and M49 microphones—
with a transformerless tube circuit, resulting in
a tube microphone with the lowest self-noise
of any in the world. Like its ancestors, the
M149 Tube is a superb vocal mic and has
gained rapid acceptance with a wide variety
of engineers and artists, ranging from cartoon
voice-overs to opera recordings.

RODE Classic Valve Microphone: Priced at
$1,999 the Classic was developed using the
sonic quality and spirit of the great vintage
models as a baseline. It features the rare
6072 tube used in the most famous vintage
microphones, a dual-pressure gradient
transducer with large gold-sputtered
diaphragm, a custom Jensen™ output trans-
former and a hand-polished casing milled
from solid brass. The remote power supply
provides nine selectable polar patterns, two
bass rolloffs and -10/-20dB pads.

Schoeps M222 Tube Microphone: The
Schoeps M222 updates its 35-year-old
predecessor, the classic M221B, in several
important respects. The M222 has a
balanced, transformerless output and accepts
any of the capsules and active accessories of
the current Schoeps Colette line. It includes
a cable, stand mount, pop screen, power
supply and carmrying case. An optional line-
level solid-state preamplifier is available.
Powering is from external DC, using either a
battery or the AC-DC converter provided.

Soundelux U95: Following in the tradition
of the classic tube mics of the 1950s, the
Soundelux U95 features a 1-inch diameter
capsule with dual 6-mil gold-on-mylar
diaphragms, as well as vacuum tube
electronics. The amplifier uses a powerful,
two-stage, low-distortion, direct-coupled
topology. Offering switchable omni, cardioid
and figure-8 polar patterns with six interme-
diate steps, pattern selection is accomplished
remotely from the power supply unit.

F. SOUND REINFORCEMENT LOUDSPEAKER
TECHNOLOGY

Apogee Sound C-3: The C-3 Concert
Loudspeaker Is a three-way, tri-amped
system, offering wide range at very high
sound pressure levels in a small-format
enclosure, It utilizes a horn-loaded 15-inch
(380 mm) bass driver, a constant-directivity
horn-loaded 2-inch (50 cm) compression
driver and a 1-inch (25 mm) high-frequency
horn/driver combination. The enclosure is a
15-degree trapezoid, constructed of Finland
birch ply, and fitted with a steel grille.

Electro-Voice DeltaMax™ DMS 1122/85:
This two-way, full-range, electronically con-
trolled loudspeaker is designed for high-level
touring or fixed instailation applications. The
DMS 1122/85 employs a custom 12-inch
woofer and a high-output/low-distortion
titanium compression driver coupled to a
80°x55° constant-directivity horn providing
wide-range music reproduction and accurate
vocal intelligibility. The new DeltaMax line

also includes a 15-inch two-way, an 18-inch
subwoofer and a dual 18-inch subwoofer.

Eastern Acoustic Works KF855 Downfill
Speaker: This concert loudspeaker provides
front-fill coverage while still flying seamlessly
within a typical KF850 amay. Housed in the
same size and shape cabinet as the KF850, it
features a dual high-frequency section. Two
individual horns are loaded with 2-inch com-
pression drivers: One horn fires downward
at a gentle angle, the other fires downward
at a steeper angle. The KF855's 10-inch
horn-loaded midrange section is also angied
slightly downward.

JBL Professional HLA Serles: The HLA™
(Horn Loaded Array) Series is the next
generation in large tour sound systems,
representing a breakthrough combination

of new driver technology, ergonomic design
and highly integrated components. The HLA
Series features revolutionary technologies
such as DCD™ driver technology.
Spaceframe™ technology and Aimable,
Multi-band Waveguide™ tilting system.

This combination of new mechanical innova-
tions provides advantages in positioning,
ftying, loading and aiming the array.

Meyer Sound Labs CQ- 1/CQ-2: The CQ-1
(80°x40° coverage) and CQ-2 (50°x40°) self-
powered loudspeakers offer precise pattern
control. Developed from extensive research
in Meyer's anechoic chamber, both speakers
feature Constant Q horns (for uniform fre-
quency response over the entire coverage
area), with a lightweight electronics/amp
module on the cabinet back for quick setups.
Currently on shows such as Smoky Joe's Cafe
and The Lion King, CQ speakers are used in
theaters and clubs worldwide.

Turbosound HiLight: The Turbosound THL-2
is a member of the HiLight family of prod-
ucts that combine Turbosounds's proprietary
cone midrange transducer technology with
all-new, wide-dispersion hom techniques
derived from the company'’s highly success-
ful long-throw Flashlight technology. The
THL-2's 90°x40° dispersion pattern is ideal
for permanent Installations in dubs, houses
of worship, conference centers and a wide
variety of portable applications, including
A/ comporate presentations, touring produc-
tions and regional band performances.

G. STUDIO MONITOR TECHNOLOGY

Audix NiHle V: Designed for mastering and
critical applications where linear frequency
response and accurate reproduction are
essential, this two-way system combines a
1-inch doth-dome tweeter and a 7-inch
Keviar cone woofer. Noted for its exceptional
imaging, accurate reproduction and the
ability to reproduce bass frequencies down
to 40 Hz without phase distortion, the Nile
V's vented enclosure is solidly constructed
of 1-inch wood composite internally lined
with natural wool.

Dynaudio C4A: The C4A is a free-standing
3- or 4-way high-resolution monitoring
system designed to work without the need
for special flush-mounting or acoustic
redesign. Driver complement: modified
Dynaudio Esotar units, with specially formu-
lated ferro-fluid damping/cooling, plus extra
low-mass aluminum voice coils. Cabinets:
hand-built, acoustically optimized, heavily
damped asymmetric enclosures offering the
best possible transient response. ABES LF
units for greater power, room matching and
discrete 5.1 systems.

Event 20/20bas Blamplified System:
Designed for professional audio environ-

ments where accurate and detailed frequen-
¢y response and imaging are required, the
20/20bas direct field monitor system fea-
tures custom-designed, mag-shielded 8-inch
potypropylene cone woofers and 25mm fer-
rofluid-cooled natural silk-dome tweeters.
Each cabinet offers 200 watts of continuous
power (130W to the woofer; 70W to the
tweeter), an active fourth-order asymmetrical
crossover, and continuously variable input
galn and high- and low-frequency trim con-
trols. Retail: $999/pair.

Genelec 1029A/1091A: The 1029A/1091A
Active Monitor System achieves high perfor-
mance through the use of expert design and
new manufacturing technologies. The system
has applications for both home studio and
professional installations. The 1029A’s alu-
minum-injected enclosure contains multiple
mounting options as well as Genelec's DCW
technology, active crossovers and direct-
coupled bi-amplified 40-watt output stages.
The optional 70-watt, matching 1091A
Active subwoofer extends the system
response down to 38 Hz.

Quested V52205: The latest addition to
Quested’s range of near-field, self-powered
monitors, the VS2205 offers extremely
accurate and natural reproduction, a wide
listening area, high power handling and low
user fatigue. Designed by Roger Quested,
whose designs are found in studios owned
by prominent musical artists around the
world, the VS range has won the respect of
studio designers, recording engineers and
post-production professionals for its honest
ability to present recorded material in an
uncolored fashion.

Tannoy System 800: This high-sensitivity
(92 dB), high-power-handling (180W) studio
monitor is designed in the fundamental
50-year Tannoy Dual Concentric tradition.
The phase-coherent, point source 8-inch
Dual Concentric drive unit and innovative
landscape cabinet design provide a natural
sound field, detailed midrange, a superior
overall tonal balance and deep bass exten-
sion. The System 800 provides the profes-
sional engineer with a useful too! to create
well-defined, well-balanced mixes.

H. MUSICAL INSTRUMENT TECHNOLOGY

Akal MPC-2000: The MPC-2000 from

Akai is an integrated sequencer/sampling
drum machine that's the perfect solution for
electronic music production or live perfor-
mance applications. Priced at $1,495, the
MPC-2000 combines a 64-track/ 100,000-
note sequencer, 16-bit sampling engine
(32-voice), and Akai's renowned pressure/
velocity-sensitive finger pads for fast,
creative production.

Alesls QS8™ Expandable Master
Synthesizer: Combining an 88-note weight-
ed keyboard controller with a powerful
synthesis engine, this has 16MB (32MB
expandable) of sounds: 640 programs, 500
multitimbral mixes and Alesis’ acclaimed
piano sounds. Load sounds via PCMCIA
cards or import sample files with the (includ-
ed) Sound Bridge™ software. Four effects
buses, four audio outputs, serial port for
direct connection to Mac or PC computers
and an ADAT® Optical Digital output allow
easy integration into the digitai studio.

E-mu E4AXT: E-mu’s premier sampler/synthe-
sizer represents four generations of Emulator
technology. With 128-voice polyphony,
128MB sample RAM capacity, 1GB hard
drive, and professional features like built-in
FX, balanced outputs and AES-EBU digital



1/O, the EAXT can tackle anything from
sound design to 32-part multitimbral MID!
sequencing. Thanks to EOS software, new
features are added regularty, such as a
48-track workstation sequencer and support
for sound ROM:s.

Ensoniq MR-61/MR-76: These (61- or
76-key) weighted-action keyboards feature
more than 1,200 sounds and include a built-
in drum machine, full-featured sequencer
and effects processor. Both products also
have Ensoniq’'s SoundFinder interface, which
makes sound selection a breeze, as well as
the new Idea Pad™, which is always record-
ing anything that is played on the keys. The
Wave ROM can be expanded up to 86 MB
using three Wave expansion board slots.

Line 6 AxSys 212 Digital Guitar System:
The AxSys 212 offers a new approach to
guitar amplification that physically models
the sounds of the most popular classic
amplifiers. Using powerful Dual DSP architec-
ture, the AxSys 212 software preamp re-
creates the audio characteristics of real tubes
along with a comprehensive set of profes-
sional “rackmount” digital effects. The AxSys
212 combo features a 100-watt stereo (S0W
RMS/channel) amplifier with dual 12-inch
custom-designed Eminence speakers.

Roland [V-2080 Synth Module: The 64-
voice [V-2080 expands upon the worldwide
success of Roland’s |V-1080e—a standard
among profesional musicians and com-
posers—by offering eight expansion board
slots, three independent EFX sets and dra-
matically enhanced ease-of-use. These fea-
tures, combined with a large new backlit
LCD and innovative Patch Finder and Phase
Preview functions, makes the |[V-2080 one
of the most powerful sonic tools in existence
for the professional synth market.

L. SIGNAL PROCESSING TECHNOLOGY

Amek 9098 Compressor-Limiter: Designed
by Grammy Award-winning Rupert Neve
and manufactured by Amek to his exacting
specifications, the 9098's circuitry is firmly
based on the principles established by Neve
in his revered 2254 device, originally manu-
factured in the late 1960s. The compressor-
limiter has two transformer-balanced chan-
nels with separate compression and limiting
circuits. An innovative Ambience control
enables the unit to be used to eliminate or
minimize backgrounds and reverbant fields
in stereo or mono signals.

BSS Audio Omnlidrive FD$388 v1.22: The
Omnidrive FDS388 Version 1.22 is a pro-
grammable, all digital, DSP-based loud-
speaker management device that combines
the functions of a stereo four-way crossover
with parametric EQ, delay and protection
limiting. Other features include a meteorolo-
gy probe to sense changes in temperature
and humidity and change delay and EQ para-
meters to produce a more consistent sound
during changing atmospheric conditions.
dbx Blue Serfes 160S: Combining new
designs with dassic technologies, dbx com-
pressors are the standard of the industry. The
flagship of the premier Blue Series, the 1605
uses a 32 matched-pair transistor implemen-
tation of the dassic David Blackmer decilin-
ear VICA, which has the performance charac-
teristics one expects from the company that
brought the audio community the VCA over
25 years ago. Distinctive styling and dassic
“dbx sound” made the 160S an instant suc-
cess with audio professionals everywhere.

Lexicon MPX 1: The MPX 1 uses Lexicon's
Multiple Processor FX Technology featuring

two independent microprocessors—the
proprietary Lexichip for the world’s best
reverb and a separate DSP chip for additional
effects. Unlike other multi-effects, there's
never a sonic compromise in reverb pro-
grams with the MXP 1. The MXP 1 features
an interactive front panel interface, library
sort/search function, balanced XLRs, 1/4-inch
analog and digital S/PDIF connectors and

full MIDI functionality.

Nightpro EQ3-D Dimenslonal Equalizer:
One of the most exciting products in the
audio industry in years, the EQ3's unique
patented circuitry adds the presence and
warmth of a performance back into the
sound without distorting or introducing the
negative effects normally associated with
equalization. The EQ3-D's AirBand opens up
the high-end, adding shine or polish to the
sound, setting it apart from all others, with
broad applications in film, broadcast, vocals,
sound reinforcement and live performances.

TC Electronic Finalizer: This complete
mastering toolbox in a single rackspace
provides the finishing touch to mixes that
you usually get from a professional master-
ing house. Finalizer optimizes DAT or CD-R
masters, turning this often difficult task into a
straightforward process. It combines 20-bit
A/D and D/A converters, 5-band parametric
equalizer, de-essing, digital radiance genera-
tor, gain maximizer, multiband expander/
compressor/ limiter, auto-fade tool and
dithering. Digital 1/O is standard.

). RECORDING DEVICES/
STORAGE TECHNOLOGY

Genex GX 8000: The Genex GX 8000 MO
Disk Recorder sets new standards in digital
8-track recording. Only the GX 8000 can
record at up to 24-bit resolution and 96kHz
sampling rate, to deliver a dynamic range
and frequency response that outperforms
any other tape- or disk-based digital multi-
track. No other recorder is better equipped
to meet the needs of new formats such as
DVD. The GX 8000 provides the ultimate
solution in digital audio recording.

Marantz CDR620 CD Recorder: The next
generation in stand-alone, write-once CD
recorders, the CDR620 features built-in sam-
ple rate conversion, CD/DAT/MD/DCC sub-
code converter, level sensor for automaticalty
incrementing from the analog input, 9-pin
parallel (GPI) port for customized control and
SCSI-Il for connecting to most digital audio
workstations or computers. Other features
include 2x speed recording, AES/EBU digital
I/O, digital cascading, index recording and
a wired remote.

Nagra-D Series 2000: This professional,
transportable, autonomous, 4-channel digital
audio recorder is designed to high-quality
standards for reliability, robustness and
exceptional sonic performance, synonymous
with the Nagra brand name. Capable of

24 bits-per-sample recording at sample
rates from 32 kHz through 96 kHz, the
Nagra-D has found its home on the sets of
award-winning feature films, in concert halls
preserving performances of the world’s
great orchestras, and in the equipment
collections of demanding audiophiles.

Sony PCM-7040: Sony has added the
PCM-7040 to its POM-7000 series of time-
code-capable recorders. Featuring four heads
to allow confidence monitoring, the PCM-
7040’s newly designed transport offers
improved tape handling. In addition to time-
code-capability with SMPTE/EBU and flm
formats, a built-in chase synchronizer and a

9-pin RS-422 control port, the PCM-7040
has many standard features that were
options on previous PCM-7000 recorders.

Studer D827-MCH MK II: Studer’s fourth-
generation 24/48-track DASH multitrack
features a new autolocator, 20-bit A/D-D/A
converters, tape deaning stabllization guide
system, improved tape transport, 24-bit
Extended Digital Resolution capability,
180-second onboard sampler with edit track
slip and track-bounce features, and MADI
and AES/EBU interfaces. Field-upgradeable
from 24 to 48 tracks, the D827-MCH MK I
offers total DASH compability. Its NST™
Noise Shaping Technology provides the
best sound quality.

Tascam DA38: Optimized for the musician
and songwriter, Tascam's DA-38 modular
digital multitrack utilizes the Hi 8mm tape
format. The recorder features an electronic
patchbay, digital track copy capability, track
advance and delay plus a test tone genera-
tor. The DA-38 is compatible with all DTRS®
recorders and can be expanded up to 16
machines (128 tracks). With the optional
MMC-38, the DA-38 can be controlled via
MMC commands and output MTC without
sacrificing an audio track.

K. WORKSTATION TECHNOLOGY

CreamWare TripleDAT Version 2.3: Priced
at $1,798, TripleDAT is a completely profes-
sional, fully featured DAW system for
Pentium PCs. Features include multitrack
recording, editing, mixing, DSP (80-bit real
time), master, CD-writing and archiving.

A smooth, slick interface is the resuit of five
years of experience and 10,000 installations.
Other features include free updates, optional
plug-ins (FireWalkers™ expanded Signal
Processing, Osiris™ real-time noise reduction
and audio restoration/enhancement),
upgrade path: 16 [/O (ADAT/analog).

Falriight MFX3PIUS: The Falriight MPX3PIUS
is among the world’s fastest digital audio
workstations and is the first proprietary-
based CPU to feature a PCl interface, allow-
ing for high-speed networking between
workstations. The MFX3PIUS can be config-
ured in a wide variety of ways to meet a
broad range of budget requirements. It also
offers individual function-specific software
modules that allow users to invest in a fulty
configured workstation over time.

Roland VS-880 V-Xpanded: In 1996, the
VS-880 sold 30,000 units in 10 months,
becoming the best-selling hard disk-based
DAW in history. By incorporating new and
advanced functions, the V-Xpanded VS-880
Digital Studio Workstation offers more versa-
tility than ever. Highlights include powerful
mix automation, ten new effects algorithms
{including a modeling program simulating the
sound of vintage German condenser mics),
new EQ and effects insert capabilities, and
expanded editing functions for faster edits.

SADIE3: SADIE3 is the new software from
digital audio editing specialists Studio Audio
& Video Ltd. A free upgrade for all SADIE
users, SADIE3 is designed to work across a
wide variety of digital audio platforms
manufactured by SAVL. SADIE offers a host
of new features, including 96kHz sampling,
streamlined editing tools and enhanced CD
premastering functionality. SADIE systems
are found in CD premastering, radio and
film/TV post-production. SADIE users enjoy
exceptional customer support.

Sonic Solutions SonicStudio Post: This

PCl-based digital workstation provides audio
post facilities with master-quality recording

-
=
®
o
\D
\D
N
-
™
@
>
z
,
on
8,
Uy
3
(=g
®
q\.
7))
-
=
3
®




152

and editing for music, dialog, sound effects
and multitrack mixing/production. It includes
24-bit resolution, up to 96 channels of /O,
real-time crossfades and automated mixing.
SonicStudio Post is designed to work in
nonlinear, digital video and film production
environments for both online and offline
applications. File format support is included
for QuickTime, AIFF and CMX.

360 Systems Shortcut: Designed to replace
reel-to-reel tape machines for fast and
accurate editing, Shortcut is a competely
self-contained system including internal hard
disk and digital/analog 1/Os. Shortcut offers
cut/copy/insert-style editing, with realistic
scrub and 10 Hot Keys for quick access to
finished spots. Features include stereo
waveform display and traditional transport
controls—in a 12-pound, portable package
with mic preamp, built-in stereo speakers
and headphone jack.

L. SOUND REINFORCEMENT CONSOLE
TECHNOLOGY

Allen & Heath GL4000: Featuring 4-band,
full sweep EQ with selectable Q midbands,
all the “goesintas™ and “goesoutas™ that you
would ever want in a great-sounding pack-
age, and a price that redefines “affordability”
has made the GL4000 a hit with profession-
als around the world. All GL Series consoles
provide the aux reverse routing and monitor
wedge mix capabilities necessary for using
the console as a full-function house, monitor
or combination of the two.

Cadac F-Type Live: The Cadac F-Type Live
production console combines operational
flexibility with traditional Cadac quality.

The compact, modular package (just 32.25
inches, front-to-back) can be extended

and developed as required. Module options
range from totally manual operation
through Cadac’s motor fader system, with
comprehensive internal and external control
facilities, The use of multiple configurable
frames offers a versatile approach, permitting
each desk to be tallored to the specification
and budget of each new job.

Crest Century LMx: The first monitor
console designed from the ground up to
provide 100% multimode operation, the
LMx can configure any or all of its 22 output
buses for mono or stereo pair operation. The
LMx has been developed with extremely
low noise and distortion, extended head-
room and automatic blending of room
ambience for performers who prefer in-ear
systemns. The LMx features breakthroughs in
routing and control, accurate and visible
metering and a clean, logical layout.

Mackie SR 40-8: The SR 40-8 is a large-
format, center-master section-style mixing
console. The master control section includes
a sophisticated group muting system, along
with four complete, full-length stereo line
“aux strips.” Other features: Ultra Mute
Section with Store/Preview/Snapshot/Clear/
Enable switches and status LEDs, Talkback
Section with routing switches and an integral,
ground-isolated Clear-Com™ interface, and
12x4 matrix mixer, External power supply.

Soundcraft K2: Soundcraft's most fully
featured, cost-effective live 8-bus console,
K2 includes many features usually seen only
on much larger consoles (advanced solo
system, true left-center-right busing, meter
bridge, matrix section and full 4-band EQ),
making it ideal for applications ranging from
touring to fixed installations. The desk is
available in a choice of three frame sizes,
from 24 to 40 mono input channels, with
an additional eight stereo input channels.

Spirit 8: This 8-bus front-of-house mixer
features up to 40 mic inputs, four assignable
mute groups, 10x2 matrix and meter bridge
as standard, along with 4-band dual-mid
swept EQ with HP filter, six auxes and direct
outs on every mono channel. lts acclaimed
UltraMic Plus™ mic preamp accommodates
+28dB of headroom and 66dB of gain

with a low -129dBu EIN noise figure.
Individual PCB construction allows easy
in-field professional maintenance.

M. SMALL FORMAT CONSOLE
TECHNOLOGY

Korg Soundlink DRS 168RC: This fully digi-
tal 16x8x2 console features two ADAT opti-
cal inputs, eight analog inputs with 18-bit
A/D converters, two effects processors and
full console automation. Standard is an
assignable digital routing matrix; level control
and metering, panning, two aux and effects
sends, muting, soloing and output bus;
3-band EQ; 32 onboard algorithms: reverb,
delay, distortion, pitch shifting and speaker
cabinet simulation; fully automated mixing;
and 100 scene-type memory settings.

Millennia Media Mixing Sulte: The Mixing
Suite is a Massenburg-compatible, logic-
controlled modular analog workstation. Five
plug-in modules are currently available. The
Mixing Suite employs fully balanced busing
with advanced discrete summing amplifiers
of exceptional sonic purity. Intended for use
in remote recording, large MIDI arrays and
critical studiio submixing, the Mixing Suite
can be configured up to 80 inputs and is
ready for remote automated faders, logic
controlled remote muting, remote stereo
soloing and surround mixing applications.

Oram BEQ Series 4: Following the successful
BEQ Series 8 and 24 consoles, John Oram,
acclaimed “Father of British EQ,” presents
the BEQ Series 4. Perfect for location record-
ing and surround-sound applications, this
innovative “Oram Sonics” is at the heart

of the mixer’s ultra-low noise and sound
quality. Designed to meet broadcast
specifications and featuring individual
channel modules and transformer coupling,
BEQ 4 is available with 8, 10 or 12 inputs,
with four subs, stereo and mono outputs.

Soundcraft Ghost: Fast becoming the indus-
try-standard in the project studio market,

Ghost is available in 24- and 32-input frames,

with an optional 24-channel expander
module available. Ghost offers groundbreak-
ing features derived from the acclaimed
DC2020 console, such as MMC transport
control and MIDI Mute Automation, while
the EQ is directly comparable to Soundcraft's
live consoles such as Europa and 3200.
Ghost “LE" is a version without Transport
Controls and Mute Automation.

Spirit Follo SX: Folio SX is a compact 20-
input/4-bus mixer with 100mm faders,
3-band swept-mid “British” EQ with HP filter,
and three aux direct outs that can be used
as tape sends for recording, Features include
UltraMic™ preamps and a mono output with
level control for subwoofers or alternate mix
feeds. Its hybrid use of surface mount and
conventional components offers a higher
density of features, yet retains Spirit’s historic
high-end sound quality.

Tascam M-1600: Designed for the home or
project studio, this 8-bus mixer is available in
16- or 24-channel configurations and incor-
porates +4dBm balanced/unbalanced 1/O on
D-Sub connectors. The mixer has one stereo
and four mono aux sends with four stereo
returns. Each channel includes 3-band EQ

with mid-sweep, insert points and TRS-
balanced inputs. Channels 1 through 8
feature balanced mic inputs. Options include
more XLR mic inputs and a meter bridge.

N. LARGE FORMAT CONSOLE
TECHNOLOGY

Amek Rembrandt: This console delivers the
best combination of audio quality, facilities
and automation on the market today. Each
module features a discrete mic pre, two
automated fader paths, two 4-band equaliz-
ers, and addresses 16 auxiliary and 245 mix
buses. The 40-module chassis therefore
provides 80 fully automated and equalized
signal paths; the 56-module chassis, 112 sig-
nal paths. Rembrandt also features Amek's
Supertrue or Supermove automation, Virtual
Dynamics, Recall and Visual FX.

AMS Neve Llbra: This fully automated digital
music production console is optimized for
maximum capability at an attractive price. Its
intuitive surface was designed from feedback
gathered over the past two years from more
than 250 AMS Neve digital console sites
worldwide. Libra incomporates all the features
needed for seamless audio recording and
mixing, including integrated machine control
and a wide range of digital and analog
interfaces. Libra is available in 12-, 24- and
48-fader versions.

Otari Elite: The Otari Elite is a culmination of
more than 100 combined years of console
design experience. It is available in three
task-specific models: the Elite Music, the
Elite Film and the Elite Post-Production. The
design brief was to deliver a large-format,
digitally controlled analog console that
looked and felt like a traditional analog con-
sole. A console with sonic integritry and a
learning curve that is almost immediate.

RSP Technologies Project X™: This all-digi-
tal, fully automated 24-bus console features
128 snapshots, dynamic automation of all
mix parameters, HUSH® noise reduction/
gating, compression, 48-bit parametric EQ,
panning and delay, internal effect processors,
joystick panning, 5.25™ Circle Surround®
encoding and 5.1 outputs. /O options
include analog (20-bit converters), TDIF,
ADAT and AES/EBU. Project X has 8 aux,
send/returns, optional PC interface and

8 channel mic preamps.

Soundtracs Virtua: This digital mixing con-
sole offers 64 inputs to mixdown and 48 full
inputs with 4-band parametric EQ, dynamics,
8 aux sends, group and master inputs.
Sixteen return inputs can be configured as
eight stereos with level, balance, mute and
master output. Forty-eight full inputs com-
prise 32 analog mic/lines and 16 digital
inputs. The 32 analog inputs are individually
remotely switchable between mic (on XLR)
and line (on 1/4-inch jack) connectors.

Solid State Logic SL 9000 ) Series:
Engineered in pursuit of unparalleled super-
analog integrity, the 9000 ] exhibits barely
measurable distortion, with noise perfor-
mance approaching theoretical limits, The |
Series computer provides an unprecedented
amount of automated features, including
Ultimation-style and small fader switchable
VCA automation, Match ‘n’ Play switch
automation, EQ and Insert Switching and
Total Recall. The 9000 | attracts international
artists and producers around the globe.
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SOUND FOR FILM

PED LETTE

10 IDEPEADENT
AODLCERS
IRECTORS

by Larry Blake

Dear Independent Produc-
er/Director:

In March 1996 I wrote an
open letter 1o film directors
and producers on how they
could get the most for their
soundtrack dollars. While I
was not intentionally focus-

ing only on projects with
large budgets. it occurred
to me that I should write
a4 companion column for
those of vou who must
watch every penny.
Independent filmmaking
has been around in some
form since the '60s but has
come into prominence only
since the late '80s. Now,
every October the Sundance
Film Festival gets about 600
tapes from filmmakers hop-
ing ta get one of the pre-
cious few slots in the com-
petition. And much has
been said of how indie tilms
dominated the Oscar nomi-
nations last vear. even if The
English Patient had a decid-
edly non-independent bud-

get of over $30 million.

This column is aimed at
those of yvou whose budget
is south of $1 million—with
a precious small lump sum
allotted for all of post
sound—and mavbe, just
mavbe. it will help you fin-
ish your film without going
back to investors one final
time.

* Start planning for post-
production in pre-produc-
tion. Don't just put an arbi-
trary figure in your budget
for post-production without
first talking to the people
who will be doing the work.
You necd to start a dialog
with your production and
post-production teams as
soon as possible. You will
save money by putting

everyone—opicture editorial,
production sound and post-
production sound—in touch
with euach other hefore mis-
takes are made. Picture edit-
ing departments can be
somewhat cavalier about
matters like the integrity of
timecode on their EDLs and
the signal path of the pro-
duction tapes when transfer-
ring into the nonlinear edit
system. These problems can
be sidestepped with a little
direct communication.

e Let vour audio post
companies know what you
really have to spend. Bud-
geting post sound for big-ass
Hollywood films is a snap
because there is so much to
go around. When budgeting

for small films. it helps 10
know swhat moncey you real-
Iy have to spend. I've had
producers on medium-bud-
get small films tell me that
the overall budget was $4.35
million, when it was in fact
$7 million. Similarly. when
soliciting a bid, don't plead
that you have "no money”
and then go three months
over schedule in picture
editing before you lock.
Discuss the whole post
sound process with your su-
pervising sound cditor even
if he or she will not be mix
ing the show. I think it's a
disservice to your film if you
spend a relative fortune on
mixing while holding the
sound editorial budget at
next 1o nothing. All things

being equal. the preparation
of the tracks is more impor-
tant than the mix. As the
saving goes. vou can't polish
a turd. and no mixer can
make a cheesy cffect sound
good.

If you truly can't pay
cevervthing now. then you
should expect to sign a de-
ferral agreement taken from
first dollar (i.e., before vour
investors get paid back).

* Don't speak of the fu-
ture when negotiating. By
this I mean don’t say that
after your film is a hit, you
will return to the same facil-
ity with your next film and a
bigger budget. You don't
know—can't know—if any-

—CONTINUED ON PAGE 156
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DEGIGING
EOIT BRY:

A STATE OF FLUX

by Loren Alldrin

To say that the audio post
industry is in a season of
transition would be a gross
understatement. New tech-
nologies like DVD, 5.1/7.1-
channel surround sound,
high-definition video and
digital TV are changing the
rules of the game daily. In-
creased competition and
dwindling profits have led
smaller “traditional” music
studios to gear up for
audio/video post. Larger fa-
cilities, meanwhile, are em-
bracing new technologies
and standards with a cau-
tious eye toward the future.
The only thing that’s certain

Engineer Vinny Oliveri in Post Edge’s Lexicon Opus suite, designed by George Augspurger of Perception Inc.

in this game, it seems, is that
nothing is certain.

We spoke with three
design professionals about
the changing face of the
modern edit bay. George
Augspurger heads up Per-
ception Inc., a Los Angeles-

based firm specializing in
acoustic consulting and de-
sign for film/video post and
music production. Recent
projects include Fotokem
(Burbank, Calif.). Post Edge
(Miami) and Doppler (At-
lanta). Bret Thoeny is the

principal of BOTO Design
Architects, an acoustics and
architecture tirm headquar-
tered in Venice, Calif. No
table BOTO projects in-
clude POP and Media Ven-
tures (both in Santa Monica,

—CONTINUED ON PAGE 160

HICH OLIVER

DESIGNER ENGINEER

by Gary Eskow
His rooms are home to the

creators of thousands of
commercial scores, film dates
and record sessions. Phil Ra-
mone says his work is
“great,” and Keith Richards
greets him with a hug and a
“hello, mate.” Still, triple-
threat engineer, songwriter
and audio architect Rich
Oliver is something of a se-
cret to those outside of the
New York music scene.
Oliver’s career path is
easy to follow. Eschewing a
chance to attend M.I.T., he
followed a low road into the
world of smoky nights and
dirty panpots. An electronics
buff since his early days.
Oliver parlayed his math
skills and engineering chops
into a series of studio gigs
that culminated with his
work tracking the Stones on
Black and Blue and Emo-

tiontal Rescue.

In thre early 1980s, Bob
Blank asked Oliver to design
what was to become Blank

Tapes Studio A. Currently
operating as Back Pocket
Studios. this Oliver-designed
room has been one of the
area’s most popular spot-
scoring rooms for over a
decade and has attracted
more than its share of film
and record dates, as well,
with ann emphasis on record-
ing acoustic instruments.
What made his first attempt

at room design so sucecesstul?
“I would say that my experi-
ence as an engineer and mu-
sician allowed me to come at
room design from an angle
that's a bit different from that
of some of my colleagues.”
Oliver’s speech is inflect-
ed with bits of techno-speak
and the kind of gutrer talk
that this writer, for one, is
more comfortable with. For-

e e 22
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tunately, he was able to re-
duce his design theory to a
level that your run-of-the-mill
cheeseheadt could deal with.,
“There are three major tricks
that I've used in my work.
First, although you have to
have complete command of
all the math involved in the
business, you can't be a slave
to it. Let's draw a parallel be-

—CONTINUED ON PAGE 168

'
LAl ey

L \‘H\ ’
i
. A

o e e

A different look at Back Pocket Studios
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—FROM PAGE 154, SOUND IOR FILM

one is going to see this film, if you'll get
a chance to make another or, even if
you do make another, whether unpre-
dictable forces will prevent you from
working with them again.

Along the same lines, please don't
tell a company that they should do your
film for next to nothing because of the
prestige of being associated with it
when it becomes a hit. While we appre-
ciate and understand your faith and
hope for your tilm, which has prob-
ably consumed more than a year of

addition to picture negative cutting and
answer printing. This is not the way to
go. You should deal directly and sepa-
rately with each individual company and
not have someone else “sub” out the
work. It helps to start your career by
building direct relationships with ven-
dors across the whole spectrum of film-
making. You will be surprised by the
amount of help and advice you will get.

You might be tempted to lean on
someone to hold everything together,
but let me assure you that you can do it.
You don’t need someone to package
the post-production or hire a salaried
post-production supervisor. My advice
to all of you up-and-coming producers
is to roll up your sleeves in post, just as
you did in production. There are too

track if you don’t spend the same care
with hiring your production mixer as
you do your director of photography or
your picture editor. There is the illusion
that because the equipment is easy to
use that anyone can do it—it just ain’t
50. You would never confuse knowing
how to use a word processing program
with writing ability; this would not even
come up in hiring your writer.

You need to find the best produc-
tion sound team that you can afford,
and by that 1 mean don't think you're
home and dry if you hire a mixer who
knows what she’s doing. The boom
operator does more than 50% of the
joby; it is definitely not the place for
your brother-in-law.

Once you hire a good sound team,

support them. First and foremost,
create an atmosphere on the set

your life, anyone who is worth
using has a price tag on their time.
Which leads me to...

e Ask for advice from the best
people, but don’t expect to get
their services personally. If you
have ended up in post-production
with little money, you need to be
realistic about wanting to work
with the best in the field. You
need to scale down your expecta-
tions for the same reason that you
didn’t include any large crowd
scenes or extensive optical ef-
fects—you can't afford them. Vitto-
rio Storaro probably wasn’t behind
your camera, either.

However, this shouldn’t stop
you from first calling the top sound

editorial companies in the city

You are almost assured of
a bad trach if you dont
spend the same care with
furing your production
MIKer s you to your
director of photography
or your picture editor.

that will allow them to get you the
best tracks possible. Don’t allow
the hideous phrase “we’re waiting
on sound” to be uttered by anyone
on the crew, especially the DP,
who has just spent two hours
tweaking the lights.

Make sure that they get a
chance to record production ef-
fects at every opportunity, espe-
cially difficult-to-re-create events
such as crowd backgrounds. And
don’t let your first assistant director
stop the recording of a wild crowd
track after 30 seconds (half of
which will probably be covered by
crew movement). If it’s an impor-
tant sound, give them a minute or
two, even more if variations (ap-

plause, murmurs, etc.) will be

where you'll be finishing; you
never know who might be available,
and very few companies want to pass
up work. You might have the tempta-
tion to initially go to a low-budget post
sound facility. Resist it and start with
the best. A sound editorial company is
a combination of talented editors and
supervisors, plus a good library. More
often than not you will end up with
someone there who is looking for a
break, which is something that you can
turn to your advantage. The high-
priced talent at those companies may
not personally work on your film, but
they will not let bad work pass through
their doors and will keep an eye on the
work of their protégés.

* Beware of post-production pack-
agers. If you are unfamiliar with the
world of post-production, you might be
tempted to turn everythi