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Studer Audio: Advanced Recording Systems

The hardware is typically Studer.
The software is simply astounding.

The transport mechanics in our new
A820 Analog Master Recorder are
solid, stable, and precision-crafted
in the Swiss tradition. That’s all typ-
ically Studer. What's new is an in-
genious network of software-
controlled operating systems.
Future Perfect. The A820 is de-
signed to meet the demands of to-
morrow’s computer-controlled audio
production facilities. Multiple on-
board microprocessors control all
operating sub-systems, including
capstan drive, spooling motors, and
audio paramefer settings. Most op-
erating features are user program-
mable, allowing you to tailor an A820
to your exact needs in a matter of
minutes. If your needs change, you
simply re-program your features.
Also, virtually every operating fea-
ture of the A820 may be accessed
and controlled through an optional
RS232/RS422 serial data port.
Gentle on the Wind. The A820
handles your valuable tapes with kid
gloves. The DC capstan motor starts,
following a defined ramp, only after
the pinchroller is engaged. A closed

loop servo sysiem monitors tape
tension and reel inertia to provide
optimum acceleration and braking.
Both tape tension and tape winding
speeds are user programmable.

The Wheel Thing. The A820's
dual thumbwheel shuttle/edit con-
trol makes tape-cut editing a breeze.
One wheel fast winds tape in either
direction at increasing speeds while
the other precisely positions tape for
the edit.

Also Noteworthy. The A820 in-
corporates Studer's new generation
of phase compensated audio elec-
tronics, available with either trans-
former or active batanced inputs and
outputs. In sound quality, the A820
takes a quantum leap ahead of re-
corders made just a few years ago.
Options for the A820 include a cen-
ter-track SMPTE time code channel
and test generator.

The Payback. The “hardware” in
the Studer A820 is made to give you
dependable service for years to
come. That’s the Studer tradition.
Plus. with its advanced software, the
A820 also does more different jobs,

Circle #139 on Reader Service Card

gets more jobs done in less time,
and produces sonically superior re-
sults. That’s the bottom line in any
upgrading program.

For more information on the new
A820 Analog Master Recorder, please
contact: Studer Revox America, 1425
Eim Hill Pike, Nashville, TN 37210:
(615) 254-5651.

STUDER
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LUNCHING

WITH BONZAL
JAMES LEE STANLEY
by Mr. Bonzai

THE CHANGING FACE
OF BAY AREA RADIO
by Linda Jacobson

M.I. UPDATE
by Craig Anderton

YOKO ONO'S
NEW OPTIMISM
by Rip Rense

MUSIC NOTES

* Mr. Zappa Goes to
Washington

* Hank Williams and
Willie Nelson

* Blues Giant
Robert Cray

* The SynthAxe

PLAYBACK:

PAUL WINTER'S
“CANYON CONSORT”
by Bruce Pilato

VIDEO

VIDEO NEWS
by Elizabeth Rollins

MVP: EFX BY THE BAY
by Lou CasaBianca

Fiold Tagt EMfulator 1)

Frank Zappu's "Poin Wars” ||
|

Larry Cartton's Studio

Whether for cutting quick
song demos or for scoring to
picture, owning a home
recording studio is a dream
shared by many. George
Petersen solicits adv:ce from
retailers on Equipping
Home Studios in the under-
$10,000 range (page 35) and
correspondent Dan Daley
examines guitarist/ producer
Larry Carlton’s Rm 3385, his
24-track home facility

(page 28).

Cover: The Music Source,
owned by producer Jim Wolfe,
is located in Seattle. The 24-
track facility, designed by
Herb Chaudiere, features
MCI console and machines,
and keyboards by Kurzwei!,
Emulator, Oberheim, Yamaha,
and Moog all located in the:
control room and MIDI linked
by an Apple Macintosh
computer.

Cover photo: Jim Fagiolo

The spotlight falls on
Northwest Recording this
month, with studio listings
beginning on page 128.
Linda Jacobson checks the
current state of San
Francisco Bay Area Radio
(page S0), while Linda
Johnson's in-depth report on
the healthy Northwest
Recording Scene begins cn
page 114. Pictured at left is
Sun Valley Audio, in Sun
Valley, Idaho.
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DREAM MACHINE.

If mastenrig oz post production is your business, our new
MTR-201s your dream machine. It's the only new 12" four-
channel with 4" reels, to give you one hour recording at 15 ips.
It also comes in % " center-track time code, ¥ " two-channel,
and %" two-channel versions. And, the MTR-20 features
Otari’s exclusive Auto-Alignment for fully automatic calibration
of record adjustments.

You can program the “20” to fit your personal style, with over
400 different set-ups. These range from contrelled wind speed
to a complete re-ordering of the transport control buttons—you
can even make it left-handed if you want! You see, there are so
many different applications for the MTR-20 that, rather than
lock you into just one mode, we let you configure the machine
to your specific needs.

Call your Otani dealer today, and wake up to the Dream
Machine tomorrow. From Otari: The Technology You Can
Trust, Otari Corporation, 2 Davis Dr., Belmont, CA 94002.
(415) 592-8311 Telex 9103764890.

.M'®

Chan Loyt u Reandor Soenvee Condd

$ =

© Otari Corp. 1985
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NAMM Winter Market Educates
Dealers

The annual National Association of
Music Merchants Winter Market, which
draws over 20,000 music and audio
retailers to exhibits by several hundred
musical instrument manufacturers and
suppliers, is being held January 17
through 19 at the Anahsim, CA, Con-
vention Center. A number of seminars
are also being offered to the NAMM
dealer members for their professional
development and technical updating.
Creative consultant Glen Ingles will host
“Ads That Work—A Study of Today's
Advertising, What Works Bestand Why,”
sponsored by the Music Distributors As-
sociation. Speaking for the National Pi-
ano Manufacturers Association, neurolo-
gist Dr.Frank Wilson will lead a discus-
sion on the relationship between the
brain and an individual's capacity to
play a musical instrument. Passport De-
signs’ Chris Albano will offer an over-
view of current preducts and customers,
future technologies, distribution chan-
nels and potential customers for "MIDI
and Music Software—Where are the
Markets?” Other seminars currently
planned will explore financial manage-
ment for music businesses and trade-
mark and copyright protection. For more
information, contact NAMM at (619)
438-8001.

TV Technology Demo Program

The Association of Maximum Service
Telecasters and the Natiorial Association
of Broadcasters are considering the joint
sponsorship of a series of demonstrations
of advanced television systems to high-
light the terrestrial performance of such
recent innovations as an improved NTSC
system, an enhanced 525-line scanning
system, and high definition television.
The goal of the demonstrations would be
to showcase potential improvements in
television service tothe public, Congress
and the FCC; as well as to meke the
needs of local broadcasters known to
the broadcast equipment manufacturers.
For further information contact Greg
DePriest at (202) 347-541 2 or Tom Keller
at (202) 429-5346.

Consumer Audio Study Released

The Electronics Industries Associa-
tion's Consumer Electraniics Group has
released a 254-page study of the pur-

chase behavior, attitudes, listening ha-
bits and audio equipment ownership of
1,600 consumers identified as recent
purchasers of home, car or portable
audio products. Prepared by the firms of
Burke Marketing Research and Market
Facts, Inc., under *he direction of the
Consumer Group's Marketing Services
Audio Committee, the study is available
to non-members for $750. Inquines
should be directed to EIA/Consumer
Electronics Group, 2001 Eye St N.W,
Washington, D.C. 20006, (202) 457-4919.

TYelevision/Broadcast Market
Surveys

Two television industry market surveys
haverecently been developed to quan-
tity the professional broadcast equip-
ment purchasing situationand the mar-
ket's financial health. The first, a two-
part study by the National Association
of Broadcasters, ccnsists of a Financial
Repart on typical television stations’ rev-
enues and expenses for many different
station types in various marketand rev-
enue categories; and a Market Analy-
sis on 1984 revenue and expenses in
97 geographic markets. The NAB's Sta-
tion Services Department [phone (800)
368-5644] is offering the two volumes
to non-members ar $80 for the Finan-
cial Report and $300 for the Market
Analysis.

Another survey, a census of in-place
equipment at television kroadcast sta-
tions, is being conducted by the inde-
pendent research firms of Douglas I
Sheer & Associates and DC&A Market
Research. Called the "Broadcast Equip-
ment Marketplace,” this survey intends
to pinpoint actual ownership of in-place
audio, video and ancillary equipmant
by type, brand, model and vintage. Ad-
ditionally, issues such as plan-to-buy,
format preferences, purchasing policies,
features and specitications sought, and
media and promotional influences will
be studied. The BEM survey, conducted
in cooperation with several corporate
sponsors, is targeted for completion prior
to the April NAB convention. For more
information on this study, call (212)
532-5511.

Performance Summit Conference

Performance Magazine, the weekly
trade publication for the l:ve entertain-
mentindustry, will be hosting their sixth

annual Summit Conference of the con-
certtouring industry January 23 through
25 at the Fontainebleau Hilton Resort
in Miami Beach.The Summit willinclude
12 panel sessions ranging from the
changing roles of promoters and facil-
ity managers to the importance of show-
case clubs as training camps for up-
and-coming talent. Alsoontapwill be a
trade show with exhibit bocths, artist
showcases and a televised awards show
recognizing those acts and businesses
that have excelled on the touring front,
as voted on by touring industry acts,
personal managers, booking agents, fa-
cility managers, showcase club opera-
tors and production companies. Formore
information, call (800) 433-5569.

Neve Acquired by Siemens

Rupert Neve Incorporated, a wholly
owned subsidiary of Neve Electronics
Holdings Limited, has announced that
Neve Electronics’ parent, Energy Serv-
ices& Electronics, now part of Brammer
plc, has reached an agreement with
Siemens A.G. Austria and Siemens
Limited in the Urited Kingdom for the
transfer of control to them of Neve Elec-
tronics Holdings Limited (Neve Audio).
It was announced last year that Neve
Audic would be sold following the pur-
chase of Neve Audio’s parentby Bram-
mer plc.

Concerning the acquisition, Laci Nes-
ter-Smith, Neve Audio's Group Man-
aging Director explained that “the re-
moval of the uncertainty about our fu-
ture ownership will be welcomed by
our customers, employees and suppli-
ers alike. The individual product and
market positions of Siemens and Neve
Audio complement each other well. As
aresult, the world audio market will get
a more comprehensive service from
this combined group and itis Siemens'
intention to build up the Neve business.”
Siemens is committed to the further de-
velopmentof Neve's technology in both
the analog and digital fields and signif-
icant R & D programs are planned.

1986 AES Show Dates

The 1986 conventions of the Audio
Engineering Society will be held March
4-7in Montreaugz, Switzerland, and No-
vember 13-16 atthe Los Angeles Con-
vention Center. For more information,
contact the Society, (212) 661-8528.

JANUARY 1986




Bruce Jackson, fresh off the road as chief
engineer for the recent Springsteen tour, has
formed Apogee Electronics Corporation, at
2201 Marine St.,, Santa Monica, CA 90405, ph.
(213) 450-8888, to import and distribute pro-
fessional audio products. . . Kevin Kent, former
director of sales and marketing at Linn Elec-
tronics, has launched K-Muse Inc,, a high
tech musical instrument design and market-
ing company at 18653 Ventura Blvd., Suite
359, Tarzana, CA 91356, ph. (818) 703-1562
...Tom Irby has been appointed operations
manager at Valley People, Inc., in Nashville,
TN, responsible for overseeing all aspects of
the company’s daily activities. . . proposals are
being solicited for the New Music Chicago
Spring Festival ‘86, April 14-20. Forinforma-
tion: NMC Festival Committee, 410 S. Michi-
gan, Suite 618, Chicago, IL 60605; (312) 427-
4049. . .the professional video division of JVC
Company of America has hired Ray Con-
nelly as district sales manager. . .At Sound-
craft's Santa Monica, CA, headquarters, Kris
Jackson has been appointed technical engi-
neer for the upper range of consoles, Dan
Burns has been added to the quality control
department and Debbie Bodell has been
named parts coordinator. . . Dee Farr has been
named new Akai national product manager
for keyboard products and training clinics. . .
James Rouse has been appointed technical
sales representative in Los Angelesand Orange
County forthe Magnetic Tape Division of Agfa-
Gevaert, Inc...Crown International has
added Herman Mack to the staff of their Proto-
type Engineering Group...Hugh T. Landy
has been appointed vice president of special
markets at ElectroSound, Inc...The Harris
Corporation of Melboumne, FL, has acquired
product rights, inventories and equipment of
ADDA Corporation, a Los Gatos, CA, pro-

ducer of television-studio systems...Sony's
Professional Audio Division has appointed New
York City's Martin Audio Video Corporation
to handle the complete Sony digital audio prod-
uct line and Westec Audio Video Ltd. to han-
dle consoles, mixers, microphones and analog
tape recorders...Richard F. Colburn has
been appointed marketing services manager
at Nakamichi USA...FM Acoustics USA
have moved their office to PO. Box 854, Beni-
cia, CA, 94510, ph. (707) 745-4444...ICM
Video of Oklahoma City, OK, announced the
addition of an exclusive western sales repre-
sentative, Mike Schueder to cover California,
Nevada and Arizona. . .J.L. Cooper Electron-
ics, Inc. has announced that Steve Cunning-
ham has joined the company as sales and
marketing manager. . . Robert A. Slutske and
John P. Ahrens have joined Montage Com-
puter Corp. as director of marketing and sales
manager, western region, respectively. . . Darm-
stedter Associates, Electro-Acoustic Market-
ing, Wilson Audio Sales, Bencsik Associates,
RM Associates, Dobbs Stanford Corpora-
tion, YoreCo, Northshore Marketing and
Radon Associates have been appointed prod-

uct line sales representatives for Nashville's
US Audio Inc...Richard Evans and Jack
Perricone have been appointed to the faculty
ofthe Berklee College of Music. . .Jonathan
Vesey Smith hasjoined Movielab Video, Inc.
as staff editor. . . Mycomp Technologies Cor-
poration has announced that Harvey Ray
has been named eastern sales representative
for their microprocessor-based machine con-
trol components and signal distribution prod-
uct lines. . .Jay Iredell has been named vice
president and director of mobile services at
E.J. Stewart, Inc. in suburban Philadelphia
...At Capron Lighting and Sound Inc., in
Needham, MA, Howard Resnick has been
named to the position of director of marketing
and communications and Bill Quevy has been
appointed as project manager. ..Marvin H.
Squire has been appointed executive vice
president/director of marketing at Soundcrafts-
men, Inc.,in Santa Ang, CA...EXR Corpora-
tion of Brighton, MI, has appointed Sye Mit-
chell, of Woodland Hills, CA, to be their new
sales representative in the Southermn California
territory. ..

Audio Intervisual Design, the L.A.-based designers and installers of custom
systems for the video and film industries, recently staged a new product
preview at Capitol Records’ Hollywood recording studios.
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NORTHWEST

Mushroom Studios in Vancouver has an-
nounced the availability of a wide spectrum of
services based on the E-mu Systems Emulator
II and Apple Macintosh. This complete com

puter music system, owned and operated by
Bradley Doyle, is now located at Mushroom. . .
Starlight Studio in Richmond, CA had Ron-
nie Montrose producing tracks with techno-
rockers Teluride; Ken Kessie mixing Modern
Rocketry for Megatone Records; and Maureen
Droney behind the board for guitarist/song-
writer Mico Weaver...Mickey Hart of the
Grateful Dead has been working at Russian
Hill Recording in San Francisco as a sound
designer creating sound effects for CBS's Fvi-
light Zone series. Sam Lehmer has been engi-
neering. Also, Rob Wasserman (formerly bass-
ist with the David Grisman Quartet) has been
working on an LP project and has cut tracks
recently with Aaron Neville, Rickie Lee Jones,
Stephane Grapelli, Dan Hicks, Cheryl Bentyne
(Manhattan Transfer), with more to come. The
concept is solo bass/solo ?~—meaning voice or
another instrument. ..Danny Deardorff fin-
ished up his new LP of original material with
Bruce Calder at Steve Lawson Productions
in Seattle. . .John Schreiner, former keyboard
player for Donna Summer, has produced two
projects at the Music Source in Seattle: one
for Casey Treat's Christian Faith Center, and
another for Cherylin Mitchell, vocalist. Dave
Raynorand Rick Fisher were atthe board. . .
Powerhouse Recording Studioin Las Vegas
has impressed Los Angeles producer Lou
Medel enough to choose Powerhouse for two of
his new projects: Darkus Speed, a single fe-
male artist aimed at the Top 40 market; and a mid-
western group, Panic, geared more tothe rock
side. .. Working at Studio Cin San Francisco
recently were Chevron USA, withtwo films for
posting and final mix, Mill Valley Animation
with a slew of Seabert the Seal shows, Cope-
land-Griggs’ Going International and more. . .

NORTH CENTRAL

AtUnited Sound Systems Recording in De-
troit, gospel recording artists The Winans com-
pleted their latest album for QWest Records in
Studio B with Win Kutz and Tony Ray engi-
neering. . .The group Slave recorded their lat-
est single, “Jazzy Lady” b/w "Don't Waste My
Time,” at Refraze Recording Studio in Day

ton. Engineering was by Gary King and Mark
A. Fraze...At Studio A, Dearborn Heights,
MI, Adrian Silas cut rhythm tracks on a self-
produced jazz project; and former keyboardist
for Dreamboy, Jeff Bass, worked on tracks for

an upcoming album with Eric Morgeson engi-
neering. ..Many of the jazz greats in the Mid-
west were in Jewel Recording Studios in Cin-
cinnati working on a Christmas album for radio
station WVXU. Cal Collins, Lou Lausche, Dee
Felice, immy McGary, Cliff Lash, Rick Ban-
kemper, and Frank Vincent were joined by
vocalists Ruby Wright, Mary Ellen Tanner,
Ron Stewart, Marian Spellman, Larry Kin-
ley and Rob Reider. The sessions were engi
neered by Jr. Bennett and Rusty York. Pro-
ducer was Larry Ashcratft...Chuck Mangi-
one worked on his new album at Sound Sum-
mit Studio in Lake Geneva, WI. Butch Stew-
art produced with John Patterson engineer-
ing and Jim Bartz assisting...At Sparrow
Sound Design in Chicago, singer/songwriter/
guitarist Ken Krause ("Colorado Kenny”) com-
pleted ten original songs for his debut album
on FRO.G.G. records. The album was pro-
duced by bassist John Magnan...

SOUTHEAST

A compilation album commemorating the
1985 Atlanta Jazz Festival has been in the
works at Crescendo Recorders in that city
with Gary Ham doing the remix using the
new Mitsubishi Digital mastering system. Enti-
tled Jazz Flavors at the AtlantaJazz Festival,
the project is being produced by Mark John-
son for the Phoenix Arts Society and Fat Cat
Records. The album features performances by
the Tom Grose Band, Dave Ferguson, Elgin
Wells, The B Team, Carol Veto, The Ojeda Penn
Experience, Ricky Keller, and Glen Wisenbak

er...Atthe Soundshop in Nashville, produc-
er Bud Logan and engineer Rick McCollis-
ter have been cutting tracks on John Conlee
for CBS Records. . . Grand Central Studio in
Nashville played host to Poco’s new cuts last
month with John Mills engineering; Mickey
Basil was back in the studio with producers
Tom Woodard and Pat Patrick for his new
jazz project as well. Kent Madison was at the
helm...Anita Pointer and Paul Worley have
been in Nashville's OmniSound doing over-
dubs on a project they are producing on John
Ritterfor RCA Records. Ed Seay was the engi-
neer. Bill Whittington was the back-up engi-
neer...AtJ.B.S. Studioin Atlanta, Rod Smarr
from Dr. Hook produced locals Randall &
C.C. with Brad Jones engineering. Also, Ko-
dak Harrison & Contraband cut tracks for
their second album on an independent label
with Donal Jones producing and engineering
... Activity at Polymusic Studios Inc., Birm-
ingham, AL, included Michael Panepento
and Davy Moire mixing and mastering final
tracks on Jan Hunter, Assault, Daughter
Judy, Scotti,and Randy Hunter, for Pandem

Records. All tracks were mastered with Randy
Kling at DiscMastering in Nashville, Panepen-
to and Moire producing, Andy Bray assisting
...At Bias Recording Company, Washing-
ton, D.C,, Flying Fish recording artists Sweet
Honey in the Rock recorded two albums, Feel
Somethin’ Drawin’ Me On and The Other Side,
which were produced by Bernice Johnson-
Reagon and engineered by Rico Petruccelli
...Let’s Active completed its second album
for LR.S. Records, yet untitled, at band leader
Mitch Easter’s Drive In Studio in Winston-
Salem, NC. Co-producers were Easter and
Don Dixon, who shared the engineering tasks
as well. The LP is slated to hit the racks in Feb-
ruary, 1986...

SOUTHERN CAL.

The Truck Mobile Recording Facility of
Glendale, CA, completed work for The Dick
Cavett Show on the USA Network. The Truck
provided mobile audio facilities and related
equipment at various Southern California loca-
tions for the New York-based show . . .Joe Sam-
ple was in at Craig Harris Music in Studio
City using the newly upgraded Synclavier to
produce tracks for his Crusaders album proj-
ect. Also, Craig Harris processed sounds for
Amazing Stories and The Twilight Zone. ..
Merrell Fankhauser, the cosmic rocker from
Maui, Hawaii, has landed back in Southern
California to begin work on his forthcoming LP.
Joining him in the D-Town /Platinum Sound
Recording Studios will be guitaristJohn Cip-
polina, Peter Noone (former lead singer of
Herman's Hermits), and songwriter/singer
Billy Foster, of Rod Stewart fame. . . Producer
Jimmie Haskell and engineer Lee R. Miller
were at Conway Recorders and Can-Am Re-
corders(bothin L.A.) mixing for an album and
live cable television concert special called,
Ricky Nelson and Fats Domino Live at the Uni-
versal Amphitheatre. The concert was recently
recorded by the Green-Crowe 48-track audio
and seven camera video remote truck at Uni-
versal's 6000 seat facility. Don Warsham was
behind the board. The concert was the first
videotaped appearance by Fats Domino in
many years. . .Producer Tom Alexander was
in Skip Saylor Recording in LA recording an
LP on artist Cindy Perez for Castle Records.
Skip Saylor was behind the board with Tom
McCauley assisting.. . . Enigma Records metal
artist Thor and his guitarist Steve Price have
begun production on a new LP by popular
New York metal outlit Battalion. They are pro-
ducing the band at Kingdom Studio in Long
Island, NY, where artists such as Blue Oyster
Cult, Aldo Nova, and Joan Jett have recently
recorded...At Group IV Recording in Holly-
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WORLD'S
30

No matter what you're
recording in the field, from
Shakespeare-in-the-Park
to“Dancing in the Dark,” %
you'll find a Sony portable §
mixer that brings the crea-
tive control and flawless
sonic performance of the
studio to wherever you happen to be.

12FOR THE ROAD.

The big difference between the Sony
MX-P6! and other studio-quality 12-
channel mixers is that the Sony can be
tucked neatly into a small case and
carried to any location—thanks
to its switching power supply, 4
transformerless design and, of i'(?
course, the fact that it's made
by the company that’s best at 0
making big things small. -6

Its myriad professional fea- -10
tures include transformerless, 4]
electronically-balanced inputs dB
and outputs, complete equali-

Studio quality is no longer
confined to the studio.

EQ characteristics of the MX-P61.

zation for comprehensive signal
control and modularconstruction
for reliability and easy mainte-
nance. Along with the phenome-
nal sonic performance with
which the name “Sony™ has

been synonymous for decades.

THE 4-CHANNEL MIXER

FOR EVERY CORNER OF THE GLOBE.

The incredibly small and light MX-P42

lessens not only your burden, but the
complexities of field recording as well
That’s because each input incorporates

a fast-acting compressor/expander with
gain make-up control.

preset separately, then
maintained automat-
ically during recording.
HIGH QUALITY
FOR LOW BUDGETS.
f The family resem-
blance between the 8-
channel MX-P21 and

The Sony MX-P42
B weighs in ata scant
I Soinput levels can be gibs..10 oz.

STAGE.

Sony’s more expensive portable mixers
is readily apparent:

The MX-P2I is portable,durable,
and has an incredible array of features
for its size—including

phono EQ, fader-start and

cascade interface.

All of which makes the
v choice between Sony and
\, ! anyotherportable mixera
s simpleone.
T Just decide whether you
. want all your location re-
cordings to be as good as stu-
dio recordings.

Or not to be.

For a demonstration or more infor-
mation,call Sony in the Nerth at(201)
368-5185; in the South (615) 883-8140;
Central (312) 773-6000; West (213) 639-
5370. Or write Sony Professional Audio

Products, Sony Dr.,
SONY.

Park Ridge, New
Jersey 07656. Professional Audio

s
t

@1985 Sony Corp. of America. Sony is a registered trademark of Sony Corp. Sony Commun-cations Products Company, Sony Daive, Park Ridge, New Jersey 07636.

S

'
’
IS 1

Curcde OB G0 Kagder ervis e ¢l
Da




wood, composer Quincy Jones and music
supervisor Tom Bahler recorded the under-
score for the film The Color Purple, with engi-
neer Dennis Sands, assisted by Andy D’Ad-
dario for Color Purple/Moonsong Productions
...Island Records artist Danny Wilde com-
pleted overdubs for his new album with pro-
ducer/engineer Peter Coleman, with assis-
tance from Robert J. Corti at MCA Whitney
Studio in Glendale. ..MCA acts Ready For
The World and New Edition were in overdub-
bing and mixing new tracks with Louil Silas,
Jr. producing and Taavi Mote engineering.
Stephanie Mills, also on MCA worked on an
album there with Ron Kersey producing and
Hill Swimmer and Taavi Mote engineering.
Assisting on all three projects were Toni
Greene, Fred Howard and Sabrina Bucha-
nek...At Music Box Recording Studio in
Hollywood, saxophonist Ernie Fields and
friends recorded “We're With You South Africa,”
with Steve Williams engineering. . .Former
Wall of Voodoo lead singer Stan Ridgway
completed his first solo album for LR.S. Records
at The Lighthouse in North Hollywood and in
hisownJ.C. Studios in Hollywood. Producing
and engineering were Ridgway himself, Hugh
Jones, Lewis Vandenberg and Joe Chicarel-
li. Ridgway has been working on the LP for
three years. It is scheduled for a March, 1986,
release. .. At Commercial Sound Studios in
Honoluly, artist Jake Hoopai and producer/
engineer Larry McCracken completed tracks
on the title song of Hoopai's upcoming album
project, Hawaiian Moonlight...Activity at
Master Control in Burbank included Latoya
Jackson’s upcoming album with producers
Gary Geotzman and Mike Piccirillo for Pri-
vate Eye Records. Mark Wolfson was at the
board with assistants Ron Corbett and Dan
Nebenzal. ..

NORTHEAST

Chuck Hammer/Guitarchitecture have
been been scoring and mixing at Sync Sound,
NYC, afilm called Energy Odyssey forthe New
Jersey Dept. of Energy. Atthe SSL console was
Ken Hahn...Producer Rick Derringer was
in NYC's Quadrasonic Sound Systems work-
ing on several of the cuts that he is producing
for the Wrestling Album on Epic Records. The
album consists of various wrestlers singing
songs, including Junk Yard Dog singing "Grab
Them Cakes" and Hillbilly Jim singing "Don't
Go Messin’ with a Country Boy," etc. Engineer
was Tom Edmonds, assisted by Tom Gonzalez
...Lothar Segler produced and engineered
the debut album of Movieland for RCA Rec-
ords. Co-producing with Lothar were Hank
Medress and Richard Lewis. Carol Martino
assisted...At 39th Street Music, Patty La-
Belle layed down tracks with Ashford & Simp-
son producing, Tim Cox engineering, and
John Paul Cavanaugh assisting. Ashford &
Simpson were also in doing demos with Cox
engineering. . . At Giant Sound in NYC, Steve
Winwood was in recording with Russ Titel-
man producing. Also, Chemistry did some re-
cording with Stephan Galfas producing. .. At
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Inner Ear Recording in NYC, composer
Wendy Blackstone finished scoring a new film
by director Nick Tanis called In The Dark. Pro-
duction was handled by Tanis & Co. Engineers
on the date were Steve Vavagiakis and Matt
Schotenfeld...Adams Morgan Day, an annu-
al community eventin Washington D.C. that at-
tracts hundreds of thousands of people each
year, now has its own theme song. The song
was written by Vicky Troy and Charles Ragusa
and sung by Vicky Troy. Lion & Fox Record-
ing, a 24-track recording studio in D.C, was
chosen to record and mix the song. .. At The
Sound Cottage, Port Jefferson Station, NY,
songwriter Bob Barta worked on a composition
called "The Real Thing,” recorded with the Ya-
maha CX5M Music Computer MIDI-synched
with the Roland TR707 Digital Drum Computer
...Long View Farm in North Brookfield, MA,
has seen WAAF's Bob Rivers of "Just a Big
Ego” fame producing an ad for Mt. Snow ski
area in Vermont, utilizing Long View's MIDI set-
up. Brian Silva was on keyboards and Cliff
Goodwin was guitarist and production assis-
tant. . ./mportant Records’ artists, the Danc-
ing Hoods, mixed down their LP, 12 Jealous
Roses, at Tiki Studios in Glen Cove, NY Engi-
neering was by Mark Gaide...Mingus Dy-
nasty cuttracks with producer Susan Mingus
at Reel Platinum Studios in Lodi, NJ. Also,
Steve Wyche was in doing his latest 12-inch
rap record...At Greene Street Recording,
NYC, PhilJones and Kurtis Blow produced a
tribute to Martin Luther King featuring artists
such as The Fat Boys, Run/DMC, New Edi-
tion, Stacy Lattisaw, Teena Marie, Stepha-
nie Mills and Eddie Murphy. Dave Harring-
ton did the engineering, with Dave Stillman
assisting. ..The Nobels were in at Sound
Heights in Brooklyn recording two tunes
penned by Wendell Nobel. Mixing has been
completed by producers Hector Quinones
and Vince Traina. Traina engineered, assisted
by Shuan James and Frank Cardello. ..

SOUTHWEST

Artist Lynn Daye recorded a mini-album, My
Creator, at Precision Audio in Dallas, done
entirely with Precision Audio's MID] system. . .
Jodie Lyons and Lanelle Stevenson were in
Dallas Sound Lab’s studio A cutting audio
tracks to go with their new book Principles of
Pop Singing, with DSL's Rusty Smith at the
console and Lyons arranging, conducting, and
producing. . .Joy White, known for herjingle
work in Nashville, recorded back-up music for
an upcoming Star Search presentation at
Planet Dallas Studios. Also, songwriter and
performer Dave Guinn re-recorded album
cuts previously recorded in Nashville. . . Fletch
Wiley and Dennis Worley of Star Song were at
Rivendell Recorders in Pasadena, TX, mixing
a Steve and Annie Chapman choral musical
about the family. Bob Bennett helped to put
the finishing touches on the project by adding
some vocal overdubs. . . Sumet-Bernet Sound
Studios’giant "Studio A" hosted the 200 voice
Together project (a gathering of world-famous
Gospel artists) produced by Grammy Award

winner Lanny Wolfe. The project, engineered
by David Booth, Bob Singleton, and Tom
Adlerwasdesigned to raise money for African
relief. . .Midcom, Inc. in Dallas recently re-
corded the world premiere of Benjamin Lee's
Symphony No. 4 entitled, "Memorial Candles.”
The project utilized Midcom's mobile record-
ing facility and was engineered by Midcom's
Mike Simpson with assistance by Jeff Jones.
Producer on the project was Ara Guzelimian
...Studio Southwest in Dallas was used by
producerJake Pittman to complete albums for
Christian recording artists Marsha Andrews
and Wanda Landrum. Landrum, of Dallas,
was also the subject of a recent 700 Club TV
segment, shot at Studio Southwest. . .

STUDIO NEWS

Soundwave Recording Studiosin NYC have
acquired the new Studer A820 digital con-
trolled analog master recorder with the latest
mastering standards, Y4-inch and Y2-inch tape
at 30ips ...Glen Glenn Sound of LA, one of
the largest film and television post-production
houses in the country, has just taken delivery
on their 14th Otari MTR-90 multi-channel re-
corder. . .Dallas-based Goodnight Audio up-
graded its control room—replacing an MCI
528 with a Neve 8128 recording console, fea-
turing Necam 96 automation. .. Mokan Pro-
ductions Ltd., Kansas City's newest state-of-
the-art audio recording facility, has completed
expansion. The latest addition to complement
the existing $500,000 facility is designed pri-
marily for broadcast and industrial commer-
cial production. . .SynHarmonic Productions,
Orlando, FL, a 16-track synthesizer-oriented
studio, recently completed construction on a
10’ x 12’ vocal booth which will complement
the live-sounding Studio A. Recent additions
tothe equipment listinclude a Lexicon PCM60,
360 Systems MIDI-Bass, Ludwig drum set, and
a second set of JBL monitors for re-miking synths
in the live room...Master Control in Bur-
bank, CA, has added a pair of Pultec MEQ-5
mid-range EQs, a pair of EQH-2 program EQs,
and a Hi/Lo filter to their existing collection of
Pultecs. . .Image Recording Studiosin Holly-
wood, CA, have opened their new "Studio B.”
The new room is a fully equipped 24-track
studio featuring a Trident Series 80-B console
and an MCI 24-+rack machine. In addition,
plenty of outboard and video gear is available
...Studio A in Dearborn, MI, has moved into
a 4,000 sq. ft. facility designed by John M.
Storyk Associates of New York City. With a
700 sq. ft. control room, 800 sq. ft. studio, two
isolation rooms, and three live chambers; it is
the newest recording studio in the Detroit area.
Wiring and installation of equipment was coor-
dinated by Pat Schneider Productions of
Jackson, MI...OTR Studios in Belmont, CA,
has expanded to 24 tracks with the addition of
an Otari MTR 90-II with Autolocator, purchased
from Sound Genesis of San Francisco. Other
recent purchases include the Lexicon 224XL
digital reverb and latest software update, AMS
Digital Reverb, and DX7, TX7 synthesizers.
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AUDIO-APPLICATIONS

People go to an Audio Engineering
Society Convention for many reasons,
some of which [ could discuss in these
pages, and others I'd rather not. But
after the exhibits have been dismantled
and sent on their way to the next show,
after the new control room plans drawn
on a cocktail napkin have been con-
verted to vellum, after all those com-
pletely unfamiliar business cards have
been discarded, at least one piece of
tangible history remains—the technical
papers. And while even the presenta-
tions themselves might have passed into

the nether world of blurry slides, the
preprints remain as documentation of
the work, to surface laterin the Journal,
or at least stay on paper as footprints in
the evolution of audio.

As a former papers chairman, | can
attest to the challenges of assembling a
dozen or so enthusiastic sessions chair-
men, and uncovering 70 or so well-in-
tentioned papers. Of course, those trib-
ulations pale in comparison to the task
of securing the preprints themselves;
when you're finished, the collected 50
have become incredibly precious in-
deed. Judging from the quality of this
year's preprints, [ can state that papers

“T9™ A RS

CONVENTION PAPERS

fter the exhibits

have been dis-
mantled and all those
completely unfamil-
iar business cards
have been discard-
ed, one piece of tan-
gible history remains
—thetechnical papers.
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chairman Daniel Queen persevered
mightily. The subject matter ranged
from perception to polymer piezo film,
the authors were both old and new to
the Society, both domestic and foreign,
from companies large and small. Since
a comprehensive summary of all the
preprints would require a year’s worth
of columns, [ can only single out a few
for honorable mention. Let's consider
the cutting edge in digital audio tech-
nology, as exemplified by a selected
few preprints from the 79th Convention.

"Assessing the Low Level Sound Qual-
ity of Digital Audio Systems” was the
title of a paper presented by Louis Field-
erof Dolby Laboratories (Preprint #2268).
The problem of establishing a set of
performance levels to guarantee audi-
bly satisfactory sonics has still not been
tackled by the digital audio commun-
ity. The author proposes a worse-case
technique of applying sinewave signals
to digital audio systems, then using the
critical band concept to divide the out-
put signal to study the audibility of low
level noise and distortion due to con-
version nonlinearities. Low level sine-
waves are used as input because har-
monics would otherwise provide audi-
tory masking of distortion. The output is
analyzed in 24 bands; to account for

the effect of auditory masking, the noise
and distortion components near the fun-
damental are ignored. Finally, typical
human hearing and environmental mask-
ing effects are considered to establish
the effective hearing acuity; the noise
and distortion spectrum of an audibly
perfect system would lie below this thresh-
old. This objective test is subjectively
guantified by artificially reducing out-
put noise and distortion to determine
the threshold of audibility. When ap-
plied to an adaptive delta modulation
system, and two PCM systems, the tests
were in agreement. Four conclusions
were drawn: degradation could be pin-
pointed in a PCM system, pre- and post-
emphasis is effective in reducing noise
in adigitally companded system, dither
is useful, particularly if it is removed
from the output signal, and linearity at
low levelsisimportant for a conversion
system.

"On the Signal Format for the Im-
proved Professional Use 2-Channel Dig-
ital Audio Recorder” (preprint #2270)
was authored by Yoshinobu Ishida, Ken
Onishi, Kazuhiro Sugiyama, Tetsuya Ya-
maguchi, and Tohoru Tanaka of Mitsu-
bishi Electric Company. Citing recent
advances in error protection methods,
LSI chips, magnetic tape and heads,
tape-cut and electronic editing, etc,, the
authors have re-evaluated stationary
head signal format requirements. The
basic "PD" parameters include: 12 total
tracks with eight digital audio tracks,
two analog tracks, one time code track,
and one auxiliary digital track, Y4-inch
tape width, 7.5 and 15 ips speed, RSC-
IV error correction code, 2/4 modula-
tion, 44.1/48 kHz sampling, and 16-bit
linear quantization. The same block con-
figuration is used for either tape speed;
total frame length is 360 bits, with 16
synchronization bits, 8 bits for control,
320 bits for digital audio signal or C2
check code, and 16 bits for C2 check
code. A 16-track on half-inch tape and
32-track on one-inch tape "PD" format
was also introduced in a jointannounce-
ment by Mitsubishi, Otari, and AEG.

"Thin Film Head for Multi-Track Tape
Recorders” (preprint #2287), authored
by Shigeyoshi Imakoshi, Hideo Suyama,
Tetsuo Sekiya, and Yoshikazu Tsuchiya
of Sony Corporation, describes the char-
acteristics of the read and write heads
for a 48 channel digital audio recorder
with half-inch tape. The write head is de-
signed so that coils are wrapped five
times in two spiral layers around the
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AT THE STARTING LINE
You CAN'T TELL SEATTLE SLEW
FROM MR. ED.

Until the horses bolt from the
gate, you can't tell a champion
from an also-ran.

Likewise, equalizers “line up”
evenly when covering the same
“flat” terrain. It isn't until you
demand “peak” performance
that you can measure what an
equalizer is truly made of.

JBL/UREI's 5547 Graphic
Equalizer and 5549 Room
Equalizer are made of the most
advanced electronics ever
packaged in an equalizing sys-
tem. Their proprietary hybrid
circuits deliver unprecedent-
ed low noise. Discrete act-
ive filter circuits provide
the highest dynamic range
ever achieved under real
world operating conditions.

More headroom and less

JANUARY 1986

noise is also a function of the
5547 and 5549's unique, head-
room circuit. A special LED
display and two gain structure
controls allow you new precision
in optimizing headroom and
signal-to-noise ratio.

The 5547 Graphic Equalizer
is the ultimate tool for creative
equalization, offering both
"Boost” and “"Cut.” while the
5549 is the ideal corrective

Circle #003 on Reader Service Card

“Cut Only” Room Equalizer.
While both equalizers are at
home in the studio, each is built

extra-rugged for reliable road-
ability. And perhaps best of all,
the 5547 and 5549's ultra-
efficient hybrid technology gives
you breakthrough performance
at a breakthrough price.
Compare the |BL/UREI 5547
Graphic Equalizer and 5549
Room Equalizer to anything
on any “track”. Because
when “"peak” performance is
paramount, the 5547 and
5549 simply leave other
equalizers standing in
the gate.
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pole piece with a thickness of 10 micro-
meters composed of Sendust-Sputtered
film which has a saturate flux density of
12,000 Gauss and a permeability of
2,000. Pulse train recording is employed
to minimize recording power, suppress
crosstalk, and simplify circuitry. The
write head is driven by a pulse signal
instead of a rectangular wave; record-
ing power is reduced proportionally to
the duty ratio of the pulse train. Cross-
talk is reduced by shifting the duty cycle
of one track in relation to its neighbors.
The read head is of MR type; the output
of a MR is independent of tape speed
thus it is more sensitive than a thin film
head at slow tape speeds. A yoke type
structure is used for greater reliability;
the MR element is inside the head and
is not exposed to the tape running sur-
face or corrosive elements. With AC
bias and magnetic feedback, the MR
head may be used for high fidelity aux-
iliary analog tracks. The new head is
fully applicable to the DASH format.
"Digital Audio Sampling Frequency
Converter Employing New Digital Sig-
nal Processors” was the paper present-
ed by Yasushi Katsumata and Osamu
Hamada of Sony Corporation (Preprint
#2272). The authors have developed a
sampling frequency converter capable
of transcoding any stereo digital audio
signals between 30 kHz and 50 kHz,

with up to 24 bit words. Two new audio
DSPs are used in a four stage signal
processing architecture; they are used
in the first oversampling stage, and in
the remaining three stages of oversam-
pling, FIR, and linear interpolation. The
two DSPs are a processor chip with
28-bit ALU, microprogram sequencer,
and peripheral interface, and a 16-bit x
32-bit multiplier chip. These chips are
further described in preprint #2269 en-
titled “Digital Signal Processor LSIs Suit-
able for Digital Audio Equipment.” Sam-
pling frequency conversion using an
arbitrary ratio is achieved by using a
combination of interpolation and dec-
imation. The magnitude of interpolation
is much greater than in fixed ratio con-
verters; a 27 times interpolator is de-
signed with a multi-stage FIR filter. The
first FIR stage doubles the sampling rate,
as does the second, the third FIR stage
performs interpolation and decimation;
the sampling rate is effectively increased
to 32 times the original rate, then re-
duced to the output rate; in practice
only two sample points immediately be-
side the output sample point are com-
puted. The fourth stage uses linear inter-
polation to compute the output sample
from the two previous samples. The pro-
totype uses three A4-size boards, and
has AES/EBU format I/0O.

"One-Chip Digital Signal Processing

THE SYSTEM FROM AIC

THE SPECIALISTS IN

Programming
Interfacing
Consulting

MIDI Systems Design

FEATURING

E-mu Systems
PPG/DigiDesign
Macintosh

Southworth Music Systems
Garfield Electronics

.

AlC

e — ]
PRO AUDIO

1717 SOLANO WAY #31
CONCORD, CA 94520
(415) 686-6493
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Large-Scale Integrated Circuit for the
Compact Disc Player” (preprint #2288)
was authored by a team of Matsushita
engineers. A single LSI chip for CD
players has been developed with the
following functions: EFM demodulation,
synchronization of EFM and signal de-
tection, subcode demodulation, CRC
decoding, CIRC decoding, error con-
cealment with interpolation, and spin-
dle motor servo control. The chip also
features a new (triple) error correction
algorithm and new Galois field archi-
tecture to achieve an uncorrectable prob-
ability of 10-12. The CMOS LSI contains
approximately 40,000 transistor gates
in an 84 pin {lat package. The new chip
replaces previous designs using three
digital chips, and incorporates the motor
servo control as previously accom-
plished by an analog chip. The internal
state of the LSI is controllable by an
external systern microcomputer through
an on-board interface. The improved
degree of integration increases function,
performance, and reduces power con-
sumption and cost.

"Over-Sampling Filter for a Digital
Audio Use" (preprint #2289) was au-
thored by a team of Matsushita engi-
neers. This paperdescribes another LSI
chip designed for CD and other digital
audio applications. This oversampling
filter CMQOS chip is a 95 tap FIR type
digital filter with passband ripple of +0.01
dB and stopband attenuation of -85 dB.
It has the additional ability to attenuate
digital audio signals with a multiplier.
A two-times oversampling algorithm is
utilized. Computer simulation showed
that a coefticient length of 17 bits would
be optimal. One output sample is ob-
tained after 24 multiplications. The num-
ber of transistors on the chip is approxi-
mately 29,000; multiplier, ROM, RAM
and PLA are all included on the 42 pin
flat package chip.

"Four-Channel Digital Mixer/Equal-
izerfor Mastering” (preprint #2292) was
authored by Toshinori Mori, Takashi
Matsushige, Yasuo Sato, and Yukimitsu
Sakurai of Victor Company of Japan
(JVC). This paper describes the devel-
opment of a digital audio mixer/equal-
izer with four input and two output chan-
nels, designed primarily for digital audio
mastering applications. The mixer can
be connected to a compressor/limiter,
and the AES/EBU interface. DSPs using
LSI technology are used for reliability
and cost effectiveness. The PCM signal
first passes through a O to 20 dB atten-
uatorto preventoverflow, passes through
the pre-emphasis/de-emphasis equal-
izer with a time constant of 50 micro-
seconds/ 15 microseconds, then passes
to a 4-band equalizer. Each equalizer
consists of seven DSPs (PD77P20) to
maintain 16-bitaccuracy, a 32 bit PCM
signal is transmitted serially between
each DSP. The attenuator/mixer module
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Some People Actually Enjoy
Sitting at Their Desk for
Twelve Hours a Day.

Of course, their desk is an SL 4000 E Series —
a classic example of responsive technology and
engineering know-how Mixers tell us it allows
them to perform their craft with extraordinary
freedom and precision. Producers say it serves
their work in ways no other console can.

There is something about this console that goes
beyond the clarity of sound, the agility of its
software, the scope of its possibilities. Something
that can't be shown in pictures, diagrams or words.

When you sit behind an SSL, there is recognition.
It’s more than knowing that this is the best. It’s a
discovery that someone actually understands the
procedures and the pressures of your job. And

that they've developed innumerable ways to make it
easier, faster and better.

We'll be happy to send you our 40 page brochure
on the SL 4000 E, or to arrange an audition. But a
word of warning. Once you sit down at this desk,
you may want to stay longer than you had planned.

Solid State Logic

Oxford ¢ New York » Los Angeles « Hong Kong

Oxford, England OX7 2PQ « (099 389) 8282
200 West 57th Street « New York, New York 10019 « (212) 315-1111
6255 Sunset Boulevard ¢ Los Angeles, California 9002€ » ¢213) 463-4444
22 Austin Avenue, Tsim Sha Tsui » Kowloon, Hong Kong ¢« (03) 721-2162




uses a TMS32010 DSP; the input/out-
put module provides for parallel digital
outputs or analog cue sends to periph-
erals. The mixer/equalizer can be used
for digital tape copying, editing, CD cut-
ting, and digital mixing.

"Digital Tape Transfer Console” (pre-
print #2276) was authored by Paul Lid-
better of Neve Electronic Laboratories;
it describes a two channel transfer con-
sole for use in CD mastering. This con-
sole is specifically designed with two
serial input and two serial output ports
interfaced to the Sony 1610, pre-empha-
sis and de-emphasis filters, 4-band semi-
parametric equalizers, second order high
and low pass filters, dynamic range con-
trol including limiter, compressor, ex-
pander, and noise gate, and level con-

trol. The console also features switch-
able sampling rate and snapshot mem-
ory. Each module (equalization, filters,
level, etc.) contains a single 8048 micro-
controller communicating on a 22-bit
parallel bus. The systern controller is
based on the NEC BP-0186 single board
computer. Three such DTC consoles are
under construction for Sterling Sound,
New York, Masterdisk, New York, and
Disc Mastering, Nashville.

"A Technical View of a Totally Digital
Audio Mixing Console” (preprint #2277)
was also authored by Paul Lidbetter; it
provides technical details of some of
the 25,000 integrated circuits which
comprise the already-famous 48 chan-
nel Neve DSP console. A sampling fre-
quency of 48 kHz, and 16-bit quantiza-

muchas 75%.

FIRST TIME.
ANYTIME.

TEF System 12 means pinpoint accuracy
in acoustic analysis. Even in the presence of

other noise. Ter System 12 determines areas of reflection or
origin within parts of an inch. With this increased accuracy and the ability
to document your work, you'll be able to reduce costly call-backs by as |
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TEF System 12 also utilizes Time Delay Spectrometry (TDS), a test
technique that ignores ambient interference. That means you'll spend less
time waiting for a quiet measurement situation and more time scheduling
new jobs.

TEF System 12 is actually a portable measurement system with a
complete range of displays that allow analysis of phase, frequency and time
characteristics independently or in combination with each other. The TEF
System 12 also has measurement storage capabilities. You get all the tools
you need to present your clients with an accurate, proof-positive analysis.
And, you can get the TEF System 12 starting at less than $10,000.

To find out more about the first time, anytime acoustic analyzer, call
or write.

1718 W. Mishawaka Road, Elkhart, Indiana 46517 » (219) 294-8300
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tion is used; the stop band is set at 20
kHz. Because of an operation rate of 60
MHz, each audio processor can per-
form two filters, equalizers, and dynamic
range controllers in each sample period
of 20.83 microseconds; the 4-band equal-
izer alone executes 34 software instruc-
tions for every sample. Mixing might
require 128 multiply accumulates every
sample period. The duplex fiber optic
cable link operates at 24.576 MHz (NRZ)
with complete error detection, correc-
tion, and frame synchronization. Four
16-bit microcomputers are used in the
main processing rack, in addition to
approximately 100 single chip micro-
processors in the console and fader mod-
ules. All processors share 512Kbyte of
data base memory, and a further 64K-
byte of firmware. All programs are writ-
ten in PLM86; approximately 350K-
bytes of code presently reside in the
console main processors alone.

"Development of an Erasable Mag-
neto-Optical Digital Audio Recorder”
(preprint #2296) was authored by A.
Kurahashi, K. Hasegawa, Y. Mori, T. Ko-
gure, and M. Fukai of Matsushita Elec-
tric; it describes an erasable magnetic-
optical disc (MOD) compatible with the
Compact Disc, using the Kerr Effect to
control the polarization angle of laser
light beams. Like magnetic recording,
magnetic-optical recording reliesonin-
version of the magnetized direction of
perpendicular recording media under
the influence of a magnetic field to dig-
itally record the data. However, with
MOD the required power of magneti-
zation is about one-tenth that of ordi-
nary magnetic recording; in addition
high density is possible because only a
spot of magnetic material heated to its
Curie temperature by a focused laser
beam has its magnetic orientation al-
tered by the magneticfield. The record-
ed signal is also read with a laser beam;
its angle of polarization detects the ori-
entation of the recorded spot and results
in a difference in light intensity. The
disc uses an amorphous thin film mag-
netic material; it is pre-grooved with
one pre-recorded address sector block
on each track. The information signal
can be recorded over the address sec-
tor by superposition. The medium could
support over 108 successive erasures
and recordings. The prototype hasa record-
ing time of 60 minutes, however, future
plans call for a lowered linear velocity,
and a recording time of 75 minutes.
Because of a common optical block,
the CD and MOD would have read
compatibility.

Preprints may be obtained from the
Audio Engineering Society, 60 East
42nd Street, New York, NY 10165. Cost
is $2.50 each for members, and $3.00
each for non-members; a complete set
ot 50 preprints from the 79th Conven-
tion may be ordered for $50.00. [ |
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L the top studios. But, frankly, unaffordable ta
L mmany who wanted it

Until now.

B Because now, with the new Lexicon PCM 60
Bdigital reverberar cr and room simulator, we'ves

Brought Lexicon sound to even more artists
@nd studios. At a very affordable price

And quality? We made no compromises. Every o

¥sound is a Lexicon sound. In fact, we put 123
of the most imaginafive, rmost useful Lexicon

B plate and room sounds into the PCM 60. De-
, spite such flexibility, we mads it exceptionally

1 €asy to operate, with simple pushbutton con-
Stols. And by custom designing our own digi-

$tal chips. we achieved high pertormance for

the PCM 60, while keeping 1ts price low.

X When you audition the PCM €0 at your Lexicon
Bdealer you'll hear for yourself its superb

p

exican sound. The exact same sound you

just for you. And a descriptive brochure is S8
§ for the asking. Lexicon Inc., 60 Turner
Waltham_ MA 02194 USA. Telephon




I~ “A CHORUS LINE”
mentary sound recordist

by the name of Chris Newman was changing planes at the Los

Angeles airport returning from a shoot in India, when he was c OMES
paged over the PA system. The operator instructed him to call

Haskell Wexler. Recalls New-

" "~ "'T0 THE SCREEN
to be some kind of fantasy

come true. Wexler said, T heard a lot of things about you. I'm doing a movie in
Chicago;it's called Concrete Jungle. Are you interested?’ As he was saying, 'Are you

interested?’, | was overlapping him and saying, 'Yes, I'm interested.’ | would have
done it for nothing. It was a feature film. It was Haskell Wexler, who was a herotome.”

18

Director Richard Atten-
borough presides over his
actors at the Hellinger
Theatre in New York.

by Nicholas Pasquariello

The picture, later retitled, Medium
Cool was Newman's first theatrical fea-
ture job, and proved to be one of the
more successful experiments in the new-
ly-invented genre of “"docu-dramas.”
Medium Cool indeed marks the point
at which Newman made an enormously
successful transition from documen-
tary sound recordist to theatrical fea-
ture film recordist. In 16 years, he has
supervised the location and studio
sound recording of 28 feature films
under directors the caliber of Coppola,
Forman (three pictures), Friedkin (two
pictures), Ashby, Passer, Pakula (three

pictures), and Attenborough. His peers
have publicly acknowledged his achieve-
ments as an audio craftsman by award-
ing him two Academy Awards for Best
Sound (for The Exorcist and Amadeus).

In the late 1950s, Newman used re-
cording merely as a means to support
himself while making short films. (By
his own admission, he is largely self-
taught in his profession.) By the early
‘'60s, he found himself so successful at
recording work that he abandoned
filmmaking entirely to devote himself
to audio work. There followed television
and documentary recording jobs such
as Brimstone: the Amish Horse (for Dis-
ney) and an independently produced
documentary on Ravi Shankar, filmed
in India. When Newman returned from
making this film, he met Wexler.

This interview covers the making of
the film, A Chorus Line, directed by
Richard Attenborough (best known for
the film Ghandi). Largely because of
cost (and somewhat unconventionally),
A Chorus Line was shot in a theater—
the Mark Hellinger in midtown Man-
hattan. As a result of this fact alone,
Newman was faced with many interest-
ing (often unique) sound recording
situations.

Mix: Would you describe some of the
problems you had to solve because
you were shooting in a theater instead
of on a soundstage?

Newman: Mostly problems associated
with background noise. The stage was
such that there were skylights up above,
which were almost impossible to seal
up; and noise comes in in any case.
There were many shots in the script
that called for the street doors on the
side of the stage to be open.

MIX VOL. 10, NO. 1



FROM HAIRPIN TURNS
T0 STRAIGHTAWAYS.
THE SPEED OF SOUND
HAS NEVER
BEEN S0 SMOOTH.

For yearss. sloppy tape transportation and handling
have made the audio engineer’s day much harder than
it had to be.

This tormenting state has come to an end with the
introduction of Sony’s APR-5000 2-track analog re-
corder, available in a center-track time code version.

The APR-3000s precise handling ard numerous
advanced features make the audia engineer’s day run
much smoother. For example, the APR-5000"3 16 -bit
microprocessor marages audio alignment with a pre-
cision that’s humanly impessible. And the additional
8-bit microprocessor opens the way for extremely
sophisticated serial communications. In tander. they
reach a truly unique level of ntelligence.

Not only does tae APR-5000 do its job well: it does
it consistently. The dre-cast decx plate and Sony’s lorg-
standing commitment to quality control mainiain that
the APR-5000 will hardly need time off.

All of which results in a consistent sonic perform-
ance that’ll stand even the most critical audio profes-
sionals on their ears.

For a demonsteation of ihe re-
corder that transports analog audio
to a new fidelity high, contact your
nearest Sonv ofhce:

Eastern Region (201) 368-5185.
Southern Region (615) 883-8140;
Central Region (312) 773-6000;
Western Region (213) 639-5370;
Headquarters (201) 930-6145.

SONY

Professional Audio

.
(R ™
=

© 1985 Sony Corp of America Sony is a registered trademark of Sany Coip.
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Fortunately the cameraman only re-
quired a light effect out there. And
[director, Richard] Attenborough never
really saw people making elaborate
entrances from the street. So they built
a little house out onto the sidewalk—
they got permission from New York City

situation where there aren't jarring
changes of background from cutto cut
and scene to scene. And the easiest
way to do that is not to have any back-
ground noise to begin with. We could
have elected to wire people with radio
mikes to cut down the background sub-

Young hopefuls strive for The Big Time

—with double insulated walls; stuff like
that. And there were lights inside that
house. But the truth of the matter is that
no matter how well you construct some-
thing like that, there's a point of dimin-
ishing returns. And you cannot shut out
the noiseif there's a lot of noise. It varies
from day to day. Wednesdays are the
worst because they're matinee days
(the Hellinger Theater is located in the
theater district of Manhattan). And you
could tell, if you listen in the back-
ground, what day it was shot on.

Mix: That didn't go into the picture,
though?
Newman: Well, mostly we were able to
either fit lines in from closer takes, and
some stuff was looped. It wasn't perfect,
and we knew going into it that it wasn't
going to be like a soundstage. But the
tracks that we produced, I thought were
pretty good, quite good, as a matter of
fact. If we had been on a soundstage it
would have been much easier and, prob-
ably, other kinds of problems would
have arisen. But certainly the one enor-
mous advantage you have working on
a soundstage is that you never have
any serious background [noise] prob-
lems. You might have all kinds of other
problems but you don't have back-
ground noise.

And that's one of the big problems in
mixing a feature film: you try tosetup a

20

stantially. But most of these kids are
dancers. Most were wearing very tight
outtits, leotards of one kind or another.
In most cases, they segued from speak-
ing into dancing. And I thought, consid-
ering that there were 16 principals plus
Michael Douglas, that it was absolutely
the wrong way to go in terms of a tech-
nique. ] thought about it fora long time.

Mix: Why was it the wrong way to go?
Newman: Because it's too inhibiting. If
you're shooting on a set, one of the con-
siderations is money and time. One of
the things that [ get paid for, in addition
to making a good sound track, is to exe-
cute my work pretty quickly. And, if I'm
up there constantly fiddling, adjusting,
fixing, specing outfaulty noise, moving
a transmitter because the camera sees
it on somebody twirling around—as the
boom man (two boom men, in this case)
also is—that's a waste of time.

It unsettles the artist. It makes every-
body very nervous and it's a negative
way to go. If the people were wearing
conventional costumes, then it would
have been a very serious considera-
tion. And we did use radios occasion-
ally, when we had to.

Mix: So you used boom mikes entirely?
Newman: Yes. We used Sennheiser shot-
guns, forthe most part. We used an extra
long boom made for television work,

which is big and cumbersome, and
alwaysinthe way, but will permit you to
make a big reach, a 16-foot reach. I had
two very good boom men: Vito Ilardi
and Arthur Bloom, who are both first
boom men. I also had a terrific play-
back operator by the name of Neil
Fallon.

When you do a job like this, more so
than a lot of other jobs, you really need
to have very skilled people helping you
because there are so many elements
going on. We did constantly play-
back/live, playback/live; sequeing in
and out; music cue after music cue;
changing cues, making splices and
edits in the tape as we went. And, un-
less you really have good people, like
this fellow, Fallon, or the boom people,
you can't do a good job. You look like a
total fool.

Mix: Would you describe how you did
the playback/live?

Newman: A song would be sung on
stage and then there would be a stop.
The actor would speak and it would be
recorded live, then the music would
continue. In some cases, we ducked
the playback, meaning we just took it
out for those two seconds, and then
brought it back in again.

Mix: Was there live music on the stage
while the singing was going on?
Newman: No, unlike other movies that
I've done—forexample, Fame or Ama-
deus—there was no singing recorded
live. There were lots of discussions
about doing some songs live, but ulti-
mately the decision was tempered by
the fact that things would only be done
live if the respective actors or actresses
could not lip sync well.

Mix: So, what was recorded in the
theater?
Newman: Only the dialogue.

Mix: No dancing either?

Newman: Dancing, that's a whole other
story. What we did was, while the pro-
duction was shooting and when some
less important things were going on, [
went with my crew to another theater
with John Bloom, the editor, and Jona-
than Bates, who's their supervising
sound editor, from England. We showed
some of the cast people a video copy of
various parts of the first and second
edited reels of the picture. And they, in
fact, did Foleys. We used a wireless
headphone system. We played Q-tracks
for them right from the cut sections.
And we recorded their Foleys in stereo
at this other theater. Those Foleys will
be used in the picture.

Mix: What was on the video copy they
were looking at?
Newman: They could see themselves

dancing. —PAGE 24
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THE POINTER SISTERS NEVER
WORRY ABOUT THEIR WIRELESS

Even though the Pointer Sisters take plenty of chances on stage, they never gamble with their
equipment. They use Samson professional wireless systems because of their proven reliability.
Samson'’s long range, no dropout performance gives them the freedom of movement they
need in concert. The Pointers have built a career by making smart moves. Like choosing
Samson Wireless.

Joe Mumford, Musical Director, plays with

Samson’s Broadcast Series Guitar System SA Mso”
WE TOOK THE WORRY OUT OF WIRELESS

Samsen Products Corporation, 124 rulc)mAvemue Hempstead, New York 11550 (5 6) 489-2203 TLX 284696 SAM UR | nadc
Omnimedia Corporation Ltd., 9653 Cote de Liesse, Dorval, Quebec HOP 1A3 514-53¢.-997 \ Y

Circle #008 on Reader Service Card



Recently, at the AES Convention
in October, New England Digital
made history by premiering the
first tapeless recording system.

Using a combination of 16-bit
polyphonic voice samples, FM
synthesized timbres, and “live”
instruments and vocals recorded
direct-to-disk, a complete multi-
track recording was made. In
other words, the functionality of
a modern studio at a fraction of
the cost, and it’s all digital!

The Direct-to-Disk™ multi-track
system provides a non-tape con-
tiguous recording medium, fully
expandable from four to sixteen
tracks, featuring full 96 dB signal-
to-noise ratio.

Depending on the size and num-
ber of hard disk (80 and 140
megabyte Winchesters)drives per
system, each track will record a
minimum of ten minutes to a
maximum of one full hour!

No Tape to Wind...

No More Razor Blades!!
In an instant you're back to the
top of the recording ready to
record your next take. No tape
to rewind: no creative energy
lost...dramatic cost savings!

When it comes time for the labori-
ous and expensive process of
editing, you won't require the
blade of a skillful tape surgeon.
All editing can be accomplished
using software techniques.

Initial system software features
will offer variable length cross
fade splicing, automatic punch-
in, fast-forward, and SMPTE-
based editing.

Other Synclavier®
Features

» Polyphonic Sampling - The first
16-bit polyphonic sampling system
is still the best. The system can
support up to 32 fully polyphonic
voices and 32 megabytes of RAM.
The polyphonic option offers 96 dB
signal-to-noise ratio and a sam-
pling rate of up to 100 kHz.

+MIDI - The Synclavier offers the
most extensive MIDI system in the
world. For example, control 32 dif-
ferent MIDI systems with one key
depression. The Synclavier MIDI

Introducing the Tape

No Tape to Wind... N

option, in addition, is free from the
delays which have plagued mos
MIDI systems on the market.

« Multi-Channel - Each track o
the Synclavier's 32-Track Digita
Recorder can have a separate out:
put directly connected to youl
recording console.

+ 76-Note Velocity/Pressure
Keyboard - Definitely the mos
advanced and easiest keyboard tc
use, offering independent velocity
and pressure, complete program
ming and a built-in 32-track digita
recorder. Plus, extensive real-time
effects.

ayvielavices

-‘n-.—‘ ‘_:' T

Authorized Distributors Atlanta Songbird Studios 404/351-5955 Dallas Lightning Music & Sound Inc. 214/387-1



ess Recording Studio

ore Razor Blades!!

MPTE - Each Synclavier offers
VIPTE compatibility which includes
ftware that can edit sound effects

musical passages down to the
Ibframe.

uitar Interface - Owned by
»hn MclLaughlin, Pat Metheny and
| Di Meola. Listen to their latest
cords for the best possible demo
this amazing option.

utomated Music Printing

1e first ever automated music print-
g gets better still, offering complete
anscription of scores, parts and
ad sheets. Plus, coming soon:
ser printing!

hville Songbird Digital 615/327-4343

Seattle The Equipment Exchange 206/623-7860

+ Instructional Video Cassettes

and Documentation

If you're interested in relaxing in
your home or studio and learning
the basics of the Synclavier system,
you can now purchase three video
cassettes which guide you through
its basic features and operations.
Send your check for $175 per set
of three (not sold separately). Com-
plete printed documentation is also
available for $200 for each set of
manuals.

lavier 1s a registered trademark of NE D Corp
1-10-Disk trademark of NE D Corp

if you haven't seen or heard the
Synclavier lately, you owe it to yoursel’
to get a demonstration. Please call
New England Digital or one of our
authorized distributors and check out
the leading edge of digital music.

New England Digital

White River Jct, VT 802/295-5800
Los Angeles

New England Digital 213/651-4016
New York

Digital Sound Inc. 212/977-4510

Please note: The new Direct-to-Disk™ multi-track
system is available by appointment only
in New York and Los Angeles.

Synclavier

OIGITAL MUSIC SYBTEM

Synclavier operator captures continuous live vocal overdub

London Turnkey 202-4366 Toronto Gerr Electro Acoustics Ltd 416/868-0528
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noise less than 16dB

New York  Martin Audio Video Corp
423 West 55th Street
New York, New York 10019
TEL (212) 541-5900
TLX 971846
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SANKEN INTRODUCES
FOUR MORE MICROPHONES

Maker of world-acclaimed CU-41
double-condenser microphone releases
new products to international market.

Sanken Microphone Co . maker of the CU-41 two-way condenser micro-
phone, famed among sound engineers throughout the world for the trans-
parency of its recording qualities {which make it perfect for compact disk
recording), is pleased to announce the release of four more of its high
quality microphones to the international market. The microphones are

CMS-6 MS Stereo Microphone A small, lightweight, hand-held microphone
for high quality outdoor radio, TV and movie recording. Comes with portable
battery power supply and switchable matrix box. Freq. response 50Hz to
18kHz, dynamic range 108dB, self noise less than 19dB

CMS-2 MS Stereo Microphone For quality music, radio, and TV studio
recording. Small and lightweight, it has been widely used in Japan for more
than eight years. Freq. response 20Hz to 18kHz, dynamic range 129dB, self

CU-31 Axis Uni-Directional Condenser Microphone and CU-32 Right Angle
Uni-Directional Microphone For music, radio, TV and movie studio record-
ing. Renowned for their high performance and remarkable reliability. Freg

response 20Hz to 18kHz, dynamic range 129dB, self noise less than 19dB

For more information on these new microphones, as well as on the famous
CU-41, contact your nearest Sanken dealer, as listed below.

Nashville Studio Supply Company. Inc

1717 EIm Hill Pike. Suite B-9
Nashville, Tennessee 37210
TEL (615) 366-1890

Sanken

Japan’s most original microphone maker

Sole export agent: Pan Communications, Inc
5-72-6 Asakusa, Taito-ku, Tokyo 111, Japan
Telex J27803 Hi Tech/Telephone 03-871-1370
Telefax 03-871-0169/Cable Address PANCOMMJPN
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—FROM PAGE 20, NEWMAN

Mix: So they did Foley to their own
dancing?

Newman: Yes, exactly. And even they
had trouble remembering their rou-
tines! So, if we had brought new people
into do the routines it would have been
that much more difficult. And we were
lucky enough to find a theater where
the acoustics were very similar to the
theater we were shooting in.

Mix: Have you recorded in theaters
before? =
Newman: Yes, but never an entire pic-
ture, I'm happy to say. I hope never to
do another picture in a theater because
it's very tricky and difficult. The noise
problems are such that people look at
you and say: “What could you possibly
be hearing? We don't hear any noise.”
They always say thattosoundmen, any-
way, because everyone knows that
soundmen are totally crazed. Well, the
truth of the matter is that the noise is
there and you don't hear it. It's not like
going outside or being in a noisy apart-
ment. What's maddening about the
theater is that you can never tell where
the noise is coming from! It's a huge
space. And, for example, the air condi-
tioner would go on in an adjacent build-
ing to cool off a restaurant, and you
absolutely go nuts.

Mix: How many of these problems did
you anticipate?

Newman: | predicted the noise. My
feeling was that we would get away with
itand we did in all butten percent of the
cases. In most situations, in addition to
having the directional microphones
and people who know how to handle
themn, we always had actors who were
projecting with a fair amount of voice.
They were playing from the stage to
Zack, who sits at some distance from
the stage. And we could rely on that.

We could also rely on the editorial
department to take medium and close-
up shot tracks and fit them into extreme-
ly wide shots, where people were very,
very small in the frame. And since John
Bloom, the editor, was cutting as we
went, we knew pretty much as we went
what we needed, what we didn't need,
what was going to be fixed, what wasn't
going to be fixed.

When you have that kind of grown-
up approach to filmmaking where no
oneis afraid of what they're doing, then
you're in a position to deal very openly
and say: “We screwed up on that one
but we can use that track in there. And
this one we have to loop, and this one
will be OK if Rick at the transfer house
noise suppressesit.” It's only when you
have a situation where people are very
unsure of themselves or put off things,
that it becomes very difficult to figure
out what to do.

MIX VOL. 10, NO. 1
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Celebrity™ Series Elecirel Condenser Microphones

The =C™ 10, EC™ 11 and EC™ 15 electret madels are the latest
addition to.our popular Celebrity Series. The:r condenser design.
offers ennanced transient response and reduced sensitivity to:
mechanicaly generated handling noise.

Carcioid pa:terns of the EC-10 and EC-11 ase well-defined and
smooth to prowvide superior rejection of unwanted off-axis signals.
The =C-10 is designed to have a flat, natural sounding frequency
response when used in close proximity to the sound source. The
EC-11 has a wide, flat frequency response whevused at a distance
of six incaes or more and a mild, controlled tass emphasis when
used as a hand-held vocal microphone.

The EC-15 omnidirectional microphone has broad bandw:cth and
uniform response which recommend it highly in sicuations not
requiring a unidirectional polar pattern, such as broadcasting and
recording.

The Celebrity Senes microphones frcm Peavey. Quality and
performance at prices you’ll applaud.

Peavey PS™ 2B and PS ™ 4AC Phantom Power Supplies are available &s optional

equipment for vse with the Celebrity Series Electret Microphones when the mixer
lacks integral pl.antom power.

Peavey Electronics Corporation / 711 A Street / Meridian, MS i (Om.BJ
39301 / Telephane: (601, 483-5355 / Telex: 504115’ ©1985 ”g\i/ Y.
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Mix: You say there was no music played
in the background while the acting
was going on...

Newman: That's not entirely true. What
happened was—I don't know if you're
familiar with some of the songs in Cho-
rus Line—but with some of them there
are kind of "vamps” or musical inter-
ludes that go on while there are soli-
loquies. In some casesit's necessary for
the actors to hear the tempo to get back
intotempo orinto key when they begin
to sing. But, for the most part, since we
wanted to try to preserve the dialogue
of the soliloquies in between, we would
either take the playback down to an
almost inaudible level and hope that
their voices would drown it out, which it
did in some casesand itdidn't in others;
or you'd take it out completely. Mike
Tronick, the music editor, would count
oft stage or wave his hand off stage.
Then he would direct the playback
operator to bring the playback back in
as close to the beginning of the play-
back cue as possible so we could keep
as much dialogue as possible. The way
Iseeit, myjobis to preserve as much of
the live dialogue as I possibly can.

In some cases we would use some-
thing called a "thumper,” which is basi-
cally a digital metronome that, if keyed
by a variety of things on the playback
track, will keep the tempo of the music
and will produce a very, very low fre-
quency thump on the stage. [ went out
and [ bought some sub-woofers which
were mounted on the edge of the stage.
It's very upsetting for some people to
listen to—it sounds like a heartbeat.
What happens is you hear the music,
the music goes off, then you hear:
"Boomp, boomp, boomp.” In some cases,
dialogue was going on and people were
dancing to the tempo of the thump. So
we had to give the dancers something
on the stage [to dance to] because we
saw their legs moving and it's very,
very, very hard to fake that kind of danc-
ing unless they have something to moti-
vate them. On the other hand, you don't
wanttoscrew up the dialogue totally by
having to loop a three-page scene of
dialogue. And if you start to use litile
ear pieces for the dancers, you're talk-
ing about 16 ear pieces and people
running around putting them in, taking
them out, putting spiritgum on them so
they don't fall out when the dancers
turn around.

Mix: So the purpose of the thumper is
to motivate the dancers?

Newman: Yes, and to keep them in
tempo. Then—and thisis all quite hypo-
thetical—in the post-production, if you
put the music back in on top of the
thump, the thump becomes part of the
rhythm track of music.

Mix: You don't hear it?

26

Newman: You hear it as part of the
music so you don't know what it is.
Suppose, for example, there was a soli-
tary bassist on the stage and he was
playing a very low note in tempo and
the dancers were cueing off that low
note. Or suppose there was a kick drum
and he was just going: "thump, thump,
thump,” keeping time for them. Sup-

The list below contains all of
Chris Newman's theatrical mo-
tion picture sound recording
credits, thus far released. A sin-
gle asterisk (*) indicates Acad-
emy Award nominations for Best
Sound, a double asterisk (**), an
American Academy Award, and
a triple asterisk (***), a British
Academy Award. The name fol-
lowing date of release is that of
the director.

Medium Cool (1969) Haskell
Wexl

ler
The Landlord (1970) Hal Ashby
Little Murders (1971) Alan Arkin
French Connection *(1971)
William Friedkin
Klute (1971) Alan Pakula
Heartbreak Kid (1971) Elaine

May ’

The Godfather *(1972) Francis
Coppola

Cops and Robbers (1972) Aram
Avaki

an
Shamus (1973) Buzz Kulik
The Exorcist **(1974) William
Friedkin
The Taking of Pelham 1-2-3
(1974) Joseph Sargent
Law and Disorder (1974) Ivan
Passer
Iltd!ickey and Nicky (1976) Elaine

ay
Who'll Stop the Rain (1978)
Karel Reisz
Comes a Horseman (1978) Alan
Pakula
All That Jazz (1979) Bob Fosse
Hair (1979) Milos Forman
Winter Kills (1979) William
Richert
Power (1980) Barry Shear and
Virgil Vogel
One Trick Pony (1980) Robert
M. Young
Fame ***(1980) Alan Parker
Ragtime (1981) Milos Forman
Sophie's Choice (1982) Alan
FPakula
Soup for One (1982) Jonathan
Kaufer

Tender Mercies (1983) Bruce
Beresford

Beat Street (1984) Stan Latham
Amadeus **(1984) Milos Forman
A Chorus Line (1985) Richard
Attenborough

pose, when the thing is in fact mixed,
you bring in either a piano or a rhythm
section. The minute you bring any kind
of music back in, you obliterate the
thump. The thump becomes part of the
musical elements.

Mix: It doesn't interfere?

Newman: There were times when it
worked and times when it didn't work.
Most of the time it worked. We only
used it three or four times. From the
reports that | get, it seemed to work
very well. | think it's just another tech-
nique for shooting dialogue with music
going on.

Mix: How would you decide when to
use the thump and when not to?
Newman: We made educated guesses.
The criteria was: could we hear it and
how loud was it in comparison to the
dialogue? And in a couple of cases,
since | was making 2-track recordings
because | always work with a stereo
Nagra, | was able to take a direct feed
from the playback track and feed the
playback in on anothertrack and listen
to the dialogue rehearsal and listen to
the playback to see it | could hear any
thump. If] didn't hearany thumporifit
was way down under their voices, then
we assumed it would work. And it did.

And the other criterion was whether
the dancer could keep time to it. See,
one of the problems of the thumper is
that the attack of the thump on a big
stage is not very sharp. It's not like a
click track. It doesn't have the bite that
the leading edge of the click has. It's
very dull. And the only way to make it
sharper is to raise the frequency. But
the higher the frequency the more
audible it is; also you have to make it
louder. So somewhere there's a com-
promise between how high you make it
and how loud you make it. Between
Jeffrey Hornaday and Mike Tronick,
and all of us working with the dancers
and rehearsing them, we were able to
get them to be sharp enough in the
background, so that they in fact were
dancing in tempo and a dialogue was
going on in the foreground.

Mix: What's the frequency range?
Newman: From about 25 Hz to about
400 Hz.

Mix: What was the approach to the
pre-production planning on Chorus
Line?
Newman: It consisted of discussing
with Sir Richard, the music people, and
Jetfrey Hornaday, things such as: we
are going to do this dialogue live, we are
going to do this dialogue to playback;
we are going to do this line to playback.
We are going to try to use the thumper
here. We are going to try to use earpiec-
es on "Hello 12," because people have
—PAGE 173
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JVC Digital Audio.
The artist’s editing system.

Digital audio editing "akes on new speed, simplicity, and flexi-
bility with JVC's 900 Mastering System. Aryone with a trained
earcar leasn to operate itin minutes and be assured of pro-
fess:onal results of outstanding-fidelity, accuracy, and clarity.
And while sonic excellence is surely the 300’5 most persua-

siva feature, flex:bility runs aclosa second. for not only wiil the

900 operate with 3" VCR's, but with VHS cassettes, too, with

total safety and confidence, maxing it ideal for mastering digi-

tal aud-o discs and theiincreasingly popular i-ti video discs.
The DAS-9C0 consists of four principal components.

VP-900 Digital Audio Processor.
Two-chanrel pulse countmode:
processor. Several 16-bit micro-
processors make it compatible
with other professioral production
equipment such as cutting lathes,
synchrenizers, and encoders.
Dynamc range of more thar 90
dB. Frequency respcnse ‘rom 1)
to 20,000 Hz { + 0.5dB), ana low
recordimg bit rate of 3087 Maits's
at 44.1 + Hz. Transformer--ess ana-
log VO circuits further improve
sound quality, and the analcg-to-
digital, digital-to-anaiog corwerter
reduces distortion toless than
0.02 per cent. while:an emphasis
circuit improves signal-to-neise
ratio. Logic circuit uses CMOS LS|
chips fcr high reliability, cormpact-
ness, light weight (48.6 ibs)

and low power consumption.

AE-90GV Digital Audio Editor. Smplicity itself tc operate, thss littie
nurrber puts editing rightinthe hards of the artist, it need t =
Precise to wthin microsecond accuracy edit s :
out by manual cueing, automatic scan, or ¢
conhrm cut-in, cut-outpon y
stored in memory. Digital

] ~
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JVEC

For a demonstration of the
DAS-900 Digital Audio
System. a Spec Sheet. or
JVC'scomplete catalogue.
call, toli-free

1-800-4VC-5825

arch car

—

JVC COMPANY OF AMERICA
Professionat Video
Communications Division

41 Slater Dnive.

Eimwood Park. N.J 07407

€ 1985 JVC Compar.y
Cucie 2012 ap Benacier Serx

rnable-

Protessoral V.de

Audio Editor Control Unit.
Etectron:c governor for routing,
cocrdinating, andexecuting al
edit funciions, both automatic and
manual All commands, from digi-
tal dutbing of criginal to master
for cortimuous orograms, to
repatibve point-to-point marual
cueing are reguiated here.

TC-900V Time Code Unit.
Actuaily two time code units ir
one, this.unit reads and generates
SMPTE standasc time code and
syrchronizes the JVC exclusive
BP (bi-parity) tme code. Thus, the:
DAS-909 will cperate effectvely
with both time codes; a necessity
when the Systerr is to be syn-
chsonzed witk video equipment.

between originallanc master tape: Shift functior for ehanging ediit

pents dackwardor farward in2- T steps for super-f ne adjus:-

gradiént cross-fading function ‘ar smosth
vatiablein 0, 10, 20\ and 40 micrcse<cnd
e lunction emables the user e ethe

o, e B b, [ A A

VC COMPAN Y OF AMERICA
IMMUNICAtIO!



RTIIST"STUDIOS

Carlton at the console of Rm 335.

Larry Gariton’s Rm 335

by Dan Daley

First, you cross an anonymous bridge
spanning the Hollywood Freeway. A
snarp left turr and an even sharper
right lead you onto a winding, semi-sur-
faced road thateventually gives way to
dir! as it ascends a steep hill overlook-
ing West Hollywood. Ruts grooved into
the grassy side of the plateau show evi-
dence of some serious dirt bike action.
You reach the crest—still in second
gear—and are confronted by a cross-
roads. Just before you flip a coin to fig-
ure out which way to go, a woman and
two kids pull up next to you in a station
wagon. You give herthe address you're
searching forand she respor.ds, "Sure
know where that is. [ live there.”

So you follow Mrs. Larry Carlton, lit-
tle Katy Lou, and Travis James up to a
house set on the edge of the hill and
surrounded by olive trees and hedges.
She leads you through the house and
points you down the stairs to the base-
ment where Larry Cariton sits amidst
the homey environs of Rm 335, a sophis-
ticated recording studiofeaturing, among
otherthings, perhaps the friendliest dog
on the West Coast.

Alterthe pooch finishes with his slop-
py greeting, Larry himself welcomes
you into the studio, where he has been
working on his own records and those
of other artists for eight years now.

28

Under one roof is the Carlton tamily
home, the studio, and the offices of Lar-
ry's personal manager, Charlie Lica.
But the pervading ambience here is
familial, not corporate. Devotion to his
family has brought the business and
recording mountain to Mohammed, so
to speak.

The appellaticn "Rm 335" should not
be a mystery to devotees of Carlton's
guitar wizardry; the Gibson 335 guitar
is still his trademark. (Mike McGuire of
Valley Arts Guifarsis his current luthier
oi choice, and his best friend to boot,
though.) And the raison d'etre for the
studio is two-fold, according to its crea-
zor. '] started doing record dates in
1970,” says the Torrence, California, na-
‘ive. " was one of the fortunate musi-
cians who got very, very busy very quick-
ly, which always ieads to the potential
zo burn out” After a pause, he adds,
"Well, | burned out.

"By 1975 I was already thinking that
I had reached a peak tinancially and
artistically. [ knew that [ eventually
wanted to get into record production,
and that was the first reason for build-
ing the room. The other reason was that
] wasn’t happy with the guitar sounds
other people were getting on me when
[ did dates. So [ thought if [had my own
place [ could make my guitar sound
like [ wanted it to. In order to have con-
trol over my sound and over entire proj-
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ects, it made sense that | needed my
own place to do it.”

The recording area is a former recre-
ation room which once housed ping
pong and pool tables. In their stead are
a rack of synthesizers, a funky baby
grand and an isolation booth. "[The iso-
lation booth] was originally designed
for drums,” explains Carlton. "It has a
2-foot trap behind it and a 2-foot trap-
ping above it.” Butthe booth proved too
confining for drums, and a wall was
later knocked down on one side of the
room and a larger, open area fordrums
was constructed. The iso booth now is
used for vocals and acoustic guitars.

The adjacent control room is about
three-quarters the size of the recording
room, separated from it by sliding dou-
ble glass doors. An MCI Series 500
console (28x32x55, automated) is posi-
tioned so that the engineer has to look
to his left to view the live action.

"We're constantly tweaking things, giv-
en the amount of space we have to
work with,” says Carlton. “The thing we
continue to upgrade is the equipment.”

Like any other studio, Rm 335 had an
evolution all its own. But since Carlton
began construction in 1977 —prior to
the big explosion in home recording
technology—he went for a professional
approach in terms of hardware.

"I started with a Quantum console—
81in, 4 out,” he says. "It was Quantum'’s
first small console. And I bought a used
16-track machine, an Ampex M-1100."
With a patch bay built by a friend, he
could monitor 16 channels, but record
on only four at a time. "] started with no
outboard EQ, just the treble and bass
that's on the console. | started out writ-
ing jingles. Never placed any, but it
was the start of my diversification.”

Intime, Carlton's vision exceeded the
eguipment's capabilities. “"When we
started to get more serious,” he recalls,
"T got George Augspurger and How-
ard Weiss involved. George built Stu-
dio D at Village for Fleetwood Mac and
did work for A&M and Motown. We were
on a limited budget and decided to put
70 percent of the money into the con-
trol room,” (acquiring their current MCI
console purchased from the Osmond's
studio).

Getting into full swing in 1978, Rm
335 had three albums to its credit by
the end of that year. (All of Carlton's
solo albums have been recorded there.)
The MCI transformerless 24-track ma-
chine was added, along with some ad-
ditional outboard gear, Tannoy M1000
monitors and a room tuning.
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THE TASCAM MS-16: FOR THOSE WHO'VE HEARD IT ALL BEFORE.

We designed our new 1" 16-track especially
for the skeptics. Those who have heard all
the other 16 tracks...and all the other
claims. Hearing is believing, and the MS-16
delivers enough audio quality to convince
the most critical cars. But that's just part
of the storv. The fact is, the closer you look
into the MS-16, the better it gets.

The MS-16% superlative performance
begins with our new micro-radii heads.
They virtually climinate*head bumps” and
ensure flat frequency response. Put this
together with direct-coupled amplificrs
throughout, plus ultra-quict FETs, and you
get exceptional transient and low fre-
quency response with extremely low
distortion.

Unlike most tape machines, the record/
sync and playback heads on the MS-16 are
identical in performance, sa you can make
critical EQ and processing decisions on
overdubs or punch-ins withowt having to

go back and listen a second time. You get
what you want soone: anc with fewer
headaches.

Record. Function switches for cach track
allow effartless, one-button punch-ins
Input Enable allows instant talkback dur-
ing rewinds. With the MS-16. you're free
to concentratc on rhe project at hand. ..
rather than on your tape machine

The MS-16 takes the grief out of locking
up with other audio and video machines
as well. The 3R-pin standard SMPTE/EBU
interface atfords speedy, single-cable con-
nection with mos: popular synchronizers
and editing systems And the MS-16's new
Omega Drive transport stands up to con-
tinual shutt'ing whiie handling tape with
kid-glove kindness.

Take a closer look at the MS-l6. Sce your
TASCAM dealer for a demo, or write us for
more information a: 7733 Telegraph Road
Montebeilo, CA 9D6L0.

| THE SCIENCE OF BRINGING ART TO LIFE.

© Corpyright 1985 TEAC Corporation Of America

Circle #013 0n Reader Service Card

THE TASCAM MS-16 SIXTEEN TRACK
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Space is the big consideration at Rm
335, though; there's just not a whole lot
of it, and Carlton tried various innova-
tions to get the most out of what there
was to work with. But, he acknowledges,
“That wasn't as fruitful as it could and
should have been because during the
first several years down here, [ did all
the engineering.” And after a pause
and a wry smile, he adds, "And I'm not
an engineer. | had never engineered
anything in my life before [ started mak-
ing records down here. And the records
show it. There's some phenomenal mu-
sic on my first few albums, but if the
sound had been as good as the music
was, [ think it would have been a much
better package.”

Working with an assistant, Carlton
would get all the sounds, set levels and
EQ, run the machine, and play on the
date. Beginning with the Friends album,
he brought in Michael Verdick to mix,
"because [ thought it was the best album
I ever made and [ knew [ wasn't capa-
ble of presenting itthe way it needed to
be,” he recalls.

Since then, Carlton has used others
to engineer for him. Rik Pekkonen, a
freelancer who began his career at Wal-
ly Heider's in the late ‘60s and more
recently has worked with Joe Jackson
and Womack & Womack (and drawing

S-6127

AKAI
$96500

Professional Products
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a nomination in 1985 for a Mix TEC
Award for Engineerof the Year), is at the
board for Carlton’s new solo project. He
echoes the inherent spatial limitations
of the facility, butfinds them to be more
of a challenge than a hindrance.

"You have to make a lot of acoustical
compensations because the room has
very low ceilings,” he points out. "You're
not going to get John Bonham drum
sounds in here. And on this particular
album where Larry’s playing acoustic
guitar and we have a set of drums in a
tight environment, it's very tough to get
separation that is usable. The way we
do it is to close off the booth with the
acoustic in it, judiciously choose our
mics and go for it that way.

“In this particular environment, we
have to close-mic a lot and we have to
use that technigue to its fullest because
the room just doesn't help you out too
much.”

The original patch bay is still in the
control room, and Pekkonen acknowl-
edges that, “it needs a little help now
and then, but what patch bay doesn't?”
He adds that he has encountered some
acoustical problems in the control room,
butthat those are being resolved. "We've
just added some Sonex baffling to the
ceiling because we had wooden treat-
ment (in the area near the monitors)

No longer do yo
Bampling cregh
B a2 i

. Write to us fa
. dealer.

V. Now in just 8 seconds
“T" 1ong-Boeing 747
from a C.D. log

and it wasn't working; we were getting
a little too much midrange splattering
all around. Then we had to retune the
speakers with white (noise). It's not a
big control room,” he sums up, “but all
in all it works out quite well.”

335 is a room with a view, but while
everyone enjoys the fresh air, there is a
humidity and dust problem, especially
annoying when you have so many
acoustic instruments. “"We always have
to leave the air on,” says Carlton. “We
never let it get below 70 degrees.”

Carlton hasn't limited the studio to
his exclusive use. Recently, he pro-
duced tracks on records by Bill Withers
and Larry Gatlin and the Gatlin Broth-
ers, and the score to the movie, Against
All Odds, at the studio, which he did
with Michael Columbier. Virtually all
the work was done in Carlton's base-
ment studio; only the mix was done
elsewhere (at Record Plant with its sync-
lock equipment). Carlton also has a pen-
chant for live strings, and for those he
will also head outfor bigger spaces, but
otherwise he feels he is completely self-
contained in Rm 338,

While some artists prefer to keep their
work and home environments separate,
the aspect of Rm 335 that draws en-
thusiastic responses from everyone is
itshome-like atmosphere. “What's really

0 unlegsh your
Fcan sample anything
pErmanently store your
,000Q synthesizer!!

IS your own creativity. Of course

P rde d samples to get you started

isit your local AKAI

=

PO. Box 2344 Fort Worth, TX 76113 817-336-5114

Circle #014 on Reader Service Card
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nice about the place is that it's so com-
fortable,” says Pekkonen. "When you
get here, Katy Lou and Travis James
meet you at the door. Musicians who
come here really don't feel like they're
in a studio atmosphere.”

"One thing I can say about the studio
being in the house,” says Carlton, "is
thatI haven't runinto one artist that has
worked here thatisn't comfortable from
the minute they walk in. There's nothing
pretentious about the room, but it still
sounds wonderful. And since the vibe
is so relaxed, I think the artist really
responds.”

The sessions with Gatlin illustrate the
snug and intimate ambience of the stu-
dio. "Gatlin came into town and said,
'Let's just see what happens,’ " recalls
Carlton. "He said he wanted todo some-
thing different. He flew in with no songs;
justa couple of lyric ideas and an acous-
tic guitar. We sat in the room and traded
ideas and the tune was finished—with
a vocal—within 20 minutes. He got his
lyrics together right here, sang it, and
that became the vocal on the record, a
song called, 'Can'’t Stay Away From Her
Fire,’ from his Smile album.

"I produced three tracks on that rec-
ord down here. Barry Gibb and I co-
produced one tune, so half of that was
done in Miami and half here. But it was
a very creative feeling. As a matter of

fact, | was driving back to meet Larry at
the studio one day, and on the way |
came up with a section of a song. |
started playing it for him, he started
singing and justlike that, we had a song.”

That anecdote underscores the point
that Rm 335 is not simply a recording
studio, but an artist's studio—a techno-
logically advanced version of someone's
living room where creativity occurs un-
hampered by clocks and other worldly
intrusions. "It's always here,” says Carl-
ton, "and having the abundance of equip-
ment, the quality of sound, the working
knowledge and the 24-hour access is
wonderful. | come down here to write
(formy new record) and [ set up adrum
machine, patch everything in, decide
what kind of a mood I want, and usually
within an hour've gota song well under
way. Everything | have so far for this
record | wrote down here. [ keep every-
thing ready for when I get an idea.”

Butdoesit everget too close to home?
"Thaven't had a problem with (that),” he
responds. "I'm not a workaholic. When
the studio was new, | used to spend a lot
of time down here. It was an amazing
toy. But then it settled down to becom-
ing what itis: a tool to make music with.
The studio doesn’t own me; [ own the
studio.”

According to Carlton, what makes
Rm 335 more than the sum of its parts

At work recording in Rm 335.
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are the people who create there. "A lot
ot players I've worked with the majority
of my career—]Jeff Porcaro, David Paich,
and so many others—we all started to-
gether down here in this little room.”

He recalls an incident from the record-
ing of the Friends LP, when he decided
to go into another L.A. studio to try fora
more sonically perfect album. After the
first session, everyone wanted to get
into the control room and listen to the
take. "Jetf (Porcaro) came up to me and
said, 'Carlton, [ don't care what it sounds
like in there. We gotta go to your place
to make your music and kiss your kids
goodnight.’

“That's the whole thing—they come
to my house and we make music in this
intimate little room and the kids come
down and say goodnight. Everyone here
is family. And it shows in the music.
How do you get that in another studio?”

Studio Equipment: MCI Series
500 console w/automation, MCI
transformerless 24-track, Ampex
ATR 102 2-track (Y2-inch and %-
inch), H&H, Macintosh, BGW and
Crown power amps.

Monitors: Tannoy M1000, JBL 4311,
Auratone and Visonik David 9000.
Outboard: APl 550 equalizers, EMT
140 echo chambers, MXR digital
echo, UREI limiters (LA 2A and
1176), Kepex Il noise gates (4), Lex-
icon Prime Time (2), DeltaLab DL-2
w/Memory Module delay, Eventide
949 harmonizer, Deltalab Super
Time Line Delay.

Microphones: Neumann U-67 and
U-64 (tube) and U-47 (FET), AKG
414, 451 and C-24 Stereotube and
assorted dynamic and condenser
mics.

Musical Equipment: DMX and
LinnDrum computers, Dr. Click, Ya-
maha DX-7 (2), Roland Jupiter 8
and Juno 106, MiniMoog, Yamaha
CP-80, Fender Rhodes (Eddy mod-
ified), Gretsch drums, various gui-
tar and bass amps.

In keeping with the intimate at-
mosphere around Rm 335, Carlton
says he is "very selective” about
making the studio available to out-
side clients. "I allow friends to use
it,” at a variable rate. Since the stu-
diois part of the house, heis under-
standably protective of his family's
privacy. "] would be open toletting
people use the studio,” he says, “but
only if they had a record deal. In
other words, | don't want bands com-
ingintododemos. I wantittobe. ..
professional. . .to keep it on a cer-
tain level.”

Forinformation, contact: Charlie
Lico at (213) 876-6536.

l —Dan Daley
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FOR THE NEXT STAGE
IN YOUR CAREER.

The band has paid its dues. Played the
garages, the dives, the schools. But now you're into
some good-paying steady gigs. And ready to go for
broke. Without going broke.

You're ready for a Yamaha MC mixing
console. A full line of new consoles that have
many legendary M-Series features and reliability.
And are affordably priced.

There are three models in the line—the
MC 1204, MC1604 and MC2404.

Which one you choose depends on
how many channels you need. The first two
numbers after the MC tell you how many input
channels that model has. The last, how many
output channels.

Whichever MC mixer you choose, you get
input channels that are modularly constructed in
blocks of four for easy access.

Each channel has a pad switch and gain
control with peak LED, three-band EQ with
sweepable midrange, two pre-EQQ and pre-fader

foldback sends, two post-ESQ and post-fader echo
sends, pan control, group 1-4 assignment
switches, cue and channel on/off switches, and a
100-millimeter fader.

All are color-coded and logically grouped
for easy operation.

With four group outputs that are assignable
to the master stereo outputs. And two echo and
two foldback sends.

There are even two MC monitor models,
the MC1608M and MC2408M. They offer the
additional capability of on-stage monitoring. So
each member of the band can hear exactly what
he or she needs to hear.

Now that we've set the stage, why not visit
your Yamaha Combo dealer for a demo of the MC
consoles. Or write: Yamaha International Corpo-
ration, Combo Products Division, PO. Box 6600,
Buena Park, CA 90622. In Canada, Yamaha
Canada Music Ltd,, 135 Milner Ave., Scarborough,
Ont. M1S 3R 1.

© YAMAHA




IF YOURE A MUSICIAN

f you're a musician, your pro-
l | fession is more challenging
and exciting than ever before.
— New technologies are giving
you tools for self-expression that no
one dreamed of just a few years ago.
Digital synthesizers, portable multi-
tracks and signal processing equip-
ment have brought a whole new di-
mension to composing and perform-
ing; digital recorders and improved
sound systems have made it possible
to capture your music with remarka-
ble clarity and dynamic range.

MIX is the publication that can best
help you stay informed about this rev-
olution in music technology. Every
month MIX brings you columns and
feature articles about subjects like
MID], computer music systems, and
how top performers get the sounds
that keep them on the charts. MIX
also features new product columns,

reviews the newest instruments and other gear, reports on new artists and recording projects, and
interviews the top names in music today. And MIX directories are your best source for information

on industry services and facilities!

If you're a musician, you're in the MIX!—the
magazine that ties together the worlds of crea-
tivity and technology. If you're not a subscrib-
er, take advantage of our low subscription
rates to receive MIX at home. Because in
today’s changing industry, you need informa-
tion as never before. ..

...YOURE
IN THE MIX
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THE HOME STUDIO:

A Forum

by George Petersen

The look and performance of the
home recording studio has changed
considerably over the past decade. To-
day's advancements in both electronic
instruments and recording technology
allow the home recordist to create some
amazing sounds for a comparatively
modest investment. In fact, the effect of
imperfect room acoustics (one of the
major drawbacks of the home record-
ing environment) has been all but com-
pletely eliminated via the emergence
of direct input recording, drum ma-
chines, sampling devices, near-field
monitoring, and the proliferation of in-
expensive, yet good sounding digital
reverbs. Another point which cannot
be ignored is the advent of MIDI com-
munications, offering not only an almost
unlimited number of tracks, but also
control over performance parameters
and effects devices, note-by-note edit-
ing, and SMPTE synchronization ca-
pability.

Today, home studios come in as many

forms as there are musical styles. From
a 4-track cassette/mixer pulled outdur-
ing impromptu jam sessions to a tull-
blown 24-track facility, a home record-
ing package can be assembled to fit
nearly anyone's budget. We asked a
number of retailers around the country
for their recommendations about equip-
ping under-$10,000 studios. Some out-
lined specitic packages they recently
assembled, while others gave more
general guidelines for selecting a
system.

We chose the under-$10,000 budget
for three reasons: this is less than what
even the least expensive 16-track set-
up would cost; this amount is approxi-
mately the borderline figure between
the costs of a part-time “hobby” facility
and the lower end commercial studios;
and there is a substantial amount of
reader interest in this area. Since the
selection of keyboards, MID] gear and
other instruments is a matter of per-
sonal choice and individual needs, the
dealers we queried were not asked to
specify musical equipment, butinstead
focused on recording necessities.

Akai MG1212 12-track cassette recorder/mixer

JANUARY 1986

John Sugnet, Bananas at Large,
San Rafael, California

“The Akai MG1212s are really popu-
lar and we've sold lots of those—both
Sean Hopperand Chris Hayes of Huey
Lewis & The News have bought them ta
do song demos. It retails for $7,000,
leaving you with $3,000 to spend on &
2-track, monitors, outboard gear, etc.
The new Fostex equipment is useful
both for song demos and people doing
video, because all their stuff is SMPTE-
ready—they've brought out synchroniz-
ers [Models 4030 and 4035] and an
autolocator [Model 4050] with a won-
derful SMPTE-to-MIDI intertace.

“A good console to go with the Fos-
tex 80[8-track]is theirModel 450, which
would cost under $3,000 with the re-
corder. It has eight inputs, but you can
fudgeittogive 12in. It's gota lot of nice
features—individual phantom power,
sweepable low and mid band EQ, with
fixed highs—so if you're not doing a lot
of sequencing and synth playing dur-
ing the mix to the 2-track, the board
would be fine. If you need more inputs
and want to go upscale a bit, good
choices are the Ramsa 8118, or for some-
thing really small and portable, the Hill
Multimix. It's a rackmount 12-input
board with four switchable subgroups
that could be used to give 16 inputs. An
intermediary step would be a Ramsa
8112, which is basically the same as the
8118, but with 12 inputs. It also works
well as a sound reinforcement board.

“It used to be that if you didn't have
JBL or E-V monitors, people wouldn't
take you seriously—now there are a
bunch of inexpensive monitors from
TOA and Fostex that are very good.
There are a lot of near-field monitors in
the $500 to $1,000 per pair range that
work well in the home situation. For
amplifiers, the Peavey DECA 700s,
Crown 150s and 300s, and the new
QSC models are popular.

“The Roland SRV-2000 [MIDI Digital
Reverb] is one of our hottest items—
we've found that if you work with 1t
enough, it can sound like a Lexicon
PCMG60, yet you can domore with it. The
PCM60 has fewer possibilities, but is
easy to use and sells well. There are a
lot of good values in digital delays—the
new Boss series of half-racks have RCA
jacks, sound good, and are specifically
oriented at the Portastudio through Fos-
tex 8-track market. Another company |
particularly like for straightahead out-
board gearis Symetrix—very well made,
and a good value: their 522 limiter/ ex-
pander/ducker/gate is really neat. The
Rane ME40 24 octave graphic EQ is a
nice piece, and the Furman PQ-3 is a
good, yet inexpensive parametric.

“Wit‘{l a microphone budget of $700
to $800, you can get a couple of really
good mics and some less expensive
ones. For a good single mic, I'd recom:-
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Fostex Model 80: 8 tracks on Y-inch tape

mend an E 'V RE20, a Sony C 48 oran:
AKG 414EB. There are lots of good mucs
for the home studio: Aucio-Technica
dynarnics, Sennheiser 421s. The ECM
condenser mics from Peavey are very
good for acoustic guitar, and | also tell
people to look at the new TOA mics,
particularly the condensers. They're just
now beginning to ccme into the coun

try and are a good value.

"There are always hidden expenses
in equipping a studic that you citen
forget, such as cabling—Hosa from Los
Angeles makes very good multi-track
snakes that are inexpensive; direct box
es-—there are good ones made by Audio
Envelope, Roland and Countryman; and
headphones. Accessories are also use-
ful: Roland makes a box called the Multi.
jack —an adapter with mini, RCA, and
Ys-inch jacks; headphone extensior: ca
bles and boxes; short interface cables
and adapters; head demagnetizers
you've got to demnagnetize, even it you
don't set-up. If people are interested 1n
learning how to dc their own set-ups,
LofTech makes the TS-1 test set which
comes with a pretty complete manual
on how to do most tests.”

Craig Fennessy, CSE Audio,
Rochester, New York

"In the past year-and-a-half, we've
seen a big thrust in the area of key
boardists' home studios, with a lot of
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clients getting into the Tascam 8-track
senes We're suggesting the Tascain se

ries because we feei you get a little
better fidelity out of the halt-inch for

mat. A lot of these people are also doing
tilm work, sc SMPTE also comes into
the picture, and we've had a lotot inter

estinthe new Fostex systern: it's broken
the price barrier, along with the SMPL
System: you can get into synchroniza

tion for about $1,500.

“The small digital reverbs are a big
plus, with kig sounds for small dollars.
The $1,500 units are very popular and
the ART series of sinaller ones in the
$800 range are also popular in the
home stuaio. A lot of studios are going
with a good package of noise gating,
like tne [USAudio) Gatex gates. The
Orban EQ and some of the Orban ef-
fects are also really big with ourclients:
the response we get is that they're very
musical sounding. Of course what you
EQ is based on what you're hearing,
and we're a big supporter of the new
Tannoy NFM-8 near-tield monitors, as
well as the 10Bs, which are a little larger.

"We've been selling Amek consoles
for four years, and | feel it's one of the
best sounding consoles on the market.
They've got boards in the $100,000
range, but their TAC Scorpion line has
mid-priced consoles in many configu-
rations - 16x8x2, 24x16-—thatfitinto al
most any situation. One nice thing about

itis thatthe EQ is so musical—it has the
Amek EQ--and the sonic clarity and
transparency of the board is just like
their big ones.

"One of our clients has over $100,000
invested in his home set-up, with a Syn-
clavier, a Linn 9000 everything in his
facility isdigital. He's cut out the analog
process, and now he'sin the final stages
of getting a good digital 2-track. He
started in his home, and it just grew and
grew. He's now scoring for national ac-
counts like TWA. The potential is there.”

Gary Gand, Gand Music,
Northfield, lllinois

“There are a couple of ways to ap-
proach this, depending on how the cus-
tomer will use the studio. You can put
together a nice studio for $10,000. I
recommend sticking with a halt-inch
recorder —one of the Tascamn machines
oran Otari machine-—because the wide
track format gives better isolation and
signal-to-noise ratio. The Akai MG1212
also sells well, and you could probably
put together a $10,000 studio with one.
The Tascam Studio 8, with eight tracks
on Y-inch tape, could be used for a
nice $6,000 studio with good monitors,
power amp, reverb and mic. Often a
customer will comne in here and get
that, along with a drum machine and a
sampling synth, like the Ensonig Mirage,
and wind up spending $10,000.

"I suggestinvesting in a good digital
reverb and a good recording micro
phone: a person doing home record
ing 1s usually doing a lot of overdubs,
and won't have to worry about owning
a lotof microphones. When people listen
to your recordings, in addition to the
song itself, they listen to the quality of
the vocal sound and the quality of the
reverb, even if they're not conscious ot
it. We recommend spending at least
$400 to $500 for a good vocal mic, and
$1,500 to get a nice digital reverb. The
Lexicon PCM60 and the new Roland
[SRV-2000] units are nice. A good re-
verb inakes a big difference on a home
studio tape.

"There are a couple of different ways
you can go with consoles. Tascam has
always had good things in various sizes:
their new 300 series is very nice. Sound-
tracs from England are comingon strong
with their T-Series. It has an interesting
approach: it's a modular mixer you can
buy in a 16x4 format, and then get ex-
pander modules to make it 20x4, or sub-
master modules to make it 16x8 or 20x8.

"Monitors are usually the last thing a
custorner looks at for a home studio
and ]BL is the way to go when monitor-
ing. They now own UREI, and you'd
really have to carve on your $10,000
studio budget to fit them in, but their
Model 809s are physically small like a
4411, buthave Timne Align co-ax speak
ers with excellent imaging.”

MIX VOL 10 NO 1



@\

Yamabha. ™

Leo’s.

Heads you win.
Tails you win.

Northern California’s most
complete selection of
Yamabha recording, sound
reinforcement and
keyboard products.

Anticipating the needs of musicians
and audio professionals since 1956.

5447 TELEGRAPH AVENUE - OAKLAND - CA 94609 - (A15)652-1553
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Tascam Studio 8, an 8-track recorder/mixer

LINK UP WITH NEW WORLD
FOR THE FINEST
AUDIO CHAIN.

KEYBOARDS MICROPHONES

The Phenomenal Kurzweil 250
The Neumann U89i

Plus

w22 LY Audio-Technica
. == 8 E *I=S Shure
Electro-Voice

Plus Roland Ensoniy Casio Beyer

CONSOLES i RECORDERS
The Soundcraft Series 500 I“: - The Tascam MS-16

Neotek e "7 Plus
: " Otari

Sounidcraft

-..~ ﬁt’“!h“hh‘v

POWER AMPS
The Crown PS-400

>
Plus Plus

Carver QSC . ¥ }
Hafler BGW ) Electro-Voic

|BI UREI Mf;ﬂ. h
CslI

NEW WORLD .

4877 Mercury Street San Diego, CA 92111

TOLL-FREE ORDER DESK:
1-800-854-2005

MULTI-TRACK « FOR « MUSICIANS

Community
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Frank Offenstein, Filament Pro
Audio, San Dimas, California

“In the $10,000 range, you'd proba-
bly be looking at the Fostex 8-track or
the Akai MG1212. Consoles in that
package might be a Fostex console, a
Hill Multimix or a Studiomaster 16x4x2.
The hottest console we have in that price
range is the Allen & Heath CMC-24,
with the built-in microprocessor: we're
selling the most of those right now and
the customers are real happy with them.

"Formonitors in that price range, cus-
tomers usually go for the small two-way
E-Vs, JBLs, Fostex, or TOAs. The TOAs
are a really good sounding speaker,
and are very cost-etfective. They don't
have the track record that the E-Vs and
JBLs have, as industry standards, but
they're starting to catch on.

Digital reverbs are very hot now, like
the ART, Alesis, and the Ursa Major
digitals. The DeltaLab CompuEffectron,
1030 and 1024 digital delays are popu-
lar, and in compressor/limiters, we get
most of our requests for the Valley Peo-
ple units, the Symetrix 522s and the
dbx 166s.”

Richard Avery, Midcom,
Irving, Texas

"$10,000 is really squeezing it to the
bare minimum, because we primarily
deal with the upper end of the audio
spectrum, but you could get a good
start towards a nice 8-track studio for
that amount. For the recorder, we'd rec-
ommend an Otari 5050 Mk III-8; an
Otari 5050B-2 2-track; Ramsa 8112
console; and ART Ol digital reverb. Then
you would be right around $10,000,
which is at list prices. I'm sure that if
somebody came in with $10,000, we
could squeeze in a couple more items.
This is really the bare minimum, butit's
a studio you wouldn't outgrow in a year.
[f you had a bit more money, you might
want to go with a console in the Sound-
craft line—the 200B or the 600, which
would give you the capability of going
to 16 tracks eventually.

"After a digital reverb, a nice option
would be a dbx 900 or Valley People
card frame to which they could add
noise gates, Gain Brains, noise reduc-
tion, parametrics, comp/limiters, etc.
Thereis a cost savings in the card racks,
since all the components share the same
power supply; anotheradvantage is us
ing only three rack spaces for what is
essentially nine pieces of gear. For a
single microphone to go with this sys-
tem,  would choose an AKG 414. It lists
for $795, but it's hard to beat.”

Rob Grubb, New World Audio,
San Diego, California

"Here's a hotlittle system forthe home:
the Tascam Studio 8 Y4-inch 8-track, Lex-
icon PCM70, dbx 166 compressor/lim-
iter, Aphex Type-C Aural Exciter, Neu
mann U89 with power supply, E-V Sen
try 100A monitors, Hafler P225 amp,

MIX VOL. 10, NO 1



In the =arly morning hours of Novem-
ber 15, 1984 tragedy struck the Bethany
Lutheran Church of Cherry Hills, Colo-

rado. A faulty electric organ was blamed

for a multiple alarm fire that claimed
much of the structure. Thankfully no
one was injured in the blaze that caused
over one million dollars in damage.

In the ensuing clean-up operation a
Crown amplifier was discovered under
charred timbers. Owing to the intense
heat of the fire the chassis had warped
anc the AC cord was a puddle of wire
and rubber

The amplifier found its way to John Sego
at Listen Up, Inc. of Denver. Armed with
insatiable curiosity and a knowledge of
Crown dependability John installed a
new AC cord and proceeded to verify
operation on the test bench. The amplitier
met factory specifications in all functions.

In the photo above we offer you another
glowing report of Crown durability.

@ crown.

1718 W. Mishawaka Road, Elkhart, IN 46517
(219) 294-8000
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service available.

¢ Broadcasting
* Mastering

to 24-track. . . Many in stock.

JRF maintains a complete lab 4

facility insuring precision relap- f

ping and optical alignment of all
magnetic recording heads and
assemblies. Worn unservicable
heads can be restored to origi-
nal performance specifications. =

24-hour and special weekend

* Recording Studios
e Tape Duplicating

New and reconditioned replacement heads from mono . —

=

N
Opt'lmlze - L.MAG/VETIC SCIENCES
don’t compromise:

If you demand optimum performance from
your tape recording equipment. . .
you need our services!

e ¥ 2

N

For repair or replacement, we're at your service!
Call or write. J

JRF/Magnetic Sciences, Inc. -~"'

101 LANDING ROAD, LANDING, NJ 07850 » 201/398-7426
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THE RACK ‘N ROLLER

A rack style equipment
console designed to
consolidate recording
and signal processing
gear into one compact
and mobile unit. Its ex-
pandability, portability,
durability and functional
design make the Rack
‘N Roller ideal for in-
home or on-location re-
cording applications.

S K ENTERPRISES

STANDARD FEATURES:

¢ Canted racks provide for optimum viewing angle
* Single and double rack configurations available
® Casters and handles

o Textured-black industrial finish

CUSTOM OPTIONS:

® Road covers and heavy duty casters

* Patch bay or power wiring

® Single point grounding network

® Multipin interconnect system

Single Rack Unit $425 Double Rack Unit $625
(plus shipping}

6705 North Lamar Suite 293  Austin, Tx 78752

For product and ordering information call: (512) 442-7033
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two AKG 141 headphones, three Senn-
heiser 421 mics, Audio-Technica 836
dynamic mic, Countryman direct box,
Tascam 32 2-track, racks, stands, ca-
bles, etc. The great thing about this pack-
age is the Studio-8 is compact and flex-
ible, without a lot of patchcords, and the
outboard gear lets you get a very de-
cent sound.

"Other possibilities with this might
be a Tascam Model 38 8-track with a
Tascam 512 or 520 console—you might
have to cut back a bit on the outboard
gear, but it would otherwise be the same.
Tascam also has the Model 48 8-track,
which would probably fit in there; and
the Otari 8-track would be nice, but
then you'd be looking at half your bud-
get for a tape machine.”

Ed Alves, Showcase Audio,
San Jose, California

"Tascam has a full line that fits into
just about any budget under $10,000.
They've also got the Studio 8, an all-in-
one 8-track with mixer that would be a
good basis for putting together a studio
in the $5,000 to $6,000 range. The Akai
MG1212 also sells well—it's a lot of
tracks for the money. You can get that
for under $7,000 and still have $3,000
left for everything else in a $10,000
studio package.

"The three main pieces of outboard
gear to consider are a digital reverb, a
digital delay, and a compressor/ limiter.
Yamaha and Roland delays and reverbs
are good. We sell a lot of dbx limiters—
it's a name people trust and are familiar
with, but the Yamaha GC2020 compres-
sor/limiter also fits into the low-end
home recording situation.

"We get a lot of people walking in
who say they plan to use their home
stereo speakers for monitoring, and edu-
cating them gets to be a challenge. |
always suggest getting some good near-
field monitors, and we sell a lot of JBL
and Fostex.”

ENiot Rubison, Thoroughbred
Music, Tampa, Florida

“I've got two 8-track studio packages
that are popular here: one has a Tas-
cam Model 32 2-track, Tascam M30
console, E-V Sentry monitors, Hafler
amp, dbx 160x, Roland SRV-2000, AKG
414 mic, Audio-Technica ATM31 mic,
Symetrix SE-400 stereo parametric, and
an eight channel multi-track snake. The
other package has a Fostex 80, Fostex
20 2-track, Fostex 450 mixer, Hafler
amp, JBL 4312s, Lexicon PCM60, Senn-
heiser 421 mic, Shure SM81 condenser
mic, Symetrix SE-400 stereo paramet-
ric, and an eight channel snake.

"A lot of people don't realize they
can't use their stereo speakers: they
need good studio monitors with a flatter
response. Another problem is using
sound reinforcement power amps with

MIX VOL. 10, NO. 1



; _ =~ recording requires lots of inputs In mMix
R At down, so Steve selected a Soundcraft
b=t el o 2400 flongframe console which gives him
B g ;/ ST \ 5 52 equalized line inputs in mixdown. After

BANANAS
IN TAHOE

(A true story)

: get by going direct to two-track
WA 5 Of course all of this MIDIfied

considering a number of 24-track
recorders Steve settled on a new
Soundcraft SCM-761 Mark Ill machine - A
because of the ease of interface. The o o AN
prewired Soundcraft interface cables made - '
getting the studio up and running a snap and
the extra sync head output provided an addi-
tional cue mix as well as a great controller for

gates Dollars for dBs it's a great machine

Y

H 3rent Hurtig, Bananas Technical Sales NICE P
Ilﬂle more director, oversaw every phase of Steve's STEVE'S §TUDI0.A
: \,\ " than 200 miles  upgrade. He provided the basic information
~\\§_§;\ ...from Hallmark needed for product selection, recommended  from the work-a-day world that has all the toals
S Recording in South Lake MIDI §oﬂware & hardware that would enhance o he trade plus that little extra magic that's
Tahoe to Bananas At Large in Steve's recording setup, and flew up to Lake Lake Tahoe.
San Rafael, but those who know Tahoe to assure that the final installation went
Bananas also know that we've never let ~ Smoothly. Moral of the Story Il
time and space get between us and our Moral of the Sfory | The audio dealer down the street might as well

clients. That's why Steve Hallmark calledus - wani 16 concentrate on a recording pro- D& @ million milles away if he’s not taking care of

for his first eight-track demo X ; . X X ; ;
A f you, but the people at Bananas are always just
studio, and once again when ject there is a place in the mountains, miles  roungthe comer.

he decided to move uptoafull #
blown 24-track installation =
Like a growing number
of engineer/producers Steve
decided to equip his studio ¢
with MIDI software andin- |
struments and an Emulator
I digital sampling synth,
aswell as a large array of
more traditional outboard |
gear. The MIDI/SMPTE
sync capabilities make
things easier and faster
for his clients, and give
his recordings that extra
edge that you canonly

Get serious, "

afk BANANAS AT LARGE

ll N e e Audio/Musical Co
PRODUCTION 802 Fourth Street, San Rafael, CA 94122
(916) 577-4073 415-457-7600
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loud fans and mechanical noises. Inter-
facing is yet another problem, especially
with -10 and +4 gear—that's one rea-
son why we keep similar manutactur-
erstogether, with Tascam packages, Fos-
tex packages, and Otari packages with
their 8- and 2-tracks in the $15,000

studio range.”

Jim Hovey, Victor's Pro Audio,
Ridgewood, New Jersey

"Our average sale is a bit more than
$10,000: we sell quite a few studios in
the $12,000 range. For $10,000, I'd rec-
ommend an Otari Mk III-8: it's a real
workhorse and once it goes out the door,
the only other time I see the customer
again s fortape—it's super-dependable.
A board that really fits into that price
range is the Soundcraft 200B, and some-
one on a tight budget could short-load
it. Sinceit'sa modularboard, you could
start with 12 inputs and expand into it.
It's a great little board—a super-clean,
no frills board.

“Another thing to look into would be
one of the incredibly-priced reverbs out
now—possibly squeezing the Lexicon
PCM70 into a studio of that caliber—it's
a fantastic effects processor. After get-
ting a good reverb, most people start
getting some good gates—Kepex or

Drawmers—butitdependsontheneeds Otari MX5050 Mark I11/8 Y2-inch 8-track
of the studio. Once they have the bas-

— HEADPHONE SALE —

ONLY DT-220
ONLY

*65.%, *55.%

Suggested List Suggested List LIMITED TIME
$99.00 $75.00 LIMITED SUPPLY

| @ i beyerdynamic))))

Remodeling Sale In Progress
Call for Complete List of Specials

* SALES ¢ SERVICE ¢ DESIGN e INSTALLATION

Milwaukee FI-ANNER,S Chicago
(414) 785-9166 PRO AUDIO,INC. (312) 549-4824

Serving The Recording & Broadcast Industries

2323C BLUEMOUND ROAD  WAUKESHA, WISCONSIN 53186
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ics, they may go to a Lexicon PCM95
delay, an Orban parametric, oran Aph-
ex Aural Exciter. ] also recommend get-
ting one good mic: the AKG C414, ora
Neumann TLM170, U87 or U89.

“A large percentage of the $10,000
studios are bypassing the 2-track stage
and mastering directly o cassettes, or
are borrowing a Tascam 32 or Otari
5050B from other friends who have
home studios. I'm fond of the 50508,
but! sell more of the Mark III-2s—people
like the overbridge format, but the other
nice feature is it's easier to lock up for
SMPTE work. For the extra $500 the
MKIII costs, three to one customers are
choosing it.

“The other end of the $10,000 studio
market is the customer that wants to fill
his walls with signal processing, and
for them the Fostex systems are really
popular, going with the Fostex 80 and
20, and the Ramsa 8210A—a board
I've had real good luck with. Then they
could afford a digital delay, digital re-
verb, a couple of good mikes and some
external sequencing.”

John Wise, Wise Music,
Florissant, Missouri

“Basically, the $10,000 and under stu-
dio is the market we primarily sell to. In
that range, Tascam is pretty much the
way to go, although the Akai MG1212
is making a lot of headway, because
you've got 12 tracks, noise supression,
and computer busing built-in:it's a nice
package. It's possible with the MG1212,
a set of good monitors, and some rack
gear, to put together a very decent, re-
spectable studio for ten grand. The Fos-
tex gear goes mainly to the under-
$6,000 studios, although their monitors
are even going to studios in the $30,000
to $40,000 range. I strongly recommend
their monitoring gear.

“In terms of outboard gear, the Aphex
units are doing well, as are the ART,
with their DR1 for the better studios
and the DR2a at $795. We sell a lot of
Orban compression to the higher end
studios, while dbx has the under-$500
compressor market locked up. There
have been some wild-card entries, like
the Korg SDD-2000 MID! delay, which
has been really hot with studios: it's
MIDI programmable—64 memory, and
it does a little sampling act too, at an
under-$500 price range. The single hot-
test piece of gear for the upper-endish
studios is the Lexicon PCM70: it's going
through the roof; we're moving asmany
as we can get.

“Allen & Heath have a console, the
CMC-I6, that is very strong. I's a bold
step, a very innovative board, and a joy
to work with. It's an understatement to
look at, but after someone sits down
with one here, it's gone. It's not 48-track
or anything, but at about $3,300, it's
very good for the home studio.” o
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ATTENTION MCI 600 OWNERS:

Your mic-inputs will sound much better with
the MPC-600 Mic-preamp card!

990 DISCRETE OP-AMP: Faster, quieter, more powerful and better sounding
than the stock 5534. Performance that monolithic op-amps can’t approach.
The 990 is the best op-amp.

JENSEN JE-16-B MIC-INPUT TRANSFORMER: Better than transformerless
because it eliminates input capacitors that degrade sound quality. Ultra-low
distortion, ultra-high linearity and signal levels. If you thought transformers
were a compromise, you haven’t heard the JE-16-B! It significantly outper-
forms all other transformers.

SERVO CONTROL OF DC OFFSET ELIMINATES CAPACITORS: Coupling and
gain-pot capacitors are eliminated along with their signal degradation,
resulting in much better sound.

THE HARDY CO. O P.O. BOX AA631 O EVANSTON, IL 60204 USA
(312) 864-8060 O TELEX 910 380 4670 ANSWERBACK JOHN HARDY CO.
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I've been building studios

‘ for twenty years. Though
the technology has changed

dramatically, my philosophy remains
the same. Every studio must be a
fully integrated system designed with
the right sound for today
and the right equipment for
tomorrow.

audio
engineering
asrociaters

1029 North Allen Avenue

Pasadena, California 91104
818/798-9127, 213/ 684-4461

—Wes Dooley
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JAMES LEE STANLEY ©

Bacjng the Moon
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James Lee Stanley 1s a hardcore ro
mantic. Hislife1s hisart, and his heartis
his burden. For 15 years he's pushed it
in Hollywood dives, he's lugged 1t to
college concerts in Tucson and Milwau
kee, he's opened up his chest to mon
strous crowds as the "opener” on major
national tours.

For those of you who've missed his
sweet pain and sensitive, naughty raps
in person, he's made an album that will
bring tears of yuks, tappings of toes

44

and palpitations of feeling for your lis
tening pleasure The album, recorded
live atthat hip haunt, McCabe'sin L.A.,
ishardto find-—so stay tuned fordetails.

Bonzai: Did you always have a career
In music in mind?

Stanley: Well I started out early —per
formed while | was still in high school
and had a recording contract when |
was 14 with Frank Guida, who worked
with Gary US Bonds. | even started a
200 seat club in Virginia so [ could get
out ~f school early to work in "show
busiress '’ Then [ joined the Air Force
and became a Chinese linguist. After
that [ started feeling that maybe [ should
stay at home and write mus:c rather
than go out on the road and suck the
eggs Living a life out of a suitcase can
be rough and [ dor't see where being
famous is any damn good anyway. Hav
ing money is more fun than being a
celebrity

But [ make my living from perform
ing. [ have a Toyota with a quarter of a
million miles on it from driving back
and forth across the country. I stay with
friends from Seattle to Miami and ped
dle my records wherever I go. [ just got
back from a three-date mini-tour and
sold out my entire back seat warehouse
at the first stop. 'm more pleased with
this record than any before, and I'm
real pleased that it's selling so well.

Bonzai: How have your records
changed since your first album in '72?
Stanley: It's been cyclical. My first al
bum was very acoustic and the lyrics
were more cerebral than the following.
You have to understand that when |
first signed a deal, the company told
me to make the music [ wanted and it
was their job to find an audience. This
made perfect sense to me but when |
gave them the record, they said,
“"Where's the hit?” [ felt like | missed a
chapter in the book. From that point |
tried to make more commercial albums

‘music that was "instantly accessible.”

[ like to think that I make intelligent
music. If you listen for awhile you'll
notice the patterns, the textures—and
once I've got you, you won't go away.
In this culture, an artist rarely has the
opportunity to be listened to in depth.
People listen for a few seconds and if
they get it—terrific! If not, they want
something else. You have to listen to a
symphony 500 times to really get it.
When [ started, | expected people to
listen to my first album the way they
listened to Beatles albums.[ made what
[ thought was an interesting record
where there was a tambourine one time
in a song—stuff like that. Time passed,
the records evolved and I tried to make
sure | could go on to make more records.

By the time | got to this live album |
had come full circle. It's an album of
me being me and [ didn't really care if
strangers would like it. I've been tour
ing for 15 years and | have a pretty
loyal audience. They have been ask
ing for a record that was me, that had
my comedy, and didn't have all that
“stuft” on it.

Bonzai: Did you have a person in mind
when you were making this record?
Stanley: Yes, to be honest with you, I
had myself in mind. A record of me
doing what I do best. None of my rec
ords have really done this, and not many
people are making records like this. It
used to be common—when [ was grow
ing up [ had records from groups like
The Limelighters and The Kingston Trio.
They would play their music and talk to
the audience. In popular music today, [
can only think of one artist who really
works with his audience - -Bruce Spring
steen, and even he has become stylized.
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How to make a living as
a recording engmeer.

t's nowonder that being a successful

recording engineer is so appealing.

In the magic environment of the
studio, today's top engineers make a very
good living by knowing how to
bring music to life.

If you're serious about
becoming an engineer
whose services are con-
stantly in demand by the
music industry, theres
something you should

know. More than ever

o before, the hottest engineers
will be those with the skills of both a tech-
nician and a musician. And now there’s
one place where you can develop your
technical and musical awareness hand-
in- hand—at the acclaimed Grove School
of Music in i.os Angeles.

Grove's new Recording Engineering
Program is an intensive one-year course
of study that gives you an exceptionally
well-rounded approach to making music
sound better. Grove instructors are work-
ing professionals based here in the enter-
tainment capital of the world, where
opportunities are at your doorstep in
more studios and concert halls than you'll
find anywhere else. Students from more
than 30 countries have found the Grove
School to be the most practical place to
launch their music careers.

].0 Meet the versatility challenge.
Every recording, mixing and sound rein-
forcement situation is different. That’s
why the Grove program gives you such a
broad range of experience, getting you
comfortable engineering everything from
5-piece rock bands to 18-piece big bands
to 40-piece orchestras.

You'll work with a full spectrum of
acoustic to electronic music, from Top 40
to film and television scores. And you'll
learn sound reinforcement techniques for

a wide variety of live music applications.

Get consistent hands-on
e experience.

There's no substitute forlearning by
doing. So you'll regularly have projects
in Grove’s two in-house studios, as well
as taking advantage of the program’s
ongoing access to state-of-the-art 24-
track facilities in the Los Angeles area.

To get the most from your time in the
studio, you'll cover your technical bases
with courses in acoustics, electronics,
studio installation and equipment main-
tenance. You'll also learn studio manage-
ment procedures to help prepare you for
the business end.

Hear music through a

e musician’s ears.
The most talented engineers are usually
musicians as well. The Grove program is
designed to insure that you'll understand
the music you're recording, and that you'll
be able to effectively communicate with
musicians on their own terms. Grove's
outstanding courses in eartraining,

harmony. sightreading and rhythm
section arranging will result in some
great advantages for you when you're
behind the board.

4 o Prepare for related opportunities.
Successful engineers often expand their
careers into related fields like record pro-
duction and music video. Grove offers
professional workshops in both these
areas, as well as many others ranging
from Songwriting to Synthesizers to
Drum Machine Programming. You can
build these into a customized course of
study, and we'll help you tailor a
complete package to fit your personal
career goals.

5 o Get a competitive edge.
The Grove Engineering Program begins
each January and July. You may qualify
for financial aid. And if you're concerned
about getting a college degree, our
accredited courses can be part of your
B.A. in Commercial Music through our 4
affiliation with Laverne University.
So if you want to make a living
as an engineer, we'll send you
more information. Just send us
the coupon below to see how
you can get a competitive
edge. or call us at
(818) 985-0905.

Mail coupon io: Grove School of Music
12754 Ventura Boulevard
Studio City, California 91604
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Siate _Zip
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We are honored
to be among the winners of the 1st TEC Awards.
Our thanks to MIX Magazine
and to the readers of MIX.

OUTSTANDING CREATIVE ACHIEVEMENT
MASTERING ENGINEER - Bernie Grundman

OUTSTANDING INSTITUTIONAL AWARD
MASTERING FACILITY - Bernie Grundman Mastering Studio
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CALL FORSAM ASH

TOLL FREE: 1-800 4eSeAeMeAeSeH
(NY STATE 1-800-632-2322)
OR 1-718-347-7757

Sam Ash has everything all musicians need,
from playing to recording at consistently low
prices. For over 61 years, if you want it you'll
find it at Sam Ash.

SAM ASH MUSIC CORP.
124 Fulton Avenue Hempstead, N.Y. 11550

Circle #027 on Reader Service Card

Bonzai: That's inevitable when you're
relating to 80,000 people.

Stanley: I guess you're right—a prob-
lem I haven't yet had to face. I enjoy
talking to the audience and telling them
how I got the song. And I'm delighted
when they have fun with my archeol-
oqgy. loriginally started rapping because
[ was in groups that had to tune onstage
and [ was compelled to overcome the
boredom with entertainment. They
laughed but I never thought of myself
as a comedian. It's the music that inter-
ests me, but | just played Chicago and
one of the biggest stations in the Mid-
west requested a copy of my album so
they could play the comedy. What can
[ say?

Bonzai: You say quite a lot—at least a
third of this record is “spoken word.”
How 'bout the songs—why did you
choose this material?

Stanley: All the songs on the album
are songs I love to sing. | wrote all but
two of them, and I've been doing the
Stephen Bishop song for 12 years. I just
surrendered to myself, instead of to an
anonymous producer, or label or radio
station.

Bonzai: Why the short haircut?
Stanley: | had my head shaved be-
cause my hair was thinning. It got to
the point where [ couldn’t pass my re-
flection in a window without checking
to see it | could see my skull. I just said
to mysell, "C'mon—it's not your brain
that's falling out, it's just your hair.” 1
walked into a barber shop and asked
for the close clippers. They wanted to
give me a style job but [ said I didn't
want to talk about nice hair—I want to
talk about little black dots.

Bonzai: What essence of your parents
is in you?

Stanley: My mother is completely mu-
sical. She loved to sing and would actu-
ally do musicals for us at breakfast—
"And now the pancakes!” Her father
had a band and | remember trying to
play along with him when I was about
three years old. My father, on the other
hand, reads a lot and writes a lot of
poetry. He won my mother during the
war with the beautiful letters he wrote.
My father is a poet and my motheris a
singer—I never thought about it before,
but there you are.

Bonzai: What was your first record ex-
perience?

Stanley: Frank Sinatra. I grew up in a
house in Philadelphia with four gener-
ations of ltalians. Frank's voice was "bel
canto.”

Bonzai: Why do you play the guitar?
Stanley: Because it's mobile. When |
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was growing up, everyone was playing
the accordion and I didn't want to be
bowlegged.

Bonzai: Who taught you to play?

Stanley: | guess | taught myself by
playing along with records, but my Un-
cle Dick played the ukulele and taught
me some chords. My grandfather played
jazz guitar and I learned finger-picking
from Milt Chapman, a bass playerin a
folk group. My upbringing was a mix-
ture of Frank Sinatra, lightjazz, and folk
music. | never got Elvis and I still don't.

Bonzai: Who are some of your musical
heroes?

Stanley: Dave Brubeck, The Beatles,
Steely Dan, Little Feat—lately I like Phil
Collins. ..

Bonzai: Who is your favorite human
being?

Stanley: My sister, Pamela. She's just
the most talented, loving person [ know.
She's youngerthan me butisolderina
lot of ways.

Bonzai: Do you believe in magic?
Stanley: (laughs)In a young girl's heart?
Yes, I believe in it a lot.

Bonzai: Who is the most amazing artist
you've worked with?

Stanley: Ricky Scaggs. I'm not a blue-
grass fan but I did a show in Santa Cruz
with Emmylou Harris and Rickie was
accompanying her. | was playing a
Steely Dan song that took me foreverto
figure out—the relationship between
the melody and the progression was a
mystery at first—and Ricky came out
with a fiddle and just sat in and played
his ass off. | remember him saying with
adown home drawl, "Hey, that's a good
tune.”

Bonzai: Do you have any advice for
musicians about the music business?
Stanley: Play what you believe in and
not in what you think they believe in.

Bonzai: Do you know any good busi-
ness tricks?

Stanley: Carefully plan your album so
that you go in with a reasonable amount
of money to spend. When you finish,
double that amount and sell it for that
price. If the record company can't sell
it, at least you've made a record and
you're making a living. Actually, you
should probably triple the figure and
then come down to double the cost.

I can't believe what this record cost,
though. This is my big artistic statement
but I didn’t plan on spending so much.
I thought that I would reach a karmic
state of grace by going for the highest
guality and not expecting any recom-
pense. We'll see.. .

JANUARY 1986

If you want to make an anonymous
hit record aiming for the radio, go right
ahead. But if you want to be an artist,
you have to make music fora long time—
at least long enough to find your voice.
And you have to be true to that voice.
Some people with this approach are
still with us—Van Morrison is still doing
it, and Bruce Springsteen isn't doing so
badly.

Bonzai: When did you discover your
“voice"?

Stanley: When I puttogether my Eclipse
album from material that was nolonger
available from my first three RCA al-

sitional and performance identity that
was cohesive and consistent.

Bonzai: What is your most powerful
tool of expression?

Stanley: There are two palettes for me
to work with. [ don't feel that [ am a
master of the guitar, but that [ am a
really good player. [ think my most
powertful tool is my voice.

Bonzai: What is the most important
question that you can ask yourself?
Stanley: Could I be doing this a year
from now, or five years from now, and
be happy...?
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—FROM PAGE 47

Bonzai: Do you have an image of what
you were in the past?

Stanley: | don’t seem to be preoccu-
pied with questions of prior existence
or purpose. That question is perplexing
to consider. For example, if | am in
Cleveland waiting for a plane that's six
hours late, | will enjoy the situation. I'll
talk to people, I'll take a cab downtown
and have a meal. Whatever] am doing
in the present is enjoyable to me.

Bonzai: | think the truest test is waiting
in line at the post office.
Stanley: Well, you can always enjoy
the assortment of people who gather
there, or you can experience the in
credible energy-zapper. | wish that my
summers would go as slowly as time at
the post office. I think they must give
the clerks a special testand theirenergy
must be below a certain level. If the
world runs at 78 RPMs, the post oftice is
running at 16. If the Catholics want to
know where purgatory is, send them to
the Hollywood station on Wilcox. I spent
some time there the other day mailing
out 150 records that were ordered in
advance.

To think that many people ordered an
imaginary record astounds me. | just

sent out a letter to my mailing list when
I was months away from having a record
and the response was startling. It was
terrific—it filled me with purpose.

Bonzai: Can you explain gentleness?
Stanley: There'sa French word, "douce-
ment,” that describes for me the way
you can make the guitar ring. A lot of
musicians aggressively attack the gui:
tar, but there is a special way of barely
touching the strings and the notes just
ring...

Bonzai: If we had 25 hours in a day,
how would you spend that extra hour?
Stanley: If had an extra hour, | hope |
would use it for making love. ..

Bonzai: What is the most dangerous
situation you've everfound yourself in?
Stanley: | was walking down the street
at three o'clock in the morning some-
where north of Kittyhawk, North Caro-
lina, with a friend of mine. | had just
played the Folk Room-a-Go-Go—no
shit. It was 1963, and the headlining
act was a juke box. Would you like to
talk about paying dues?

Anyhow, we had driven from the gig
in one of those old VWs thatdidn't have
a gas gauge—you had to flip a lever
with your foot to turn on the reserve

tank. We had already done that, so we
were definitely in trouble. We also prob-
ably had the only marijuana on the
East Coast at the time. It was very dark,
overcast, and no moon. We didn't know
where we were, so we sputtered to a
stop and pushed the car off the road
into what we thought was a secluded
little glade. There were three of us, and
we left Milton, who taught me how to
finger-pick, in the car. He fell asleep
with a shoebox of dope in his lap.

We took off walking down the road
and a car passed us, whipped down a
sidestreet and reappeared. | turned to
Richard and suggested we might be in
trouble. The good ol’ boys were com-
ing. The car pulled up beside us, the
doors flew open and out came such a
collection of thundernecks—these quys
couldn't land a role in Deliverence be-
cause they were too scary. These were
genetic fuck-ups from generations
back--they should have drained the
gene pool.

They jumped towards usand I turned
toward Richard but he was already a
mile-and-a-half down the road. I just
said to them, "Let’s discuss this like ra-
tional adults. | have no axe to grind with
you people.” They stopped and one of
them said, “huh—what?” | did a solid
ten minutes on them and when [ got to
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the parl of running out of gas they just
offered to help. We caught up with Rich-
ard and all drove to a gas station—they
even left the deposit on the can.
When we got back to the VW, there
were six patrol cars with flashing lights.
Our new redneck friends dropped us
oft a block away. [t turned out that we
had pushed the car onto the mayor's
lawn and he had called the police. Walk-
ing up o the cops was the scariest mo
ment of my life—I thought | was going
to be killed. But they had no knowl-
edge of marijuana and there was abso-
lutely no problem—except that Milton
had poured all the dope into his pants.

Bonzai: Thinking back againto the ear-
ly days—what did you think when you
discovered puberty?

Stanley: When [ was 14 | was intro-
duced to the world of sex. Up until that
time [ had straight A’s in school-—an
older woman of 16 showed me those
gates, and it took five years and ten
high schools to graduate. All the blood
ran to my pants. I remember she was
wedaring a wraparourd skirt and we
went to the drive-in. She drove. It was
the most wonderful 12 seconds of my
life—actually, I'in bragging—it was only
11 seconds.

Bonzai: What old saying do you hate
the maost?

Stanley: "You can't have your cake
and eat it, too.” What good is the cake if
you can't eat it, too?

Bonzai: You awake in the morning—
there is & beautiful view. What do you
see?

Stanley: The person [ love —that's the
view [ 'ike the best. All the others come
after that.

Bonzai: Is there anything from your
childhood that is still with you?

Stanley: s there anything from our
childhood that isn't still with us? [ ]
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A wide range of equipment and services for professional audio
facilities and broadcasters

We offer the products of a small number of quality-conscious manufacturers,
design systems and studios, and provide extensive technical support both
before and after sales

Bryston—Superb, reliable power amplifiers from 50W/channel stereo to
800W bridged mono, with balanced inputs, modular channel electronics, and
dual independent power supplies. Professional preamps also

API-Classic audio module designs, including the 560A graphic and the
all-discrete 550A three-knob program equalizers. Powered racks for these
and other components

White—Equalizers and crossovers, active and passive, including third and
sixth octave room EQ.

Westlake-High-quality monitor speakers, large and small.
Fostex—Phase-coherent coaxial reference monitor speakers
Audio Digital- Digital delay and effects, including the TC-3 Pre-Delay.

Ursa Major-Digital reverb and signal processing, including the new
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Audio Kinetics - Versatile, intelligent Q-LOCK audio/video synchronizer
systems
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THE GHANGING FACE
OF BAY AREA RADIO

by Linda Jacobson

Twist and turn, turn and twist—the
radio dial, that is. Drive around the San
Francisco Bay Area, and you can't go
ten miles or twist that dial a quarter-
inch without hearing the Starship de-
claring "We built this city on rock and
roll!” Radio here is indication of that
statement’s truth. San Francisco resi-
dents have their choice of five—count
‘em, five—solid rock radio stations: the
Rocker (KRQR), the Camel (KMEL), K-
fog (KFOG). They used to have the Quake
(KQAK), but that collapsed a few months
.ago, and the City (KKCY) rose in its
place. There's progressive rock origi-
nating from the local college campuses:
KUSF, KALX, and KFIC. Then there's
the soft rock and pop rock stations, not
to mention all the'contemporary music
stations that don't transmit from San Fran;
there's one in San Rafael, and three in
San Jose. From San Francisco, you can
hear them all, as long as Twin Peaks,
Russian and Nob Hills, and Pacific
Heights aren't in the way.

The Bay Area: a spawning ground of
rock, pop, and new wave; the bands of
Jerry Garcia, Steve Miller, Grace Slick,
Huey Lewis, Jello Biafra, Deboralyall. . .
Home of the first successful FM rock
station, KSAN. ..Home of the first ster-
eo FM broadcast, and the first quadro-
phonic broadcast. . .Home of the na-
tional radio trade mag, the Gavin Report.

The following paragraphs contain the
views of three leaders in Bay Area radio,
each representing a different faction of
the business. As you'll see, they voice
strong—and sometimes opposing—feel-
ings about how contemporary music is
treated on Bay Area airwaves.

Dave Roberts

Dave Roberts, who's equipped with a
PhD in communication research, has
worn a few hats in the radio business.
He's been both a PD (program director)
and DJin AOR (album oriented rock), AC
(adult contemporary), and CHR (con-
temporary hit radio/top 40). He's sat in
severaltimes for Casey Kasem on Amer-
ican Top 40. Since 1980, Dave's hosted
the RKO network’s Hot Ones, an inter-
view show with top artists, and he was
the program director of San Francisco's
KRQR, from 1982 until 1984. Now
Roberts is in business for himself, work-
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ing as a radio research consultant.

"“What you really need in order to
make a success of a radio station is a
mass audience. A PD knows what kind
of sound he wants from his station based
on what he knows about his format and
audience. The music industry can say,
‘That's ridiculous, who are you to say
something doesn’t belong on the radio
station?’ But the PD is on the front line,
along with the music director, of mak-
ing the radio station a mass appeal
product.

"The mass audience is unsophisti-
cated. ] don't mean that negatively. In
the kind of research [ do, we actually
interview people who listen to KRQR,
KFOG, and the City—this type of re-
search, instead of the ratings, is qualita-
tive as opposed to quantitive. Most peo-
ple don't name more than three of their
favorite artists, and they're always in
the top ten. So they're not going to miss
new acts [if they're not played].

“We're in the fourth or fifth largest
market where a PDis going to say, ‘Since
I'm in a major market and since thisis a
highly competitive situation, I'm going
to watch smaller markets where they're
more willing totake a chance, and that's
exactly what a Gavin Report is for, or
Radio & Records.

"Radio used to be a mass appeal thing;
there were very few radio stations. With
the onslaught of television in the '50s,
radio had to do as magazines did. Radio
was like Look or Life magazine, offering
many things to many different people.
What happened to Look and Life is what
happened to radio. Look and Life went
away, but the magazine business has
never been healthier—because it said,
‘We'll do Field and Stream and sell lots
of products.” The magazines became
specialized and they reached a target
audience. Radio did the same thing.
Everyone became narrowcasters, as op-
posed to broadcasters.

“We used to talk about ‘progressive
rock,” which was only found on the FM
band. That takes you back to the days
of KPPC-FM in Pasadena, and the early
days of KSAN. Back in those days, only
on FM could you get away with playing
no commercials and an entire album,
because the FM band had not been
popularized yet. Then, as we moved
into the "70s and '80s, we had greater
competition. The FM band became pop-
ularized and we had many more radio
stations. There was a need to become
even more specialized. We had CHR
and AC, and then we had AOR. We had
stations representing country, top 40,
AC, album rock, which is now splitting
oft. All these are on the FM band, com-
peting for an audience.

“If you're in a major market, like the
Bay Area, you've got more competition,
so you can't afford to take a lot of chan-
ces. When we signed on at KRQR in

1982, we carved out our niche—straight-
ahead rock and roll; we weren't going
to play a lot of the pop cuts which the
only other major rock station at that
time, KMEL, was playing. So when Ro-
meo Void or Bonnie Hayes & the Wild
Combo, or even, at first, Flock of Sea-
gulls, came out, we said we weren't
going to play this, this is not what our
audience expects when they cometous.

"You know for a fact that your audi-
ence is coming to you for a familiar,
consistent product. And when we say
familiar, there's a whole range of var-
iance there. If they're too familiar, all
you would hear is Journey, Foreigner,
Boston, Kansas, Huey. So what you do
is add texture to your radio station by
adding cuts from the roots of rock, or
ones that were three cuts in on an album
from ten years ago.

“The Rocker has a weekly show called
the 'Best of the Clubs, and a local act
can get exposure on that. People who
are interested in hearing some new stuff
will go there. Keep in mind that a quasi-
jazz group or world-beat group with an
African beat, something totally esoteric,
won't get on that show. Those world-
beat groups would like to get on that
show, because they want to become
mass appeal, but once they become
mass appeal they're no longer cultish
and hip. And the people whoare into cult-
ish groups will move onto another one.

“Four or five years ago, Huey Lewis
couldn’tget arrested on most Bay Area
radio stations. It took awhile for him to
catch on. For years you couldn't find
that garage-band, early rock-type sound
on the radio. At KRQR, we were among
the first to play Huey's second album,
long before he became mass appeal,
butthat's because he was known in this
market. He paid his club dues, and we
felt comfortable featuring him. He had
good promotion, perseverence, and
played some good opening shows.

“There's always a very vocal force in
any marketplace, particularly here be-
cause so much music has been born
here, that says good music is not being
heard. | challenge that because it is
getting heard, where that small core
can hear it, on college stations that are
able to be adventuresome.

“If we all said, I'm sorry, I've got to
play this because it's good music and
I'm not going to go with the flow, if
every PD did that, every station would
sound the same, and unfamiliar, and
there would be no value to ‘'making it.’
There's got to be those finicky outlets
that only play mass appeal within a
certain range, because they define
success.”

Thom O’hair

Thom O'hair, one of San Francisco
radio’s true mavericks, programmed the
pioneer FM rock station, KSAN, from
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1970to 1974. Today, KSAN is a country
music station which collected a 3.2 in
the last Radio & Records Ratings Report.
Compare that to the number one sta-
tion, news and personality radio station
KGO, which scored a 7.8. The only
rock station that came in higher than
KSAN was the Camel (coincidentally,
QO'hair also programmed KMEL's start-
up), with a 3.4.

Today, Thom is the marketing direc-
tor of Rip 'n Read, a feature published
five days a week, written in radio script
format, that goes out to stations all over
the country.

The success of KSAN in the early
"70s led to the birth of countless new
FM stations that played cuts from rock
albums, as opposed to hit singles. But
free-form radio, where the D] was the
person who defined the station’s exist-
ence, became a lost art. Money, not
music, was what mattered. Says Thom,
“Radio is like real estate today. People
are buying stations for 60 or 70 G, then
turning around and selling them for
six-digit sums.

"It used to be the music that gave a
station its identity. Now, the morning
personality is the cornerstone. Commer-
cial-free radiois an old warhorse. There
just ish't anything going on like it used
to be. Look whathappened to the Quake;
it tried to play new, exciting stuff, includ-

ing local bands, but their morning sign-
on, the talk show, the part that gets peo-
ple listening, had negativity as its foun-
dation.”

When Thom was the PD at KSAN,
“local acts could get airplay, ves, but
there were musical qualifications. The
road was not withoutits circuitous routes.
But compared to anything else today,
as well as then, it was wide open. In fact,
in 1972 or ‘73, the Pointer Sisters cuta
demo tape, the one that got them noticed
by David Rubinson, in our production
studio at KSAN. Then we did a ‘Texas'
weekend where the Pointer Sisters got
to jam and they did scat-singing that
made everyone in the room go ‘Whoa!
This is serious!

“Today San Francisco is media chau-
vinist to the max. There was a point
back in the time of the old KSAN where
everything happened at once, every-
thing blossomed, not only with the radio,
but the groups, the record companies,
the ballroom presentations and festivals,
etcetera. San Franciscois probably recog-
nized as a center of the FM revolution,
sharing that co-existence with New York
and Cleveland. Buttoday, the San Fran-
cisco sound, orthe San Francisco media
experience, islikethe prodigal son. Every-
body's sitting around the family dinner
table waiting for him to come back.”

Of AORradioin the Bay Area, Thom

says: "If it walks like a duck, quacks like
a duck, and looks like a duck, it better
well be a duck. And they're walking
like a duck with some of the music they're
playing, and they're quacking like a
duck with some of the people that they
have on the airand some of whatthey're
allowed to say, and they're looking like
a duck by constantly referring back to
KSAN either with the music imprints,
or with theinterviews. . .but they're not
a duck, they're a chicken. What keeps
them from being a duck is media and
regional chauvinism. The people who
were listening to that experience back
inthe KSAN days recognize that it's not
aduck. They're aware of the manipula-
tion that's going on, that this is a yuppi-
fied thing.”

These days, Thom isenthusiastic abou*
the concept of non-format pirate radio.
That, and college radio. He names KUSF
as one of the rare examples of exciting,
experimental, modern-day radio.

Augie Blume

Augie Blume, of Augie Blume & Asso-
ciates, deals with promotion and mar-
keting for independent artists and small
record companies. The company recent-
ly published the 1985 California Music
Directory, Northern California edition,
and is preparing for the Southern Cali-
fornia edition’s release. Augie now main-

rOnly Swintek

e Choice of mics—Beyer M500,

e Choice of finishes--chrome,
black chrome or gold

e |ntegral antenna or
rubber duckie

e Systems for hand held mics,
lavalier mics, electric instru-
ments or ENG/EFP/LPTV

Unsurpassed field-proven
reliability assures the high audio
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quality that professionals demand. VHF
high band and narrow RF signal bandwidth
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assures durability and RF shielding. dB-S companders
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tains a wide variety of music business-
related databases on computer.

"I track 4,400 stations, all that would
be considered musically meaningful,”
he says. "lf someone called me up and

WORDLBLAR

said, Tneed a list of all the top 40/CHR
stations that report to Radio & Records,’
I could slice them out immediately. [
keep track of changes in call letters,
formats, music or program directors. |
have a database of record company
execs, promoters, distributors, and self-
employed A&R people. Also, as a con-
sultant, I help singer/songwriters focus
on reality, giving them evaluation and
guidance.

“For 26 years I've done record pro-
motion on the regional and national
level. I went to work for RCA in 1959; 1
did regional record promotion in the
Baltimore/Washington/Virginia area.
As a promoter, my priorities were serv-
icing the market and going on the road,
driving from radio station to radio station.

"At that time they didn't have what
they call format specialists.’ There were
no specific album-oriented stations or
promoters in the sense there are today.
There was a helter-skelter of pop for-
mats with slightly varying focuses. Indi-
vidual announcers had the freedom to
pick their own music within the format
ofthe station, and they were not so nearly
formatted as they are now. Radio peo-

54

ple were a lot more accessible. In many
cases, you'd walk in, identify yourself,
and go right on back into the studio.
While another record was playing, the
DJ would cue up the record you were

pushing, and if he thought it had some-
thing going for it, it would be the next
tune up. Most of the radio people at the
time were really into music. Today, too
many radio people see a record in terms
of its potential to be entertainment bus-
iness, as opposed to a song or musical
form.

“In 1962, RCA transferred me to the
Chicago region, where | was working
the entire upper Midwest. In ‘68 I was
transferred to NY, where | became the
head of national promotion. At times,
there were too many releases to work
on, some of them of inferior quality, but
nonetheless we had to promote them to
give the company, and the artist, an
opportunity to get some feedback.

“In"'701left RCA to come out to Cali-
fornia and work with Jefterson Airplane;
[ was in charge of national promotion.
Then in 1973, [ left to form our promo-
tion company. We've had every major
label for an account, and also worked
for smaller labels. If we didn't think we
could truly get behind the record, orif it
didn't have some chance out there, we
would try to convey that to the record
company.

“I'm working myself out of the pro-
motional field, because record promo-
tion today is a far cry from what it used
to be. There are some unsavory elements
in the business, mostly in the indepen-
dent record promotion area. Sleazoids.
There are some unsavory elements in
the record industry, and there are some
unsavory elements in radio. Andittakes
threetotango. . .noteveryoneis uneth-
ical, but this has changed the way rec-
ords get played.

“A lot of pop/rock-oriented radio pro-
gramming is conceived by answering
the guestion, ‘What can we sell? Who's
ourtarget audience?’ Station managers
and owners go above the program direc-
tor. They see the audience as stupid
sheep, and that’s one of the big prob-
lems radio faces. Stations play four, five,
six tunes with no announcements in
between, no names of songs or artists,
and the D] isn'tallowed to say anything.
So who's playing the song? This must
aftect record sales.

"At most commercial radio stations,
60 percent of what they play are oldies,
hits of the past, plus what are called
recurrents, hits of the recent past. Forty
percent, orless, is current music. There's
a lot of good music that never gets a
chance for airplay. There's an old car-
toon that shows a bird sitting on a branch,
and the bird is saying ‘What if all the
tunes in the forest came from the top 10
birds?’

“Essentially, the major market com-
mercial stations, stations that report to
the trade publications, and the smaller
markets, look to the majorlabels. There
are six major corporations—CBS, Warner-
Electra-Atlantic, Capitol/EMI, MCA
(which covers Motown), RCA (which
now encompasses Arista and A&M),
and Polygram/Mercury—all of whom
manufacture, distribute, and promote
about 100 labels. The commercially
oriented radio stations look to these 100
labels for their product, because they
know that those six corporations will
push those records they're releasing
on a national level. So the commercial
stations are not as open as they could or
should be tolocally produced or region-
ally oriented product.

"The radio industry and the record
industry have a symbiotic relationship;
it's you scratch my back and I'll scratch
yours. What the record company wants
is radio stations that will add their record
to their playlist and then report it to the
trades, making it a hit before it even
sells in the stores. If the major compan-
ies have something that appears to be
commercially successful, the radio sta-
tion that plays that record is going to

" get the advertising time buy from the

store that carries that record, or they'll
get the time buy from the local promo-
ter when the band comes into town to
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Ramsa just pulled the plug
on your paftchwork.

- track, through each phase of production. With
The P\QmSQ 8 GTOUP minimal repatching.
Recording Consoles with The exclusive program mix control il

. allows you to mix both tape and live ,

Pf09f0m mix COﬂffOl. tracks simultaneously. Effectively -
increasing the number of inputs g
: : for overdubbing. i Sl

Why struggle with wires and plugs, when
Ramsa lets you go from record to mixdown by You can also record and overdub &

just adjusting a few switches. Both the Ramsa  through the eight-group output sec-

WR-T820 and WR-T812 have an eight-group tion, or go directly out from the input k&g ;.;-‘ﬂ '
output section. To give you control over each

modules. And on the WR-T820, the
eight-group output sections have two e
outs. So it literally functions as a :
16-out console for 16-track recording. [FEEE
e i Both boards have separate X ‘)
e T S an inputs for mike, line and tape. o
el S AT S — B To let you mix any vocal, Ul
instrument or tape  "&
o track you want.
- And if you need to isolate
any part of the mix, just hit
the stereo-in-place solo
bl switch. And the tracks you
Whalall \vant will come up in stereo.
9 You'll also find that both
M consoles have a powerful
e {ff%f”, three-band EQ with
el sweepable frequency to
BRI cive you greater precision.
And to help you keep an
miseecton Y€ ON everything, you've got
the option of combination LED and VU
meter bridges so you can monitor all
inputs and outputs.

So if you'd rather spend more time mak-
ing music and less time making patches,
discover the recording consoles that'll make
the most of your time. And your money.

The Ramsa WR-T820 and WR-T812.
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40 MAIN STREET, DANBURY CT 06810

203) 748-2799*

WE SERVICE WHAT WE SELL
WE SHIP SAME DAY!!

Huge Selections of PA Systems,
Tape Recorders And A Large
L Used Equipment Department

Get A Used Piece Of Equipment
And Save Big!

HUGE KEYBOARD DISPLAY
LIBERAL TRADE-IN POLICY

SYNERGY CRUMAR
PASSPORT MOOG
DIGIDRUMS KORG
BIT ONE SIEL

EMU
OBERHEIM
SEQUENTIAL
ROLAND

MAIL THIS COUPON TO GET ON OUR MAILING LIST AND
RECEIVE A LISTING OF USED EQUIPMENT EVERY TWO MONTHS

ADDRESS
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In A/B tests, this tiny condenser microphone

equals any world-class professional microphone.
Any size, any price.
L |

Actual Size

[:ompare the Isomax |l to any other
microphone. Even though it mea-
sures only 5/1s” x %" and costs just
$189.95,” it equals any world-class
microphone in signal purity.

And Isomax goes where other micro-
phones cannot: Under guitar strings near
the bridge, inside drums, inside pianos,
clipped to horns and woodwinds, taped to
amplifiers (up to 150 dB sound level!).
Isomax opens up a whole new world of
miking techniques — far too many to men-
tion here. We've prepared information
sheets on this subject which we will be
happy to send to you free upon request.
We'll also send an Isomax brochure with
complete specifications.

Call or write today.

* Pro net price for Omnidirectional, Cardioid,
Hypercardioid, and Bidirectional models.

[@ COUNTRYMAN ASSOCIATES INC. ‘
417 Stanford Ave., Redwood City, CA 94063 - (415) 364-9988

Canadian Distributor: Gerr Audio, 363 Adelaide Street, Toronto, Ont. MSA 1N3
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play. The radio stations are being spoon-
fed music.”

There are exceptions to every rule,
and in this case Blume names one: San
Francisco's Howie Klein, a KUSF DJ,
local producer, and founder of 415
Records, the label that introduced Amer-
ica to Romeo Void, Translator and Wire
Train. Klein, says Augie, is a "very bright
guy, a real street-oriented person who
hit the clubs and found artists with com-
mercial and artistic value, started a rec-
ord label, then went with his music to
the larger commerecial stations. None of
them would give him the time of day.
So he had to concentrate on different
areas: having working bands, which is
the best possible promotion, and col-
lege radio, which was very supportive
of him and his music, and he worked
the press. [ heard that he had sold 40,000
records in the greater Bay Area in rough-
ly one-and-a-half years. So Columbia
Records became aware of him, and
worked out a distribution deal with him.
Because of his distribution arrangement,
his records became acceptable by the
standards of major market stations.

"I think radio has gotten caught in a
narrow way of perceiving the audience
and perceiving music. In the good old/
bad old days, there were programmers
who flew by the seat of their pants and
were willing to take chances. Not any-
more. General job paranoia, fear of los-
ing your job prevents this. I think also
the growth of ‘super programmers/ con-
sultants’ hurt the station programmers.
These are the people who graduated
out of successfully programming radio
stations, set up their own consultancies,
and wound up usurping a good deal of
the power from the local programmers,
because the owner or station manager
thought here was the person with the
halo around their head. I think that's
been unhealthy for radio; too many pro-
grammers are creative people without
the opportunity to be creative.

"I'm not trying to paint a bleak pic-
ture, just realistic. Because our radio
market is also blessed. We have a lot of
wondertul, wide-open college radio sta-
tions with bright people who are really
into the music. It's all music to me, all
those market names cooked up to de-
scribe it are really a shame. College
radio isn't forced into playing the same
games that commercial stations have
to, and is very supportive of local acts
thataren’t on majorlabels, because col-
lege stations are not up against Arbi-
tron and the other ratings services. Pro-
grammers know that if the numbers go
up, they may get a raise or even get to
keep their job. But if the numbers go
down, watch out. That pressure isn't on
college radio, so there's greater freedom.

“I'm hopetul because of college radio.
There are people in college radio now
with talent, with good intentions. They're
the shining candles in the night” B
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Tri-Amp System C24-2000 DIRECT $5469 List $9695

The new tri-amp C24-2000 Concert system produces a wall-of-sound
that's earth shaking! Components include; the new 24 ch MX2422 pro
stereo console, 2 dual 15" 2000M folded horn sub-woofers, 2 1220M mid-
range enclosures, 2 R540H Carvin/Renkus-Heinz radial horns, 2 DCA800,
1 DCA300 power amps (1900 watts rms), and 1 XC1000 electronic cross-
over. Also, our ultimate SC24-2000 Super Concert tri-amp system fea-
tures twice the speaker components and sound coverage. DIRECT $7699

—- . i - _\J
T T -

System $16-1330 DIRECT $2579 List $4995

Carvin's popular 16 ch §16-1330 System delivers clarity
and power for the most discriminating audiophiles. It's
crystal clear highs from Electro-Voice drivers and deep bass
punch from horn loaded Carvin HE15 woofers, exceeds equiv-
alent systems. Components include; the new MX1622P
stereo powered mixer with 400 watts rms, 2 1330M woofers,
2 R540E radial horns and cables.

Carvin Sound Systems. . .

Sound System $12-980

System $12-980 DIRECT $1979 List $3895

Our best compact 12 ch sound system,
$12-980, features the same speaker com-
ponents as used in our large $16-1330
system. Tremendous volume levels are ob-
tainable with a sound that’s second to none.
Components include; the MX1222P stereo
powered mixer with 400 watts rms, 2 980M
speaker enclosures, and cables.

The 980M speaker enclosure features the
Carvin high energy HE15 woofer and Electro-
Voice DH1202 radial horn compression
driver. DIRECT $369 List $695. Add $50 ea.
for the optional 980E model with the Electro-
Voice woofer.

Sound System $8-960

System $8-960 DIRECT $1449 List $2695

One of our best performance values is the 8
ch S8-960 system featuring the 960M
enclosures. The 960’s offer Carvin's high
energy HE15 waoofer in a tuned port enclasure
for smooth, deep bass output. Carvin’s
HE490 compression horn delivers superb
highs. Components include; the MX1222P
stereo powered mixer with 400 watts rms, 2
960M enclosures, and cables.

The 960M speaker enclosure has a high
power capacity of 150 watts, 300 watts peak.
An exceptional value at $269 ea. DIRECT
List $495. Add $50 ea. for the optional 960E

Pro Monitors

Carvin’s Pro monitors are incredibly power-
ful, projecting a clear full-range sound to your
ears when everything around you seems deaf-
ening. The 12” 750M model sells DIRECT
$179 List $295. The 15" 790M model sells
DIRECT $219 List $395. Optional Electro-
Voice woofers, add $50.

DCAS800 Power Amp

The stereo DCA800 amp clearly demon-
strates uncompromising performance. Its’
800 watts rms (bridged) output drives speak-
ers from sub-audible sounds to explosive
levels without distortion. Pro features include

model with the Electro-Voice woofer

balanced inputs and fail-safe protection.
DIRECT $549 List $1095.



Join the Pro’s who use Carvin
mixers or P.A. systems

¢ Tony Brock (Rod Stewart)

¢ Brad Gillis (Night Ranger)

¢ Danny Gottlieb (John McLaughlin)
¢ T Lavitz (The Dregs)

¢ Peter Mclan (prod. Men at Work)
* Missing Persons
¢ Oingo Boingo

¢ Earl Slick

e Steve Vai

¢ Frank Zappa

Professional MX22 console features

* 8 Models from 6 to 24 channels
® Stereo powered models w 300w & 400w rms
® Professional XLR balanced inputs and outputs
¢ Ch “patching” for recording and effects

® Mic/Line switch ® + 48V for condenser mics
¢ 11 step gain control w/peak LED indicators

* 3 Band ch equalization with Sweep Mid-EQ * Professional VU meters

¢ 2 Monitor sends (pre) ® 1 Effects send (post) ® 2 track mix-down for recording

¢ Effects return w/Level & Pan ¢ Hand rest ® Oak sides ® Channel markers
¢ Channel Solo system w/LED indicators ® Super quiet, - 128 dBv input noise

» Talk-back system (except 6 & 8 ch models) * Frequency response 20 to 20,000 Hz

* Monaural output for PA ¢ Stereo headphones ¢ +4 dB or - 10 dB operating levels

* Dual graphic EQ's w/patch jacks ® 20 dB headroom at all stages

¢ Hammond reverb w/foldback to monitors & 2 track ® THD better than .05% ® 1 Year Warranty

Performance Guaranteed!

MX1622 mixer onl MX1222 mixer only

$1399 List $2795 1 $1099 List $2195 . 219":9225 :vs‘}gggv rms
MX1622P w 400w rms MX1222P w 400w rms stszzr o
$1599 List $3195 $1299 List $2595 $799  Lis $1495 (not ehown)

Carvin's MX22 series mixers offer real performance values. Use of Why are Carvin products so reasonable?
the finest components and professional designs are just some of the It’s because Casvin sells DIRECT. Retail store com-
features you've grown to expect from Carvin. All computer grade cir- missions are not included in the DIRECT price. All Car-
cuit cards are fully modular for easy maintenance. Carvin’s Power- vin products are “Performance Guaranteed” or your
Track dynamic range extender gives tremendous distortion - free out- money back after trying for 10 days. All items are stocked
put exceeding volume levels of conventional 600 watt rms amps. for immediate shipment. Send for your FREE 84 page

Carvin has over 50 sound system packages starting at $799! Ask color catalog. To rush 1st class mail, enclose $1, send
about Carvin’s Pro CM67 and CM68 mics priced Direct at $99. $5 for foreign. Master Card and Visa accepted.

Free Catalog

For more information call s ot e FREE CARVIN CATALOG oew aew s
Free Catalog $i for Rush 1st Class Mait_l

TOLL-FREE I |
800-854-2235 Dept. MX67, 1155 Industrial Ave. Ao
Calif. 800-542-6070 Escondido, CA 92025 ity

Stat Zig MX67
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Otari Time Code Autolocators

The Model CB-120 Autolocator from Otari (Belmont, CA)
is designed for use with their MX-70 multi-track, MTR-10/ 12
Series Il and MTR-20 2- and 4-track mastering recorders.
The unit facilitates production by taking over the routine
“tape operator” functions of storing and locating specific
points on the tape, and an optional time code reader/
generator brings the precision of SMPTE edit code to the
automatic record punch-in/out process.

Features include: punch-in rehearse mode, optional RS-
422 serial interface, 99 memories (with ten single-button
store/search points), repeat looping, head and tail guard
points, adjustable preroll and review, three user-defined
functions, two event relays, footswitch punch-in, hours/min-
utes/seconds/frames calculator, and a non-volatile memory.
Pricing is estimated at $1,300 for the standard tachometer-
reading model and $2,000 for the SMPTE code reading ver-
sion, and upgrade kits for the tacho model will be available.
Circle #079 on Reader Service Card

DeWolfe CD Music Library

DeWolfe Music Library, Inc., of New York City, has bequn
releasing its large resource of production music in the
Compact Disc format. The initial offering, now available, is a
six disk set with a diverse collection of sounds: "Mirage,”
which is upbeat and high-tech; "Renoir,” warm and relaxed:
"Night Cruisin’,” funky jazz/rock; "Constellation,” with rich
orchestration; "New Images,” electronic; and "Cuts for Com-
mercials,” with a variety of 80 spot-length pieces. The "Six
Pack” described here is priced at $99, plus licensing fees,
and 12 more disks are expected to be released in the next
year.

Circle #080 on Reader Service Card

BASF Studio Master 911

Introduced to the U.S. market for the first time at the AES
Show and now available, BASF Studio Master 911 is a
high-quality ferric formulation that is compatible with the
most popular products used in American recording studios.
BASF will offer 2-inch tape in 2,500- and 5,000-foot lengths;
one-inch tape in 2,500-foot reels and hubs; half-inch in
3,280-foot and quarter-inch tapes in both 2,500- and 3,280-
foot lengths.

Circle #081 on Reader Service Card
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SKE Rack’'N Roller

The Rack’N Roller from S K Enterprises (Austin, TX) is an
equipment mounting console designed for both in-home
and on-location applications. A canted, six-space effects
rack is suspended over an angled recorder console for
optimum viewing and operation. Preset electronics such as
noise reduction units can be placed in the lower section of
the console. The Rack’'N Roller is available in both single
and double rack configurations. The double rack console,
combined with optional Road Package, is ideal for trans-
porting two recorders in live multi-track and/or 2-track
situations.

Custom designs are available, including patch bay or
power wiring, single-point grounding network, multipin
snake system, and filler panels. Also available is a road
package consisting of latched covers and heavy duty lock-
ing casters. The Rack’N Roller single rack is priced at $425,
and the double rack model is priced at $625. Dealer inquir-
ies are invited.

Circle #082 on Reader Service Card

Samson TH- Wireless

Operating in the 174-199 MHz VHF range, the TH-1 from
Samson Music Products (Hempstead, NY) is a belt pack
transmitter designed for instrument/lavalier wireless appli-
cations. The TH-1 features both an on/off power switch and
a mute switch thatleaves the RF carrier on while cancelling
the audio signal; internal or external wire antenna; 300 foot
operating range; an Hirosi lockable six-pin audio input
connector; and audio inputlevel trimpot with LED overload
indicator for optimum input level matching. The TH-1 can
be utilized with either Samson’s broadcast or concert series
VHF receivers.

Circle #083 on Reader Service Card

Wendeljr

Unveiled at the AES Show in New York, and expected to
be available in the first quarter of this year, Wendeljr is a
scaled-down, yet non-compromised version of the renowned
Wendel drum computer developed by engineer Roger
Nichols. Wendeljr is a single rack space unit offering two
channels of digital sample playback, and sounds can be
triggered from a variety of sources, with a trigger response
accuracy of 50 microseconds. Drum samples are stored on
interchangeable ROM cartridges, with 16 bit quantization
and a sampling rate of 50 kHz. All of Wendeljr's sound

MIX VOL. 10, NO. 1



samples are recorded without the use of any processing,
egualization or compression. Besides the usual percussion
sounds, other samples will be available, as will a custom
loading service.

A single unit could be used to provide several sounds {i.e.
snare and kick during basic tracks or overdubbing), or a
number of Wendeljrs could be used simultaneously to cover
an entire drum kit in a live situation. Wendel Labs expects
the Wendeljr to be priced at $995.

Circle #084 on Reader Service Card
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Sight and Sound MIDI Ensemble

Sight & Sound Music Software, Inc. of New Berlin, Wis-
consin, have released MIDI Ensemble™, the first in a series
of powerful software programs for the IBM-PC and compat-
ible computers. MIDI Ensemble consists of three main pro-
gram modules: Recorder, Event Editor, and Phrase Editcr.
The recorder module allows the recording and overdub-
bing of up to 255 tracks of MIDI information, and includes
automated punch in/out, autolocate, programmable metro-
name, transpose, elapsed time measurement (real-time or
frames), track solo/muting, as well as interfaces to external
controllers. The Event Editor enables the user to insert,
delete, or change notes in any track, and a special screen
display simplifies the precise editing of pitch, start time,
duration, and key strike velocity of any note. The phrase
editor permits the user to move, copy, delete, combine and
modify entire segments of any length.

Other features include a built-in text/ graphics editor for
saving notes or diagrams with each song file and a "system
setup” module for tailoring the program to the type of com-
puter being used. The MIDI Ensembile software is priced at
$495.
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ART DRI1 Digital Reverb

The DR1 from Applied Research & Technology, Roches-
ter, NY, is a high-definition, 16-bit digital reverberation sys-
tem, that includes five plate, five room, two eftect, one re-
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verse, one gated, one DDL, and five hall algorithms that
define room parameters. Also featured are 30 factory pre-
sets, 100 user presets, a 14 kHz bandwidth, MIDI control,
4-inch balanced stereo inputs, true stereo or mono outputs,
and a full function remote control. The ART DR1 is priced at
$1,295.
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Cooper Apple Ilc to MIDI

].L. Cooper Electronics, of West Los Angeles, has intro-
duced a retrofit interface for linking the Roland MPU-401
MIDI Processing Unit to the Apple Ilc computer. The retrofit
may be easily installed by any qualified computer or synth
tech, and plugs into the microprocessor socket with no
soldering required. After installation, a short cable exits
from the left side of the Ilc and plugs directly into the MPU.
The retrofit is priced at $139, and versions of Roland's MUSE
seguencer and Laubach Software's DX-Pro are available
for the Apple Ilc.
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Entre”’ LC-OFC Cables

Entre a Japanese manufacturer best known for their high-
end phono cartridges, have introduced a totally new audio
cable design utilizing Large Crystal, Oxygen Free Copper
(LC-OFC) technology. The LC conductor concept uses about
25 crystals of pure copper per meter, as opposed to other
types of OFC cables with approximately 50,000 crystals/
meter. According to the manufacturer, this difference results
in improved audibility with reduced distortion, due to the
signal passing over fewer gaps between crystals.

The Entre’ ELC-120 is a one meter cable with solderless,
RCA-type gold-plated Bansei connectors made of solid brass.
Otheravailable interconnects have phone or XLR-type con-
nectors for instrument or microphone applications. The Entre’
line is distributed in the U.S. by Analog Excellence of Los
Angeles.
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Shure Prologue Condenser Mic

The Shure 16L-LC is a low impedance, unidirectional,
battery powered electret condenser microphone designec
for home multi-track recording and sound reinforcement
applications. The 16L-LC, priced at $98, is the top model in
the company's Prologue line and features include: a bal-
anced 600 ohm output with XLR connector; recessed on/oft
switch; swivel stand adapter; storage bag; and internal pow-
ering via one "AA" penlight cell, so phantom power is not
required.
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The Emulator II and the Macintosh running the Sound Designer software.

-The En:ulalor II/Macint

by Larry Oppenheimer

“Yow! I am having fun!”
—Zippy the Pinhead

At a recent mixing session for The
Twilight Zone TV series, a rich pastiche
of sounds billowed from the monitors,
enveloping everyone in the room. The
lush, eerie soundtrack strikingly illus-
trated the skillful application of modern
synthesizers. Except that the sounds
were not synthesized. Virtually all had
started out as actual acoustic events
which had been recorded and then proc-
essed through any number of digital
whiz-bang boxes until they were scarce-
ly distinguishable from synthesized
sounds, except in the complexity and
subtle variations that are so difficult to
synthesize. In fact, the vast majority of
them were the result of sampling the
sound into an E-mu Systems Emulator
2 and then playing it back through the
Grateful Dead's overstuffed rack of dig-
ital goodies (most used were the Even-
tide SP-2016, Lexicon 224 XL, and Quan-
tec QRS). Unfortunately, creating a new
sound often called for rerouting the ef-
fects, which required diving into the
arcane spaghetti that was the patch bay.
A question presented itself: Wouldn't
life be much easier if this plug-and-pull
game could be eliminated, along with
the repeated conversions from analog
to digital and back again, by rolling
everything together into one easy-to-
use box?

In a grossly simplified way, this is the
essence of the computer music worksta-
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tion concept. A true workstation might
perform digital recording, playback,
editing, analysis, resynthesis, and proc-
essing of sounds, in addition to the abili-
ty to do digital synthesis of several kinds
and then arrange everything into the
desired compositional form. Further-
more, a workstation might include facil-
ities for interactive real-time perform
ance. Several of these functions might
be simultaneously available. Best of all,
this entire machine would be designed
to be used by one person.

Atthe time of this writing there are no
tully-realized computer music worksta-
tions, but several projects are under
development in both the academic and
commercial worlds and a few machines
that have been commercially available
for several years, notably the Syncla-
vier and the Fairlight CMI, are expand-
ing their capabilities in this direction.
The reason for the scarcity of such instru-
ments is partly technological—a suita-
ble hardware architecture and the mas-
sive amounts of software required dic-
tate a long r&d time—but the biggest
problem so far has been the cost to the
buyer of a device with high quality per-
formancein all of the above-mentioned
areas. Starting in the vicinity of $30,000
or so and going up from there (as high
as you want to go), powerful machines
of this sort are out of reach of most com-
posers and musicians. However, as tech-
nology develops ever faster, prices have
continued to fall, making possible the
realization of a comparatively low-priced
computer music system capable of some
limited set of workstation functions. This

osh/Sound DesngneTSyst;m—

A Low Cost Computer Music Environment

important waystation on the road of
musical instrument evolution is where
we are today, and the system described
here represents a landmark from which
we can look back at our Minimoogs
and Revox A77s (both still in wide use)
and look ahead at SoundDroid, Compu-
sonics’ DSP-2000, Lexicon’s RD-1 proj-
ect, and other workstations not yet ar-
rived, and bless our bit streams that
such great fun and swell toys should
come along in our time.

The beginning of 1984 saw the intro-
duction of the Emulator 2, E-mu'’s second
generation sampling instrument, and
the advent of the Apple Macintosh com-
puter as a viable tool for a variety of
tasks. Both of these machines repre-
sented significantadvances in theirre-
spective areas, both from a price/per-
formance standpoint and for their user
interfaces (ease of use). More recently,
a software package, called Sound De-
signer, from a small company called
Digidesign became available which
takes these two fine instruments and
teams them together to create the most
powerful computer music system avail-
able forunder $15,000. Actually, Sound
Designer wrings every last ounce of
performance from the E2 and the Mac,
yielding some features that can’t even
be found on far more expensive systems.
There are limitations in this system to
be sure, but in the face of comparison to
the other choices it is ludicrous to say
that this system is not a powerful tool
and a good value.

This is not a review, per se, of the
E2/Mac/Sound Designer system. If
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What are the
lowest-priced

audio analyzers

doing
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Hewlett-Packard ad?

Hewlett-Packard? That's quality. Performance.
Top of the line.

True. But it’s also a fact that HP prcgram-
mable audio analyzers cost less than any others
on the market. At $5800% they do more, too.
They carry out full frequency range testing.

Fast. Tests that used to take hours now tekeyou |- ¢ 888 250
B X
) B8

minutes. Just push a button, and the analyzer |7«
measures both distortion and frequency. "

The HP 8903B packs a lot of instruments in one low-cost
box. Besides the analyzer, there’s a source, an ac/dc voltmeter,

*U.S. price.

MC15503

a frequency counter, signal-to-noise meter and
a sweeper.
If you already have a signal source, use it with
* the HP 8903E. It costs just $3900%*
Lower prices. Just one more reason Hewlett-
| Packard test instruments are right on the
| money.
So contact your HP sales office. Or call 1-800-
556-1234, Ext. 515. In California, 1-800-441-
2345, Ext. 515. Or write: Hewlett-Packard, Janine Holler,
1620 Signal Drive, Spokane, WA 99220.

(élﬂ HEWLETT
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what you are looking for is an evalua-
tion and a detailed listing of features
and tests, there are a number of such
pieces already in print to which you
should refer. Instead, what is presented
here is a perspective on this system in
the contextof its implications as a quasi-
workstation.

The Emulator 2

The original Emulator was one of the
first sampling instruments to hit the mar-
ket after the Fairlight, and, being only a
fraction the price of the Fairlight, quickly
reached prominence in the musical
world. This success allowed E-mu to
gain valuable experience and feedback
from users, then return to the lab to cre-
ate a successor. Although the E2 was an-
nounced well before it was actually de-
livered, when it arrived it did what E-
mu had promised it would.

In essence, the E2 is a specialized
digital recording and playback device,
which alsoincludes some digital editing
and analog processing facilities. A sound
that has been successfully recorded,
edited, and processed can be assigned
in a sophisticated fashion to a portion of
an organ keyboard and played, with the
aid of several real-time controllers to
add expression. All sound material may

be stored onto floppy or hard disk in raw
orfinished form, then recalled and edit-
ed at any time. The E2 also carries an
onboard 8-track sequencer for compo-
sitional work, and interfaces easily to
MIDI, SMPTE, and RS-422.

The Apple Macintosh

Originally released in 1983, the Apple
Macintosh was slow to catch on because
of a lack of available software. Slow
disk drive access and limited onboard
memory (128kbytes) also restricted the
Mac's usefulness. Since that time these
stumbling blocks have been remedied
by several developments. First, software
developers finally started delivering
larger numbers of programs to the point
that a considerable library is now avail-
able. Second, Apple released a 512k
version (known as the "Fat Mac”) and
third party developers subsequently con-
cocted memory expansions for the Mac
going up to 4Mbytes. Finally, General
Computer created the "Hyperdrive,” an
internal hard disk drive for the Mac
which directly accesses the computer's
buses, thereby drastically increasing
speed of operation and on-line storage.

The computer’s main strength lies in
the way that users work with it. Taking
some ideas (and engineers)from Xerox's
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Palo Alto Research Center, Apple cre-
ated an environmentforthe user which
effectively eliminates the need to type
in commands and all the attendant prob-
lems of that approach: having to re-
member the commands and the proper
syntax for entering them, the time in-
volved in command entry, and, most of
all, the distraction from the work at hand
that occurs when one is forced to think
about using the computer instead of
being able to just do it. All of this is
achieved through the use of a graphic-
ally-oriented screen display in which
files can be simply viewed and manipu-
lated as icons, and a small inputdevice,
called a "mouse,” which allows com-
mands to be chosen from menus and
files selected in an intuitive manner.

Sound Designer

Sound Designer runs on the Macin-
tosh (it requires at least 512k of memory
and two disk drives, but operates opti-
mally with a Hyperdrive) and com-
municates with the E2 by connecting
the enclosed cable from the modem or
printer port of the Mac to the E2's RS-
422 port. Sound files and control infor-
mation are exchanged at high speed
(500kbaud), allowing instant audition-
ing of work in progress. The program
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The Orban“Paracrossalizer.”

A one-of-a-kind word for a one-of-a-kind problem

solver.

The 672A/674A is at home in the studio as well.
It's a single cost-effective package of sheer EQ

64

The Orban 672A (Mono)/ 674A (Stereo) Graphic
Parametric Equalizer combines a full electronic
crossover (high- and low-pass filters with 12 dB/
octave slopes) with 8 bands of fully parametric EQ
and easy-to-use, graphic-type controls. In many rein-
forcement systems, the 672A/674A is all you need: it
replaces a separate crossover and old-fashioned
third octave EQ with a system that has better phase
and time-response characteristics. It not only
measures better on today's sophisticated acoustic
instrumentation, but—most importantly—it sounds
better too!

power that can solve virtually any frequency-
contouring problem in recording, music synthesis,
broadcast production...you name it.

Contact your local dealer today for more informa-
tion on the “paracrossalizer”—Orban’s unique curve-
bender for corrective and creative EQ.

Orban Associates Inc.
OIbﬂn 645 Bryant St., San Francisco, CA 94107
(415) 9571067  Telex: 17-1480
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has two sides to it: one that emulates the
Emulator’s front panel functions, allow-
ing the E2 to be programmed from the
Mac's superior user interface; and one
that acts on the sound data received
from the E2 or creates new data to trans-
mit to it.

The front panel emulatoris useful be-
cause the E2 has many functions, buta
limited facility for displaying informa-
tion or receiving input from the user.
With Sound Designer, many parameters
are represented graphically atthe same
time and can be manipulated by simply
pointing with the mouse to the param-
eter in question and moving it to the de-
sired value. As of this writing, several
functions of the E2, including the se-
guencer, are not part of the Sound De-
signer emulation.

The more significant part of the pro-
gram, however, is obviously the "Wave-
form Display” mode. In this mode, the
waveform of a sound file received from
the E2 may be viewed on the screen at
any resolution, edited, mixed or merged
with other sounds, digitally filtered, gain
normalized, analyzed and resynthesized
(resynthesis was still under develop-
ment at the time of this writing). Addi-
tionally, sounds may be digitally syn-
thesized and then transmitted to the E2
to be played.

OK, now we have a basic picture of
the components of this system. Let's look
at how they fit together to provide a work-
station-like environment. Keep in mind
that this system is designed to perform a
specialized set of functions. In compari-
son to a fully realized workstation this
system is quite restricted, but for the job
thatitisintended to doitis unsurpassed.

Digital Recording

The E2 acts as the recording device
in the system. Incoming signals from the
analog domain are converted to digital
ata sampling rate of about 27.7 kHz. The
data is encoded in a companded 8-bit
format to save on the expense of the
converters and the extra memory that
higher resolution entails. The memory
in the E2 will hold a total of 17 seconds
of sound and can be partitioned into
smaller chunks to allow up to 99 sounds
to be held in memory at once. Obviously,
the more sounds in memory atonce the
less length you have for each sound.

In terms of present digital recording
systems, 17 seconds is a pititully short
amount of time. The E2, however, is de-
signed to perform a specific applica-
tion of digital recording known as sam-
pling. The nature of sampling (record-
ing sounds to be played back on an
organ keyboard or triggered) does not
often call for minutes of sound. The same
thought applies to the sampling rate and
converter resolution. In the context of
sampling, the fidelity of the E2 is consid-
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STUDIOS MUSICIANS
COMPOSERS ARRANGERS
| PRODUCERS

The Music Interface

Specialists in Computer-based Systems

OFFERING:

| TMI COMPUTER MIDI STUDIO
HARDWARE VOYETRA EIGHT
SOFTWARE JL COOPER
TRAINING STUDIOMASTER
SUPPORT ACCESSORIES
| SERVICE MIDI STUDIO
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SUBSCRIBE
NOW to

’

at the

special rate
of $14.95!

Here’s your opportunity to

get Electronic Musician every

month and save 38 percent. In-

stead of paying the cover price of

$24.00 for a year of Electronic Musi-

cian, you pay only $14.95 and we’'ll
even deliver it to your door.

Electronic Musician is the first mag-
azine devoted exclusively to the
rapidly expanding field of electron-
icand computer-aided musical in-
struments. Every month, EM brings
a wealth of information on the
latest equipment and how to incor-
porate it into your work.

The unique approach of offering
both introductory and advanced
articles on topics ensures total ac-
Whether you play keyboards, guitar, drums, orbass . . .whether cess to the information you need.
you want to add a computer to your music or add music to your Knowledgeable users won’t have
computer-. . . for hands-on advice about personal recording tech-  to wade through a barrage of ba-
niques. . .whether the only thing you know about MIDl is howto sics to pick up new techniques,
spell it, or you need advanced MIDI information on SMPTE, while novices won't have to attack
interfacing, programming and performance, Electronic Musician an avalanche of acronyms to under-
is your reliable source! stand a technology.

Don’t miss a single issue! Subscribe TODAY and save!



ered excellent, even though it would
pale in comparison to a professional
system like a Sony or Mitsubishi PCM
recorder. The E2 LCD display gives a
PPM-like display to set the proper re-
cordinglevel, and indicates after record-
ing whether the sample was success-
fully captured without clipping or not,
displaying the number of clipped sam-
ples if needed. Further, sampling can be
initiated by simply pressing a button, or
by setting a threshold which must be
exceeded for sampling to begin. This is
a very handy feature when sampling
from a noisy source.

Editing

Once recorded, a sound may be edit-
edin the E2 by moving the startand end
read pointers to truncate the beginning
or end of the sound file. This truncation
may be permanent (the excised por-
tions are erased, freeing memory) or not
(only the pointer information is stored).
The sound can also be looped, a vital
editing function in this application,
which allows samples of a finite length
to be sustained indefinitely by repeat-
ing a selected portion of the sound over
and over. Start and end points for the
loop can also be set.

One unfortunate aspect of the E2's
operating system is that sounds are de-
scribed in terms of the actual number of

samples in the file, and looping and
editing points are displayed as sample
numbers. While this is without doubt the
most accurate way of indicating these
parameters, it is far from the most intui-
tive. This is where Sound Designer takes
over, however, making good use of the
Mac's great graphics environment.

A file may be transferred to Sound De-
signer via RS-422, converted to a 16-bit
linear coding format (this is done auto-
matically), and displayed in a calibrated
time vs. amplitude waveform display.
Now the length of the sound file can be
easily seen. The Sound Designerdisplay
has a number of features to make editing
easier and more powerful. Any part of
the display can be quickly zoomed in
on to any desired resolution; if neces-
sary, individual samples may be viewed.
This is achieved by using the Mac's
mouse to click on the zoom box icon
and then simply indicating the desired
portion of the waveform. This can be
done repeatedly until the resolution is
satisfactory. The other method is through
a box in the lower left of the display
which allows either axis to be stretched
or compressed, giving a simple indica-
tion of how much of the full display is
currently being viewed. Scale calibra-
tion automatically adjusts in resolution.
Both scale markings and a zero line
can be turned on and off as needed.

Sound Designer’s Fourier analysis plot.

The display is just the start, however.
Again using the mouse, up to ten mark-
ersmay be placed in a file, each one with
itsown name and number. Asa marker
is moved, its current position is indicated
in both amplitude of the waveform and
time from a designated reference point
(usually the beginning of the file). Thus,
markers can be precisely placed in the
file. There are two separate markers for
placing looping points which operate
inthe same fashion as the other markers.
Looping from a visual display of the
waveform is infinitely easier than the
trial-and-error method required on the
E2 alone. A screen cursor which also
displays amplitude and time of its cur-
rent position is also available. The speed
and ease of access to any part of the
sound file afforded by the extensive dis-
play makes this essentially a random
access editing system.

OK, the sound can be comprehen-
sively displayed and precisely marked,
but what kind of editing can be done?
One of the great features of the Mac in-
terface is the ability to do cut-and-paste
editing with ease. In Sound Designer,
any portion of the waveform may be se-
lected and cut or copied to an area of
Mac memory known as the "Clipboard.”
From there, the selected chunk can be
pasted into anywhere in the waveform,
or even into another sound file (Up to

€ File Edit

Display Calibrate Tools

Mode Euxtras

Cello G3
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three files can be simultaneously open
in Sound Designer, each with its own
display). This facility is useful for con-
structing composite sounds from por-
tions of several files.

Sound Designer also allows the use
of a "pencil editor” similar to MacPaint.
The mouse is first used to select the
pencil function, and then to apply it.
Let's say that you took a sample which
has a wide dynamic range and a few
samples got clipped. Forjust a few sam-
ples it might not be worth it to junk the
recording you have and try again if
you can possibly correct it instead. The
clipped samples will probably be ob-
vious in the display. The pencil can be
used to redraw the clipped peak of the
waveform and round it off. Similarly,
glitches and clicks can be eliminated
by pencilling them out. Of course, this
same facility can be used for radical
modification and utter craziness if that
is what you have in mind.

Playback

Playback is available from the E2 or
the Mac. Sound Designer can play back
a sound through the Mac's internal
speaker, and Digidesign has even im-
proved the sound out of this small
speakerthrough some clever program-
ming. When working on files without
an E2, the Mac's speaker works just fine
as a monitor. Files can be transferred
from the Macto the E2 with a quick pre-
view mode, or through a full transfer
mode that takes longer but transfers
more information.

The E2 has eight audio channels, so
up to eight keys can be pressed simul-
taneously. Although this is the equiva-
lent of what is termed "8-voice” in most
synthesizers, E-mu uses the term "voice”
to indicate sound file data, so we will

avoid the use of this term altogether to
prevent confusion. As mentioned earlier,
asound can be assigned to appear any-
where onthe keyboard, with designated
points for the original pitch, high and low
range limits. Sounds may overlap on
the keyboard, and even be crossfaded.
Crosstades can be positional (sound A
fades out and B fades in as you play up
the keyboard from A’s range into B's) or
velocity (as you play harder you hear
less A and more B). This feature can be
used to create a more natural effect,
such as crossfading between multiple
samples of the same instrument to pre-
serve the integrity of sound in different
ranges and volume levels, or in bizarre
twisted ways to create novel effects.

Signal Processing

Both analog and digital processing
are available in this system, which en-
ables sounds to be contoured and modi-
fied extensively. In each of the eight au-
dio channels the E2 contains one analog
VCF, one VCA, two ADSR envelope
generators (one for the VCF, one for the
VCA), and an LFO. The spectral and
dynamic changes that can be wrought
on sampled sounds with these simple
tools are truly inspirational. Remember-
ing that the source material could be
anything from a mandolin to a synthe-
sizer to the mating call of the African
wapiti, the transformations can run the
gamut from simply making the mando-
lin sound bowed to making the wapiti
sound plucked. As if all that weren't
enough, the E2 also allows sounds to be
played in reverse!

Sound Designer takes the alternative
approach and does all of its signal proc-
essing in software, as opposed to the
E2's hardware. Program author Evan
Brooks and Digidesign president Peter

Sound Designer’s front panel emulator. Filter “module” display is shown.
Moving the “handles” (black squares) changes the value.
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Gotcher arerightin Silicon Valley, which
keeps them in pretty close contact with
the latest developments in digital signal
processing (DSP). The Mac, although it
lacks a genuine math co-processor, is
reasonably suited to the kind of math
that DSP takes. Fasten your seat belts,
‘cause this gets really good.

Clicking with the mouse on the little
“mixmaster” icon calls up Sound De-
signer's digital mixer, which contains
most of the signal processing functions.
Two sound files can be digitally mixed,
with the proportions specifiable indBor
by a percentage. Better than that, two
files can be merged. A start pointand a
length of crossfade can be specified.
The possibilities are endless: imagine
playing a note that starts out as an oper-
atic soprano and turns into a tire squeal
and car crash! Or a cat meow changing
into a quitar.

Two other utilitarian processing tasks
available are gain normalization and
eqgualization. When sampling, levels are
set low enough to avoid clipping, but
this often means that the loudest part
may not go up to the maximum avail-
able level. In digital audio, low levels
mean more noise, so it is desirable to be
able to take a sound file and scale it
until the loudest part of the sound is
exactly full scale. This s called normal-
izing the gain.

Version 2 of Sound Designer will per-
form parametric filtering in the form of
high- and low-pass, high andlow shelv
ing and peaking equalization (current
versionis 1.1). Other dynamic process
ing such as compression will also be
available.

Digital Synthesis
and Analysis/Resynthesis

The ability of the system to do synthe-
sis resides in Sound Designer. This takes
two forms: direct digital synthesis and
resynthesis from analysis parameters
(inverse Fourier). Versions one and 1.1
contained a limited implementation of
these features, but version two will have
all the features described here. Perhaps
most useful is Sound Designer's FFT
(Fast Fourier Transform) feature. All or
part of a sound file can be analyzed
and broken down into a selectable num-
ber of frequency bands (up to 256) and
then shown as a three-dimensional plot.
The plot can be viewed from several
angles: front to back, back to front, time
lines only, frequency lines only, etc. This
kind of analysis can give a great deal of
insight into how a sound changes over
the course of its full duration. Version
one contained the FFT, but in version
two, the ability to change the display is
added. This means that you can modity
the spectrum and then resynthesize the

sound additively

Another feature in development is a
software tool called the phase vocoder.
The phase vocoder is essentially a Four-
ier transform that preserves phase infor-
mation (which an FFT does not). The
phase vocoder has been in use in univer-
sities and research centers for several
years now, and some of the possibilities it
presents are: glitch-free modification of
pitch without changing duration or dur
ation without changing pitch, scaling ot
the frequency spectrum, frequency do
main noise reduction, and, of course,
cross-synthesis (standard vocoding).

There are a number of different meth
ods of direct digital synthesis. One of
the simplest to realize is the Karplus
Strong algorithm, which simulates a
plucked string. Sound Designer allows
you to use either noise (typical) as the
excitation for the synthesis, or a sound
file, and then specify the length of the
note to be created and the point on the
string where it is being plucked.

Also available are FM synthesis, as
used in the Yamaha DX series of digital
synthesizers, and waveshaping are two
powerful non-linear synthesis methods.
The resynthesis, of course, is actually
time varying additive synthesis. Between
all these methods and simple waveform
generation, our system is quite well

equipped for synthesis.
—PAGE 70

UNLIMITED LIMITERS

A lot of simplitied, pre-programmed limiters have hit the market. They're okay—if you work with “average”
program content. But what if you don't? What it you don't want to be limited that way?

With AUDIOARTS ENSGINEERING, control is the key: control over all important compressor-limiter
parameters: input and output gain, threshold level, compression ratio, attack time, release time. Our units have
separate VU output and gain reduction metering, stereo/dual-mono operation, direct bypass, de-ess function,
side-chain patching, and electronically balanced XLR inputs and outpults.

The new Model 1202 Stereo and 1201 Mono Limiter-Compressors; they have the quality you'd expect
from AUDIOARTS ENGINEERING—at a price you wouldn't.

AUDIOARTS® ENGINEERING

E‘_‘-—.{g ADIVISION OF WHE ATSTONE CORPORATION

S5 COLLINS ROAD. BETHANY. CT 08525 (203) 393- 0887
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—FROM PAGE 69, FIELD TEST

Compaosition

With the systein we have defined here,
composition can be performed using
the E2's onboard seqguencer. The orien
tation of a segquenceris such that it pre
supposes a particular cotnpusitional ap-
proach common in pop music. Once
again, we find a feature that is litniting be-
cause it has been oriented to a particu
lar application, but is uptimiized for this
task and perforins it very well. The se-
guencer has eight “virtual” tracks, mean-
ing that only control information is
stored, not sound data. This means that
tracks can be easily overdubbed and
bounced with no degradation whatso-
ever. Autocorrection of perforimed
rhythms is available to a resolution of
32nd note triplets. The len gth of the se
guence and the time sigrature can be
predefined or notasdesited A count in
of selectable length is available The E2
can read and write SMPIE tune code
and be programincd to wait until a spe
cified SMPIE start time betore begin
ning playback, very usctul when ag
plied in film and video applications or
multiple synthesizer sctups. The sequen
cer can also be used as a MIDI se-
guencer, and is capable of being drven
by an external clock, such as sync-to
tape signals or a drum machine.

If this appruach is .ot suitable there
is another way 1o yoabeut mecting youw
compositonai necds Tyyically compo
sition is not dune sitnultancousiy with
sound desigti. This means that the Sound
Designer prograr, which nas no se
guencing capabilities, 15 nut needed
during composition. The purchase of
an inexpensive MIDI intertace tor the
Macintosh then allows you to choose
from several excellent MIDI seguernc
ing and compusition packa yes that are
available, or wiite your owr it you are
soinclined. Thus, the 1ange ot comnposi
tional possibilities with this system is
also broad.

Real-Time Interaction

The E2 hasexcellent facilities for real
time interaction, as it is largely designied
to be used in live performance Most
obviously is the keyboard itsclt which
is velocity sensing with prograininable
sensitivity, Velocity can be directed to
control a nuiber of different VCA and
VCF parameters, in addition tu cuntrol
ling crossfades or switching between
two sounds.

The E2 has two wheels, a footpedal,
and two footswitches which are all as
signable to a number of ditfercnt desti
nations. i, addition to st1ndard acs: yn.
ments, ke one whedlto picnaraan-in
erfor LFO odulation, plus tne tocipeda
controlling voluine, the wheels and
pedal can all be assigned to seud o
receive MIDI information. That is, any
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Both the E2
and Sound

Designer are

designed for

easy updat-
ing and

expansion.

of the three controllers can be trans-
mLtted as any of the three most comn
mon MIDI cennnwous contrcller assign
ments Farther they canteceive incom
g intormation trom a MIDI continuous
controller and then route that to an E2
paranieter. This 1s reminiscent ot the
ehysical/logical” device assignment
in sullle colluputer opelating systeins.

Storage
Both the E2 und the Mac use tloppy
disko as theu Latrve sterage mediung, but

both have hard disks as options. Sound
data may be stored in raw form on the
E2's internal drive as a "Library” disk.

When the entire instrument has been
set up, including all edited sound data,
VCF and VCA parameters, keyboard
and MIDI assignments, etc., the entire
set of control parameters can be stored
as a 'preset.” Up to 99 presets can be
held in the E2's memory at one time.
When you have constructed enough
presets for your current needs, you may
dump the entire contents of the memory,
including the sound data and all control
data, onto a floppy disk, which is then
called a "Performance” disk. Unfortu-
nately, one memory dump fills an entire
Sla-inch disk. The hard disk, not yet
available at the time of this writing, will
hold many more dumps. Of course, in-
formation can also be stored by transfer-
ring it to the Mac with Sound Designer
and then storing it on the Mac's floppies,
but the limited storage (400k) of the
standard Mac disk limits the size of file
which can be stored to less than seven
seconds. With a Hyperdrive orone of the
new double-sided floppies forthe Mac,
this problem would be alleviated.

Programming
and The User Interface

A number of examples have been giv-
en above concerning the advantages of
the Macintosh user interface. The E2 it-
self has a well-thought out interface, but
it is limited by its display, which is a
small, twoline LCD. Even so, the E2 oper-
ating system isdirectand easy to under-
stand. Most tasks are accomplished by
pressing a button to select a “module,”
which actually puts the E2 in a particu-
lar operating mode. In each mode the
four sliders near the display have a cer-
tain set of functions, which is listed in

the “module’s” designated area on the

Diyital EQ display.
[ & tile tait Display Colibrate Tools Mode Extras
,\\/ roa M Clap Snare L
! ’,_J N e Stra G2
: Q Peak/Shelf Equalizer
4| tqualize: O Clap Snare
@ Stryg 62
.0
I Filter Type: — -h—/— — Peak/Notch
L Sample Rote: 2?7227? H2z
— Center treq. (H2): 1200
?”.=”""’ | Boandwidth (H2): 250
| Boost/Lut t+/ daB) 10
L Y o)
o
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front panel.

Using the front panel emulator of
Sound Designer makes all this much
easier. Parameters like filter cutoft or
keyboard scaling are displayed as
curves which can be changed with the
mouse very quickly. Furthermore, some
values which are expressed in arbitrary
units on the E2 (like filter cutoff or ADSR
settings) are calibrated in absolute units
in Sound Designer. The E2 even tells
you in its display whenever it is under
the control of the Mac.

Interfacing to the Outside World

This system can interface in a number
of ways to the outside world. As men-
tioned earlier, the E2 has eight audio
channels. Each is available separately
on the rear panel, a great boon when
used in conjunction with the sequencer.
Of course, there is also the input where
the sound to be sampled is fed.

In terms of control, the E2 can be inter-
faced to MIDI, SMPTE, and sync-to-tape
as already stated, all of which can be
used to clock the sequencer. The foot-
pedal input will also accept an external
voltage and digitize it for control of the
analog processors. Both the E2 and the
Mac have RS-422, but this is unusable
since it is how the two instruments talk
to each other. The Mac can hook uptoa
printer, though, for dumps of FFT or
waveform displays.

The Future

Both the E2 and Sound Designer are
designed to be able to be updated and
expanded easily. The recent announce-
mentof a hard disk driveforthe E2 isone
example. Anctheris the CD-ROM library
which is currently being assembled for
the E2. The CD-ROM will hold about
1100 complete memory dumps and pro-
vide quick random access to them.

Sound Designer is simply software,
so updating and expanding it requires
no modifications to your Mac. If Digide-
sign wants to get into heavy duty real-
time processing, such as digital reverb,
they may need to talk about some exter-
nal number of crunching hardware, but
one would suppose that thought has
already crossed their minds.

Conclusion

A low-cost computer music system
which is immediately available has
been described. Although many func-
tions are limited due to the specific in
tent of the system, a very large set of
features is available without having to
hook up dozens of difterent boxes. The
difficulties of constructing a full-blown
workstation probably means that spe
cial-purpose devices will continue to
dominate, so this is as close as most of us
will be able to come for awhile. That's
OK with me; there's plenty here to keep
me busy. [ |
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DMX 15 -80S

Stereo DDL Pitch Changer
® All DMX 15-80S may now

be updated to accept

LES (Loop Editing System) on both
channels of the unit.

Samples locked in either channel
may be looped, manually triggered
or triggered by audio input.

New software has reduced trigger
time of both loops.

Samples may be timesqueezed
without change in pitch.

Samples may be pitch changed
without changing length.

Samples can be played forwards or
backwards.

AMS updates give you
the edge yet again

Shs
=
-

¢ ADVANCED MUSIC SYSTEMSe
Advanced Music Systems
Tel: (0282) 57011 Telex: 63108 AMS G

Harris Sound (Los Angeies)
For Nationwide Sales, Rental or Service
Tel: (800) 637-5000 or (213) 469-3220
The Queen's Award for Expart Achievement 1o Edendeck Lid
In July 1985 Edendeck Lid. became AMS Industries pic
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SOUND ON STAGE

Above: two Eastern Acoustic Works
KF_550 speaker systems.

EAW Flies at Speeda Sound

The road to success has been long
for Mike King, wnose company, Speeda
Sound, actually got its start years ago
when King supplemented his day job
at Fresno, California’'s MV Music Store
by doing sound reinforcement gigs at
night using his band'’s PA system. "Peo-
ple used to cal. the store, wanting to
rent a sound system,” King explains,
“and I'ddoit, since ] had a small system
with the band. One thing led to another,
and it kept growing.” He left the busi-
ness for awhile, moving to Chicago, han-
dling Midwest sales of instrument ampli-
fiers for Acoustic Control Corporation,
but after a few seasons he began to tire
of the climate tha: orly a native Chica-
goan could love, and returned to Fresno
to do sound reinforcement full-time.

“QOurfirst big break was doing a Three
Dog Night tour when they got back
together,” Mike recalls, and things have
been steadily improving ever since.
Over the past seven years, Speeda
Sound has expanded their client roster
to include such notables as: Blue Oys-
ter Cult, Quarterflash, Donny & Marie,
Lee Greenwood, Joan Jett, Mickey Gil-
ley, Lacy]. Dalton, Tom Jones, and many
others

Speeda Sound's equipment has also
changed over the years. "We've been
involved with a lot of the ]BL products,
standard 4550 and 4560 boxes, Yama-
ha consoles, and we have a lot of North-
west Sound gear—which ['ve been a
big fan of tor years,” King notes. "As
time went on, we moved quite heavily
into Audioarts gear, of which we've been
a big user—in fact 'm heading out there
next week to discuss a new board for
us.” While the company's equipment
arsenal has expanded, along with their
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trucking capabilities (now able to have
four systems on the road simultaneous-
ly), Speeda Sound had been lacking in
one area—until recently.

"Not having a flying system has been
one of the major roadblocks formy com-
pany,” King concedes, "which is why
we bought an EAW system. We've got
12 Eastern Acoustic Works KF-550 cab-
inets loaded with JBL E-140s and some
custom features—plastic dipcoated front
screens, and a trap door in the back of
the cabinet where you pull a 20-foot,
8-conductor, 12-gauge cable with an
EP-8 on it, so it plugs directly into the
amp racks. We're also going with some
KF-400s, which is a three-way, vertical
box, so we can get into flying triamped
sidefills.

"I'd seen them at the tradeshows and
I'd heard Carlo Sound (Nashville) using
them with the Oak Ridge Boys, and |
was impressed. We've got 12 here now
and another 12 are on the way. Hope-
fully by spring, we'll have 48."

MAX Aids Stratford Festival Tour

Throughout the 1985 Stratford Festi-
val (Stratford, Ontario) season, a unigue
collaboration has taken place between
the Festival and Touch Technologies of
Toronto, developer of the revolutionary
MAX System, a computer-assisted audio
control and routing console. Touch Tech-
nologies developed the console prima-
rily with theater production in mind,
and the Stratford Festival agreed to use
the highly effective console for their
American tour productions of Fwelfth
Night and King Lear.

The MAX System marks an advance-
ment in automated sound operation. Be-
fore MAX, the routing of sound to var-
ious theater speakers was achieved by
sending outputs of a standard mixing
console to dozens of manually pre-set
knobs and switches. Using the MAX
console, all sound cues are made and
executed automatically, including the
adjustment of levels and routings to spe-
cific speakers. The net result is sound
technology’s equivalent to a computer-
ized lighting board. Complex audio
scenes are programmed, stored on flop-
py disk, recalled and sequenced under
full artistic control.

The Festival Theatre contains one of
the more sophisticated speaker systems
in Canadian theater, with 24 speaker
locations in the theater, providing an
excellent opportunity todisplay and test
the capabilities of the console design.

Since complex soundscapes are often

employed in Festival productions, a sys-
tem that simplifies and sharpens the
design and execution of sound sequenc-
es in given productions offers numer-
ous benelits, especially when touring.
With the MAX System, the painstaking
job of setting up a production in a multi-
tude of dilferent theaters was made
much simpler with less chance of error
in seguencing of the sound.

The American tour, which began No-
vember 8, 1985 at the Huntington Hart-
ford Theater in Los Angeles, concludes
this month with performances January
7 through 26, Parker Playhouse, Fort
Lauderdale; and winds up at the War-
ner Playhouse, Washington D.C. (Janu-
ary 28 through February 2).

ATL Monitor Console

Meyer Sound Laboratories Inc. is dis-
tributing a high quality, mid-sized stage
monitor console, builtas a combined ef-
fort of Meyer and its Japanese distribu-
tor, Acoustic Technical Laboratory (ATL).
The configuration is 24 x 8 with an addi-
tional 4 auxiliary mixes. All 12 outputs
have large LED metering, switchable to
VU or peak reading. Any of the 12 mix-
es may be reassigned in any order to
the 8 main outputs via a fast electronic
matrix assignment system.

Each transformerless input channel
has switchable phantom power, a high
pass filter, and four band true comple-
mentary EQ. Monitoring solo points are
at input, summing, and output stages,
with peak indicators at each stage. Talk-
back can be assigned to individual out-
puts forimproved musician-mixer com-
munications. Two auxiliary inputs can
be used to route effects to any output.
S/N is 95dB with all inputs summed to
one output, board at unity gain. Hum is
down 100 dBVa. Freqguency response is
+1dB 10Hz-50kHz. THD is.01% 20Hz~
20kHz (worst case) and IMD is 02.%.
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‘000’ Series power amplifiers

RMS (20Hz - 20kHZ both channels bridged mono

{ ‘ DX 1000 375/8 600/4 800/2° 1200/8

DX 1000A 500/8 800/4 1000/2* 1600/8

DX 2000 400/8 600/4 1000/2 1500/1* 1200/8 2000/4

0X 3000 550/8 900/4 1500/2 2000/1.5* 1800/8 3000/4

THD (20Hz - 20k Hz) :10.05% within rated powerIMD SMPTE : 0.002° within rated power

.“ do Hill Audio. Inc. ® 231 Marquis Court..Lilburn, GA 30247, U.S.A. ® {404) 923-3193 @ TLX 293827 HLAD
Hl AU 10 Hill Audio. Ltd. ® Hellingbourne House, Hollingbourne Kent. ME17 1QJ, Eagland ® (062 790) 555/6/7 @ TLX 966641 HILL
Headwater Industrie: ® 635 Caron Avenue. Windsor, Ontario. N9 588, Canaca @ (519) 256-2454
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PA Concepts’ Wonderbox

WHO MAKES THE

HIGHEST QUALITY

"ONE BOX" HORN

LOADED SYSTEM?
ASK EAW.

WE INVENTED IT.

In 1978, EAW in conjunction with Carlo Sound, invented the "One Box" horn
loaded flying system incorporating the advantages of proper horn loading with the

ease of rigging that a "One Box" system offers.

And while every single "One Box" system manufacturer has duplicated the
EAW concept, there's one thing they haven't been able to reproduce: EAW 's superior

sound quality.

EAW 's exclusive advanced technology includes the center displacement
plug mid bass horn design for perfect control of off axis response above piston band...
polyurethane reinforced construction for complex surfaces that precisely match the
mathematical models with absolute acoustical integrity... Time Offset Baffle design for
phase coherence at the critical mid/high frequency crossover enabling ruler flat
response through the crossover region without the need for special signal processing
equipment... Forsythe bent bass horn design offers smoother air loaded impedance

for wider bandwidth and greater efficiency.

The result? By using EAW 's "One Box" Series Eastern

Systems you're assured the highest return on investment .
in terms of both sonic and financial performance.

The EAW KF550, KF400 & JF500 "One Box" A co UStIC
Systems: For Applications That Require The Best! W o r k s

Eastern Acoustic Works, Inc « 59 Fountain Street » Framingham, MA 01701
Tel: (617) 620-1478 TWX: 7103807630
Japan: Unicus, Toyko Tel: 03-662-8518 Telex: 871-29440
Europe: HPS, Amsterdam, Holland Tel:020-233954 Telex :844-1412
Austrailia: Audio Engineering, Sydney Tel:(02) 571236
Venezuela: AudioRama, Caracas Telex:395-26551
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PA Concepts Wonderbox

Wonderbox, from PA Concepts, South
Holland, lllinois, is a compact, ultra-high
power, high fidelity, time and phase co-
herentspeaker system intended for ven-
ues of 5,000 seats ormore. It is specific-
ally designed as an easy-to-use, pre-
equalized high-output package, mini-
mizing costs by reducing truck space
and manpower.

The Wonderbox is all horn loaded and
tri-amplified, employing two 12-inch
speakers, two aluminum diaphragm
compression drivers, and two titanium
diaphragm compression drivers, all
housed in a single enclosure. The system
yields a frequency response of 80 to
20,000 Hz [+2dB] with uniform cover-
age approximately 60° horizontal and
40°vertical. The Wonderbox is designed
to be used in conjunction with PA Con-
cepts’ Power Demand Processorand the
Intersonics SDL TPL-2 servo-drive sub-
woofer, which extends the system re-
sponse down to 25Hz.

Circle #140 on Reader Service Card
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Tangent Powered
Monitor Mixer
Tangent of Phoenix, AZ, has an
nounced the arrival of the PCM-8, the
industry’s first powered monitor mixer.
The unit replaces a separate mixer, two
stereo amplifiers, and multiple intercon-
nects with one compact 8 x 5 rack-
mount monitor system with four built-in
amplifiers (130 watts each), at a sug-
gested retail price of $2,000. Each input
channel includes a mic splitter, gain,
pad, ground lift (for eliminating ground
loops), phase reverse, and a mid-fre-
guency sweep control in the three-band
equalizer. Each output features solo, low
cut filter, reverb return, master level,
independent bus output, and VU meter
with peak LED. Phantom power and iso-
lation transformers are optional. [ ]
Circle #141 on Reader Service Card
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“SWISS ARMY MIXER™?!
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We think vou’ll agree it’s the perfect nickname for the

SM 26 SPLITTER MIXER

Tucked very neatly intd a single rack space steel chassis are:

Master L & R inputs with stereo level control .
Six mono inputs and six mono outpuls with level controls.”
Six dual function mix/pan controls
Master L & R outputs with stereo level control
Built-in variable gain for —10dBV/+4dBm interface
Left and right expand outputs for daisy-chaining
This 5 lb. grab-bag of ins-outs-and-pots will SPLIT, MIX, PAN BOOST, CUT or any

combination of the above to solve and unbelievable variety of signal routing problems. For
starters the SM 26 will perform:

FLEXIBLE EFFECTS ROUTING, ZONE LEVEL CONTROLLING,

ADDITIONAL MONITOR BUSING, LIVE RECORDING SPLITTING, KEY-

BOARD MIXING AND MONITORING. INTERCOM SPLITTING. LINE BOOSTER AMPLIFICATION.
ETC., etc.. eec..

Clever users are continually discovering new and ingenious uses for the SM 26. At only $329
suggested list price, the SM 26 is a delightful solution to a wide variety signal routing needs.

Ask for a free copy of Rane Note 108 for further mouth-watering details. And the next time you
get your signals crossed, REMEMBER THE SWISS ARMY MIXER.. .. from Rane of course!

6510 216th SW, Mountlake Terrace, WA 98043 (206) 774-7309
Canada: Headwater Industries, 635 Caron Ave. W:ndsor, Ont. (519)256-5665
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by Bruce Nazarian

In an earlier column, [ described the
three most common types of clock sig-
nals used in computerized production:
TTL, FSK, and SMPTE Time Code-de-
rived. As experience in this type of pro-

duction grows, and increasingly sophis-
ticated interfaces becomes available,
more and more computerized produc-
tions are turning to the use of SMPTE-
derived clocks. There are several rea-
sons for this.

First, many SMPTE-reading “intelli-

DEODEOM0 |
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- X3 .

gentinterfaces” ("clock boxes”) are now
available on the market. (You will need
at least one of these to generate a MIDI
or TTL clock from SMPTE.)

Second, using SMPTE allows more
control over the tempo of the finished
product. Most of the "clock boxes” can
manipulate the tempo of each beat of a
measure. This allows unlimited flexibil-
ity in tempo programming.

Third, SMPTE allows you to synchro-
nize your sequencers or other periph-
eral gear from anywhere during a track,
removing the necessity of starting again
from the top it you should stop the tape.

Fourth, by utilizing a single track of
SMPTE code for most control functions
(i.e., autolocation of transport, synchro-
nizing audio-to-video, referencing au-
tomated mixdown data, and, of course,
clocking sequencers and drum ma-
chines) a multi-track studio can use
valuable track space to record perform-
ances, not computer data. All of these
advantages are quickly making SMPTE
the code of choice for computerized
productions.

MASTER

(Multitrack Audio Recorder) (SMPTE Synchronizer Um't) C 3/4" Video Recorder )

Fig. 1 - Audio-to-Yideo Synchronizer Setup

Dotted lines indicate SMPTE Time Code Tracks
Solid line indicates Capstan Control Line for Slave recorder
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Understanding SMPTE

In the next few columns, we will be
exploring the SMPTE-MIDI connection
more fully (and showing some tricks
along the way!). To make future discus-
sions easier, let’s dive into SMPTE ter-
minology right now. Here are some bas-
ics you should know:

SMPTE Time Code—The actual code
that is recorded on tape. SMPTE is an
FSK signal that encodes a continuous
stream of timing information on one
track of a video or audio recorder. The
information contained in the code en-
ables SMPTE-based editors to mark any
point on the tape, usually to within
1/30th of a second. Time Code is dis-
played in a format showing Hours, Min-
utes, Seconds, and Frames. For exam-
ple, a time code value indicating Hour
1, Minute 6, Second 23, and Frame 28
would look like this on a video monitor:
01:06:23:28.

Frame Rate (frames/sec)—Frame
Rate indicates the number of visual
frames encoded during each second of
time code. Inthe U.S,, orany country us-
ing the NTSC video standard, the video
frame rate is 30 fps. In countries that use
the PAL or SECAM video formats, the
video frame rate is 25 fps. Thereisalsoa
frame rate for use with film images. This
corresponds to the film industry stand-
ard of 24 fps. (Interestingly, some recent
music videos have been shoton film in
cameras running at 30 {ps, to facilitate
their subsequent transter to videotape
for editing and distribution!)

Drop Frame and Non-Drop Frame
Without getting into a very technical
discussion, you should be aware that
there are two formats for 30 fps time
code: drop frame, and non-drop frame.
To resolve certain timing discrepancies
between color and monochrome video
signals, drop frame code was derived
from the original SMPTE time code (now
called non-drop frame). In short pro-
grams (less than ten minutes), you might
not run into a problem, but in runs of
ten or more minutes length, you will
probably encounter the difference. In
addition, some SMPTE clock boxes can-
not process drop frame code when it is
fed to them, and will lock up. In short,
when using 30 fps code, be aware which
format you have, and stick with it!

Sub-Frames—A frame rate of 30 fps
gives a timing resolution of 1/30th of a
second (33.3 mSec). That may be good
enough for video editing, since oureyes
integrate visual images slowly, but the
human ear can hear time differences
much smaller than that. To compensate
for this, most SMPTE readers and clock
boxes can now resolve one frame of
SMPTE code down into smaller divi-
sions. The Roland SBX-80 Sync Box
can resolve each frame of code into 80
“bits.” With this “sub-frame" or “bit” ac-
curacy, we can now resolve MIDI clocks
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“VISIT THE MIDWESTS LARGEST MULTI-KEYBOARD SPECIALIST"

KEYBIARDS
KORG, SEQUENTIAL, OBERHEIM, AKAI
EMULATOR II, SIEL, BIT ONE, CASIO
KURZWEIL 250

DRUM COMPUTERS
LINN DRUM, LINN 9000, DRUMULATOR
DMX, DX DRUMTRAKS, KORG DRUMS

PA/RECORDING
CROWN, HILL, QSC, BOSE, ALLEN & HEATH
AKAI MG1212, 4 & 8 TRK SPECIALTIES

IO OYE SN E

ALL SOFTWARE, SEQUENCERS, STANDS, CASES |
AUTHORIZED APPLE COMPUTER SALES, SERVICE
314-837-3030
11740 WEST FLORISSANT ¢ FLORISSANT, MO 63033
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If ears could talk, they'd scream for SONEX.

The only patented acoustic foam with a spegially sculptured anechoic design can replace
traditional studio materials for a fraction of the cost. SONEX absorbs sound, controls
reverb, eliminates stray reflections, and kills standing waves. What's left is true sound.
Your ears know. Listen to them. Simple to apply and economical to buy, SONEX blends
with almost any decor and looks clean, sharp, professional. Call or write us for all the

facts and prices. Alpha A“ di 0.

SONEX is manufactured by lllbruck and distributed
exclusively to the pro sound industry by Alpha Audio. ) 2049 West Broad Street
Richmond, Virginia 23220 (804) 358-3852
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JMACMIDI'

The complete Macintosh
music production system tor the MIDI studio teaturing
* MegaTrack™— Record and play back MIDI performances
Unhmited independent tracks $150
* MIDIWorks™— Convert Megalrack recordings to
Protessional Composer™ or Music Construchon Set™ tor
pnnting scores/parts/leadsheets Convert wntten
composihons to MegaTrack for overdubbing $100
© MacMIDI Sync™ or SMPTE™ interfaces for connecting to
MIDI, Audio and Video networks $250/$350
* DX/TX Voicepatch Librarian™ for quick access to
thousands of DX7 voices. Store 40 RAM cartndges/disk  $150
System package' Megatrack + MacMID!I SMPTE +
4 Casio CZ-101 synths {for 16 MIDI voices) $1750

MUSICWORKS 18 Haviland Boston MA 02115 (617) 266-2886

JMACMIDL.

* DX/TX VoicePatch Librarian™
Store torty 32-voice DX7 Virtual Cartridges'™ on one dvsk'
Organize, load and save patches mstantly

* DX/TX Voicepatch Disk™ #1 $1
A disk of useful DX patches prepared by Dave Mash of the
Berklee College of Music

* MegaTrack™ $150
MIDI “multitrack tape recorder’/music data processor which
records up to 72,000 note events and works with any size Mac

* MacMIDI 32" Dual Interface $150
Connect your Mac to one or two MIDI sources and send on
up to 32 MIDI channels

¢ MacMIDI Sync™ $250
All the features of MM32 plus FSK tape and drum box sync.

¢ MacMIDi SMPTE™
All the teatures of MM32 plus SMPTE™ Time Code
send/recewe and drum machine sync

MUSICWORKS 18 Haviland Boston MA 02115 (617) 266-2886
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Custom
Manufacturer
of the World's Finest
Fiberglass Horns.
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and events to within 0.4 mSec or less.

Offset—Thisterm can have twomean-
ings, depending on context. For syn-
chronizing applications, offset is the
term applied to the difference in time
code between the position of the master
recorder and the position of the slave
recorder at that same instant. An offset

Synchronizer Controller—This is
usually a computer of some type, witha
keyboard for entry of the appropriate
commands to efficiently use the syn-
chronizer system. A controller is usu-
ally smart enough to calculate and
maintain offsets, display time code for
both master and slave recorders, and
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Fig. 2 - Audio-to-Audio Synchronizer Setup

Dotted lines indicate SMPTE Time Code Tracks
Solid line indicates Capstan Control Line for Slave recorder

may be programmed in intentionally, to
"slip” the position of dialog or sound
eltects by a precise amount when mix-
ing-to-picture. In music productions, off-
set is generally used to indicate the
SMPTE location (in standard hrs:mins:
secs:frms format) of the event that is pro-
grammed (usually the beginning of the
tempo clock).

SMPTE Hardware

In order to implement a SMPTE time
code system, some means must be pro-
vided to generate, read, and process the
code and use it to control various de-
vices. Basic SMPTE hardware consists
of the following items:
SMPTE Reader/Generator—This unit
can read and generate the various
forms of SMPTE Time Code in common
use: 24, 25 and 30 frames per second,
drop frame and non-drop frame.

Chase-Lock Synchronizer is used
with two or more recorders, either audio
or video. Using Time Code previously
recorded on one track of each machine,
it simultaneously reads both Time Code
tracks, while controlling the speed of the
“slave” deck to "chase” and lock to the
speed of the “"master’ deck. In audio
post-production for video, this generally
means the multi-track audio recorder
follows the video recorder (Fig. 1). In
multi-track audio production, this is how
two multi-track recorders are synchro-
nized to provide extra track capability
(Fig. 2). Synchronizers may also control
more than one slave deck, to allow for
multiple dialog dubbing, or sound ef-
fects layback.

sometimes the reader/generator as
well. Elaborate ones usually provide
for remote control of all of these features
via a computer communications bus

(RS-232).

Iintegrated Systems

A good example of an integrated sys-
tem utilizing all of these components
would be a Cipher Digital CYPHER™
(SMPTE reader/generator) and Cipher
Digital SHADOW™ (synchronizer), con-
nected to and controlled by a Cipher
Digital SOFTOUCH™ controller. Other
integrated and modular systems are
available from Adams-Smith, EECO,
and others. Although synchronizer
equipment of this caliber is frequently
an investment of many thousands of
dollars, even the “semi-pro” manufac-
turers are gearing up for SMPTE control.
Fostex, famous for their Y4-inch 8-track
and half-inch 16-track recorders have
recently introduced SMPTE-based re-
mote controls and SMPTE-MIDI syn-
chronizers for their affordable line of
personal multi-track gear. Tascam has
had synchronizer control connectors
on their 8- and 16-track recorders for
quite a while now. The Synchronous
Technologies SMPL™ system has been
readily available, promising to chase-
lock two machines forless than $2,000,
and provide a MIDI and TTL clock box,
to boot!

Next Time

Next month, we'll take a look at using
the new generation of clock boxes for
computerized music productions. @
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Move 7 Revolution

C()mputcrs, like the automobile, have be particular about choosing the computer
become part of everyday life. With the advent which is suited to your way of moving, The
of MIDI, computers and software have given following are descriptions of computers

new directions and momentum to music. which we support, and our synthesizer
Mimetics™ offers a full spectrum of software accessory software for these movin® machines.
on a wide range of computers. So feel free to

“The Compact” “The Sedan” “The Truck” “The Sports Car”
The economy of this People have been using Businesses can't do What the others will
computer outweighs its this one for everything. without it. Serious pretend to become. Lots

limitations. Data 7™ Data 11 potential for serious of horsepower, lots of

. feat built in.

Data 7™, Data 11™, Perforn;ance 7", ’ users catures bullt in

Performance7™ Data 6™, Data ODX™ DX-Connect', DX-Connect™,

RX-Connect', RX-Connect'™,

$X-Connect™ $X-Connect™

|
MINCICS
O | The Mimetics® Movers E

e Data 7™ for developing sounds for the Yamaha DX7 $125.00
e Data 11™ for developing sequences for the Yamiha RX 11 75.00
e Performance 7™ for instant loading of banks of DX7 sounds 125.00
e Data 6™ for developing sounds and sequences for the Sequential Six-Trak 95.00
¢ Data ODX™ for developing sequences for the Oberheim DX drum machine 95.00
e DX-Connect™ complete sound and bank editing for the DX-TX 6-operator synths 149.00
‘.\ﬁ‘N ¢ RX-Connect™ complete sequence editing for the RX 1 125.00
“\'—:N e SX-Connect™ “desktop™ utility for record/playback of MIDI system info 125.00

M N i Yamaha, Oberheim, Sequential
Commodore. Apple, IBM, and Amiga
are trademarks of their respecitve
companies

... the professional software source!!
P.O. Box 60238 Sta. A, Palo Alto, CA 94306 (408) 741-0117
DEALER INQUIRIES WELCOMED!

Prices and availability subject to change without notice
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Products and Progress

by Craig Anderton

Digital reverbs (DRs) are becoming
so affordable that just about any musi-
cian can have a world-class reverb
sound. Forget about boinging springs,
fussy plates, or having to dedicate a
room to reverb—the new generation of
DRs create all those sounds and more.
This year's AES convention in New
York showed just how far the field has
progressed. DOD’s $800 DR should be
available by the time you read this;
ART, who helped kick off the low-cost
DR trend with their 01, now offer the
under-$800 DR2a as well as the $1,300,
16-bit, very clean sounding DR1. Alesis,
the first to crack the $800 price point, is
developing the Al reverb, which for
$3,500 ofters some very interesting
features. A hand-held remote, which
plugs into a control-less rack-mount
mainframe, stores all programs in an
EEPROM. The user interface on the Al
is unreal—there's even an alphanumer-
ic LED display (similar to the ones on
the Oberheim DSX and DMX) that, in
addition to indicating parameter set-
tings and the like, reads out a complete
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tutorial on digital reverberation in gen-
eral and the Al in particular. The all-
CMOSdesign results in a cool-running
unit with no fan, and an emphasis on
high-speed computertechnology makes
some algorithms available that are, so
far, unique to the DR world. While nota
budget DR, 16-bit operation, 100 pro-
grams, MIDI and several other features
make $3,500 seem like a reasonable
price. And if your budget won't stretch
guite that far, we can get back to earth
with Yamaha's $1,200 REV-7, a classy
programmable unit that sounds good
and offers lots of features.

Lexicon, whose PCM60 is generally
considered one of the better-sounding
reverbs for the price, now offers the
PCM70. Yes, it sounds just fine; but the
most novel aspect is the MIDI imple-
mentation that goes way beyond sim-
ple program changes. For example,
functions can be tied to pitch bend,
modulation wheel, dynamics, and other
parameters. Thus you can program, say,
a massive reverb “splash” on particu-
larly loud notes, or create other effects
that respond to your playing. Some peo-
ple wondered what Lexicon was up to
when they became one of the first sig-
nal processor manufacturers to obtain
aMIDIID number for system exclusive

information. . .now we know.

There's more tolife than DRs, though,
and Roland’'s MKS-20 MIDI piano mod-
ule (shown for the first time at AES) is
very impressive. We've heard the hype
from other companies about this or that
unit sounding like a piano, but Roland
really did it—and we're not talking about
a sampling unit, either. What Roland
did was sample a variety of piano sounds
(including Rhodes), plus a few other
sounds, and resynthesize the wave-
forms. Resynthesis basically analyzes
the sampled waveform, then uses rela-
tively inexpensive signal synthesizing
circuitry tore-create the sampled sound.
What really makes the sound realistic,
though, is that timbre is totally correlated
with dynamics; playing harder pro-
duces the sound of playing harder, and
there are 128 different timbres corre-
sponding to 128 levels of dynamics. You
have to hear the sound to believe it, and
atunder $1,800 list this is quite adevice.

Roland has also come up with a cute
little sequencer, the MC-500, which in-
cludes a 3.5" microfloppy drive and lets
you store all kinds of sound parameters
via system exclusive data. Forexample,
if you change filter cutoff, pitch, wave-
form, and so on, the sequencer remem-
bers all this stuff—not just simple pro-
gram changes. One other Roland item:
expect a sampler in January that lists
for under $2,000.

Now that sequencers (such as the MC-
500) and software packages (such as
Total Music) are starting to make use of
song pointer information, more SMPTE/
MIDI sync devices are starting to trans-
late SMPTE to song pointer information.
This allows sequencers, drum machines,
and other song-pointer oriented units
to "autolocate” to specific positions on
tape. Therefore, if you start the tape at,
say, the chorus of a song, the sequencer
will also position itself at the beginning
of the chorus so that when you start the
tape, tape tracks and “virtual” tracks
stored in memory will start at the same
time. If you're planning on getting into
seqguencing, this feature will enable you
to make the best use of SMPTE/MIDI
synchronizers (such as the Roland
SBX-80 or Synchronous Technologies
SMPL system).

Emulator II fans will be happy to learn
that a CD-ROM interface is forthcom-
ing from Interactive Arts International.
In case you're not familiar with the con-
cept, CD-ROMs use standard Compact
Disc technology to store gigantic quan-
tities of computerdata. (Atari, for exam-
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ple, is toying with the idea of providing
a complete encyclopedia on ROM to
each purchaser of their proposed CD-
ROM drive; others claim that all United
States phone books could fiton a single
CD-ROM). The Emulator's CD-ROM will
store 1106 complete banks of sounds,
and provide a ten second load time
from disc to Emulator. The first two pro-
posed discs include one of all available
E-Il instrument sounds, and a second
disc crammed with sound effects. We
have sure come a long way since the
Mellotron. ..

Yamaha has stretched its mixer line
into the truly high-end category with
the PM3000. While designed primarily
with sound reinforcement in mind, the
overall flexibility should also appeal to
more general recording needs as well.
It's really tough to pinpoint a specific
feature as being what sets this mixer
apart; rather, the PM3000's main claim
to fame is that it is a very logically de-
signed and laid-out board, with flexibil-
ity as the paramount concern (lots of
VCA grouping, multi-purpose mix ma-
trix, complete talkback system, internal
switches to change the normalled sig-
nal routing, etc.). The PM3000 is avail-
able with 24, 32, or 40 input channels;
it's not inexpensive, but | think it gives
good value for money.

Digital reverbs are
becoming so
affordable that just
about any musician
can have a world-
class reverb sound.

I'd like to report on the new 16-bit
Fairlight Series Ill as well as Syncla-
vier's tapeless studio, but the demo
rooms at AES were always so mobbed |
couldn't get in. So, we'll close out this
month with rumors of an inexpensive
sampleradd-on for the Commodore-64.
Apparently, though, it's only going to
be available in overseas markets. . .and
that's too bad. What with instrument-to-
MIDI, voice librarian, and sequencers
available for the C-64, despite its age
this is a computer that’s going to be
around for a while—and it's about time
asampler became available. Let's hope
one appears before too long.

Well, I'm off to Musicom ‘85 in Hol
land, so expect next month’s Ml Update
to have a somewhat European flavor.
See you then! [ |
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Yamaha PM3000 console.

DOES YOUR MIDI EQUIPMENT KEEP YOU

So you're getting together a great
collection of MID! equipment: You can
attach your Roland™ to your Yamata™
to your Oberherm™ by just plugging in
aMiDI cable. Great, isn tit? But you
are probably also starting to get back
problems from leaning over your
equipment re-plugging cables every
time you want to reconfigure the set-up.
Thed.L. Cooper MIDI SWITCH BOX *
series has an answer to your MIDI
patching problems. From a straight
MID! ON | OFF footswiteh with LED indi-
cator to a microprocessor controlied
programmable 8 N and 16 OUT unit. we
have a switcher for you!

Call us at 213-827-4884 for the name of
your local dealer.

‘Roland. Yamahe and Dberhe:im are reqr..terec trademark

of RolandCorp US. Yamaha isternihional, Corp. and Oberheim
Electronics, Inc

1 QX-1 15 a reqidered tradeimark of Yarmahe [uternaticnalCorp

[ - F— i )
JI:DDPER ELECTRONICS

== MSB-1: 3 134" rack unit with 8 MIDL inputs
«nd 10 outputs Each output has a rotary
witch that selects which input 15 attached
‘o that output. All connections are o rear of
unit. Use this for manual control of large
set-ups Retail Price $395
= MSB 16/20: the abslute top-of-the-lne switcher
ihis 3%." rack unit has 16 MIDI inputs and 20
MIDI outputs under rucioprocessor contrel Three
methods of changing the configuration are pro
wided. Firsl, by fouching a button, a givea output
indy te atlached to one of ihe inpuls econd. the
pressing of two buttons can call up on:: of 64 bat
lery backed up programs thal define the entire
set-up. Finally, the unit may be set to recerve MIDI
program change cormards from a M1D masler
device. A display or the front panel shaws both
swilching configurat®on and program number. A
qwst for QX-11 ownerst  Retail Price 81395
- MSB-3: [ust the answer to less complex
switching needs. The MSB-3 has 2 MIDI in-
puts and 4 output:. and can hold two patch
setups selected via front panel switches. At
the touch of a swiich. the alternate patch
may be selected. with 2n LED indicat-on cur-
rent patch number. Mdy be usec either
counter-top or on floor as a foot-controlled
unit Retail Frie S220
w=MSB-4: a foot cperated MID!I GN OFF
switch with an LED indicator of status. Just
the thing to turn a slave device on or off
Retail Price $75

1931 Potius Ave
‘West Los Angeles, CA 90025
213/473-8771

Circle #054 on Reader Service Card

81




82

Yoko ONos

STARPEACE:

The Ophmlsm Comes Through

by Rip Rense

By any mmeasure, YokoOnois a remark-
able human being. Her individuality,
perseverance and hard work —in the
face of an artist's everyday hardships
as well as great tragedy -dare undeni-
able.

Season of Glass, Ono's first album
following the December 1980 murder
of her husband, John Lennon, was som-
ber, occasionally angry, and critically
hailed. It's Allright, released in 1982 to
critical acclaim, mixed sadnessand hope—
a pivotal inoment in Ona's return from
grief. Songs such as "Dream Love,” "]
See Rainbows” and "Never Say Good-
bye" were compelling both within and
without the sad context in which they
were written.

Starpeace, Ono's new album, is brisk,
bright and shouting with optimism. Ori-
ginally intended to be a collection of
"motherand child” songs, it grew intoa
more general exhortation to remain opti-
mistic, to work and improve life. An
excerpt from "Hell in Paradise™:

Mesmerized by mythology

Hypnotized by ideology

Antagonized by reality

Vandalized by insanity

Desensitized by fraternity

Sanitized by policy

Jeopardized by lunacy. ..

. .Exorcise institution

Fxercise intuition

Mobilize transition

With inspiration for life. . .

The album, produced by Bill Laswell
and Ono, is musically something of a
freighttrain, what with the driving ener-
gy of Robbie Shakespeare (bass) and
Sly Dunbar (drums) and background
vocals by Nona Hendryx, Yolanda Lee
Lewis and Bernard Fowler. It is subtitled
An FEarth Play for Sun and Air, reflect-
ing Ono's and the album’s concern with
the need to survive.

Ono, now 52 and a proven survivor,
spoke on the phone trom the New York
home she shared with Lennon, just a
short walk from Strawberry Fields, a
mermorial garden to her husband con-
taining plants and trees from 123 nations.
Strawberry Fieldsand an NBC-TV movie
about thelives of John and Yoko (which
she sanctioned) are part of her continu-
ing efforts to keep alive the music and
spirit of John Lennon. Ono’s own work
seems aimed at keeping alive the spirit
of us all.

Sheis currently editing videos for the
new album, and is in various stages of
other projects she isn't ready to discuss.
She sounded bright and generally
enthused.

Mix: The new album s relentlessly posi-
tive—

Ono: (laughing) Yes, 'm goingtouh. ..
keep on trucking.

Mix: Do you ever feel alone in this atti-
tude?

Ono: Notreally. I do get some teedback
from people, you know, and there are
people who are really being positive. |
think things are going to change a bit.
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The One Multi-Track Recorder
Tt Will Make You Forget All Dthers 1

MG1212
12 TRACK MIXER RECORDER
$6,99500

ASK SOME OF OUR USERS:

Trevor Rabin of Yes

Lou Gramm of Foreigner

Stephen Stills of Crosby, Stills and Nash
Jeff Baxter of the Doobie Brothers

Ronnie James Dio of Dio

Randy Bachman of Bachman Tumer Overdrive
Elliott Randall of Steely Dan

Bob Patin of Crystal Gayle Band

Nile Rogers, Producer of Mick Jagger

When you want to discover Solid Gold . . . turn
to AKAI! Contact us to arrange for a private

demonstration at your nearest franchised AKAI
dealer.

Professional Products

PO. Box 2344 Fort Worth, TX 76113:817-336-5114
e Anather Product of @
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—FROM PAGE 82, STARPEACE

Mix: In Kurt Vonnegut's new book, Gala-
pagos, he advances the notion thathuman-
kind's only hope of survival is to de-
evolve; that our brains must become
smaller for us to avert self-destruction.
Ono: Well, I think that was just meant as
a sarcasm. I think thatit's quite the oppo-
site. ] think that we're getting wiser be-
cause of the more complex situation
we have to cope with. And [ think the
next age is going to be the age of wis-
dom. We are standing at the threshold
of the age of wisdom.

Mix: The album seems like a push—a
slap on the back. Very encouraging. Was
there a single source of inspiration?

Ono: This whole album was a result of
being with Sean, I think. For instance,
early this year [ was discussing a few
things with my friends, acquaintances,
and Sean was there with us. We were
discussing in general how the world is
going. He just said, "Well, the world is
terrible, isn't it? Life is terrible.” And |
just tried immediately, as any mother
would, to say "No, Sean, life is not that
terrible, and we can make it better” and
whateverthe set statementis, you know—
to try to make the child not be depressed.
But then I thought, "What is this?" This
is a terribly conventional thing I'm try-

ing to do to him. And actually, I'm not
really working to make the world bet-
ter. Of course, I'm trying my best, but
since 1981 I've had this excuse that'm
only a mother now, and I'm going to
take care of Sean and well, John and |
have done enough of it, and whatever
excuses. . .

But then I finally realized that if 'm
not being myself, then I'm not living.
There's that, too. For Sean’s sake, and
for the next generation, we all have
some excuse not to do as much as we
want to. I just thought, "well, I'm going
to still go on being very outspoken.” So,
if anything, I think this album is very
clear. There is no mystery about it. It's
very clear and simple.

Mix: Right How much more direct could
you be than say "I Love You, Earth"?
Ono: Yes, and also "Children Power”—
obviously Sean is again the inspiration.
In that sense, I owe the whole thing to
Sean.

Mix: The music on the record is sim-
ilarly sweetand accessible asthe music
on [t's Allright. Do you still feel you are
experimenting musically, as an artist?
Ono: I think some of the things that I did
in "Hell in Paradise” and also "Cape
Clear,” forinstance, musically were not

just pleasant, but interesting; pushing
the barrier a bit. Also, justin the segues,
[ did enjoy doing a few little things, like
always having a little sound of nature
or whatever. Sothere's some things go-
ingon...

Mix: I notice your scream is intact. Is
that getting any harder to do?

Ono: No, not at all. But I kept it down
consciously. In fact, it was very interest-
ing. Bill Laswell is a producer with a
very wide range of interest—{rom Miles
Davis to Mick Jagger or whatever. But
when you actually work with him, you
know that his real love is for something
very far out. And when I did "Hell in
Paradise” and there's some sort of voice
modulation there, | immediately knew
that this was something he liked the
most. So I said, "Use it sparingly, I'm
telling you. Don't overdo this.” There's
much more that | did, and we made a
conscious effortto use it sparingly so as
not to offend people.

Mix: On thelastalbum you used Sean's
space gun instead of a hi-hat on "I See
Rainbows” because you wanted more
interesting textures. | hear a lot of per-
cussive sounds on the new record I'm
not used to hearing. Did you direct this?
Ono: This time around, Bill Laswell
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broughtin all these very good, top musi-
cians, and they did help in alot of ways.
We didn't bring in space toys or any-
thing like that. We left it pretty much
like that, and added some animal sounds.
[ think the animal sounds are very inter-
esting, too. | made a conscious effort to
put them in, because it has to do with
the survival of the species as a whole
on the globe, and thatincludes animals
as well. So that was to get some help
from ourfriends including all the beau-
tiful animals. Saying we havetosurvive. . .

Mix: Some of this theme carries over
into "King of the Zoo"?

Ono: It's a double entendre, of course—
it has to do with how we're treating
animals in the zoo, but also, we are the
animals as well, in the “zoo.”

In 1981, I was still feeling terrible about
itall. Butevery day [ would take a walk
in Central Park, and somehow [ walked
through the zoo, you see. And each
time [ passed the zoo, [ kept thinking
about John. And, of course, me, too. We
were both like animals in the zoo. | kept
thinking “king of the zoo. .." Justatitle |
kept thinking. | had the whole vision,
butIdidn't have the words yet. | wanted
to put it on Season of Glass, then later
It's Allright butitjust didn't come to me,
somehow. And this time around, I made
a conscious effort to put it in.

Mix: | assumed it was about John.
Ono: It slipped in there once more. |
mean, ldidn't wantto doitin a way that
would make people say, "Oh, no, not
again”—"She’s not singing about John
again”“—so “king of the zoo” will do.

Mix: If you are talking about the John
and Yoko movie, [ have just one ques-
tion. Why?

Ono: OK, one—it was a situation where
my back was up against a wall. All the
networks asked me todoit. And when |
say all the networks, I don't mean just
the three networks here in the United
States, butin Japan and of course, Great
Britain. The situation was that if [ didn't
OK one, it would just turn haywire in
the sense that somebody would make a
National Enquireroutof it. | had to con-
sider what to do.

TheJapanese networks, in all fairness,
had very ample budgets, and their sug-
gestions were just fine. But this was a
story about John, and somehow itwasn't
right. Britain was another story. They
were coming on like “Well, look. ..’
like they owned John. I realized that this
is the story of John and Yoko; the two of
us as a couple, as two people who be-
came one. | felt that one of the reasons
we chose this country to be our country
and to live here, to give birth and bring
up our child here and live here as a
family was just that we believed in the
American spirit. We were immigrants.
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Actually, an American production would
be the best in that sense; to understand
us from that point of view—as immi-
grants. So that's how [ looked at it.

Of course, the story can be told in
many different ways. The story can be
told from a Japanese point of view, be-
cause John was extremely interested in
the exchange of the West and East, and
understanding the East through that,
somehow. To bring the East and West
together. So his understanding and his
love forthe East was an incredibly inter-
esting situation, as well. The world would
have benefitted from knowing that side
of our life. But that's another story. And
also, there was the way he grew up in
Britain and all that. Yes, Britain has the
right to think it owns John, maybe, but
somehow John is somebody who tran-
scended all that, and doesn't belong to
any nationality, in a way. He became a
cosmopolitan person.

It's about a mixed couple living in
New York, basically. Eventually, it's that.
Then I decided on an American TV
crew. So | interviewed them, and [ got
the top professional production and sort
of relied on their expertise. And that's
the best I can do. By doing that, once
you decide that you're going to allow
them to do it, you don't want to be a
stage mother who's down there always
trying to look into it. Their professional
work has to be done without too much
interference, you know?

Also, I'm sure you must understand,
it's the fifth year since what happened.
And I'm very much interested in keep-
ing John's name and spirit going. Be-
cause [ think it's something that's worth-
while for people to know. So it's a nice
way—it's a marvelous opportunity for
John and his spirit and his music to be
known. It's a whole new audience.
There's a whole new generation of peo-
ple who really don't know about it.

Mix: It doesn't take long. . .

Ono: Right, it doesn't take long. So |
know that everyone asks, “well, what
do you think John would have thought
of this?” Well, I'm not about to talk for
him. But knowing John, [ think he would
have appreciated the fact that some-
how an effort was made to expose his
music and his spirit in [laughter] prime
time TV, you know. Yes, he was a pro-
fessional person as well, and he under-
stood that sort of thing—if it's done in
the right way.

Mix: People always ask those kinds of
guestions, "what would John have
thought'—
Ono: Well, that's important. I think that
it's very important that John's music
would get the opportunity to be exposed
to a whole new audience as well. This is
one way.

So, in a way, my back was against the

Tfuo \aﬂu Ve \ﬂ

mcaw “
Yx‘pm au

el

Specification of the

A ISA

input signal amplifier
The first of a series

Separate microphone and line level
inputs, each with stepped sensitivity
switch.

[ J
Mic - line changeover switch.

o
H.F. lift and cut with 5 switched
turnover frequencies.

[ J
High Pass Filter: 5 frequencies.
®
Low Pass Filter: 5 frequencies.
®
Mid band lift and cut with continuously
variable frequency and bandwidth.

[ ]

L.F. lift and cut with 5 tumover
frequencies.

o
E.Q. in/out.

[ J
Phase invert.

[ J
Transformers in and out give
total floating freedom.

[ ]

Input and output balance greatly
exceeds that of lines likely to be used.
[ J
Frequency response falls away
smoothly without out-of-band
resonances. to way outside audio
limits.

o
Imimaculate square wave performance
(with controls flat).

[ J
L.F. distortiontraditionally associated
with transformers is around 80 dB
down at 20Hz.

High order harmonics are not
generated in any condition of use.

“It sparkles”

Fully screened enclosed module,
Front panel 84" x 14",

Uses Amphenol 18 way 133 in-line
rear connector and fits ISEP frame
system.

Racks cases and P.S. U."s available for
outboard mounting.

Power requirements:
24vDC regulated or * 15v regulated
(specify).

Customizing possible to interface with
certain consoles.

v

Foundation First

Electro-Acoustic design engineers
P.O. Box 38
Newmarket Suffolk CB8 7EG.
Tel: (0638) 730696

Circle #056 on Reader Service Card

85




wall, and that's how it happened—but
maybe it was a blessing in disguise.

Mix: Sometimes it seems that if you leave
things to other people, those things turn
out to be—

Ono: Better?

Mix: Or just as good.

Ono: Also, TV needs a professionalism
thatIdon't have, you know. It's totally a
different medium. [ have directed films
and written scripts and all that, but I
wouldn't profess to know how to doitin

Mix: Being that close to the story doesn't
necessarily help, either.
Ono: No, all that as well.

Mix: Strawberry Fields came into being
quickly. Did that go as well as you had
hoped?

Ono: I still can't believe that yes, it did
happen. To observe from the outside,
what's so difficult about it? Seems like a
simple thing to do. But let me tell you, |
could write two books about it. The past
four years, how it went, etc. So finally it
happened, you know. It's beautiful.
There's 123 nations (who contributed
to the garden), which is pretty good.

When it was 120, I said, "Hmmmm,
120—that's one and two.” Number three.
Three is a numberof art. [ thought, "OK,
well, John's artistic.” So it’s as a result of
John's art. Then it was 121. Well, that's
four. Four is a foundation. I thought,
"Well, OK" 122. That's the world, you
see. The people of the world. OK—
people’'s garden! That's OK. Then 1
thought, "wouldn'tit be greatifit's 123?"
Because six is a number of love and
family, and for Star of Venus. And of
course, Star of Venusis a sign for John's
astrological sign, Libra, as well. 123!
And just as I thought of it, the down-
stairs office told me the final numberis
123. I thought, "Oh, it's so beautiful.”

Mix: So each number above 120 would
have been somehow appropriate?
Ono: Yes, yes. You know, any number
would have done, really, but somehow
123, when it came out to be the family
number, was beautiful,

Mix: You were recently part of a New
Music Seminardiscussion on proposed
censorship of rock album lyrics, or rat-
ing albums. Did you accomplish some-
thing?

Ono: As any new experience, it was
just very interesting. I thought Ilearned
a great deal. It was nice to meet the
other people, a different age. In the ‘60s,
maybe John and I would have waved
flags and marched in the streets, or some-
thing. Or went to Washington, D.C. and
waved flags or whatever. 1 think the
‘80s is more like paperwork time. It's

more complex. Just waving flags is not
going to do. As I said in the seminar, |
think that, in a way, this might be a
blessing in disguise because we're now
going to open a dialogue about it. I'm
not as naive to think that this is the first
time they're talking about censorship.
Our songs have been censored with-
out any explanation. John and I went
through that experience already. And
also up to now, when they want to cen-
sor something, maybe some guy just
picks up a phone and says [low voice),
"OK, drop that line"—and we don't
even know that guy. So that has been
going on. ButI think that because of the
Constitution and all that—the legal level
as well—1I think the Washington ladies
are going to have a very hard time
doing something about it. [ don't think
it's going to be much of an issue, really.
Itwas a symbolic statement, and I don't
think it's going to have any real practi-
cal result.

Mix: Were you pleased with the Bar-
bara Graustark documentary about you?
Ono: Yeah, [thought it was pretty good.
There are shots thatl am not very happy
with—just personally you know—did
we have to use that ugly shot, or what-
ever. But again, I think it's very good to
leave it to somebody else. I'm one of
those people who, before I would even
think about it, would usually just do
everything myself. And [ think that's
one of the things I had to learn.

Mix: I'd like to ask about a couple of the
songs. "I Love All of Me” seems to sug-
gest cooperation among different peo-
ple—thateveryoneis engaged in some
kind of struggle—

Ono: And there’s no double meaning
there. That's just not allowed, you see,
when you're talking to someone of the
tuture generation. They're very strong
and wise people. I'samazing. Soinspiring.

Mix: "Cape Clear?
Ono: Cape Clear is an Irish cape.

Mix: The song is autobiographical?
Ono: Yes, it's autobiographical, I sup-
pose. [ went with Sean to a tennis match—
Sean led me there, I suppose. It was
around February. At that time, [ was
already thinking about going into the
studio. It was time to go into the studio,
for me. I was thinking about making a
record with all the songs being about
mother and child. You know, this dia-
logue in a one-parent family between
mother and child. And I thought that
was nice. | had all the songs prepared,
and it was an interesting story. It wasn't
just personalized. There are many one-
parent families these days, and it had
pretty general communication value as
well, [ thought.

So I was thinking about these things

when Sean and I went to the tennis
match. And [ was justfollowing the ball,
really. Suddenly this Starpeace song
came. [ said, "Quick, quick! Pencil and
paper,” and just borrowed paper from
somebody behind me and started to
write the lyrics. And then I thought,
"Why did it come at the time I was
watching a tennis match?” Well, of course,
I was just following the ball, and the
intellect was notinterfering for the mes-
sage to come through me, which is good.
But at the same time, I thought, “Why
the ball?”

[ suddenly realized that maybe we
werejust gods and goddesses upin the
universe a long time ago, just sort of
rearranging the balls and spheres or
globes, maybe? And that kind of race
memory that we have is expressed in
these small tennis matches, you know—
ona very small scale. [t reminded me of
the days when we used to play with
balls up there. That's what [ was think-
ing. And all these songs came to me
around that time. [ think “Hell in Para-
dise” wasfirst Then "Starpeace,” “Remem-
ber Raven”—those four songs came all
atonce. So I thoughtit's notgoing to be
a mother and child album. It's going to
be about all of us, and I changed the
theme then.

Of course, I didn't realize that this
year is Children’s Year. Next year is
World Peace Year. I didn’t know any-
thing about this. [ thought ‘Starpeace’ is
such an important communication, and
these people came to the recording stu-
dio and said, "You know about Halley’s
Comet?” I said, "No—oh, yes, I'd vaguely
heard—it's October and April of next
year.” | thought there must be some-
thing there. Was that a coincidence 1
thought about at the tennis match? That
was really amazing.

But you wanted to know about "Cape
Clear.”  had a flash about it since John's
death—'82 I think. Anyway, what hap-
pened was, it was in Amsterdam when
we did the bed-in. John and I and Kyoko
(her daughter from an earlier marriage)
left the hotel and went in the car. All the
fans were surrounding the car, and the
cops were there, and it was hard to get
in the car. Kyoko said, "Oh, I forgot my
Teddy bear.” John said, "Oh, I'll get you
another one,” meaning he's the daddy
who can get her twenty. [ went along
with it, too, because it was a sort of
physically impossible time to go and
get the Teddy bear. But of course, later,
John and I both felt very quilty about it,
because, well, you can't replace her
Teddy bear. So that was just one inci-
dent that came back to me in a flash. I
was just starting to write the song, you
know, and of course I started to realize
that it's about me. This time around, I'm
the one who lost my Teddy bear, you
know. Soit'slike a combination of Kyoko
and me. In that sense itjust became—yet
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again, I'm trying to write about Kyoko,
but it turns out to be me. Then I thought
this was one of the songs [ would have
to put in the mother/child album, as
well.

Atthetime, it was called "Teddy Bear.”
Somebody said there was a song called
"Teddy Bear” that Elvis made. I don't
know any of that, so [ thought maybe
there is a word that rhymes with Teddy
Bear, and I'd better change the title. |
thought the first line should be the name
of a place, or something. Then it's eas-
ier to find one that rhymes with Teddy
Bear. But then [ thought if I'm going to
choose the name of a place, I'd better
be careful about this; make sure a nice
location is mentioned. Anything, I just

went to look at a world map. It was the
weekend, and I was at Cold Spring Har-
bor, so I went to the library there and
started to look through the shelves. |
couldn'tfind a world map. Then I came
across a book about Irish castles, and I
just opened it. The first thing that hitme
was an Irish map with Cape Clearon it.

[ realized that Cape Clear is in Clair
County, which is a county where John
and [ had an island. Clair County is
spelled c-l-a-i-r, but Cape Clear in Clair
County with the same meaning is spelled
c-l-e-a-r. And that's the first word that
jumped out from this book. All in all, I
just took it as a message, because |
couldn't find a world map. Cape Clear,
which has adouble entendre, how beau-
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tiful. And | had been looking for the
word, Clair, because the French one
rhymes with Teddy bear, and Clair was
a word [ had always liked so much—
even in my childhood. Somehow [ liked
it—clair de lune—the tone of it. In fact,
John and I weresaying, "lfit'sa girl, the
name is Clair.” And John said, "Don't
use Clair, because there are so many
Claires in Liverpool.” So for the song, |
thought I'd find a French location with
Clair in it—probably a road or street—
rue de Clair or whatever. Buteven when
[ was going to look at the world map to
find Clair, it didn't feel right to use a
French name.

So then that was solved by finding
the Irish castles book. It's just a very
complex feeling that was solved by this
concrete situation where this book sort
of jumped out from the shelf.

Mix: Albert Goldman is still working on
his book about John, which many peo-
ple fear will be a lurid and uncompli-
mentary thing. Has he approached you
for input? Do you have anything to say
about it?

Ono: He hasn't approached me. I've
heard so much about this project of his—
since ‘81, or whatever, and everybody's
warning me about it. 've heard from
fans pleading for me to stop it—legally.
So by now, I'm pretty used to this issue.
And my feeling is, why don't we just
bless him and think of something more
positive to do—than to second-guess
what he’s going to write.

And we have a lot to do, don't we?
Right now there are so many incredi-
ble things happening. Basically, all of
us on earth, [ think, are joining together
in one thought—that we'd like to bring
about a beautiful, peaceful globe. A glo-
bal peace is what we all want, isn't it?
Nobody's arguing about that. Everybody
wants it. So in that thought we are sort of
unified in a strange way, which is beau-
tiful. Instead of searching for the differ-
ences, we should think about the sim-
ilarities in our thoughts, to try and some-
how reach each other. And that's one
common denominator.

Mix: What you're saying is exactly in
the spirit of the words you wrote on the
album, "Rainbow Revelation.”

Ono: That's another reason to bring Sean
up again. One of the reasons that [ think
this album is a very practical one. Well,
practical is a very strange word, but it
is. Let's say that each song is like instruc-
tions, almost, or suggestions. I'm hop-
ing that through the songs and the writ-
ten introduction that people might find
a way to make life easier. That's all.

Mix: Well, that's enough.

Ono: Well, I hope so. | hope it would
help some people. [ |
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MUSIEIC NOTES

by Rip Rense

In the beginning, there were the
Wives. And the Wives did look upon
the music of the children, and they did
say, "Lo! This music is obscene.” Then
did come forth the Husbands. And the
Husbands were senators, and :hey did
look upon the music of the children,
and they did say, "Lo! Yes, dear, the
music is obscene.”

And then there was Frank Zappa. And
Frank Zappa did summon the power of

90

Art, and lo, he did change the voices of
the Husbands intc music itself. And yea,
verily did Zappa cause the Husbands to
sing the very things the Wives thought
obscene.

And then he rested—his case.

Why'd ya do it, Frank?

"Well, because I thoughtthey needed
to have something nice in their stock-
ings for Christinas.”

It is probable that Zappa had other
reasons for recording "Porn Wars,” the
avant-garde piece on his latest album,

Frank Zappa vs. the Mothers of Preven-
tion. It is probable that those reasons
have something to do with fighting pro-
posed censorship of pop music.

Whatever the reason, "Porn Wars” will
long have a bizarre niche in music his-
tory. Seven U.S. senators of anti-"porn
rock” leanings plus the Reverend Jeff
Ling of the Parents Music Resource
Center—all chanting and howling about
“gratification,” “incest,” “rape,” "filth,”
and, well. ..

Among recurrent motifs in the work:

*Sen. Paula Hawkins (R-Fla.) snapping
“fire and chains and other objectiona-
ble tools of gratification in some twisted
minds” and "burrrrrn! burrrrrn!”

*Sen. Paul S. Trible Ir. (R-Va.) barking
“rape!”

*Sen. Ernest "Fritz’ Hollings chatter-
ing like a chipmunk, "maybe 1 could
make a good rock star. . .”

*PMRC consultant Rev. Ling reading
lyrics from a Mentors LP, including a
phrase made famous on national tele-
vision, "bend up and smell my anal
vapors.”

All of these words—and other words
and phrases taken from the Senate
Commerce Committee hearings on
“porn rock” (or "ponerock,” as Hollings
calls it) are set against a backdrop of
phase music and musique concrete
passages—plus cosmic hog snorts, and
an interjection first recorded for Zap-
pa's 1968 ballet, "Lumpy Gravy': "This
must be the end of the world. All the
people turning into pigs and ponies. |
can't let it happen to me.”

The voices were programmed into a
Synclavier digital computer system, and
manipulated by Zappa and the Barking
Pumpkin Digital Gratification Consort
(Zappa plus engineer Bob Stone and
Synclavier specialist Bob Rice) in tones
ranging from “lowland gorilla” to "mos-
guito”"—a nightmare undoubtedly never
dreamed of by the "guest artists.” But
face it, senators—meeting you proved
a nightmare for Zappa.

"You testify before one of those senate
hearings and see how arrogant those
bastards are,” Zappa said. "They have
blown themselves out of all proportion
to reality...] can’t blanketly accuse
them all of being shitheads. I thought
Exon was okay (Sen. J. James Exon, D-
Neb.). And I don't hate Danforth (Sen.
John Danforth, R-Mo.). I do resent the
fact that he would chair a committee
when his wife was involved in part of
the thing.

"But there are people there ] wouldn't
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trust with a plumbing job or anything
else. They have no business writing laws
for people.”

The senators, under pressure from
the PMRC, were considering much
more than a "ratings system" for albums
before, Zappa said, “ came along and
said 'this is stupid.’ ” The PMRC origi-
nally, he said, gave a long list of de-
mands to the commerce committee—
including the censorship of concert
performances. After the committee
members read an advanced copy of
Zappa's statements—which refuted the
PMRC demands point-by-point on legal
grounds—the PMRC modified its de-
mands to only the “ratings system.” Zap-
pa’s now-famous testimony of Sept. 19
addressed only this aspect.

Zappa has since been on a bonafide
crusade, taking his campaign to every
radio and TV station that will give him
airtime. He has spoken at Harvard Uni-
versity, and even made Nightline one
memorable evening, eliciting patroniz-
ing compliments from Ted Koppel, ap-
parently nervous that Zappa was going
to say something you shouldn't on na-
tional TV. (Koppel repeatedly advised
Zappa that he is “intelligent” and “articu-
late"” after Zappa used the word “crap.”)

So omnipresent was Zappa at one
point that a spokesperson forthe PMRC
told this writer:

"Oh, good night/ That man—there's
no stopping him! Incredible. I don't know
what his schedule is. He's everyplace! I
think there's ten of him. I think Frank
Zappa has been cloned!”

Zappa sees it another way—that the
issue was ubiquitous. It sold soap.

“You have these wives of people in
high places with their collars buttoned
up to here, and they're so pure, and so
nice, and so concerned, and so con-
nected—and they come out with what
appears on the surface to be this worthy
noble cause and the media gives ‘em
mass exposure because it sells deodor-
ant like crazy. You gettotalk about sex,
rape—you get it all in one package,
and you don't need to show anything
except the videos, which are free from
the record companies.”

Aides to the senators and Ling ex-
pressed everything from outrage to
amusementover "Porn Wars.” A spokes-
person for Hawkins burst into laughter,
and a source reported the senator found
the idea "funny.” Only a spokesperson
for Sen. Slade Gorton (R-Wash.) seemed
unhappy, and issued this brusque state-
ment: “The senator really wishes there'd
be moreinterest. . .in the federal deficit

and things that mean things to people:

...The senator has better things to do
than pay any attention to Frank Zappa.”

(This, perhaps, was not surprising,
considering that the senator's denunci-
ation of Zappa during the committee
hearings is on "Porn Wars,” punctuated
by hog snorts of godly proportion.)

No stranger to four-letter words in his
recordings, Zappa feels that freedom of
expression is an issue here—and that
the senate’s interest is fueled not only
by Washington Wives, but by those good
ol societal building blocks, Money and
Power. The record industry, it is widely
thought, hoped that putting warning
labels on LPs would sufficiently placate
the senators and ensure passage of a hill
to charge royalties on blank tapes.

Quoth Zappa:

"The senators are getting voter appeal
by looking so just and concerned and so
forth. On the other hand, they're playing
power politics with the record industry,
which is a $4.4 billion-a-year business.
So they can make the industry put on
brown lipstick, and they're exalting
themselves as senators. [ think the whole
bunch of them ought to be shipped out.
They need to beraided. I asked for that
in my congressional testimony.”

The worst, he warned, has yet to come.
Another four-initial group called PASS
(Parents Against Subliminal Seduction)
is seeking to censor rock concerts in
San Antonio, Texas (a big heavy metal
market) on the grounds that the shows
are unhealthful They've hired a psy-
chologist to determine what legal age it
should be “proper and healthful” to at-
tend a live rock show.

“They're going to circumvent the First
Amendment guestion,” Zappa said, "by
making it a health issue. And if they
pass ordinances accordingly, those or-
dinances will be used as models by
every other town in the country that
wants to do the same thing. The PMRC
brought all of these dipshits out of the
woodwork.”

Meanwhile, Zappais relentless. He is
producing an hour-long video concern-
ing the issue—{featuring animation and
highlights of the hearings. He does not
believe that testimony and television
debates will stem proposed censorship.

"The only hope is the 18-year-old vote.
If every 18-year-old voter in the U.S.
registered to vote, you'd change the
balance of power overnight. It's the only
way you can fight it,” he said.

And lo, did Frank Zappa seek to fore-
tell the future:

“If the kids don't take the needle out
of their arm or the beer out of their
mouth, or whatever, and go down there
and register, you can predict the bleak-
est beiged-out future. There's no way
around it.” ]

The SynthAxe

Gontroller
Not a Guitar Synthesizer

The people who designed the Synth-
Axe started with the right idea: that “"the
conventional method of generating syn-
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’I'oo cute? Maybe, but a good
description, since a demonstration isn't practical here.
All we can give are the cold facts: 16Khz bandwidth
(modifiable with the HF roll control), 8 programs,
including gated drums, reverse reverb, some small
structures, a few nice rooms and an absolutely huge
hall. All very different and very usable. Zero to 200 Ms
of predelay, continuously adjustable. ... variable decay
time from very little on the small programs to

over 10 seconds on the big ones. ... stereo inputs.. .
sterec outputs. . . front panel mixing. . . infinite hold
for looping vocals, strings or whatever into a never
ending note. All the features and controls to
duplicate any digital reverb sound you've ever heard,
and a few you probably haven't. Want to know what
Ecstacy sounds like? Hear it today at better

music stores everywhere.

ALESIS
STUDIO ELECTRONICS
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thesizer control signals from a guitar by
pitch-to-voltage conversion was inher-
ently fraught with problems and limita-
tions”—the rich and ever-changing har-
monics of a vibrating string and the
difficulty of tracking its envelope, etc.
So they set out to create a new instru-
ment that allows a guitarist to control a
synthesizer without having to make huge
changes in his playing technique.

The SynthAxe actually has two sets
of strings—a conventional-looking fret-
board for the left hand and a separate
set of six short “trigger” strings that
are picked, plucked and strummed by
the right. The trigger strings are veloc-
ity sensing and interface with the syn-
thesizer much the same way a velocity-
sensing keyboard does; depending on
the synthesizer being used, the strings
can modulate VCA levels, filter effects,
attack and/or release times, etc. And
damping can be done with either the
left or right hand, as it is with “old-
fashioned” guitars.

Pitch bend is tracked by a combina-
tion of sensing devices. A string bend
code adjusts the pitch information for
each fretted string, and an independ-
ent "whammy bar” (similar in action to
the traditional kind) alters the pitch of
all six strings equally.

The neck and trigger are at an angle
relative to one another—the result, the
manufacturer says, of extensive ergo-
nomic research. Since it wasn't neces-
sary tospace the frets according to har-
monic relationships, the fretboard has
a two-octave range and both ends can
be reached and fingered comfortably—
thanks to that angled neck.

Because of the fundamentally percus-
sive nature of guitar dynamics, it was
necessary to add sustain controls to the
SynthAxe. Six piano-style keys, played
by the right hand, control sustain for
each individual string and are both ve-
locity and pressure sensitive. There are
also bass and treble group triggerkeys,
each relating to three strings independ-
ently of the others. A master trigger
key, played with the heel of the right
hand, fires off all six strings together
and allows the player to hold a six-
string chord with the heel of his hand
while playing individual and group trig-
ger keys with fingers and thumb.

In addition, an automatic trigger fea-
ture (with two switches for convenience)
enables triggering with the left hand
only, so left-hand runs can be combined
with two-handed trigger string or trig-
ger key passages. The left-hand trigger
switches also have a locking mode
which enables two-handed fretboard
playing.

A setof pedals (standard equipment)
add automatic hold, automatic capo and
left hand string damp disable (cancel-
ling touch sensing on the pitch strings)

functions.
—PAGE 96
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prophet 2000

Digital Sampling Keyboard Instrument

Sequential is proud to introduce the Prophet 2000, an 8-voice professional quality
sampling instrument. Based on 12-bit digital technology, the Prophet 2000 will
reproduce any sound you sample with astounding realism and studio quality audio
fidelity. And that's just the beginning! Once you've sampled a sound (or selected
one from our library of pre-recorded factory disks), you can modifyit by using the
many digital, analog, and keyboard controls provided. Each voice features a 4-pcle,
low pass VCF, a VCA, and velocity controlled, four stage envelopes. You can

assign multiple samples (up to 16) anywhere on the keyboard.
By assigning two or more samples to the same keyboard range
you can create layered sounds and multiple-

voice stacks for unison effects.

The Prophet 2000's velocity sensing 5-octave keyboard provides
you with precise control over loudness, modulation amount,
timbre, sample start points and crossfading between two separate
sounds. The keyboard's weighted action responds positively to
every nuance of your playing technique. Adcitional user-sampling
enhancements include a variable input level control, complex
sample editing (reverse, mix, truncate), and automated looping
functions such as computer assisted zero cross-over and zero

slope selection to help you find the best possible loop points.
The Prophet 2000 comes with multiple wavetables stored in on-

board memory for building “traditional” synthesizer sounds. You
can play these sounds alone or in conjunction with sampled

Mfr's.
Suggested
Retail $2499.00

sounds by splitting the keyboard or layering sounds on top of each
other. The on-board 3%-inch disk drive provides you with a fast
and easy method of storing your sounds and custom programs.

The Prophet 2000 features complete MIDI implementation, as well
as very impressive arpeggio capabilities including programmable up,
down, assign, extend, auto-latch, and transpose modes.

Superior sound quality has long been a trademark of Prophet
instruments. The Prophet 2000 adds to this legacy.

Visit your Authorized Sequential Dealer today and ask for a
demonstration. Listen to the sound. The superior yuality of the
Prophet 2000 is as unbelievable as its low price!

SeOUeNuiIAL
For a complete catalog, please send $2.00 to Sequential, Inc., 3051 N. First St.,
San Jose, CA 95134. Price subject to change without natice.




AUTOMATE

Your REEL to REEL

Finally, a cost-effective auto
locator for your 2,4,8,16, or 24 TR.
Installs in minutes and uses no spare

track!
— INTRODUCING —

THE SV-1000 MINI-LOC

from Sound and Vision
features:

m Auto Record in/out

» Auto Loop

» Three search to cue points with
smooth shuttle stopping

a Programmabie trigger out for se-
quencers, drum machines, efc.

» Precise digital tape counter and track-
ing system with variable tach resolution

» Full transport remote

The MINI-LOC will work on prac-
tically any reel to reel with a
remote port. Tascam-Teac, Otari,
Fostex and many others. Call or
write for specifics.

SOUND & VISION
Suite 928
8033 Sunset Blvd.
L.A., CA 90046
(805) 496-1518

See us at Booth #1671 NAMM Jan 17-19
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LOS ANGELES, CALIFORNIA
“EXCELLENCE WITHOUT EQUAL”

Your only source for the finest in
sound enclosures for P.A.
systems, amp racks, monitors and
speaker cabinets when quality and
affordability counts. All solid core
plywood construction with
premium carpet covering for a rug-
ged performance. Most modeis
come complete with fiberglass,
phonejacks and recessed handles.
Completely constructed and
assembled in the U.S.A. A com-
plete line of guitar and band in-
strument cases are also available.

WHOLESALERS & DEALERS ONLY

DeCuir Sample Case Company
4012 So. Broadway PI.
Los Angeles, CA 90037

Tel. (213) 233-4184
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Atthe SynthAxe labs in Lcndon, Lee
Ritenour puts an Axe through its
paces.

—FROM PAGE 94, SYNTHAXE

The SynthAxe can be connected to
as many as eight synthesizers at once
via the SynthAxe console. MIDI is the
standard interface, with others availa-
ble by special arrangement.

The idea for SynthAxe beganin Eng-
land in 1977 when composer and sound-
track producer Bill Aitken became frus-
trated by hislack of keyboard technique
and started looking fora way tc express
himself the way he could on guitar. He
discussed his problem with engineer
Mike Dixon, a gu:tarist and senior engi-
neer at the studio Aitxen was using, but
more than a year passed before the two
began collaborating on a solution. Dixon
brought in another BBC engineer who
found the idea challenging: digital de-
signer Tony Sedivy.

A wrecked Yamaha CS80 was sal-
vaged for sound generating electron-
ics, and the breadboarding and exper-
imentation began in earnest. By 1980, a
one-octave fingerboard with discrete
logic was transmitting pitch data to a
Data General Nova mini-computer,
which in turn drove a digital-to-analog
interface with the CS80 electronics.

Research continued and the princi-
pals’ careers progressed, and by 1982
Dixon was sales manager for Solid State
Logic. Through his friend Rod Vickery of
the Virgin Group Ltd,, he persuaded Vir-
gin to underwrite the SynthAxe project.

By this time the state of the synthesis
art had evolved considerably. In addi-
tion to digital sound generation, the
MIDI standard had been adopted and
was spreading through the industry—
making it possible for the SynthAxe to
be optimized as a controller, and free-
ing the designers from concern with

sound generation. The pace of the story
picks up from that point, with acquisi-
tion of a Fairlight for software develop-
ment, prototyping, field testing and in-
put from guitarists, the addition of me-
chanical designer Ken Steel tothe team—
and finally, introduction of the product
itself in England in mid-1984.
SynthAxe will be shown at the Win-
ter NAMM show in Anaheim this month.
For further information contact the U.S.
representative, Russ Jones, at (818) 993-
4091 in Los Angeles. [ |

Hank and Willie:

Duet with a Dead Man

by Rose Clayton

More than 30 years after his death,
Hank Williams (Sr.) is one of the partic-
ipants in Willie Nelson's ten-year (with
CBS) anniversary duet collection, Half
Nelson, along with Merle Haggard, Ray
Charles, Julio Iglesias, Neil Young, and
others.

The project was a labor of love involv-
ing the research staft of the Country
Music Foundation, Acuff-Rose Publish-
ing, and CBS Records. The song, " Told
a Lie to My Heart,” has never been
released previously in any form, and in
fact existed only as a demo disk record-
ed by Hank in late 1946 or early '47
when he became a staff writer for Acufi-
Rose Publishing.

Researchers at the Country Music
Foundation discovered the song in a
collection of original demo recordings
that had been preserved by Columbia
Records staff producer Art Satherly and
turned over to the CMF in 1983. In
1984, the CMF collaborated with Poly-
gram Records on Rare Takes and Radio
Cuts, aten-song collection of previously
unissued material and rare transcrip-
tions from the CMF's collection. The
project was compiled, researched and
produced by the CMF's principal re-
searcher Bob Pinson.

In the spring of ‘85, Pinson released
12 of the tunes Polygram had refused
as Just Me and My Guitaron CMF Rec-
ords. Seven of these songs had never
been released in any form, and the rest
were early versions of Hank's best-
known songs. A bonus cutis "The Log
Train,” which Pinson says may have
been Hank's last recording.

Hank's performance of "1 Told a Lie to
My Heart” was so excellent that CMF
director Bill Ivey and the Foundation
statt began searching fora way to make
the recording contemporary without
violating the original. Ivey approached
Wesley Rose of Acuff-Rose and Rick
Blackburn of CBS Records Nashville
with the idea of a duet between Hank
and Willie Nelson. Both Blackburn and
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Before you choose speaker components,

listen to Tom Hidley:

It's a good bet that of all the people
reading this ad, 10 out of 10 know the name
Tom Hidley.

One engineer we spoke with called him
the best engineer in the world” Another
described him, a bit more colorfully, as “pretty
damn hot”

But most of you know him as perhaps the
foremost studio designer in the world today.

The reason we bring this up is that the
speaker components Tom prefers for his clients
are the ones we make.

~ TAD.

“IWILL USE ONLY TAD, UNLESS A CLIENT -
DEMANDS OTHERWISE™

In fact, he does more than prefer them.
Insists Tom,“I will use only TAD, unless a client
demands otherwise”

We, of course, are delighted that Tom feels
so strongly. But it should also be of more

o’

than passing interest to you, since you want the

speaker components you use to be the best.
And on the subject of “best, Tom has some

very definite opinions about TAD. “They are

the most state-of-the-art, consistent quality pro-

ducts today. Nothing touches their perform-

ance, honesty, stability and transient response’

“NOTHING TOUCHES THEIR
PERFORMANCE, HONESTY, STABILITY AND
TRANSIENT RESPONSE”

There are some sound technological rea-
sons for such enthusiasm. For example,
we use only pure beryllium diaphragms in our
compression drivers for high speed sound
propagation and exceptional efficiency. We al-
so assemble every component by hand,
with tolerances as close as a millionth of an
inch. And we use exhaustive and esoteric
evaluation techniques —such as the Doppler
laser and anechoic chamber —every step
of the way, from original design right through
to manufacturing.

“TAD MAKES THE BEST SOUNDING
COMPONENTS I'VE EVER HEARD:

But for Tom, thats all frosting on the
cake."At the end of the day” he says,“it's what
comes out of that speaker that determines
success or failure. No matter what it measures,
it all comes down to what it sounds like.

TAD makes the best sounding components I've
ever heard’’

If you're in the market for professional
speaker components, for yourself or a client, we
hope you'll seriously consider what Tom Hidley
has to say about TAD.

And thanks for listening.

Technical
I_w_!]Audin Oevices

Professional Products Division of Pioneer Electronics (USA) Inc.,
5000 Airport Plaza Dr, Long Beach, CA 90815.( 213) 420-5700.

Photographed at Dolphin Sound, KH\ML Channel 13. © 1985 Pioneer Electronics (USA) Inc.

Circle #065 on Reader Service Card



Rose responded enthusiastically, and fol-
lowed up with a written proposal to CBS.

"Willie called me from Hawaii as soon
ashe gotthe cassette,” Ivey relates. "We
agreed that we would take the original
cut into the studio and add enough
rhythm guitar to kick off the piece and
allow space for Willie to add a quitar
solo in the middle.

"The technical problems in adding
guitar to Hank’s original demo were
formidable,” Ivey continues. "The song
had been cutdirectto a 78 rpm acetate
disk, using one microphone to pick up
Hank’s voice and guitar. There were
numerous clicks and pops audible on
the original disk, along with the hissing
noise common to 78s.” In addition, the
frequency response limitations of the
medium meant the quitar lacked the
clarity of tone found in modern tape
recordings.

“The performance itself was also a
problem,” Ivey says, “because it was
quite informal and presented metrical
and melodic inconsistencies.” And be-
cause it was a publishing demo, the
beginning and ending of the song were
both abrupt, and Hank left no space
where an instrumental solo could be
inserted.

Ivey decided to add two measures of
rhythm guitar at the beginning and a

verse of rhythm guitar to the middle for
Willie's solo. "The goal at this stage of
the project,” explains Ivey, “was to pro-
duce a Hank Williams rendition of
Told a Lie to My Heart' that would also
sound like a completely original Wil-
liams recording from front to end.”

Ivey determined that Hank's original
performance was pitched between the
keys of D and E flat, and that he was
playing the C position on his guitar us-
ing a capo on either the second or third
fret. "1 suspect he was playing either a
large-body Gibson or a Martin—prob-
ably a Martin; the D string was slightly
outoftune,” he says. "l ended up using
a Harmony Sovereign, with vinyl tape
on the bridge covering aboutan eighth
of an inch of the strings.”

Engineer Rick McCollister and Wood-
land Sound Recording were recruited
to duplicate the original sound of Hank's
guitar. An old microphone was selected
and covered with cloth. Background
noise was taken from the inner groove
of the demo disk and mixed in behind
the new guitar part to match the sound
of the original.

The result, according to Ivey, "was a
complete recording with an additional
guitar that kept intact the sound of the
original performance. We sent this to
Willie at his studio in Texas, and he

added the guitar solo and harmony
vocals.”

Says Nelson, "l always pick people to
sing whose voice | want to hear with
mine. Naturally, neverthought of record-
ing with Hank Williams. It was real ex-
citing and real interesting. I was hon-
ored to get to do it.”

The resulting recording sounds as
though Willie Nelson went back in time
tojoin Hank Williams, rather than bring-
ing Williams into the present. "The dig-
nity of the final product” is the project's
reward, says Ivey. "Making the history
of country music relevant in the pres-
ent is whatthe Country Music Founda-
tion is all about.” |

Robert Cray’s
Blues Out of
Bounds

by Robin Tolleson

Bluesman Robert Cray is hoping
what he's heard is true—that artists who
gain big followings in England soon
follow suit in the States.

Cray's third album, False Accusations,

In the business of professional audio,
new products and ideas are being
applied to expand the boundaries of
creativity.

ART products are being used cre-
atively in a growing number of studios,
commercial installations, touring
companies and broadcast/post-
production facilities. This is the resutt of
our dedication to the professional

98

audio industry - providing quality
high technology performance.

Whenyou'e inademanding audio
situation, keep in mind that ART pro-
ducts are designed to help you
achieve superior results with ease
and reliability.

ART brings talent and technology
together to produce excellence in
audio.

® DR1 DIGITAL REVERB e 01A DIGITAL REVERB o DR2a DIGITAL REVERR e 1500 DIGITAL DELAY ® 1 3 OCTAVE FQUALIZER e 2
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We remain devoted to the art of
professional audio...today and
tormomow.

AT
Applied Research & Technology Inc.
215 Tremont Steet

Rochester, New York 14608
(716) 4362720

3 OCTAVE EQUALIZER o PITCH TRANSPOSER PACKAGE
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Interpret digital signals

. ltalian money

Mrs. Chaplin and namesakes
oof

Garret
Valley People “Dyna-

Sigral booster

Newt

Like more

Control devices (abbr.)

Type of computer port (abbr.)
Type of suit

Vegas or Palmas
Guagdalajara pal

. South American"{ndian group

Without EQ
How long a Synclavier can
record a sound

‘The is On” Jack
Jones tune
. Goddess of discord

Argentine strongrman

. Beer additive

Sandwich shop
Studio booking (abbr.)

DOWN
California wine county

. Culture media
. Slugger Roger

Got around

Common German verb
Baseball's guru?
Shakespearean sprite
Shut again
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. "The ______Game,"” 1965 10. External depandent entity, like sometimes.
Shiriey Ellis hit a "MIDled" synth 41. Pershing’s outfit (abbr.)
Beam 1. Onassis, to Jackie 43. Suitable
H.S. test 12. Amek- console 45. Made records
Century plant manufacturer 47. Araga could be called this
Dry 14. Scottish relaion 48. "______ of Destruction”
Zhivago's gal 18. Recorder function 51. “Such and Such Song, take
Type of EQ 22, Addtime to 5" e.g.
Of hearing 25. More pleasant 54. Ga
Perk on an artist’s touring 27. Small stroke added to a letter 55. Vellala
confract. 28. Piece of lanc: 57. Thin as
Tell 30. Messrs. Byrries and Ames 58. Greek Istand
. Direction 32. Height prefix 60. Roman road
. Type of recording 33. Gratis tickets (abbr.) 62. Agt, eg.
. D-Day craft 34. Interacting pattern 63. Barbie's friend (pl.z
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“THE OPTIMUM
PROTECTION”
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“Big Enough to Dare-
Small Enough to Care”
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FEATURES:

® One-piece Wrap Aluminum
Frame

® /%"Plywood Top and Bottom
with 1/16th High Impact
Plastic Exterior

® High Density Foam Lining

® Full Rubber Gasket Seal in
Closure Groove

® Full-length, Nickel-plated
Piano Hinge

® Steel Shell Handle,
Leatherette Covered

® Nickel-Plated, Keylock
Catches

® Built to Meet or Beat Air
Association Transport
Specitication 300-11

_lpTl
| "AS E
Route 6, Box 235
Henderson, TX 75652
214/657-4663

See Us At NAMM Booth 2422
DEALER INQUIRIES INVITED
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hit #1 on the British independent charts
(according to Melody Maker), and has
risen into the Pop Top 20 to boot. For
the 32-year-old guitarist and vocalist, it
means getting stopped by strangers on
the English streets. [ like that,” he smiles.

Thrilled as he is by the success of
False Accusations, Cray is already look-
ing forward to working on his next al-
bum. "I've got some nice ideas for it,”
he notes. "I just broke up with my last
girlfriend—'Bob not home. Bob gone
too much'—so there’s more inspira-
tion now.”

Since starting his recording career
on the Tomato label in 1980 with Who's
Been Talkin, Cray and his band have
worked an average of 250 nights a
year. In 1984, he received four W.C.
Handy National Blues Awards, among
them Contemporary Artist of the Year

and Contemporary Album of the Year
(for Bad Influence).

"A lotof those songs on Bad Influence
were put together at a time when [ was
splitting up with this one girl; the song
‘Bad Influence’ was actually written
about her. She knows that now, so it's
all right,” Cray says with a smile.

“For this new album, there's a lot of
cheatin’ and lyin’ songs. It's not really
that all this was going on, even though
some of it was. What we basically try to
do is write stories about life situations,
and they call it the blues. Love and no
love—justlife. That's what we feel com-
fortable with.”

Cray was introduced to the rigors of
touring at a very early age, courtesy of
the United States military. His father's
Army duties took the family to Georgia,
Washington, Alabama, Virginia and

Finally, synchronisers
as powerful as the
machines they control.

You know the problem. You've
got five machines and your
reputation on the line and your
synchroniser seems to fight you
every step of the way. The
clock keeps running even
when your tape isn't.

You need a computer based
system so capable, yet so
simple to use, that you can
concentrate on your real job—

editing. One that works as hard, “
fast and accurately as / ; ,

do. o= \
Y = = s <

Relax. Editron hasa  /
synchroniser just right
for you. Our model
500 is a muilti-
machine audio post-
production system with
detailed user interface intel-
ligence and can run tape
machines over a half mile
away. It's perfect for large

studios and editing suites.
Smaller facilities will appreciate
the versatility of our model 100A
rack-mountable synchroniser
with the optional 200A remote
controller.

Before you book your next
session, do yourself a favor.
Call us at (213) 275-1790 and
arrange a personal demon-
stration of the most powerful,

expandable, most
economical synchronisers
ever built.

editon

1616 Butler