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“Electro-Voice N/DYM™ Mics Provide the Consistency and Flexihilily
Looking for, and They Deliver the Highest Gain Before Feedback
of Any Mics We've Used.”

The Hooters are one of the most musically diverse groups performing today. The
band’s unique sound is produced utilizing a variety of acoustic instruments rar ging from
the mandolin, recorder, accordion, dulcimer and melodica to the more conventional
““tools of the trade,”’ guitars, drums, keyboards and vocals. With such an incradible
assortment of miking possibilities, The Hooters needed several specific functicnal character-
istics in a microphone to fully enhance the group’s musical versatility.

Although no microphone is perfect for all applications, The Hooters found exactly what
they needed with N/DYM® Series II. The EV N/DYM® Series Il product line consists of five
vocal microphones and two instrument mics, ranging from the world’s ultimatz concert vocal
microphone, the N/D857, to the value performance leader, the N/D257A. Each N/DYM® mic
features a particular performance criteria and function. From vocals to drums, acoustic and
amplified instruments, no other manufacturer offers a wider selection of
high-performance microphones.

Electro-Voice N/DYM® Series Il —

““The Professional’s Choice.”

For additional information, see your local Electro-Voice
dealer or call Mike Torlone, Electro-Voice market development
manager, at 616/695-6831.

Electro-Voice, Inc., 600 Cecil St., Buchanan, M1 49107, 616/695-6831
Mark IV Audio Canada, Inc., 345 Herbert St., Gananoque, ON K7G2V1, 613/382-2141

Circle (1) on Rapld Facts Card
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A unique digital effects pro-
cessor with analog and digital
inputs and outputs, time code
automation, and magnificent
sound.

There may be digital effects pro-
cessors that rival some of the
300's features, but you'll never
find one with them all. The 300
delivers precise delay and stereo
pitch shifting, as well as stunning

reverb and ambience. It auto-
mates sound changes with
SMPTE/EBU time code. And it
inputs and outputs analog, as well
as consumer and professional dig-
ital formats — in any combination.
All with magnificent Lexicon Sound.

The 300 is a powerful tool in
audio for video applications
where time code synchronization
is essential. And in digital video
editing, the 300 ensures that
scene changes are handled
smoothly — in the digital domain.
Because the 300 has digital in-
puts and outputs, it's the perfect
choice for RDAT and CD master-
ing. And for music production
there is an incomparable set of
sounds, as you would expect
from Lexicon.

"\ THE ART AND f"
'\ | SCIENCE OF SOUND |
h " L
S Py

Connectivity redefined
The 300 redefines connectivity
standards for digital signal pro-
cessors. Unigue analog and
digital circuits accept analog
signals or digital signals in the
consumer SPDIF or professional

AES/EBU formats. Whether the
source is a CD player, RDAT
recorder, or open reel digital
deck — the 300 identifies and
locks onto the incoming format.
You can then select between

analog and consumer or

professional output formats,
regardless of the
input format.

Consumer in, professional out,
analog in, digital out. The 300
handles them all. You can even
mix analog and digital signals.
This kind of connectivity just
isn't available anywhere else.

Circle (4) on Rapid Facts Card
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Total MIDI control

With the 300's real time MIDI auto-
mation you can record parameter
changes on most any sequencer.
The 300 also includes Lexicon's
Dynamic MIDI® allowing you to
control the 300's effects para-
meters from any MIDI controller.

And of course, the sound is
superb. The 300 delivers near-
ly unmeasurable distortion and
exceptional phase linearity
through the use of state-of-the-art
converters.

They're so advanced you
can use their outputs as a
system reference.

The 300 joins the
Lexicon family of digital
effects processors. From
the economical LXP-1 to the

world renowned 480L, they all
share the Lexicon Sound.

For more information about the
300 or any of Lexicon's products, call
(617) 736-0300, FAX (617) 891-0340,
or write Lexicon, Inc., 100 Beaver St.,
Waltham, MA 02154,

exicon

The Art and Science of Sound
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Wed been working
hard in the studio
for 14 vears.

It was time we got
out for a nlght.



www.americanradiohistory.com

Spending years on end cooped up
in small, dark rooms with a bunch of
engineers takes certain special qualities.
Durability, for one. We've always been
known for that. Of course, incredibly
clear, uncolored sound quality doesn’t
hurt, either. Or hand-assembled compo-
nents, with gap precision to plus or minus
one-millionth of an inch.

These features got TAD speakers
into studios like Record Plant, NOMIS
and Masterfonics. And the same features
are now getting us out of them.

See, we had this funny idea that
if TAD could make music sound terrific
in a small room, we could make music
sound terrific in a huge arena. And every
outing we've had with Maryland Sound
has proved us right.

Not that we won't still work our
woofers off in studios from London to
L.A. all day. But, at night, we’d like to

get out and jam more often.

Technical
Audio Devices

M rioneer Professional Products Division

< 1990 Pioneer Electronics (USA) Ine., 2265 E. 220th Street, Long Beach, CA 90810,(213) 816-0415, Fax: (213) 830-9367
Circle (5) on Rapid Facts Card
wwWwW americanradiohistorv com


www.americanradiohistory.com

Volume 21, No. 11

Featunes

34 R=E*P Interview: Orrin

Keepnews

By Dan Levitin
This legendary producer, with more than
500 releases to his credit, talks about
producing records and running a record
label.

Outboard Mic Pre-Amps:
42 What'’s the Deal?

By John Hardy
Often overlooked and misunderstood, an
outboard pre may be the solution to your
miking problems.

Recording Instrument
49 Amplifiers

By Mike Joseph
A short treatise on miking speaker
cabinets.

Master of the Microphone
52 By Dan Levitin

Read and learn from one of the best:
Bruce Swedien talks about how he uses
and chooses microphones.

Five Questions: Assorted
Microphonium
By Mike Joseph

58

Hands On: Radian MS-8
Loudspeakers
By Mike Joseph

66

Sound
6 0 Live & Direct

By David Scheirman
Random Notes on Concert Sound

“The Wall”’ at The Wall

62 By Andy Benham

A complex multimedia system at a historic
performance: Despite the artistic success,
performing “The Wall” at the Berlin Wall
was not without its technical problems.

DWW-

FromThe Top .................... 7
Letters .......................... 8
Random Access . ................. 14
Fresh Tracks .................... 22
Sound Business .................. 28
Digital Domain .................. 30
First Look ...................... 72
The Cutting Edge . ............... 74
Classified ....................... 81
Advertisers’ Index ................ 88
Rapid Facts Cards . ............... 89
Subscriber Cards . ................ 91

November 1990

On e Coven

Art direction by Liz Veternick.

Photo by Bruce Bandle.

Microphones supplied by Audio-Technica,
Beyerdynamic, Bruel & Kjaer, Shure Bros.
and Sony.

ReE*P: Recording*Engineering-Production (ISSN 0034-1673) is published monthly by Intertec Publishing Corporation, 9221 Quivira, Overland Park, KS 66215. Subscriptions rates are
$26 to qualified readers, $30 to non-qualified readers per year in the United States, $50 for qualified and $60 for non-qualified per year outside the United States. Optional airmail for
non-qualified readers outside the United States is also available for an additional $55 per year. Foreign subscriptions are payable in U.S. funds only by bank check or money order. Adjust-
ments necessitated by subscription termination at single copy rate. POSTMASTER: Send address changes to R*E*P: Recording*Engineering=Production PO. Box 12960, Overland Park,
KS 66212. Second-class postage paid at Shawnee Mission, KS 66202.

Photocopy rights: Permission to photocopy for internal or personal use is granted by Intertec Publishing Corporation for libraries and others registered with Copyright Ciearance Center
(CCC). provided the base fee of $2.00 per copy of article is paid directly to CCC. 21 Congress St.. Salem. MA 01970. Special requests should be addressed to Cameron Bishop, group vice

president. Intertec Publishing Corporation.

ISSN 0034-1673 $4.00 + $0.00

4 R<E+*P November 1990

wwwW americanradiohistorvy com

71990 by Intertec Publishing. All rights reserved.


www.americanradiohistory.com

The PVM™ 520TMN gets down to THE PEAVEY PVIWF 520TN The extremely high outpLt

where the bottom is . . . it also maintains plus accurate response produces excep-
superior off-axis rejection of other sounds. tionally “natural” performance with the brass
When you mike the kick drum with the 520, . and woodwind families.
that's what you get . . . the low frequency b .y It can even do vocals! If you want studio-
fundamental and the snap. e = accurate vocal reproduction for live situations
The pick-up pattern is cardioid while the = - with all the crisp edge on top and warmth on
polar response control is maintained to below 100 Hz, which the low end . . . then get the low down on the PVM 520TN.
makes it ideal for recording where isolation and separation

s Musicians’ Edge ,,\/1/

Peavey Electronics Corporation ¢ © 1990 e 711 A Street  Meridian. MS 39302-2658 USA. o (601) 483-5365 / Telex. 504115 ¢ Fax: 484-4278
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Like no other.

No other digital workstation fits this picture because no
other system matches the flexibility and productivity of
the Sonic System.

The Sonic System offers a series of “firsts.” The first
(and only) digital audio workstation that can record
directly to a compact disc. The first to offer background
loading and unloading to hard disk. And no other sys-
tem gives you from 16 to 24 bit audio at such a reason-
able price.

The Sonic System offers unprecedented ease, speed, and
power. All editing and mixing can be previewed

in real time, 5o there’s no waiting for the system to com-
pute edits and write them to the hard disk.

EDITING - We surrender complete control over
crossfades, allowing you to make smooth edits which
are impossible on other systems. Al editing is “non-
destructive,” so you can make changes quickly and

suve multiple versions for those finicky producers.

MIXING - Our Mixing Desk includes a broad array
of filters, dynamics, and full automation. You can
change filter settings and audition your EQ in real time.
NoNOISE® - The NoNOISE system has restored
thousands of recordings. Now you can
add any NoNOISE “tool” for de-clicking
and noise reduction to the Sonic System.
Whether you edit or mix music, dialog and sound
effects, or multi-track recordings, chances are there is a
Sonic System puackage that could enhance your produc-

tivity without breaking your budget.

Call us for more information:
Sonic Solutions

1902 Van Ness Avenue

San Francisco, California 94109
Tel (415) 394-8100

Fax (415) 394-8099

Circle (7) on Rapid Facts Card
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Economic
Turmoil?

You be the judge: What’s wrong with this
picture?

You're at the audio industry’s major con-
vention. As an audio journalist (I know,
“audio journalist” is an oxymoron) you
make the rounds of the industry’s manu-
facturers.

“Well, Mr. Manufacturer, how has this
year been?” you ask.

“Great year,” he replies. “Sales have
been really solid.”

Always thinking of the tough questions
(remember, you're an audio journalist),
you ask, “What do you think about next
year?”

“Man, I'm really worried,” our friend
says. “With the economy and this Middle
East thing, it could be a bad year”

What's this? Bad feelings in the sunny
audio industry? The aisles were full of it
at September’s AES Convention. In what
has normally been thought of as a
recession-proof industry, the feeling this
time around is that we may not be as
lucky.

There’s no unified opinion, of course. It's
hard to get people in the audio industry
to agree on breakfast, let alone something
as complicated as the economy. As Wynne
Smith’s story in this month’s Random Ac-
cess shows, a lot of people are apprehen-
sive about the economy’s future perform-
ance, but opinion varies about its effects.

For this industry, you have to look at the
issue on two levels. On one level, you have
the facilities, which are supplying audio
services for the end-products of the enter-
tainment business — records, movies,
videos, TV shows, jingles, live perform-
ance. Sales of these items have tradition-
ally been recession-proof.

However, consumer tastes have
changed. During the last recession, in
1981-82, VCR penetration was not as deep
as it is today, the compact disc was just
being introduced, and such innovations as
pay-per-view didn’t exist.

Today, it's cheaper to rent a video at
Blockbuster Video for $3 than to spend
the 40 or 50 bucks it would cost in some
areas of the country to take a family of
four to a movie (popcorn and drinks in-
cluded).

Punch in an Eagles reunion concert on
PPV for the price of one ticket, and you
can have as many people over as you
want. Plus, you don’t have to wear one of
those age verification bracelets to drink
beer.

Your average yuppie couple is as likely
to unwind to VH-1 or their CD copy of
Fleetwood Mac’s “Rumours,” that quintes-
sential 1970s album (on which they know
and love every song). They're not as like-
ly to shell out $15 for a CD from a new
act, which may only have a couple of de-
cent songs.

Of course, any facility heavily into ad-
vertising work will be directly affected by
the amount of time bought in the broad-
cast media. Advertising is always the first
casualty in an economic downturn.

Bottom line: The business will be there,
but in a different form. Some facilities are
going to do well; others aren't.

The second part of the equation is the
manufacturers. In this product-driven busi-
ness, it takes sales to drive the engine of
innovation. What happens to equipment
sales if interest rates get closer to 20%
rather than 10%? Who will be able to af-
ford to buy new equipment?

Tapeless audio systems, both stand-alone
systems or plug-in cards, are a great ex-
ample of the problem before us. The num-
ber of companies making these systems
has exploded: there are at least 40 com-
panies now jumping into the business.
That's about a fourfold increase from only
a year ago.

Technology marches on without much
regard to interest rates or GNP, and tape-
less recording is clearly an area where
there is great interest. But you can't ignore
economic conditions. If the economy
sours, it is likely that facilities will buy sys-
tems later rather than sooner, which
would be bad news for companies that
need sales sooner.

How many of those 40 companies could
wait for conditions to improve?

So what's the answer? The same as
when economic times are good. Find your
niche. Provide the best service you can.

Acquire equipment wisely, to fill a spe-
cific need. Equipment purchases should
not be made from the heart in any eco-
nomic time, much less during a recession.
Think smart; your business will thank you
for it.

Dan Torchia

| Editor

www americanradiohistorv com
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Letters

DCE Update

From: Jon Bosaw, sales manager, Valley
International, Franklin, TN.

We were very pleased with the review
of the Valley International DCE Digital
Compressor/Expander that appeared in
the July issue. Rick Schwartz did an ex-
cellent job of covering all the features that
the unit has to offer. I would like to clari-
fy a few points that may help your read-
ers better understand the philosophy be-
hind the DCE.

Like most equipment designers, we are
torn between including many “extra” func-
tions on a device, and the cost and com-
plexity that these functions might add.
One such extra that Rick mentioned,
multiple-format capability, is indeed use-
ful, but adds greatly to unit expense. We
do not wish to make the user pay for func-
tions that he might not need; multiple-
format interface may be accomplished us-
ing an add-on box. However, we will be
including AES/EBU interface capabilities
on our next generation of DCEs.

Because we feel the DCE is unlike any
other dynamics processor, it is expected
that the new user will require some time
to become acquainted with all of its fea-
tures. A luxury such as dedicated “analog-
style” knobs to control a digital device
with many parameters is not cost-effective.
Since the functions of the DCE are deter-
mined by software, the unit may be recon-
figured for functions such as de-essing or
frequency-sensitive gating. This program-
mable feature also makes possible the cre-
ation of new dynamics processing func-
tions that are precise and repeatable.

On the topic of 16-bit performance, the
processing algorithms utilized in the DCE
retain the maximum available number of
significant digits by incorporating psuedo-
floating-point multiplication. This
minimizes the amount of digital trunca-
tion (digital noise) added to the signal.

With the DCE, the user has the capabil-
ity to create and tailor the type of com-
pressor that is needed, instead of being
offered conventional compression modes
and effects.

Thanks for the opportunity to clarify
these points.

More Time Code

From: James Barber, director, Visionary
Communications, Punta Gorda Isles, FL.

In reply to Eric Wenocur's letter “Drop

Frame Time Code” in the July issue: 30fps
DF time code is a variant that was creat-
ed specifically for the purpose of filming
music videos with time-coded playback
tapes, to be edited on videotape. Some
clever sleight-of-hand is needed to com-
pensate for the 1% slowdown of the film,
which normally occurs when it is trans-
ferred to videotape on a Rank or Bosch
telecine.

The 30fps DF capability was added to
the Nagra IV-STC to permit “cross-
resolving” standard DF time code. The
playback tape, which is made from the stu-
dio master and carries the same master
time code, is played back on location dur-
ing filming. With the Nagra IV-STC set to
resolve at the artificial rate of 30fps, the
playback is speeded up by 1%. This results
in a cancellation of the 1% slowdown from
telecine transfer, and ensures that the
resultant footage will sync with the
prerecorded studio tracks, which of course
are used as the soundtrack of the video.

Other techniques for playback, such as
using a DAT machine, will result in trans-
ferred footage that gradually drifts out of
sync with the studio master tracks. How-
ever, if there are a lot of quick cuts, this
won't necessarily be a problem. At a drift
rate of 1%, a shot that begins in sync will
be one frame out of sync in about 33 sec-
onds. In rock videos, individual shots are
rarely held for more than a fraction of
that.

Nonetheless, cross-resolving the play-
back tape with the Nagra IV-STC remains
the preferred method.

Lip Syncing
From: Jack Poley, Indianapolis.

I found David Scheirman’s “Live & Di-
rect” column in August to be interesting
and informative, and | offer one viable rea-
son why lip-syncing should be revealed
when concerts are staged: In this (as he
suggested) very gloss-over and impatient
world, it would be relatively easy to have
non-singers and non-players syncing/act-
ing to the music with sufficient skill, but
in fact have no connection with the mak-
ing of the music they were interacting
with.

This would seem to carry the notion of
lip-syncing to a fraudulent level, and one
can envision a scenario inspired by the
movie “Capricorn 1,” where people on a
stage are lip-syncing and dancing to some-
one else's music. Or, like Santa Claus im-

postors at Yuletide, we have Band X ap-
pearing at 10 different venues
simultaneously. Which one is the real
Band X? Is the New York version, like
Broadway plays, always the one to see?

So, it is also necessary to assure the
crowd that the personnel they see on the
stage are truly the personnel who creat-
ed the music. Pretty soon, we'll have holo-
gram concerts, with user-definable play-
er substitutions. Maybe we'll be able to
suppress the singer whose part wed like
to lip-sync to (including a lip-transpose fea-
ture, of course).

With tongue-in-cheek and lip-in-sync.

Opining on Opinions
From: Les Brockmann, Les Brockmann
Music Engineering, Reseda, CA.

I am writing with regard to your review
of the new Pretenders album, *“Packed!”
in the August issue. I thought Mitchell
Froom's comments were interesting, but
I must take issue with a comment made
in the sidebar review of the album: “The
earlier Pretenders album ‘Get Close, (pro-
duced by Jimmy lovine), was not a par-
ticularly likable record — too big and
arena-sounding.”’

I am not involved or acquainted with
anyone related to either of these albums.
| realize that if every person’s opinions
were a teaspoon of water, we could all go
surfing, but | happen to think “Get Close”
is a great sounding album!

Its engineering is a good example of
how to make studio tracks sound strong
and loud, even at quiet listening levels, and
how to keep the sometimes heavy tex-
tures from getting muddy (with Bob Clear-
mountain at the faders, exactly what |
have come to expect). That CD lives in my
permanent “listen again” pile. By contrast,
“Packed!” sounds a bit small, dry and
sleepy. After listening once, | put it in my
pile of CDs to go to the used CD store.

I don't mean to insult anyone by my
comments, but | would like to point out
that you're making a mistake by putting
down an artist’s older project to praise a
new one. | don’t think that comment was
made by Mitchell Froom, although it’s not
clear from the context. That brings me to
my primary point: All of the “Fresh
Tracks” reviews are obviously someone’s
opinion, and as such, this column should
have an author's byline printed with it
from now on.

8 R+<E«P November 1990
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1990 TDK ELECTRONICS CORP:
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TDK Demo~Length Tape. After all yow've gone through to make sure your demo sounds better, put it on the
tape that makes your demo sound better. The TDK Professional Master SM Series. With its refined Super Avilyn
formudation and the widest dynamic range of any studio demo-length tape, the TDK Professional Master SM is the best
way for undiscovered talent to get heard. Which may explaimwhy TDK high bias cassettes are
preferred by more top studio-engineers than any other tape. So whether you're a musician, a @TDI(

producer, or an engineer, and whether vour demo s 10, 20, 30, or 60 minutes long, AL - A\ﬁb{ : C]n Get
\SCIlL { C

make every minute something everyone will want to know about. Stick to TDK.

For more information on the Professiomal Master Seri mtact the TDK Professional D <]
Circle (8) on Rapid Facts Card
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At
Prices &
That Can't Be

Upstaged!

As the nation’s largest microphone
dealer, we offer a vast selection of
microphones at prices so low we
promised not to print them!

FAMOUS MIC SALE
ON NOW.

Call Now:

1-800-356-5844

608-271-1100
300 LINES: AUDIO, VIDEO, LIGHTS

OHULL GOMPASS

5618 Odana Road, Madison, W1 53719

Circle (9) on Rapid Facts Card

The Re=EsP staff replies:

In stating our opinions, we aren't saying
we're right; we're saying what we think,
just as you did in your letter. Those who
agree with us that “Get Close” was “too
arena-sounding” will probably like
“Packed!”; those who disagreed with us
about “Get Close” are not likely to enjoy
“Packed!” as we did. Again, these are just
opinions.

In fact, we didn't need to go very far out
on a limb to call “Get Close” too arena-
sounding. We found this opinion to be
shared by people associated with the
band, people at the band’s label and
Pretenders fans in general. Jinmy lovine
stated near the time of the release of “Get
Close” that he was trying to impart an are-
na quality to the recording to simulate the
sound of the band's then-recent world tour.

When we started “Fresh Tracks,” we de-
bated whether reviews should be signed.
“Fresh Tracks” is written by the R=E=P
staff, by and large those people whose
names appear on the masthead. Collec-
tively, our backgrounds include being re-
cording engineers, producers, journalists,
musicians and record company execu-
tives. By remaining partially anonymous,
we can review honestly and fairly, with-
out any fear of jeopardizing any future
relationships we may enter into.

What do you think, readers? Should
“Fresh Tracks” reviews be signed?

TEF or no TEF?

From: Alan Fierstein, Acoustilog, New
York.

I would like to add some info to Mike
Joseph’s article “Studio Design™ in the July
“Five Questions.” First, readers should note
that many acoustic materials are merely
common building supplies that are cus-
tomized, often inexpensively, by cutting
and spacing them correctly. I recommend
to customers that a consultant guide them
in this.

Second, I fully agree that an acoustic
consultant who had experience in the pre-
TEF era “learned the hard way,” and that
a knowledge of TEF techniques is impor-
tant. However, | would like to point out
that the answer readers will get if they ask
me if [ use TEF measurements is a re-
sounding “No!”

TEF measurements have almost no
place in a control room. Their relevance
is obvious when comparing the results
from two locations even one inch apart.
TEF is totally dependent upon precise

time arrivals of reflections, and if the
measurement microphone is moved, the
information is useless. Also, one, and only
one, mic is used to measure. When you,
an engineer, listen to music, your head is
not locked in one position. You probably
move your head. You probably have two
ears. They are probably more than one
inch apart.

TEF shares the spotlight these days with
many other state-of-the-art computerized
measurement systems, which dazzle the
studio owner and make the consultant
look like a genius. I've seen articles show-
ing TEF results that, when interpreted
properly, contradict the claims of the au-
thor! This leads me to the conclusion that
there are charlatans out there. Anyone can
buy a computer and use it to snow clients.
I should know; I'm constantly being called
in to fix their rooms. In addition to ask-
ing, “What rooms have they done?” stu-
dio owners should perhaps ask, “What
rooms had to be re-done?”

Transfer Room
Clarifications

From: Vince Casper, system engineer, Saul
Zaentz Film Co., Berkeley, CA.

In my August article, “The Transfer
Room,” several typographical errors ap-
peared in the printed article that were not
present in the copy ! submitted.

In the first paragraph, flat-bed dubber
was substituted for the term dubber. Flat-
bed dubbers are rarely used in post-
production machine rooms. They are oc-
casionally found in editorial suites for tem-
porary mixing.

In the transfer room format list on page
34, line 5 of the section on open-reel for-
mats, Stereo 7.5/15ips SMPTE Center-trk
TC Ye-inch, should read Center-trk TC Y-
inch. To my knowledge, there is no Y-inch
center-track time code format.

In the sprocket section of the chart; line
1, 16mm 7.2ips Sprocket should list 7.2ips
under the speed heading and sprocket un-
der the sync heading. On line 2, 25mm
strip should read 35mm strip, 18ips
sprocket.

RsE=P regrets the errors.

Send letters to R=E=P, 9221 Quivira, Overland Park, KS
66215. Letters may be edited for length and clarity.
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Introducing
the New & Exclusive
PQG Series Connectors

Now, a designer’'s "dream come true” from
Switchcraft. This revolutionary new PQG Series
PC mount audio connector provides a host of
standard and optional bonus features that let
you obtain the exact level of electrical/
mechanical performance you require.

The unigueness of the PQG is a common panel cut-out and
simple PC ooard layouts, for both straight and right angle
configurations. You no longer have to change panel tooling
to go from an economical start-up unit to the top of the
performance charts for your equipment while retaining the
performance and integrity of the standard connector.

The PQG Series provides:

Value - It is competitively priced versus other connector
manufacturers models.

Tri-Mounting Plate - This exclusive design features two
bifurcated PCB retainers with snap-in terminals to provide
ground connection from panel to PCB. It holds the connector
securely to PCB during wave soldering and adds strength
between parel/chassis and PCB during soldering by
“wicking" solder through the PCB and up sides of retainers.
Threaded panel mounting holes are also included for ease of
assembly.

Cost Efficiency - Utilizing competitive connectors means
using two self-tapping screws to hold the connector to the
PCB. This can be costly to install. In addition, there is the risk
of potential damage to the PCB during the assembly of the
self-tapping screws.

Separate-Shell-To-Ground Terminal - Can be specified
if desired.

Friction, Detent, Latchlock Retention - /t's your choice!
Only the PQG from Switchcraft offers all three!

Swilcherarlk
A Raytheon Company

5555 N. Elston Ave.

Chicago, IL 60630

For detailed information call Paul Winokur at (312) 792-2700,
Ext. 398. Or,FAX us at (312) 792-2129. Ask for New Product
Bulletin #410.

Circie (10) on Rapid Facts Card
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R1QUE ALONSO
DAVID ANDERSON
MICHAEL BARBIERO
DAVE BARRATT
DaviD BASCOMBE
DAE BENNETT
HiLary BErRCOVICE
DEVON BERNARDONI
MARTIN BIRCH

JoE Bocan

MiLaN Bocpan
RoB Bozas

Bos BROCKMANN
JAMES BROMFIELD
GERRY BROWN
BERNARD BuLLOCK
Bos BurLock
CRAIG BURBIDGE
RANDY BURNS
MATT BUTLER
GREG CALBI
MARIO CALDATO JR.

PHiL CASTELLANO

Bos CLEARMOUNTAIN

Jim CoTtTON
Mike Couzzi
Ross CuLrum
DaviD DACHINGER
TerrRY DATE

Nick Davis
VINCENT Davis
ANDRE DEBOURG
DIETER DIERKS
NEiL DORFSMAN
Dr. DrRE

ALFRED EATON
STEVE ETT

DoN FEINBERG
TosiAs FREUND
NIGEL GREEN
JaMES GUTHRIE
CHRris HAMMOND
PeETE HAMMOND
Piut HARDING
Tony HARRIS

Jay HEALY

ScorT HENDRICKS
JAy HENRY
KAREN HEWITT
Beau HiLL

Ross HOGARTH
STEVE HOYLAND
Rop Hui

Jon Jacoss
INORBERT JANICKE

TeD JENSEN

ANDY JOHNS
GEORGE KARRAS
Acar Key

Tim KisH

Davip KowaLski
FERNANDO KRAL
GARY LANEY
MICHAE!L LARDIE
STEVE LIPSON
Tom LORD-ALGE
Bos Lubwic

Jon MALLISON

RICHARD MANWARING
Lewis MARTINEE
Leir MAsEs
GARY McGACHAN
RAre MCKENNA
Casey McMAckIN
GLENN MEADOWS
ANDREW MILANO
RODNEY MiLLs
JOHN MORALES
TaAavi MOTE
BryAaN NEw
Ly~NN PETERZELL
Ciiris POTTER

-
DEnNY PURCELL / J
DAVE RIDEAU [i
Bup Rizzo il
Bos Rosa
GLENN ROSENSTEIN
CHAS SANDFORD i
JOE Scalre
BiLL SMITH
DoNOvVAN SMITH
KEITH SWEAT
laN TayLOR
TerrRY THOMAS
STEVE THOMPSON
RonN TREAT
LESTER TROUTMAN
ROGER TROUTMAN
ZAPP TROUTMAN
KurT UPPER
MiCHAEL WAGENER
DusTtYy WAKEMAN
ANDY WALLACE
GREGORY WALSH
MiCHAEL WANCHIC
MERVYN WARREN
ALAN WATTS
HaNk WiLLiAMS
DAVE WITTMAN
MARK WOLFSON
D.J. YELLA
DaviD Z

. o, \. AF
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ORE ENGINEERS
GO GOLD ON AMPEX
’THAN ON ALLOTHER
TAPES PUTTOGETHER

p VERY ENGINEER LISTED HERE HAS EARNED THE PRESTIGIOUS
/Ampex Golden Reel Award for engineering a gold album exclusively on Ampex

! WS qudio tape. In fact, of all the gold albums released last year—and the year before— most

of them were laid down exclusively on Ampex tape. And it’s a good bet that most of the
others used Ampex for the majority of their tracks, too. + At Ampex, we appreciate the
passion and precision demanded of audio engineers. It means pushing yourself to the
wall so that every note, every beat, every bar will be perfect. It means taking music...and
making magic happen. *« We've made our own commitment to provide you with the
highest quality, most consistent, most dependable audio tape in the world. A tape
engineered with the same uncompromising attention to detail that you bring to your
sound. * For all the details on what makes Ampex tape so technically advanced,
\ just call or write for a copy of our new 456 Technical Brochure, and see why
Grand Master®456 is engineered like no other tape in the world.

AMPEX
A MASTER OF ENGINEERING

Circle (11) on Rapid Facts Card

Ampex Recording Media Corporation « 401 Broadway, M.5. 22-02 RE + Redwood City, California 94063 « (415) 367-3809
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The Economy:

Will It Affect Pro Audio?

There was a good deal of grousing about
the economy on the floor at this past Sep-
tember’s AES convention, which was iron-
ic because many companies have report-
ed good sales years.

While the pro audio industry-tradition-
ally has been somewhat recession-proof,
the general feeling is that the industry will
feel at least some effects from the econom-
ic downturn. A scatter-shot poll of opin-
ion throughout the industry revealed the
following:

John Carey, vice president of sales and
marketing at Otari, was reticent about
predicting the future. However, he did in-
dictate that sales for the past 90 days have
been “soft.”

“Smaller companies are-pulling in their
belts right now and are taking a wait-and-
see stance,” he said. “Accordingly, I don’t
foresee this being a year with huge growth
potential. We're aiming at our industrial,
post-production and movie studio cus-
tomers. Those customers will most prob-
ably spend as predicted.”

Carey said that the crisis in the Middle
East could have great consequences for
the industry because a lot of the equip-
ment sold is imported. i

“If the crisis becomes a war, then obvi-
ously our economic priorities in this coun-
try will be shifted and that will affect the
industry as well,” he said.

Carla Campbell, the Eastern regional
sales manager for Panasonic/Ramsa, has
perceived greater caution in purchasing
among the dealers on the Eastern
Seaboard.

“I'm actually buoyed by the maturity
and preparedness | see this time around,”
Campbell said. “During the last recession
this industry went through, we saw deal-
ers hit hard because they weren’t as pre-
pared. Although the Northeast seems to
be feeling it more than some other areas,
the dealers are responding overall to eco-
nomic factors in their particular areas with
an aptitude that has been a pleasure to
work with”

One dealer in the Northeast saw the
need to change priorities about a year and
2 half ago because of changes in the
jmarket.

“This area really got hit hard at the out-
set of the recession,” said Craig Fennessey,
president of CSE Audio in Rochester, NY.
“Because the professional audio market
has changed so much over the past 10

- years, it became apparent to me that we

were going to have to be more flexible in
the ways we do business and the types of
markets CSE services.

“Since my business philosophy has al-
ways been to strive for leadership, rather
than just following along, we opted to
branch out into areas we weren't previous-
ly known for”

CSE has become heavily involved in
professional studio design and custom
home installations in the past 18 months
and plans to explore other avenues in or-
der to continue their steady growth. Fen-
nessey thinks the market is improving
somewhat and should return to being
healthy “in the not too distant future.”

Mark Gander, vice president of market-
ing at JBL Professional, cited a recent New
York Times article that pointed out that
the true test of the economy is growth of
2% or more in any calendar year.

Those areas most affected by the cur-
rent economic slump are the Northeast,
Ohio, parts of Michigan and Texas; on the
other hand, Florida, Pennsylvania, the
Northwest and California are experienc-
ing greater than 2% annual growth. This
would indicate that the country as a whole
is not in recession, just sections of it.

“Specifically, this industry continues to
experience growth in visual/interactive
areas of audio,” he said. “There’s stability
in contracting, whereas traditional music
and recording seem to be off and studio
turnkey type of installations appear to be
down,” he said. “Everyone is concerned
about the Middle East and the oil situa-
tion, and the general economy is not that
strong, but you cannot heap the whole
country together.

“Much of the economy of this industry
is driven by discretionary expenditures,
and (because of) the nature of that type
of expenditure, it's unlikely that the profes-
sional audio industry as a whole will suf-
fer as big a hit as other industries have.”

— WYNNE SMITH R

Audio Pros Win
Monitor Awards

The annual International Monitor
Awards were presented recently in New
York. Sponsored by the International
Teleproduction Society, the awards honor
excellence in all parts of teleproduction,
including audio.

This year's audio winners were:

* Best Post-Production in an Entertain-
ment Series: John Alberts and Joe Ferla,
Howard Schwartz Recording, New York,
for ““Night Music #119."

e Best Audio Post-Production in Film-
Originated Entertainment: Richard Fair-
banks and Peter Roos, Transcom Digital,
New York, for ‘‘Taken Away."

e Best Audio Post-Production in Nation-
al Commercials: John Binder, Editel/Chica-
go, for Bud Light's *'Dark Ages.”

e Best Audio Post-Production in Local
Commercials: Stephen Johnston and Len-
ny Rabinowitz, Limelite Video, Miami, for
ATC Long Distance’'s ‘‘Joe Conklin —
CPA.’

e Best Audio Post-Production in Chil-
dren's Programming: Peter Cole, Troy
Smith, Chris Trent, Ken Dahlinger and
John Walker, The Post Group, Los An-
geles, and Matthew Knox, Frank Super-
stein and Steve Kirklys, Fun Amusements,
Los Angeles, for “‘Pee Wee's Playhouse,”
“Fire in the Playhouse.”

e Best Audio Post-Production in
Documentaries: Michael David, Timothy
Kerr and Skip SoRelle, Powerhouse Stu-
dios, Washington, DC, for **Black Friday.”

 Best Audio Post-Production in Promo-
tional Non-Broadcast: Rob Hill and Dor-
rie Batten, The Post Group at Disney/MGM
Studios, Orlando, FL, for “‘Supercop.'m

R+*E*P November 1990
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People

American Helix has named Michael Dil-
lingham production control manager and
Al Thornburg engineering manager;
Tracy Smith Files has been promoted to
sales coordinator ... New England Digital
product specialist Jim Bonevich has
moved from the home office in White Riv-
er Junction, VT, to the NED sales office
in Los Angeles; Ted Pine has been
promoted to director of marketing; Frank
Sullivan has resigned as vice president of
marketing and product development ...
Shure Brothers has promoted
Christopher Lyons to product line man-
ager, wired microphones ... Meyer Sound
Laboratories has promoted Scott Gledhill
to customer service manager and George
Douglas to vice president of sales and
marketing ... Bob Ofenstein has joined
T.C. Electronic as technical sales director
... White Instruments has promoted Jeff
Van Ryswyk to sales manager ... John
M. Spencer has been appointed vice
president of Applied Audio Marketing.l

Equipment Needed
For Volunteer Studio

Here's one of the worthier causes we've
come across lately: Bayview Recording
Studio, located in San Francisco's historic
Bayview Opera House, is a volunteer fa-
cility designed to provide local youth with
a creative outlet for music and recording.

Tentatively scheduled to open this
month, the studio needs mics, stands,
monitors, outboard equipment and any-
thing else that a fully equipped, profes-
sional studio needs. Grateful Dead drum-
mer Mickey Hart has donated a console
and 16-track recorder, and the studio is
looking for Bay-area professionals to
volunteer time in addition to equipment.

In an age where about the only access
to entry-level recording experience is
through schools that charge thousands of
dollars, it is refreshing to see an effort such
as this.

For more information, contact Gail Reid
at 415-824-0386. |

Lawsuits: Two suicide suits against
Ozzy Osbourne over subliminal lyrics are
moving through the federal court system
in Georgia. No trial date has been set in
either case. Judas Priest was relieved of
liability in August in a similar case. See
the October R=E=P for information on the
civil trial and verdict.

Obscenity: The September issue of the
newsletter Entertainment Law & Finance
draws a parallel between 2 Live Crew’s
obscenity case and the controversy over
Robert Mapplethorpe’s photographs. In
both cases, judges have focused on one
part in each work — the seven sexually
explicit photos in the Mapplethorpe ex-
hibit and the rap lyrics in Crew’s “As Nas-
ty As They Wanna Be”’ — rather than the
work as a whole. These cases point to a
redefining of the Supreme Court’s guide-
lines in determining what is obscene, ac-
cording to the newsletter.

Meanwhile, in Broward County, FL,
where “Nasty” was declared to be ob-
scene, a record store clerk who sold a
copy of the record to an undercover offi-
cer was convicted on obscenity charges
and faces up to a year in jail.

Computers: Big news for this Mac-
driven industry. At press time, Apple was
scheduled to introduce several low-cost
Macintoshes with various capabilities, in-
cluding a model for less than $1,000. m

yoaempuasdq

Life is unreal. The host of ‘Death Valley Days' became presi-
dent. In light of that, why shouldn't | produce a record for Paula
Abdul?

— Don Was, quoted in Newswweek

November 1990 R<E=«P 15
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Random Aecess

Facility/Location

STUDIO UPDATE

Details

NORTHEAST

Soundwave/Washington, DC

SOUTHEAST

Chris Paul named director of marketing.

Flood Zone/Richmond, VA
- MIDWEST

New equipment: Dolby 361 SR/A.

Ajax Recording Team/Fort Wayne, IN

SOUTHERN CALIFORNIA

New equipment: Ampex ATR 102 mastering
recorder.

Soundworks West/Los Angeles

Westlake Audio/Los Angeles

NORTHERN CALIFORNIA

New equipment: Akai ADAM.

New equipment: Neve VR72 with Flying
Faders automation and Mitsubishi X-86HS
digital 2-track.

Musical Infinities/San Francisco

Rocket Lab/San Francisco

Hyde Street Studios/San Francisco

MANUFACTURERS

New recording studio and music production
company. James Harrington is president; lo-
cated at 123 Townsend St., Suite 112, San
Francisco, CA 94107; 415-896-6020.

John Acoca has joined the staff.

Susie Foot named studio manager. New
equipment: custom recall system in Studio D;
sampling update card for the Eventide
H3000S Ultra Harmonizer; and Seymour
Duncan 100W convertible amp.

Amek

Gauss

Mitsubishi

Solid State Logic

Sony

Soundcraft

Mozart console sales: The Bakery Recording
Studio (North Hollywood), Vineyard Ministries
International {Anaheim, CA), Loomis Produc-
tions (Carrollton, TX), High Heels Studio (Bal-
timore) and Tim Stanton Audio (Austin, TX).

Normandy Sound (Warren, Rl) has purchased
Gauss 3588 coaxials and 4583 15-inch
woofers.

The Virgin Group has purchased a third X-
880 32-track digital recorder.

Logic/FX compressor sales: producer/en-
gineer Bob Rock (Vancouver) and Dick &
Roger's Sound Studios (Vancouver). G Series
console and ScreenSound to Sounds Inter-
change (Toronto).

APR-24 recorders sales: Toy Matinee; Beat
Street Recording Studio; A to Z Studios; and
Dimension Sound Recording Studio. Sales of
PCM-3348 DASH machines: Sound Shop
(Nashville), Digital Pursuit (Nashville). Tim
Jordan Rentals and The Enterprise recording
studio. Other sales: Waves (Hollywood), two
MXP-3036 consoles; and Prime Ticket,
MXP-3036VE.

Installations of 200 Delta consoles: Location
Recording, Microsoft, Boeing (Seattle), Film
Counselors Associates (New York), Cinebar
Productions (Newport News, VA), and Black
Entertainment Television (Washington, DC).
Other installations: MIRA Film and Video.
600 console: Nike, 200 B/VE console: NW
Videoworks, TS12 automation system; and In-
nervision Productions (St. Louis), 200 B/VE
console.

| AKG Acoustics has acquired two more

companies. Just before the AES Conven-
tion, the company announced that it pur-
chased a controlling interest in Edge Tech-
nology, which includes BSS Audio,
Turbosound and Precision Devices. At the
AES, it announced the acquisition of
Quested Monitoring Systems.

Otari acquired King Instrument, the au-
dio cassette loader manufacturer, effective
in late September. According to Otari, it
is now the world’s largest manufacturer of
audiotape and videotape loading ma-
chinery.

Linear Technology. a Canadian high
technology company, has acquired
Soundmaster International. Sound-
master’s principals and staff will continue
with the company.

Techron's introduction of the TEF 20
means that used machines will be com-
ing on the market. Experienced Audio
has become a clearing house for Techron's
used machines. Contact Bill Landow, Ex-
perienced Audio, 18582 U.S. Highway 20
E., Bristol, IN 46507; 219-534-4422: fax
219-533-8800.

Neve, the U.S. distributor of Mitsubishi
products, has consolidated the Neve and
Mitsubishi parts operations at the Bethel.
CT, headquarters. Previously, the Mit-
subishi inventory was located in Los
Angeles.

Cliff Electronic Components of London
has established a North American sales of-
fice located in Houston, offering jack sock-
ets, connectors, cabinet hardware and oth-
er audio products for domestic audio
product manufacturers, studio contractors
and suppliers. The office is located at 9821
Whithorn Drive, Houston, TX 77095;
713-855-6685.

Dolby Laboratories has been celebrat-

| ing its 25th anniversary throughout 1990.

The company was founded by Ray Dolby
in May 1965.

FM Acoustics has announced that 98%
of all its individual spare parts will be avail-
able for shipment within 48 hours of plac-
ing an order. President Manuel Huber says
more than 2,800 components are in stock
in quantities of up to 10.000 units each.

16 R-E=P November 1990
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They make beautiful

music together.

Laser-trimmed resistor packs and 18-turn trim- pots maintain precise circuit tolerances.

T}

Audiophile-grade capacitors
MAXIMIZTE SONIC ACCUTUCY.

Unicue vacuum-fluorescent
mulii-scale metering shows
signa’ levels as low as -60dB,
essential for digital recording.

Large crvstal

oxvgen-free cables with

gold plated connecters

{ i‘ =3 ensure sonic clarity
v and detail.

Sealed,
steel-shaft
potentiometers
deliver

reliuble
performance
for vears.

A wide 1tr ety of preamp
and EQ modules allows

vou to eustly configure Sony’s own hvbrid circuitry makes these
the consolz & vour needs. consoles among the quietest in the industry.
Sony marries superioi components and intelligent engingering to construction. It's why the MXP-3000 delivers performance that satisfies
create the MXP-3000 series consoles. even the most crifical users in hundreds of facilities worldwide.

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

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

To achieve this, we selected only parts that meet the highest stan-
dards. Often, this required creating unique components. Call us at 1-800-635-SONY, to learn how you and the MXP-3000

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

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

any Comnscahons Prcucs Company, 1600 ueer Anr Bout, Teorse, 11 1990 oo Souy 1 0 et ek PROFESSIONAL AUDIO
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Random Access

Facility/Location

STUDIO UPDATE

Details

MANUFACTURERS (cont.)

giﬁl-l-ilmu.litcr
Soundiracs

DEALERS/ DISTRIBUTORS

Sunset Post has imstalled the Integrated Aodio
Ecliting Svstem.

Rettherg Music Froductions (Omtario) has pur-
chased an In Line 3632 Production consale.

Audio Interviseal Design/Los Angeles

DESIGNERS

Facility sale: Scotland Yard Studies, DDA
MR console, KREK close-ficld monilors,
Spny MURB-201 stereo reverh, BSS sterea dy-
namics quad gate and Audire power amps.

Steve [urrd Washwille

Russ Berger Design Group/Dallas

Designed Windmark Hecording studio {Vir-
Zinia Beach, VAL

Construction completed at ABC-New York's
pewest post-production facilities and Bill
Young Productions (Sugarland, TX). Design-
ing a Music Technology and Hesource Center
for Universily of Northern Colorado Music
School, an addition to General Television Net-
work (Detroit), and additional edit suites and

Ampex marked the 16th anniversary of
the introduction of Grand Master 456 ana-
log mastering tape at the AES Convention
in Los Angeles.

Everything Audio, the Los Angeles pro
audio dealer, has celebrated its 15th an-
niversary.

Telarc has released the first compact disc
in Shure’s Stereosurround format, on Spies’
“By Way of the World”

Digidesign has organized the Third Par-
ty Developer Program, which consists of
more than 150 developers working on a
variety of projects, including image
processing, speech research and au-
dio/video editing. Andrew Calvo has been
named director of developer relations.

Manny’s Music was recently named Ash-
ly Audio Dealer of the Year for 1989-90.

QMIl is a distributor of professional audio
products, and has been appointed the ex-
clusive U.S. distributor for Drawmer Dis-
tribution, FM Acoustics, Genelec, and SCV
Audio. Scott Berdell is president; the ad-
dress is 15 Strathmore Road, Natick, MA
01760; 508-650-9444; fax 508-650-9476.

acoustical direction [or television sel dezign
al NEC-Rockeleller Plaza and NBECs studio
renwvation in Brooklyn.

Worldwide sales for Trident Audio’s Vec-
tor console have reached 32 one year af-
ter introduction. Recent orders include a
48-channel custom version, with full LCR
panning and eight mix buses, and a 56-
channel automated console. Additional or-
ders have been placed from the major Eu-
ropean markets, Japan and America.

QSC Audio Products has achieved rec-
ord sales and profit levels for fiscal 1990,
with about 20% growth over fiscal 1989.
According to the company, it is its ninth
consecutive year for sales and profit lev-
el increases.

Avid Technology has sold 60 Avid/1 Me-
dia Composer editing systems in the
United States and Canada since its in-
troduction last year.

WavelFrame says its fiscal 1990 sales in-
creased 130% compared with 1989. A
strong fourth quarter was capped by sales
of $1 million in June.

RCI Sound Systems has relocated to
5615 Fishers Lane, Rockville, MD 20852;
301-984-1800.

TimeLine has relocated from the East

Coast to the West Coast. Its new address
is 2401 Dogwood Way, Vista, CA 92083,
619-727-3300; fax 619-727-3620.

Audio Animation has moved to 6632
Central Ave. Pike, Knoxville, TN 37912;
615-689-2500; fax 615-689-7815.

Dr. T’s Music Software has moved to
Suite 1B, 100 Crescent Road, Needham,
MA 02194; 617-455-1454.

Digital Dynamics has opened up a West
Coast sales office located at 123 S. Victory
Blvd., Burbank, CA 91502; 818-845-8426.

Schmid Telecommunication has ap-
pointed nine North American sales
reps: Hemec Communications (Santa
Barbara, CA); Jefferson Audio Video
Systems (Louisville, KY); RKS Associ-
ates (Westglen Village, MO); Emmons
Associates (Burnsville, MN); Omega Pa-
cific (Kallua, HI); MSC Electronics (Rich-
mond Hill, Ontario, Canada); Holzberg
Inc. (New lJersey); Professional Audio
Supply (Fort Worth, TX); and Electronic
Marketing Associates (Laurel, MD).
ABC Micros has been appointed
Schmid’s first rep in South America,
with responsibility for Colombia. Glen
Allen & Co. has been appointed to cov-
er Puerto Rico, the Virgin Islands and
the Dominican Republic.

Shure Brothers recently honored Pro
Tech Marketing (Salt Lake City) with its
Sales Representative of the Year award.

|
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“I've been sold on Feta’s superiority since I first tried them.

[ use them on vocals, drums, amps, and brass because their
sensitivity and resistance to feedback make them the
perfect fit for the groups I work with. And the Beta 58 Wireless
is the first system I've found that gives my artists the freedom
of a radio mic without sacrificing sound quality.”

Paul Dalen, Sound Engineer for David Sanborn and Lisa Stansfield.

Beta 57

Shure Beta Microphones.
Buy Them OnWord Of Mouth Alone.

Before you select a microphone, listen to the leading pros who use the Shure Beta Series on stage. They'll tell you about
the benefits of Shure Beta’s advanced transducer design, extraordinary gain-before-feedback, and true supercardioid polar pat-
tern, as well as its outstanding sensitivity and low handling noise. But most important, they’ll tell you that nothing beats a
Beta for live performance. And that’s not just talk. Try Shure Beta today and get the final word for yourself. Or call us for
more information at 1-800-25-SHURE. The Sound Of The Professionals®.. Worldwide. SHURE

Circle (12) on Rapid Facts Card
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It's ime to buy a world-class console.
But untit now, the two or three that youd
consider all carried price tags that you
wouldnit.

Catch the M700, the console with
unbelievable sound at a price you'll find
hard to believe: About $70000*

When youte looking for a world-
class console, your first-consideration s,

what does it sound lke. And because
the final instrument for testing sound
quality is your own bwo ears, you've
got to hear the M7Q0. You'll then find
out how well it comares to the con-
soles that defined “great sound”’

Then get soma hands-on experi-
ence. The M700 is designed around
familiar industry stardards with no

NOW YOU CAN GET UNBELIEVABLE SOUND
AT A PRICE THAT SOUNDS UNBELIEVABLE.
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surprises to slow you down. Everything is where it should
be, from full parametric EQ to its 12 auxiliary sends, which
makes operating speed another of the M700's best features.
You'll get superb routing flexibility, with 40 in-line
monitors, 80 inputs, 32 subgroupings and quad outputs.
When you decide to move up to digital, to accom-
pany your console, one option to consider is the DASH

format DASQO 24-track digital recorder with award-
winning ZD circuitry. Currently available for $99000*

[RL TP
’ mnmmm...

LT —

it's destined to be the best-sounding 24-track around.

So before you invest in any console, you owe it to
yourself to hear the M700. We think you'll agree that the
only thing more unbelievable than the sound of the M700

& DA8B00 combination is its price tag

*Manutacturer’s suggested retail price. Actual price may vary from dealer to dealer.

TASCAM.

©1990 TEAC America, Inc,, 7733 Telegraph Road, Montebedlo, CA 90640, (213) 726-0303.
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Fresd Thacls

George Michael: “Listen
Without Prejudice Vol. 1”

Label: Columbia

Producer: George Michael

Engineered by: Chris Porter, assisted by
Noel Haris and Pete Frith

Assistant Engineers: Noel Haris and Pete
Frith

Recorded at: Sarm West and Metropolis,
London

Mastered by: N/A

SPARS Code: ppD

Comments: Creating a follow-up re-
cording to the hugely successful “Faith”
is no small feat, yet Michael's artistic and
production approach in “Listen Without
Prejudice” is dramatically different from
its predecessor when compared to his out-
ings in Wham!

Of special interest: Michael has giv-
en up the contemporary and often abused
digi-technical stunts for a poignant wall of
sound landscape that washes the listener
in a formidable context. The recording's
clarity, however, is not subordinate to the
musical performance which, when strip-
ped of hype, stands among some of the
great popular lead and supporting vocals
of recent years.

22 R:-E*P November 1990

Jack Teagarden:
“That’s A Serious Thing”

Label: RCA Bluebird
Reissue producer: Orrin Keepnews
Digital transfers and audio restoration:
Paul Goodman
SPARS Code: AAD

Comments: RCA is pursuing an aggres-
sive program of old jazz reissues on its
Bluebird label; this is representative of the
program. Old in this case means that the
original source material is from metal
parts in all but three cases, dating back
to 1929. [Keepnews and Goodman are the
subjects of this month’s interview — Ed.]

JACK TEAGARDEN

Of special interest: The results of Son-
ic Solutions' NoNoise system are amazing.
Gone are the clicks, pops and others spu-
rious noises (not to mention the whoosh
noise of needle on vinyl) normally asso- |
ciated with 60-year-old recordings. Keep-
news has assembled a nice package of
Teagarden’'s work with several different
groups. Paul Goodman has masterfully
brought music which might otherwise be
entirely unlistenable to a modern, discern-
ing audience. Just one of many excellent
titles from a valuable series. |

www americanradiohictorv com

Soul Asylum: “And The
Horse They Rode In On”

Label: A&M

Produced by: Steve Jordan, assisted by Joe
Blaney

Recorded at: Chaplin Soundstage, Sound-
works West and A&M Studios, Los Angeles,
with the Record Plant Mobile Unit; Pachyderm
Discs, Cannon Falls, MN; and Sunset Sound, Los
Angeles

Mixed at: Electric Lady and the Hit Factory,
New York, and House of Music, West Orange,
NJ

Recorded by: Joe Blaney and Jonathan
Akre

Mastered by: Greg Calbi at Sterling Sound
SPARS Code: AAD

Comments: Get grungy: this is down-
in-the-dirt and raw music, with classic re-
cording techniques that stretch and stress
the medium with blistering guitars and
thrashing drums. Forget everything you
know about contemporary pop-record
production techniques, forget about MIDI,
forget about hours of rehash and
refinement.

Of special interest: This record shows
the effectiveness of the analog tape re-
corder as an enhancement and instru-
ment, which is integrally linked to the re-
cording process. That the majority of these
tracks were recorded live with minimal
dubs lends a spontaneity that seems ter-
minally lacking in the present recording
culture. |
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The R-DAT With
Features Others
Ask You To Pay For

JVC's DS-D900N R-DAT reco-der includes
professional featurss, as stancerd equip-
ment, that a-e optional on other machines.
Features like SMPTE time cod= capability,
AES/EBU digital inputs and oLtauts, and
parallel and serial -emote contro.. The
DS-DT900N meets the strict staxdards of
the professional audio industrv too. It's bui't
on JVC's stzte-of-the-art conversion tech-
nology to deliver the highest level of digital
audio performance.

With a menufacturer’s sugg2sted list price
of less than $4,50C, no other p-ofessional
R-DAT recorder gives you the eatures and
performance of the DS-DT900\.

For more information, call 1-800-JVC-5825
or write JVC PROFESSIONAL PRODUCTS
COMPANY, 41 Slater Drive, Elmwood Park,

New Jersey 07407.
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fresd Thacks

Don Dokken:
“Up From The Ashes”

Label: Geffen
Produced by: Don Dokken and Wyn Davis
Engineered by: Wyn Davis, Melissa Sewell
and Eddie Ashworth
Mixed by: Wyn Davis
Recorded at: Total Access, Redondo Beach,
CA
Mastered by: George Marino, Sterling
Sound, New York
SPARS Code: ADD

Comments: This is a textbook exam-
ple of heavy metal production: thunder-
ing, stereo Marshalls, wet toms, high-
register vocals and ultra-compressed clean
chorused guitars.
Of special interest: The guitars have all
the power and crunch of early Van Halen
but without the distant, far away sound
that characterized Van Halen. We could
do without the obligatory “serious rock
ballads” but the power tunes more than
make up for it. There is nothing surpris-
ing or new here, but the guitar, bass and
drum tones are perfect examples of the
genre, and what's wrong with that? B

FOCUS:

WYN DAVIS, MELISSA SEWELL: Engineers,
“Up From The Ashes”

Wyn Davis mixed the first Dokken record and has produced Great White's
“Shot in the Dark.” Melissa Sewell is working on the new Great White record.

ReE*P: The credit on the album reads “engineered by Wyn Davis, recorded by
Melissa Sewell” What were your roles?

MS: Wyn was responsible for getting all the sounds, the guitar tones, the drum
sounds and so on, and | was responsible for getting it all on tape, and making
sure the sounds remained consistent as they went to tape, as well as throughout
the project. | had a fairly large contribution to the engineering. Wyn left the
room once we got sounds so that he could keep his ears fresh as the producer.
WD: It got to the point actually where the guitar players were dependent on
Melissa being there, and preferred her. A lot of that has to do with Melissa’s
temperament being so good. And from a creative standpoint, they didn’t feel
intimidated by her having some long history of working with great guitarists. It
helped them to feel free to experiment and find their way through their work.

R*E*P: How were the guitars recorded?

WD: We used different configurations of 100W and 50W Marshall heads. The
cabinets were vintage 1969-70 Straight Marshall Cabs, 4x12. For most of the
solos, we used 25W Celestions through one cabinet, and for the rhythm parts,
85W Celestions from two cabinets.

MS: Each cab had two mics on it, either a Shure 57 and a Sennheiser 421 or a
57 and a Shure 58, depending on the guitarist.

WD: We moved the mics around a great deal to find the right spot, but basically
they were direct axis, trying to split the cone and the paper evenly. Also, for the
solos, we ran C12s as ambient mics in the room; the room is 21x30x14 — about
10,000 cubic feet.

R*E+*P: What about guitar effects?

WD: Generally, | avoid recording any kind of reverb on the guitar, but depending
on the situation, we recorded some effects that the guitar players had dialed in,
certainly their EQ settings.

ReE=P: When the tom fills come in, they sound really clean and wet and big.
They don't sound gated but the drum track is so clean, it sounds like they would
have had to be.

WD: That’s a technique I've developed over the years because I'm frustrated with
the sound of gates. The toms — and all the drums — are recorded wide open;
they’re never gated. During the mix, I'll slow the tape down to half speed, and
figure out where all the tom fills are.

The automation in this console [Amek 2520] can read back data at half speed.
Then we use a group fader to bring the toms in when they're being played, and
then bring them back to a level where they’re ambient but not obtrusive. In
order for the toms to ring out and sound wet enough when they're playing, there
has to be a lot of reverb on them; if you have that much reverb on those tom
mics when they're not playing, the rest of the drum kit starts to sound pretty

sloppy.

R*E*P: Any special equipment you used on the record?
WD: We had three 480Ls during mixdown. And I have to credit a lot of the
sound of the record to three products which I love: Dean Jensen’s mic pre-amps,

the ATR 124 and Monster Cable. [ |
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Th best place tokeep track of your Vali les. |

Your most valued possessions had been
trusted to cocktail napkins. Biology notebooks.
Worse yet, to memory.

But you didn' realize just how important
they were till the day you finally got the chance to
put all the pieces in place.

Its why Yamaha designed the MT100I1
Multitrack Recorder. A machine that records on
four tracks simultaneously, separately or in any
combination. With a dual channel 5-band graphic
EQ. Dual stereo outputs. Frequency response up
to 18 kHz. And mic/line level inputs on all four
channels. All at a price that puts home recording
within reach of every aspiring musician.

Visit your nearest Yamaha dealer to find out
more about the new MT100I1. So the next time
you have something as valuable as a great idea,
you'll have the perfect place to keep it.

Porsonal Studio Seried

YAMAHA

Professional Audio Division

Yamaha Corporation of America, Professional Audio Division, P.O. Box 6600, Buena Park, CA 90622-6600.
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Zubin Mehta, Berliner Philhar-
moniker: Bartk, ‘“Concerto for
Orchestra’’; “Suite from the Mi-
raculous Mandarin”

Label: Sony Classical

Produced by: David Mottley
Engineered by: Michael Sheady (Concer-
to); Mark Vigars (Suite)

Recorded at: Philharmonie, Berlin (Concer-

to); Jesus Christus Kirche, Dahlem (Suite)
SPARS Code: DDD

Bartok: Concerto for Orchestra

il

Fubin Mehta

Comments: Bartok may be difficult for
those unaccustomed to 20th Century clas-
sical music, but this is an excellent per-
formance of two of the composer's impor-
tant works. This recording is interesting:
it is not pristine, and in fact there is a great
deal of hiss on the concerto. The engineer-
ing stays out of the way of the perform-
ance and the venue, and this in itself is
somew hat of a miracle in an age when en-
gineers often try to inject as much of
themselves as possible into their record-
ings, sometimes to the detriment of the
music.

Of special interest: The mixes for both
selections (live to 2-track) are tight and cre-
ate a cohesion not often found on mod-
ern classical recordings: The orchestra
really sounds like an orchestra, not a
group of individual instruments. The am-
biences, painstakingly captured acoustical-
ly, are rich and warm. a
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FOCUS:

MARK VIGARS: Engineer,
“Suite from the Miraculous Mandarin”’

R*E*P: How were the mics set up?

MV: | used a basic open setup, using three B&K 4006s in a left-center-right
format, behind the conductor’s head, about three or four feet apart from each
other, pointing toward the second desk of violins and cellos. And I had two
outriggers, Neumann KM84s or 86s, cardioid microphones, in line with the third
or fourth desk and about three or four feet away from that. Then two KM86s on
the woodwinds to focus the center of the orchestra.

That was particularly important because of the clarinet solos. I had a KM86 on
the horns which I used a minimal amount of. There was no brass microphone, I
had a couple of 84s for things like celeste, harp, and piano. | had a microphone
on the timpani ...

ReE*P: The timpani sounds huge ...

MV: But I didn’t use very much of it. In the acoustics of this church in Dahlem, in
Berlin, the back of the orchestra comes through quite clearly. I remember I did
need the mic on the piano to focus it through, because there was so much going
on elsewhere in the orchestra that it wouldn't have been heard otherwise. I had
two mics in the balcony in the back.

R*E*P: What about some of the “air” noise?

MV: In this day and age | know there are some purists who are concerned about
such things, but my attitude is there is noise wherever you go, there is no such
thing as a quiet room. It’s difficult to find a recording venue where you don't
have traffic noise or aircraft ... | don't worry about that. Some people do, but |
feel sorry for them if that's the way they feel. The music’s the most important
thing.

R*E*P: One of the remarkable things is how similar your recording and Michael’s
sound. You really know that it’s that orchestra with that conductor.

MV: Well that’s the most important thing. As a recording engineer, we mustn’t
think above our station. We have to remember that our job is to be truthful and
honest to the artist; that is all we are asked to do. Some engineers think
otherwise. | disagree with that. My feelings are | have to do my job to the best of
my ability, and to come up with what is asked by the conductor and the
orchestra. Zubin Mehta was very involved in the recording process and he
understands it very well. He knows when there’s something that he’s doing that’s
not right, or when it’s something that I'm doing that's not right.

R*E+P: How many takes did you do?

MV: Two or three complete takes, and then little patches of things that hadn’t
quite worked out. u
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Audio
Masterirg Tapzs

2

Introducing 3M 996 Analog Audio Mastering Tape. It's the first tepe that lets you
record g5 hot as you want (level +9), capturing the highest highs and lowest lows with
virtually no distortion or print througk. From its consistently clear sound. to its protective
TapeCare™ Library Box, 3M 996 audio tape takes analog remnimg where it’s never been
before. Call 1- 80() 245- 8332 for more mformation. V\ won’'t be satisfied until you

3M Professicnial Audmo/Viceo Products Div. LS
3M Center, St Pau, MN 56144 m
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W W. SPARS Perspectives
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Little F|sh
Big Ponds

By Lee Murphy

Since 1984, I have been operating what
is known as a “boutique” audio sweeten-
ing facility in New York City. For years |
had been a newscaster before deciding to
concentrate on production and recording.
The odd name for my organization,
Brigg's Bakery, comes from an old neon
sign | found on an abandoned storefront
| I remembered from my childhood in Man-
| hattan.

‘ Murphy-is;esid;m of Brigg‘s_Bake;, New gk, and a
| member of the SPARS Board of Directors.

L

In just a few short years, I have seen

many dramatic changes taking place in
our industry. From the large, multi-room,
music-based complexes of the 1960s and
1970s to the appearance of smaller, spe-
cialized facilities in the 1980s, there has
been a great deal of upset and confusion.
| can see a much different industry de-
veloping in the 1990s, which is settling
down and stratifying.

I'd like to recount my first encounter
with SPARS a few years ago. | was invited
to a meeting just 36 blocks away from my
studio. As the cab pulled up at Gallagher’s
restaurant at 52nd and Broadway, | won-
dered what | had in common with the
midtown giants. That’s the impression |
had — studios with many rooms, big staffs
and powerful clientele. Needless to say, |
felt out of place.

[ thought I recognized “what’s-his-name”
from Power Station and Bruce “something-
or-other” from Clinton Recording. And
Howard Schwartz. Of that I was certain.
| met several more of these well-known

| ing a lot better about being so off-scale |

flgures of upscale recording and my rookie
head was spinning.

After I'd calmed down a bit, I thought
to myself. “So, this is SPARS. And they
don’t seem to mind at all that my studio
is as far away from midtown Manhattan
as Vegas is from L. A"

Within a few months, I was proudly call-
ing my operation a “boutique” and feel- |

while vying for some of the same business
being sought by the big guys. If my ex-
perience is any gauge of broader reality,
there is a niche for small, specialized stu-
dios all over the country. If you've got the
drive and the talent, now is almost cer-
tainly the time to dig in and go for it.

As a young man, | started off with a love |
of the “toys,” but [ soon realized that it was |
not a game | was playing. | persisted, be-
cause [ truly loved the production environ-
ment. | started off recording radio com-
mercials for regional clients of small
advertising agencies.

One day, | heard about something called

In a world of incredibly costly and overly
complex mixing consoles, the Sound Work-
shop Series 34C delivers wide dynamic
range in clean, easy-to-use layout.

Tapes cut on this sensibly designed console
preserve the intricacies of the original
session without adding distortion or
coloration.

Get the perfect mix from Otari’s
Series 34: Sonic integrity, quality
construction and affordable price.

A four band equalizer with
sweepabie frequency selection,
with each band allowing a range
of +15dB.

When fitted with Otarl’s DISKMIX™
automation system, the Series 34C
provides computerized mixdown

with extensive off-line editing
capabilities.

www americanradiohistorv com
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“audio-post-for-video” and made some
equipment investments. Many of my ex-
isting customers greeted this expansion
with a resounding, “Huh?” Time and
again, | was told about 3-inch TV speak-
ers and “Why bother?”

i But eventually, they did begin to both-
| er, and my business began to grow. The
studio went from 8-track, to 16- to 24-track
in three years. Before long, my work was
being broadcast on national television and
my sound design for the PBS series “Read-
ing Rainbow” helped earn an Emmy.

A few years later, | was at Kennedy In-
ternational, waiting to board a flight to
California for the AES Convention. | was
thinking about my career and all that I had
gained from SPARS and the camaraderie
I had shared with others trying to make
| it in this business.

| had that usual primordial gut anxiety
| always felt prior to takeoff. It isn’t unlike
the feeling [ get in the pit of my stomach
when | am contemplating the purchase of
another piece of major recording gear.

Once in the air, | reminisced, contem-
plating how quickly things change. One
minute, you're on the ground. Next min-
ute, you're thousands of feet in the air and
soaring upward. One minute, you're ana-
log and the next thing you know, you're
digital. Linear seems to be state-of-the-art,
and then comes random access.

Off-the-wall thoughts were tumbling
around in my head. Why are we always
so late in our realization of what is taking
place in this industry? Of course. it’s easy
to analyze by hindsight, but by com-
municating and sharing ideas we can do
a much better job of facing the facts. There
are only so many pieces of the pie and a
limited number of bakers. Are we the sun
looking for someplace to shine upon? Or
are we the clouds somehow obscuring our

| own potentials?

Crazy thoughts? I didn't know. | wasn't
sure of anything, really. The only thing |
knew for sure was that I had innocently
seen an opportunity for myself and gone
for it. Perhaps we should all be trying to

find our niche. Define the possibilities.
Take stock of what’s there, right there in
front of us, and then determine how to
make tomorrow's breakfast out of today's
groceries. | started making a list of ingre-
dients: computers, console, clients, cash ...
and a good recipe, of course.

A bored voice squawked over the inter-
com that we were ready to land. I'd slept
right over the Rockies, dreaming of new
ways to make my business — my small
boutique — pay for itself in an industry
that was clearly becoming more stiffly
competitive day by day.

| smiled to myself as the plane touched
down at LAX. | knew it would be OK. No,
on second thought, | knew | had a place
in this business — if | could just keep find-
ing it. L]

The Society of Professional Audio Recording Services is
the audio industry’s best source of business information. |
For information on membership and activities, contact
SPARS at 4300 10th Ave. N., Lake Worth, FL 33461; 407-
641-6648: tax 407-642-8263.

worldwide customer support make the
Series 34G the perfect choice for the
recordist, and for the studio owner.

Call Otari at 415-341-5900 for complete
information.

Available in configurations from 24 to
50 inputs, the Series 34C may be equipped
with Otari's DISKMIX™ Moving Faders or
DISKMIX VCA automation systems. And
you may choose either high resolution LED
metering or VU mechanical metering.

Quality construction, superb sonic
performance, reasonable cost, and Otari |

All circuitry in the Series 34C is high-
slew, yielding excellent transient response.
The line and mic inputs, as well as record-
ing outputs, are transformerless designs
which use proprietary, laser-trimmed,
thick-film resistive networks. This provides
highly accurate tracking of the output stages,
which clip only at levels that exceed +27dBu.

Circle (17) on Rapid Facts Card T ()

The master section concentrates
important control, switching,
metering and communications
functions in one human-
engineered area.

High resolution metering
modules with forty segment,
three color LEDs displaying
both peak and average modes.

A modular patch bay
with seven jacks per
I/0 channel and

complete facilities
for an array of
external pro-
cessing gear.
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Multimedia &
Other Myths

By Rick Schwartz

The first ever CyberArts conference was
recently held in Los Angeles. You might
ask, what is CyberArts? According to the
show’s program, ‘“cyber” comes from
cybernetics and is defined as machine
augmentation of human beings. Combin-
ing the two words implies machine and
computer enhancement of the arts, from
music to the visual arts to literature.

Although the term CyberArts is about
as useful as buzzwords like virtual,
Hypermedia or artificial reality, I was look-
ing forward to meeting the people who
coined those terms and possibly even gain
a better understanding of what they real-
ly mean.

Why was CyberArts important? The
event itself was a technology show, of im-
portance to our ever more technological-
ly adept production facilities. Innovative
studios are providing a wider mix of serv-
ices than ever before. In addition to rec-
ord projects, many sessions now involve
other media like film or video.

Computer graphics and animation beg
for good audio. Some studios are branch-
ing into new areas such as providing MIDI
mix rooms and digital suites, or services
like books on tape, forensic audio and
others. In short, it's a whole new ball game
out there.

BRAVE NEW WORLD
CyberArts involves tools, techniques and
technology. If the presentations were any
indication, the tools and technology are
not as refined (and easy-to-use) as the
presenters would have everyone believe.
One self-proclaimed computer visionary
had to abandon most of his software demo
because he was having a difficult time
operating the Macintosh. Nothing seemed
to work. Audio was poor (ironic, as live
sound is one of our more “understood”
technologies), making it hard, if not im-
possible, to comprehend the presenters.

Rick Schwartz is a sound designer/engineer and director
| of post-production for Music Animals, Los Angeles.

Many of the demonstrations that used
computers did not work as planned. One
keynote speaker had to yell out slide
change commands. He also had to apolo-
gize for out-of-focus slides by saying,
“What this slide would show, if we could

”»

see it, is ...

MULTIMEDIA WAR STORIES
Multimedia is easily a candidate for the
most overused word in the publishing
world. Right now, multimedia products are
getting a lot of interest. Some say that mul-
timedia creators are doing a landslide busi-
ness generating presentations for other
multimedia companies. Where's the mar-
ket of end users?

Peter Gotcher from Digidesign talked
about the desktop obstacle course in-
volved. One of his favorite multimedia war
stories relates the difficulty in getting
presentations to play at the same speed
on different computers.

“There is no SMPTE time code equiva-
lent yet in multimedia,” Gotcher says. “It
is very difficult to synchronize audio and
video events because they run at differ-
ent speeds, causing the audio to go out of
sync.” (Having different internal clock
speeds, whether 8MHz in an SE or 40MHz
in an fx, computers run graphics and vid-
eo animation, as well as audio, at differ-
ing rates.) If you develop software using
a Mac lici, make sure to test it on a plain
vanilla Mac to check for worst-case per-
formance and speed compatibility.

Additionally, because of the difficulty in
importing source material and producing
animation in general, Peter recommends
the use of simple graphics or slides that
are punctuated with sound hits. He warns
that there are no hardware requirement
absolutes, although a hard disk with an ac-
cess time of 28ms is generally considered
fast enough to be used for digital audio ap-
plications.

Sometimes, however, a hard disk with
an acceptable access time will not work
because of poorly written disk driver
software.

“People ask me what platform multime-
dia runs best on, and my answer has got
to be videotape,” Gotcher says. “Multime-
dia is more work than you think, much
more.” In short, don't believe the televi-
sion commercial where some young ex-
ecutive sits down at his computer an hour
before a board meeting and whips up a
show-stealing presentation.

WHAT’S NEW?

A number of new technologies were

shown at CyberArts. Allen Adkins of Op-
tical Media International demonstrated
how easy it was to make write-once CDs
using the Macintosh. He wasn't the only
one. James Moorer (of DroidWorks fame)
created his demo material using similar
techniques on a Sonic Solutions CD Mak-
er System. [For more on CD-R, see Sep-
tember’s Digital Domain — Ed.]

Several promising new musical instru-
ment technologies were discussed. Adri-
an Freed demonstrated a very realistic
sound modeling technique using reso-
nance synthesis, made possible by eight
56000 DSP chips. The sounds, which in-
cluded piano, upright bass and tubular
bells, had incredibly long decay times with
complex overtone structures and none of
the side effects exhibited by today’s digi-
tal samplers.

James Moorer demonstrated voice syn-
thesis technology that could one day be
used to synthesize background vocals in
the voice of your choice. As he put it, “Im-
agine having Orson Welles’ voice with
Pavarotti’s vibrato.” Moorer also explained
how multi-mode synthesis, using a com-
bination of FM synthesis, resynthesis, and
other hybrid techniques, would be applied
more extensively in synthesizers of the
future.

THE WORLD LIBRARY

Brace yourself. If you thought the World
Book was an encyclopedia, you're wrong.
Ted Nelson, arguably the father and earli-
est major proponent of hyper interaction,
insists, “We must have a universal library
publishing system for the human race. Im-
agine it’s the year 2020 and a billion peo-
ple are sitting at screens around the plan-
et. Each is able to draw documents to their
screen from the common repository of hu-
mankind. Any document, or portion of a
document, including text, graphics, music
or photographs, in digital form, with an
automatic royalty (issued) to the publish-
er” would be available.

According to Ted, we don’t currently
quote other literature in publishing be-
cause of the difficulty in obtaining permis-
sion. He says that “the notion of transclu-
sion cleans up this copyright problem
enormously.”

What is transclusion? Transclusion em-
bodies the idea of utilizing something from
one document and applying it to another
document without copying. The second
document has a pointer to the first (a ba-
sic tenet behind Hypertext, commercial-
ly addressed in Apple’s Hypercard pro-
gram). Ted has also redefined other words

30 R:-E:P November 1990
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CROSSFADE

Ueash our eaive Power
With The AFV-500 AudioMixer.

When it comes to producing high quality audio The freedom to capitalize on talent is just one

for video, the creativity of even the most talented reason why the AFV-500 has developed an almost
operator or producer can be stunted instantaneous worldwide follow-
by traditional consoles. ing. Other important benefits

The AFV-500 audio mixer gives incliide:
you microprocessor control over
audio for video production, with
unmatched speed and ease. It gives
you the same “key frame” control
parameters over audio mixing that
you have come to expect for video
programming.

 Highest quality stereo imaging.

» Compatibility with all leading
editing and switching equip-
ment.

* Easy installation and operation
within the video environment.

Now you have the time to concen- « Modular expandability.
trate on developing new creative oy -~ ®

techniques, which can only add to Fc £ s

the excellence of your overall pro- INNOVATIONS IN VIDEO

duction. and AUDIO TECHNOLOGY

For complete information on the
remarkably affordable
AFV-500, please call the FOR.A

office nearest you.
FOR.A Corporation of America 320 Nevada Street Newton, MA 02160
Boston: (617) 244-3223 Chicago (708) 964-1616 Los Angeles: (714) 894-3311 Houston (713) 894-2668
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WHAT MAKES IT A LEGEND?

No other recording console in its price range

..... regardless of how prestigious . ....can
equal its sonic performance, features and
professional quality.

None!

Why not put us to the test. Call toll-free for free
literature and the name of the authorized
LEGEND dealer nearest toyou. . ...
800-826-1457.

You could be working with a LEGEND too.

n AMERICAN
biaomp)).ww
CRAFTSMANSHIP
14270 NW. Science Park, Portland, OR 97229
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in the English language: a document is an
information packet that someone creates
and literature is a system of interconnect-
ed documents. The Xanadu Docuverse
concept consists of documents that have
links and transclusion. Everyone can mark
up the same material because of a special
interrelated pointer system. Make sense?

Ted refers to himself as a hyperdream-
er, but he is also a capitalist. Next year the
Xanadu group (with funding from Auto-
desk) will come out with a new piece of
software called the Xanadu Hypermedia
Server. An information service, charges
for access will appear on a monthly
Xanadu bill.

FUN AND GAMES

There was also an area set aside for
CyberArts exhibits. The virtual reality sec-
tion alone was worth the $25 cost of ex-
hibit admission. Participants were asked
to wear the famed TV-screen goggles and
sensor glove, which helped to transport
users to an interactive 3-D computer
generated environment. The Existential
Funhouse (an experiment in interactive
multimedia) was another exhibit, which
consisted of a room containing sensors on
the floor that controlled different things,
including audio and graphics.

Some manufacturers like to believe that
given the right tools, casual users can pro-
duce their own music videos and comput-
er movies. Does the availability of low cost
tools in the hands of untrained users yield
results? If the presentations shown at
CyberArts are any indication, George Lu-
cas and Francis Ford Coppola have noth-
ing to worry about.

People have grown to expect a certain
level of quality from network television,
if not from the television programming it-

| self, at least from the on-screen comput-

er generated graphics and flashy promos.
Conversely, it is not hard to impress an au-
dience with a slide show because they
have such a low expectation of the medi-
um. It’s a little tougher to do MTV on a
Macintosh.

Many attendees who I spoke with were
limited to the small area set aside for ex-
hibits, because they couldn't afford the
steep $495 price of seminar admission. |
have never believed that knowledge
should only be available to an elite few.
Information should be available to the
masses.

After all, isn't that what multimedia and
computer inter-communication is really all
about? [ |
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 Afew important words
about the new

A-T 40 Series:

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

fat and you can bang away at it

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

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

the dynamics well...it's justan
excellent sounding mike.”

David Cook

Dreamland Studios

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

Milan Bogdon
Masterphonics

“The S/N ratio is superior to
some of the other mikes we
used. They're bright and clean
S0 we don't have to push the
EQ. Superb mike...great for
vocals, overheads, snare,
toms, electric and acoustic
guitar...it seems to work well
wherever we put it”

Omnidirectional

AT4049

Caparitor

AT4051
Cardioid
Capacitor

Jeff Baxter
Producer/Artist

“If I'm ot getting what | want
from another microphone ..I've
been putting up the 4051 and it
nearly always does the job”

Mack Emerman

Criteria Studio

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

Capacitor

Now it’s your turn!
Compare the new

Audio-Technica 40 Series against

the very best in your studio.
Contact your A-T pro sound
dealer today.

audio-technica.

1221 Commerce Drive, Stow, OH 44224
(216) 686-2600 « FAX (216) 688-3752
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This legendary producer,

with more than 500 releases
to his credit,

talks about producing records
and running a record label.

rrin Keepnews is one of the most

prolific producers in history. Al-

though he has never actually

counted, he has produced more
than 500 records in his 35-year career.
(That works out to more than one record
every four weeks.) He was the first to rec-
ord legendary artists Bill Evans and Wes
Montgomery, and has figured prominent-
ly in the careers of Cannonball Adderley,
Thelonious Monk, McCoy Tyner, Sonny
Rollins, Bobby Hutcherson and Flora
Purim. He is currently national vice-
chairman of NARAS and president of the

g Fantasy-distributed Landmark Records.

| ReE*P: What is the deal that you have be-

tween Landmark Records and Fantasy?
OK: | wanted to start an independent la-
bel that would be truly mine. This is the
third time I've started a label, but in the
other cases there were other people and
other connections involved.

R=E+P: The other two being Riverside and
Milestone ...
OK: Right. Bill Grauer and | were partners
in Riverside, and there were other people
and other people’s money at Milestone,
and Dick Katz was closely associated with
running it.

| had worked at Fantasy between 1972
and 1980 and during that period of living

§ in the land of sunshine and relaxation, I
8 had two heart attacks and a bypass oper-

ation. I wanted to work for myself this

Dan Levitin is a contributing editor to R+E*P and an en-
gineer/producer based in Stanford, CA.
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time. I felt that I had reached
a stage in my life — and my
career — that | could have a
label that would be quite self-
indulgent, where | didn't do
anything except what | want-
ed to do in the way that |
wanted to do it.

I'll give you a totally petty
example. Most of my life |
have had running feuds with
art directors about this one
thing: | have always felt that
the catalog number of an al-
bum is an important part of
its identification in the world,
so that number should be of
noticeable size. For some rea-
son, most record companies
like to have those numbers
the tiniest size possible.

One of the things | realized
when | was putting Landmark together
was, “Wow, [ can have those catalog num-
bers as big as [ feel like having them on
the jacket” There were, of course, more
important ways in which I wanted to ex-
press myself. For instance, if as a staff
member or independent producer, I had
gone to any of the record company heads,
such as Ralph Kaffel of Fantasy, Bruce
Lundvall at Blue Note, or whomever, and
said, “[ want to produce an album of the
music of Thelonious Monk by this contem-
porary classical string quartet [Kronos
Quartet] and I want you to pay for it,” ]
think they would have figured 1 had
flipped out entirely and tried to figure out
how to get me out of their office quietly
before 1 became violent or something.

The point is, it’s not an idea I could have
sold to anybody, but the two albums are
excellent, pioneering albums, and they did
a lot for Kronos' career and for my ego.

Now when [ put this label together, 1
knew there were certain things that [ am

ORRIN

KEEPNEWS

By Dan Levitin

good at, and other things I hate. The
whole distribution thing is an example of
the latter. Dealing with wholesale distri-
butors as a very small label, dependent on
getting your money from them, is the ex-
act equivalent to committing suicide.

R=E~P: Because you don’t have any lever-
age; if they don't pay you, you can't just
say, “Well, I'm not going to ship Rolling
Stones records, then”
OK: Right, and besides which, they are ba-
sically and rather consistently impossible
people, with a few wonderful exceptions.
[ didn’t want to have to deal with them
this time around, or for that matter with
suppliers. So I set out in the beginning to
do a P&D deal — a pressing and distribu-
tion deal — where the manufacturing and
the selling of your product are done for
a fee or a percentage by somebody else.
And Fantasy has the kind of clout neces-
sary to collect from independent distribu-
tors, because Fantasy is in many cases

THE R=E-P
INTERVIEW:

their largest customer. The
beauty of it is that no distrib-
utor can say, “Well I think I'll
pay Fantasy this month but |
won't pay Landmark,” be-
cause Landmark only exists
as an item on their total Fan-
tasy bill.

| furnish Fantasy with fin-
ished masters and cover art,
which Landmark pays for,
and they manufacture it. One
of the other benefits | get is
that they can't refuse to work
with an individual album.
This deal has to be seen in
the context of my long stand-
ing relationship with Fantasy;
I was the head of their jazz
division for eight years.

I'm well aware there are
many ways for an indepen-
dent label to get screwed on a P&D deal,
and | wouldn't recommend it for everyone,
but Fantasy and | came into this relation-
ship with a history and background of rea-
sons to trust each other’s judgment.

R-E-P: What is a typical budget for one
of your recordings?

OK: There really is no such thing as a
“typical” budget because each record is
unique. I'll tell you though, one thing I've
always done with sidemen — it's just
sound creative practice — is that you
negotiate a single flat fee with a sideman,
so you're not dealing with the clock. If we
finish early, fine, the guy’s ahead. If. for
some reason, we end up spending twice
as much time, I'm obviously not going to
hold them to the fee.

But the advantage of this situation is you
don’t have to worry about the passage of
time and “did it take me an extra half an
hour to get that tune right?” I've done that
for as many years as | can remember, and

1
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I may have been the first jazz producer to
do that.

In the Riverside days, my partner did an
extensive amount of negotiating flat fee
deals with studios for evening time, when
they were lying fallow. If you get into a
situation where the studio and the musi-
cians are not a clock that is ticking on you,
you have improved the creativity level im-
measurably.

The problem about jazz, and music in
general, as it functions in a capitalist sys-
tem is that it has to be an art and a busi-
ness at the same time, and that's one of
the most anti-creative things imaginable.
[ believe it is the function of the producer
to gain control of the environment so [
spent as much of my time and ingenuity
as | could working against all those tick-
ing clock situations. Then all | have to wor-
ry about is getting product, good, creative,
finished music, which of course is what it’s
all about anyway. The single most impor-
tant ingredient in creating jazz records is
to remove all of the unnecessary tensions,
while being careful not to remove any of
the necessary tensions, and there is a dis-
tinction.

R=E*P: You said in your book [“The View
from Within,” Oxford University Press,
1988] that you've tried to maintain the at-
titude, the perspective, that it's the artists’
album and not yours ...

OK: Oh, God, yes ...

R=E=P: But at the same time, it's your job
to manage the recording session, so there's
potential conflict there, with who's in
charge, and whose view is going to carry

OK: Yeah, but it's the kind of thing that
tends to be more potential than actual.

R=E=P: Well, on the one hand you're sug-
gesting that you need to be subservient,
and on the other you're suggesting that
you really need to he the boss.

OK: Well, | would quarrel with both of
your choices of language there. “Subser-
vient” is a dreadful word and | have never
been subservient in my life, and being the
boss is not at all a function of the produc-
er. To say that the album is the artist's al-
bum and not mine does not mean that |
am subservient. And to say that I am in
charge of the situation in the studio does
not mean that I am the boss.

What you need to accomplish more
than anything else, is there has to be a
very real working partnership between
the artist and the producer, which means
a recognition on hoth sides, sometimes im-
plicit and sometimes explicit, that each
has his areas of being the decision-maker.

I am never going to say to an artist,
“That was the take, I'm not going to let

you lift your horn on that tune again,” but
I'm not going to let somebody say to me,
“Yeah, that was good enough, let’s go on,’
if | don't believe it was.

If you are able to establish a workable,
creative relationship with the artist, you're
going to come out pretty good or better.
If you're not able to establish this, then nei-
ther of you belong in the studio.

R*E*P: How do you relate to the technol-
ogy of recording? How involved do you
get with sounds, for instance?

OK: First of all, you have to realize that
in my production work, I go back to 1-
track; professionally, I'm a little older than
stereo, so I've been through a lot of tech-
nological change, and I'm a passionate be-
liever in using technology rather than let-
ting technology use you.

R=E=P: Could you give me an example of
that?
OK: [ think there are instances in which

of Wes

Wra Fiomiganser

Portrail

[ will believe in the validity of overdub-
bing and layering, but [ also helieve that
it can be drastically overused to undercut
and do away with the spontaneity that’s
a very important part of jazz. A lot of that
comes out now that so many people are
recording live to 2-track again with digi-
tal because multitrack digital still remains
incredibly expensive.

It gives me great pleasure to be able to
tell a bass player, “No, you can't repair that
part, it’s there. Everybody else was play-
ing great, you got a bad note or two, that's
tough. We're going with this” Because a
lot of musicians, particularly musicians
who are playing instruments that can just
be plugged in and taken direct, are aware
of the fact that they don’t really have a
sound in the room — musicians get aware
of these things very fast — so there are
a lot of piano players, and guitarists and
bass players who for years have relied on
being able to punch in and fix notes. And
this sometimes has a very negative effect
on performance. But on the whole, prog-

ress is a wonderful thing.

In terms of the actual engineering, I've
always been a great heliever in profession-
alism. I'm not an engineer, and I'm not a
musician. 1 would no more play the date
for the musician than I would for the en-
gineer. What I vastly prefer to do is to
work with an engineer with some regular-
ity, to where I am familiar with the man.
I value the engineer far more than the
room.

It is my feeling that, give or take some
exceptions for rooms that you fall in love
with, the chances are most professional
studios are going to be roughly compara-
ble or adequate. Particularly with an en-
gineer who's good, he can make this room
sound as good as that room. | consider the
nature of the engineer far more valuable
than the nature of the room.

ReE*P: There is a remarkable consisten-
cy of engineering in your albums in that
the balances and the sounds are all very
true. The drums always sound like drums,
the piano like a piano ... there are only
a few cases where this is not true in your
work.

OK: Well, [ must confess at being a bit sur-
prised about that. [ know I've had a con-
sistency of attitude; | didn’t know [ had a
consistency of sound as well. ['m not deny-
ing it, I just didn’t know it. | was doing an
RCA reissue with a fabulous veteran en-
gineer named Ray Hall a couple of years
ago, and he was trying to remember if he
had ever done a session with me back in
the old days, in the 1950s.

He was remembering one particular ses-
sion which was a possibility, and he said,
“All I remember about that session is that
the producer wanted no echo.” And I said,
“If the prodiicer wanted no echo, it must
have been me!" I have a feeling about nat-
ural sounds. If anything, I can be accused
of being too dry. You talk about advan-
tages of multitrack — for me, one of them
is certainly being able to not use echo.
When | record multitrack, | record dry; |
think echo belongs to the mix and doesn't
belong anyplace else. And if the musicians
insist that they want to hear echo as they
often do now, put it in the phone mix, but
don’t put it on my tape.

The most significant thing to realize in
a relationship with an engineer is that he's
a professional. He should know his job. A
good engineer will give you choices: “Do
you want the bass drum like this or like
this?”

My philosophy of sound with jazz is that
the sound is only a means to deliver the
performance. If you talk about a consisten-
cy in my recordings, it is probably as a re-
sult of my wanting to be middle of the
road with sound. I don’t want extremes of
sound. The sound should be as unobtru-
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'he EX 4000 represents a complete change in how youlook at
power amplifiers. Engineered to be the most advanced professional
power amplifier available, it combines massive output power, high
efficiency, and sophisticated protection features. Plus, Open Input
Architecture™ provides the ability to interface with computers, digital

audio, and fiber optics.

The new EX 4000. Socme people may SC
callit @SC’s evolution. We callit a revolution.
And it’s just begun.

QSC AUDIO PRODUCTS, INC ., 1926 PLACENTIA, COSTA MESA, CA 92627 (714)645-2340
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sive as possible. | don’'t want a kick drum
that calls attention to itself.

R*E*P: You say in your book that club
owners are the last to know talent.

OK: Yes, although I might want to revise
that and say that although they are the
last, they may still be a little bit ahead of
the critics. I've always been very suspi-
cious of record reviewers and critics. As
a producer | consider most reviewers my
natural enemy. I'm aware that it’s much
more attention-getting to be negative; peo-
ple remember bad reviews a hell of a lot
more than they remember good reviews.
And a good review is just saying an artist
and the producer were effective, where-
as in a bad review, [the reviewer] is say-
ing “l am more discerning and | am more
clever than either the artist or the produc-
er” a

Selected
Discography

e “Classic Jazz Piano,” various
artists.

¢ “The Cannonball Adderley Quin-
tet in San Francisco,” Cannonball
Adderley Quintet.

¢ “Cleanhead and Cannonball,” Ed-
die “Cleanhead” Vinson with the
Cannonball Adderley Quintet.

¢ “Early Ellington (1927-1934),
Duke Ellington and his Orchestra.

* “New Jazz Conceptions” and
“The Complete Riverside Record-
ings,” Bill Evans.

* “Monk Suite,” Kronos Quartet.

¢ “Wingspan,” Mulgrew Miller.

¢ “The Complete Riverside Record-
ings,” Thelonious Monk.

* “Portrait of Wes” Wes Mont-
gomery rio.

Paul Goodman:
Audio Restorer

In addition to working with Or-
rin Keepnews on some newly re-
corded records, Paul Goodman has
been at the controls as “audio resto-
ration engineer” for a number of
reissues Keepnews has produced. In
many cases, the source material for
these reissues is pre-tape.

Throughout his career, Goodman
has also engineered a large number
of classical recordings for RCA Red
Seal, including performances by the
Philadelphia, Cleveland and Chica-
go symphonies. He has been nomi-
nated for Grammies 22 times, and
has received three for best en-
gineered classical recordings.

R=E+*P: What do you use as source
material for the reissues, for exam-
ple, the recent Jack Teagarden
package?

PG: The material for the reissues
usually comes from metal — we dug
down to get all the metal that was
in the vaults. Do you know what |
mean by metal?

R:E*P: You're talking about the
metal parts used to create 78s ...
PG: That's correct. Initially the re-
cording was done on hot wax — this
was before tape — which was
cooled and shipped out to the plant,
where it was electroplated and met-
al parts were struck from that. And
those are the parts that BMG
Records still have on file.

The original part is the master.
Then you have a mother, which is
a playable part, and then you have
a stamper, which is the one that was
used for the actual pressing. Orrin
and [ want what is as close as pos-
sible to the original pull, whatever
we can find. Most of the time I'll use
the master, which is the inverted
one. We have these styli that are
specially made for us by Stanton,
and they can play an inverted met-
al master.

R*E+P: So you have what amounts
to a negative stylus?

PG: Exactly. It’s actually two styli
put together by Stanton; it forms a
V. We get them in bulk because
they don't wear too well. And I have
several different sizes, a 5 mil, 4 mil,
3 mil, 3%2 mil ... you have to experi-

ment to get these things to play
right.

R*E*P: Have you done any record-
ings where you go farther back
than wax?

PG: That's as far back as you can

go.

ReE+P: | was thinking of Edison
cylinders.
PG: Who has those?

ReE+P: It’s funny you ask. Just the
other day | was at a place called the
Archive of Recorded Sound at Stan-
ford and they're working on
documenting all the recording ses-
sions of RCA — known then as the
Victor Talking Machine Company —
from 1900 to 1950. They have some
Edison cylinders.

PG: That’s interesting. We haven't
been using any material from back
that far. The Edison wire stuff goes
back to where there wouldn't be
enough material for a commercial
CD. I know there are some people
working with that, but we're not.

R*E*P: Could you walk me through
some of the process by which you
ctean stuff up.

PG: The first thing we do is get in
as much of the metal as we can on
any one selection, and we'll play
them to find the best one. Whatev-
er isn't bent too badly, from ship-
ping or handling, well try to
straighten and then we'll play it. |
have to recenter many of the things.
And we have to determine the
speed, because a lot of them wer-
en't recorded exactly at 78 rpm. We
have several equalization curves to
give us an approximation of what
the cutting curve was in those days,
and that varied rather considerably.

R*E*P: By curves, do you mean you
dial up EQ for each individual
selection?

PG: Not with an equalizer. Our
maintenance people built three
different equalization curves into
our turntables, they’re predeter-
mined, the three best average
curves, and we just choose the ap-
propriate one. Because the stuff is
so old, it would be impossible to
find out exactly what the curves
they originally used were; nobody
knows. So at this stage, there's no
equalization, just the playback
curve, and we then transfer it.
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If Michelangelo had a QUADRAVERB,
he might have mixed music instead of paint.
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t's true. Music and paintirg are very similar. A stroke of red, a touch of chorus. A splash of blue,
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R*E+P: What brand of tape do you
like using for 1630?

PG: It changes constantly. We keep
in house whatever brand of tape is
giving us the least amount of trou-
ble at a given time. We keep three
brands in house, and if one starts
giving a problem with more than
one or two engineers we'll shift to
another main brand and see how
that is, and ship the other stuff back
to the manufacturer. The three
we're using at the moment are Am

pex, Sony and 3M. Actually they're
serving us very well. Lately.

Then we send the 1630 out to
Sonic Solutions for de-ticking and
de-noising. ['ve gone out there a few
times and they know our
parameters. If the music is touched,
they stop. | will take it with some
noise left rather than have the mu-
sic touched.

When it comes back, I'll do a spot
check comparison with a 1630 that
| kept here in New York, and if | find

that the music has been touched for
any reason, | send it back out for
them to redo. But they've been
astonishingly good, | haven't had to
do that at all lately.

R*E*P: So basically, to use their
phrase, you're using them as a “dry
cleaners.” You don't have your own
machine yet.

PG: That's right, although we will
be getting a machine shortly. The
Teagarden piece still has some
clicks and noise, but it is far better
than what it was, and well within
what I would call acceptable limits.

After the tape comes back from
NoNoise, we do a little EQ as neces-
sary, but | try to avoid it whenever
possible. My whole approach is
very classical. | try not to interfere
with the sound or change it in any
way, but rather to represent it as ac-
curately as possible. When that tape
comes back cleaned, and you hear
what was beneath the noise, it is
amazing what is really there.

If there is a piano solo, for in-
stance, that is too far back, I'll try
to bring it up in level using EQ or
timiting if I can do so without touch-
ing any of the rest of the music. The
object is to try and not change the
sound of what is there, but to just
enhance it if possible. Some of those
old recordings sound pretty good if
you just leave them alone.

R=E-P: How involved do you get in
the mastering?

PG: What | send out is the actual
CD master. From me it goes to the
plant, and they have no control over
equalization or sound or level.

R*E*P: You've been working with
Orrin on new recordings as well.
What's your producer/engineer
relationship like?

PG: It's very good. When you first
start out with a producer like Orrin,
you tend to step very lightly, to see
if you're hearing things the same
way he is. And we found that we
pretty much hear and feel things
alike. I stay out of the performance

The 6120 series from Telex proves that a high speed audio tape duplicator
can feature easy one-button operation and an affordable moduilar design
that grows along with your needs. As the leader in tape duplicators, Telex
blends the quality and convenience of US. made products with production
speed options that meet your special requirements. For complete details,
write to Telex Communications, Inc., 9600 Aldrich Ave. So., Minneapolis,
MN 55420.

area and he has just minor com-
ments as far as sound or pickup or
whatever. And what we're doing in
the studio seems to work. Usually
we'll have sounds or balances up in
the first 15 or 20 minutes, and then
we're running. |

cations. Inc.

% 1980 Telex Comm

Circle (23) on Rapid Facts Card
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cC O

N C E N T R I C T EC H N O L O G Y

Not your average woofer and tweeter.

Loudspeakers are wholly man
made devices. In the evolutionary
calendar of man. the loudspeaker is
just milliseconds old. By sheer
ingenuity. man has reiined a system
which is capable of mimicking
natural sounds.

The degree ot realism. and
hence the quality of natural repro
duetion. can sinply be detined as
characteristics added (o the original
sound. The quantilication of these
ciues given to the hiiman ear.
decipher whether the sound is real

or reproduced by a loudspeaker on
the end ol an audio system.

The design and production of
high quality loudspeakers is
dependent on being able to
measure. assess and there-
fore. rank and quantity
these added characteris-
tics. Having assessed the
characteristics. the next
and most important step
is to select materials and
techiniques which will min-
imize or eliminate these

adlded characteristics altogether.
Differential Material Technol-
ogy- An essential in the realization of
Advanced Relerence Monitoring.
For more information on
Differential Material Tech
nology call or write:

TANNOY

Tannoy / TGl North Armernca Inc.

/o Bill Calma

300 Gage Ave., Urut 1. Kitchener
Ontario. Canada N2M 2C8
(519) 745-115= Telex 069-55328
IFax (519) 745-2364
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THE NEED FOR STAND-ALONE MICROPHONE PRE-AMPLIFICATION

OUTBOARD
MIC PRE-AMPS:

WHAT’S THE DEAL?

By John Hardy

ou would think that spending half

a million dollars on an audio con-

sole would guarantee that you

are getting the best mic pre-amps
that money can buy. You might also think
that the newest DAT recorders would have
a pair of equally incredible mic pre-amps
built in. Not necessarily.

True, not everyone is looking for the
most accurate reproduction. Many pros
deliberately want a not-so-perfect sound
quality that happens to be perfect for the
occasion. Like a “warm” sound for a vo-
calist, or just a touch of distortion for an
instrumental overdub. A blues harp play-
er might go to the extreme of using a tube-
type guitar amp for his mic pre-amp. Lots
of distortion. Perfect! Yet the engineer re-
cording it might use the most accurate mi-
crophone he can get, to capture the sound
coming from the guitar amp as clearly as
possible.

And there at the end of the studio’s mic
cable is a console pre-amp that may not
be doing its job accurately. Certainly some
console pre-amps are better than others,
but generally speaking, there is room for

John Hardy is the president of the John Hardy Co., Evan-
ston, IL.

improvement at most price levels.

Engineers often begin their careers with
the misconception that all mic pre-amps
are pretty much equal, and pretty much
perfect. If you don't like the sound quali-
ty, blame it on the microphone (or the
source), but never on the mic pre-amp.

Some magazines perpetuate this mis-
conception by asking famous engineers
which microphones they used for a par-
ticular hit record, but neglecting to ask
which mic pre-amps they used. Most
know, but few remember it's a package
deal. The total sound is the result of both
devices.

You can listen to a Neumann U87
through 10 different brands of mic pre-
amps and get 10 different sound qualities.
Just as engineers choose different micro-
phones for different situations, they should
also be aware of the fidelity options avail-
able from different pre-amps.

THE LOST ART?

There is so much emphasis on digital cir-
cuitry these days that analog design is get-
ting lost in the shuffle. An analog circuit
that looks great on paper can be serious-
ly compromised by improper grounding
techniques, whether it is part of the PCB
design, or part of discrete hand-wiring de-
sign. All parts to be grounded must have
their own independent path to a central
grounding point, logically called star
grounding.

Even with massive copper ground areas
on the PCB, or heavy bus bars within a
console (or within a module of a console),
there will still be a small, but measurable,
resistance from one point to another in a
grounding system. If two or more parts

42 R+<E+P November 1990

share a common ground return path, they
can interact, as the current from one part
of the circuit flows through the resistance
of the ground bus to the other.

Yet for ideal performance, each part of
the grounded circuit needs to see absolute-
ly OV. If an audio signal is nominally 1V,
and there is ImV of error being induced
due to shared grounds, there will be some
kind of distortion or noise a mere 60dB
below the signal.

| recall a digital voltmeter circuit [ pro-
totyped long ago using one of those plug-
in proto-board things, complete with two
long ground buses with many parts
grounded randomly along the buses.
When 1 shorted the input to ground, the
display should have read 0.0000. Instead,
it read anywhere from 0.0000 to 0.0014,
depending on which point along the
ground buses [ chose to ground the input.

The 0.0014 represented 1.4mV of error
caused by shared grounds. The digital cir-
cuitry was working flawlessly because it
is generally immune to such errors. It was
no longer my digital voltmeter experi-
ment; it became my grounding technique
demonstrator.

CHOICES AND OPTIONS
Because stand-alone outboard pre-amps
can be ideally designed, they seldom suf-
fer from the design compromises and limi-
tations found in many console pre-amps.
Additionally, outboard pre-amps come in
many technologies, shapes and sizes: with
and without input transformers, and hav-
ing monolithic op-amps, discrete op-amps
or vacuum tubes for amplification. They
may be rack-mounted or direct plug-in re-
placement into existing console slots.

www americanradiohistorv com
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ScreenSound. A fully integrated
audio for video editing suite

AUDIO STORE
The hard disk store of sound clips
gives title and duration, in addition

to powerful search and sort routines.
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SCRUB EDITOR
Provides accurate edit marking and
scrub of audio waveform.

OPTICAL LIBRARY

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

Post production facilities need to take dialogue and effects to be laid back to picture
advantage of the efficiency offered by today’s and synchronised to the exact video frame.
technology. Speed and creative flexibility are Edit, review, time ofiset, track slipping,
essential to commercial success. Digital sound cross fades and many other production
quality is no longer a luxury. techniques are available at the touch of a pen. MACHINE CONTROL
ScreenSound is a fully integrated audio for  Gain and stereo pan controls can be automated For control of multiple VTRs,
video editing suite. It combines digital audio to timecode. laserdisc or film reproducers.
storage and editing with machine control of AES/EBU interfacing keeps digizal audio
multiple VTRs, Laserdisc or film reproducers. transfers free of analogue distortions and losses,
It also interfaces with Quantel’s digital video preserving the highest audio integrity through
editor, Harry. to the final format.
Simple to learn and fast to use, a cordless Above all, ScreenSound is a dedicated
pen, tablet and RGB monitor provide control of system - purpose-built to oring the advantages
all ScreenSound functions. of hard disk sound manipulation to audio
Multiple sound reels enable music, post production.

ENADIGITAL

Solid State Logic

Begbroke, Oxford, England X5 1RU (0865) 842300
London (071) 706 4948 * Paris (1) 34 60 46 66 * Milan (2) 612 17 20 * New York (212) 315 1111 * Los Angeles (213) 463 4444
*» Toronto (416) 363 0101 * Tokyo ((3) 5474 1144
US. Toll Free Number 800 313 0101
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There are those designed to be extreme-
ly accurate, while others are designed to
add a certain desirable inaccuracy. They
can cost hundreds of dollars or thousands
of dollars for a pair of channels.

Some outboard pre-amps offer continu-
ously variable gain controls, others offer
stepped-gain switches with values of 5dB-
per-step or so. A variable pot allows gain
riding at the pre-amp, while a switch se-
lectable gain control allows exact resetta-
bility, so alternate channels can be close-
ly matched. Everyone has their
preferences, and with outboard pre-amps
you have choices.

Listing other attributes, some outboard
pre-amps can handle higher input and pro-
vide higher output levels without distor-
tion than stock pre-amps. Many have a
higher slew rate and track high frequen-
cies and transients better. Power-wise,
there are many condenser microphones
that require relatively high current from
the phantom supply, and not all stock sup-
plies can provide enough power. Outboard
supplies with phantom power capabilities
usually satisfy this requirement.

PERFORMANCE CONSIDERATIONS
Stepping back a moment, it’s fair to ask
why mic outboard pre-amps differ so

much from stock units and each other,
performance-wise. Electrically, there are
many ways that a pre-amp can alter the
signal coming from a microphone. One ba-
sic issue is improper matching of the mi-
crophone’s output impedance to the mic
pre-amp’s input impedance. If all micro-
phones had an output impedance of ex-
actly 150Q at all frequencies, and all mic
pre-amps had an input impedance of
1,500Q at all frequencies (including fre-
quencies far above and below the basic
20Hz-20kHz range), this critical interface
between microphone and mic pre-amp
would not cause any error in frequency
response.

The problem is that many microphones
have an output impedance that varies with

frequencies, and many mic pre-amps have |

an input impedance equally variable. This
affects performance in any of several ways,
including a possible rise in high frequen-
cy response, a roll-off of high frequencies,
or a roll-off of low frequencies. There
could be a resonant peak in the high fre-
quencies, higher distortion, reduced max-
imum output level, or even some micro-
phone instability in extreme cases.
Sometimes the effect is helpful, but more
often it is not.

These impedance variations can be

| caused by a poorly designed output trans-
former in a microphone, or a poorly de-
signed input transformer in a mic pre-amp.
Perhaps each of those transformers is su-
perb, but not the appropriate impedance
for each other. The same thing can hap-
pen with transformerless microphones
and transformerless pre-amps.

Regardless of whether a microphone or
mic pre-amp is transformer-coupled or
transformerless, there will unavoidably be
residual capacitances, inductances and
resistances present that create these im-
pedance variations. Recall that these are
the basic components used in equalizers
and crossovers to deliberately create var-
iations in frequency response. The best
mics and pre-amps will be designed so that
these variations occur well beyond the au-
dio bandwidth, but the errors can start to
creep in before you know it. When you
add the capacitance of a long mic cable
to the equation, the errors are even more
pronounced.

TRANSFORMER INSIGHT
Which begs the question: which is better
— a mic pre-amp with a transformer-
coupled input, or one that is transformer-
less? Much of that depends on the char-

(Go Ahead, Drive It—

/8

ou've GotThe Keys

troducing the Peavey DPM* V3. Made for the
usician who already owns a MIDI keyboard and

~ wants to incorporate the punch and presence of the DPM*3

into his current system. The DPM V3 is a rack-
mountable module containing all the voice-producing

capabilities of the revolutionary DPM 3 synthesizer.

udio-quality PCM wavesamples

Loadable wavesample RAM (expandable to

Megabyte)

6 individually assignable outputs
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l
[ acteristics of the transformer.

All transformers have a maximum sig-
nal level they can handle before distortion
becomes excessive and the core material
begins to saturate. All else being equal, a
small transformer will saturate before a
big one will, and the lowest frequencies
will be affected first. Sometimes the dis-
tortion caused by core saturation can be
used to creative advantage, depending on
the type of sound one is looking for.

All things considered, a transformer
with a low impedance ratio will be more
linear in total performance than one with
a high ratio. A low impedance ratio trans-
former (typically 150Q:600Q) will have
flatter frequency response, flatter input im-
pedance and more linear phase response
than one with a high impedance ratio
(typically 150Q:15Q or higher). The im-
pedance ratio is generally dictated by the
requirements of the amplifier that follows
the transformer.

Steel-core transformers are less expen-
sive than nickel-core transformers, but the
best nickel-core transformers will clearly
outperform the best steel-core ones, as-
suming you are looking for the highest ac-
curacy.

There are even differences between the
nickel-core materials. The two most com-

mon nickel materials are the “50% nick-
el” material, and the “80% nickel” mate-
rial (often called Mu metal, which is
actually a trade name used by one core
supplier). The 80% nickel material is best
for audio, but there are many sources for
the material, and substantial variations ex-
ist in performance, depending on the
source.

To get further insight into transformers,
let's look at three popular Jensen models,
the JE-115-KE, the JE-13K7-A and the JE-
16-B. The JE-115-KE has a high impedance
ratio (150Q:15kQ), the JE-13K7-A has a
medium impedance ratio (150Q:3,750Q)
and the JE-16-B has a low impedance ra-
tio (150Q:600Q). All three use a proprie-
tary 80% nickel-core material. The one
that is commonly used in high-end record-
ing consoles is the JE-115-KE.

An interesting point is that the JE-13K7-
A is an even better transformer than the
latter because of its lower impedance ra-
tio, yet it is generally not used in consoles
due to numerous circuit design and cost
considerations. Even more interesting (or
disappointing) is that the JE-16-B is superi-
or to both the JE-115-KE and the JE-13K7-
A because it has the lowest impedance ra-
tio of them all, yet the JE-16-B is no