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“This console makes a lot more sense,”

Spending $300,000 for a music recording console is a investment—like, owning an X-850 Mitsubishi 32-Channel
decision professional studio owners can easily regret. Digital Multitrack and a Westar console.
There’s at least one other place where hard-to-come-by That's precisely what Ken Suesov and his partners at
business capital can produce a better return on your Hollywood's new KREN Studios did. There's a new 44 input,




Mitsubishi
_Westar

A
Compumix PC automated WESTAR console working side-by-
side with an 850, the industry’s most powerful combination
of recording technology—all for less money than a single
console from the familiar high-priced spread.
Contact us now for full information on the Westar and
we'll prove how this can make sense to you too. Remember,
the Westar console is fast achieving a reputation for sonic

excellence as the optimum choice for digital recording.
It’s a Mitsubishi, Made In the US.A.

KREN STUDIOS

A MITSUBISHI PRO AUDIO GROUP

DIGITAL ENTERTAINMENT CORPORATION

Headquarters: San Fernande. CA 51340 « =(818) £98-2341 » FAX (818) 365-8310
New York: N.Y.C. 10019 » =(212) 713-18600

Tennessee: Bremtwood, TN 37027 » w(615) 371-6502 » FAX (615) 371-6644

Canada: Toronto. ONT. M5A JZ » w(416) 365-3363 » FAX (416) 365-1044

United Kingdom- St. Albans, Hertfordshire AL4 OJi » @(727-40584 ¢ FAX D727-67684

Circle #002 on Reader Service Card




OCTOBER 1987 THE RECORDING INDUSTRY MAGAZINE VOL. 11, NO. 10

PAGE 86 DANIEL IANOIS PAGE 72 DREAMLAND PAGE 104 HEALTH & HEARING PAGE 54 LAURIE ANDERSON
33 ANALOG TAPE RECORDER ELECTRONICS 16 INSIDER AUDIO: Error Correction Revisited
by Greg Hanks by Ken Pohlmann
50 MONKEE BUSINESS! 28 STUDIO VIEW: Bob Skye on Studio Financing
by Hal Blaine with David Goggin by Tony Thomas
66 ORCHESTRAL MIKING 54 LUNCHING WITH BONZAL: Laurie Anderson
by George Petersen by Mr. Bonzai
72 INSIDE WOODSTOCK'S DREAMLAND 78 INTERNATIONAL UPDATE: Bits & Pieces
by Dan Daley by George Petersen
86 PRODUCING IN THE ’80s 4130 SOUND ON STAGE: Sound Reinforcement
* What is Hip at NMS? News/ “On The Road” Tour Update
by Rachel McBeth by Mark Herman
* The Fast Flyte of Jam & Lewis * Aid & Comfort
by Hank Bordowitz by Linda Jacobson
. .l])eyulZilr)]egII;i?enhez: B 158 FIELD TEST: Yamaha DMP7 Digital Mixer
* Tom Werman: Metal Magician by Matthew Sutton
by Hank Bordowitz 164 MI UPDATE: Son of NAMM
104 THE ONLY EARS YOU'VE GOT by Craig Anderton
by Susan Hubler 173 INTERACTIVITY: The European View of CD-I
109 MUSIC & HEALTH: Feeling Better by Barry Fox
by Carol Kaye 178 MUSIC NOTES: Hugh Masakela, BoDeans, Alex
116 THE SANDBOX: MIDI Heaven DiGrassi, Jerry Goodman
by Larry Oppenheimer 210 PLAYBACK: Dub Masters Sly & Robbie
124 NEW YORK'S HOT TUNNEL by Robin Tolleson
by Dan Daley 214 FIELD TEST: Orban 464A Co-operator
138 JOHN HIATT FINDS PEACE WITH HIS “FAMILY” by William Johnston
by lain Blair 248 FIELD TEST: KEF 107 Loudspeaker
144 PUTTING THE MUSIC IN MUZAK by Chris Formato
by Josh Gressel 224 AFTER-MIX: Tapeless Masters
152 BREAKING IN TO THE MUSIC BUSINESS by Philip Delancie
by Brooke Comer 300 VIDEO NEWS: Odds & Ends

by Lou CasaBianca

4 MIX, OCTOBER 1987



Cover: Just 30 miles
northwest of Copen
hagen, Denmurk,

Puk Studias features
1 56 input Calre
UAS000 console, Mit
subishi X 800 digital
and dual Otari MR
90 multi tracks, and
a 7,800 watt, 4 way
monitor system
(with Fostex 30 inch
subs) by Ole lund w34
Christensen. LIEDE® I Lok
studio design by
Andy Munro.

' DEPARTMENTS

6 CURRENT

8 INDUSTRY NOTES
10 SESSIONS/STUDIO NEWS
304 FEEDBACK
309 MIXWORDS
310 CLASSIFIEDS
314 AD INDEX

DIRECTORY

231 NEW PRODUCTS FOR 1988

W/ BPA

Circulation independently audited and veritied
by Business Publications Audit of Circulation
since 19806.

Miv magazine is published at 2008 Ninth St Berkeley, CA 94
and is €198 by Mix Publicattons, Ik This 1s Volume Eleven
Number Ten, October 1987 Max (INSN (o4 9957) is published
monthly. Subscrptions are available for $38 00 per year Subscrp
tions outside U S.A are $50 00 per year. Single copy price s $4 (0,
buck 1ssues $500 Send subsenption applications. subscniption
tnguintes and changes of address to Mav magazine, PO Box 3714
Fscondido, CA92025 371 orcall one of these toll free numbers
inCA. 1(800) 255 3302, outside CA. 1{800) 334 8152 Address all
ather correspondence to Max magazine, 2608 Ninth St Berkeley
CA 94710, (415) 843 7901, Fax (415) 843 9540, Secomd Class
postage paid at Berkeley, CA und adeitionat mailing offices, Mix
magizine 15 distributed 0 pro audio stores, music stores and
other related businesses, Ifyou have arecording or music retated
business and would like to distnbute May, please give us a call
Display advertising rates. specs and cdosing dates are avaitable
upon request. This publication may natbe reproduced orguoted
in whole or in pan by mimeogriph or any other printed means
without wnitten permission of the publishers

FROM THE EDITOR

As pro audio types march to
the tune of AES this month, many in the world of music, audio
and consumer electronics are caught in the biggest product
introduction mess since quadrophenia. Can a “master quality”
home recording format be introduced and then safeguarded so
as not to pose a lethal threat to the recorded music industry,
currently plagued by pirate tape copiers, large and small?

Should the new DAT industry be subjected to prior censor-
ship, limited by government control that many technically
aware individuals are protesting as a step backwards in our
sensibilities? Then again, can we afford to let DAT go un-
checked, and perhaps watch a bootleg bonanza further under-
mine income for the artists, writers and producers in the music
business? It's one of those controversies with no right or wrong,
no easy answer. It’s a train with no brakes heading for a moun-
tain that won’t budge. Is there still time to cut a tunnel and lay
some tracks?

The CBS copy-code scheme, such a hot potato that it's even
being reported by the daily hometown papers, may or may not
be a fair compromise for this difficult situation. Reaction to
recent listening tests in the professional community indicate
no uniform acceptance or rejection of the idea. The National
Bureau of Standards is currently trying to make an unbiased
appraisal of the system.

While at the moment most of the controversy has moved to
copy-code or no copy-code, some are saying to look further for
solutions, and find a way to optimize the resistance to illegal
duplication without “distorting” the audio signal. Still others
say that the whole thing will blow over in a cloud of smoke—
that there won’t be that many DATs sold to consumers due to
the high prices, and that music is easy enough to copy to any
consumer’s desire with today’s fine quality analog equipment;
much ado about next to nothing.

Well, we'd like to know what Mix readers think. There’s not
much time before this thing could blow sky high. We'd like to
run a consensus of what you think should be done to handle
this situation with intelligence and sensitivity. Maybe one of
you out there has the perfect solution. If so, we’ll run it and
maybe you can save the ranch.

Keep reading, -

David M. Schwartz
Editor/Publisher
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The 83rd AES Convention

The 83rd Audio Engineering Soci-
ety Convention, scheduled for Oc-
tober 16 through 19 at the New
York Hilton and New York Shera-
ton, is expected to be the best at-
tended AES convention to date.
The schedules and titles for the
popular Technical Papers Sessions
and Workshop Programs were re-
cently released.

The Technical Papers titles and
chairpersons are: Advances in Dig-
ital Audio/Video, Ken Pohlmann,
University of Miami; Psychoacous-
tics and Listening Tests, Diana
Deutsch, UC San Diego; Architec-
tural Acoustics and Sound Reinforce-
ment, Don Keele, Crown Interna-
tional; Recording, Mixing and Edit-
ing, Larry Boden, JVC; Transducers,
John Vanderkooy, University of Wa-
terloo, Ontario; Signal Processing,
Robert Adams, dbx; Broadcast Au-
dio Systems, Steve Lyman, Canadi-
an Broadcasting Corporation; DSP
Chips for Music Synthesis, Record-
ing and Processing, John Strawn, S
Systems; and Audio Measurements
and Evaluation, Richard Cabot, Au-
dio Precision.

The four Special Papers Sessions
are: Transmission, Daniel Gravereaux,
consultant; Acoustics and Sound Re-

inforcement, Ken Jacobs, Bose
Corp.; Signal Processing, Don Eger,
Crown International; and Transduc-
ers, John Bullock, Shure Bros.
Workshop subjects will be: Disc-
based Audio Editing; User Inter-
faces for Electronic Music; Tech-
niques for Subjective Listening
Evaluation; Sound Reinforcement;
Transformers in Audio; Visual Au-
dio Monitoring and Metering, SPARS
Workshop—Recording Studio Ope-
rations; Motion Picture Sound; Re-
mote Audio Pickup and Miking for
Broadcast; Sound in the Theater
and Performing Arts; and Tape Re-
corder Maintenance. For more in-
formation call (212) 661-8528.

SMPTE Technical Program
Announced

The technical program for the 129th
Conference of the Society of Mo-
tion Picture and Television Engi-
neers (SMPTE) was recently an-
nounced. Supporting the theme
“Imaging and Sound—Today and
Tomorrow,” the program forms the
basis for the 129th SMPTE Techni-
cal Conference and Equipment Ex-
hibit, set for October 31 through
November 4 at the Los Angeles
Convention Center.

According to Frank Haney, pro-
gram chairman, there will be 147
technical papers covering 16 gener-
al subjects: Archival: The 1988
Olympics; Film and Laboratory
Technology; Image Processing;
Film and Electronic Production; Fi-
ber Optics; Digital Signal Distribu-
tion; HDTV; Film Laboratory Prac-
tices; Post-Production; Enhanced
NTSC/Compatible HDTV; Audio
for Film; Audio for Television; Be-
yond the Cathode Ray; Video Re-
cording and ESbus.

The conference will also feature
an extensive exhibit of motion pic-
ture and television equipment, a

full schedule of SMPTE engineer-
ing and administrative meetings
and the Society’s Honors and
Awards luncheon. For more infor-
mation call (914) 761-1100.

DAT Legislation Moves Forward
The Commerce, Consumer Protec-
tion and Competitiveness Subcom-
mittee of the House Energy and
Commerce Committee recently
passed “The Digital Audio Record-
er Act of 1987, introduced by Rep-
resentative Henry Waxman and Jim
Cooper. The bill would require
Digital Audio Tape (DAT) manufac-
turers to put a copy-code scanner
chip in DAT machines before they
could be imported or sold in the
U.S. Music creators would then
have the option of encoding their
music with an inaudible “notch”
to prevent unauthorized copying.

Some segments of the music in-
dustry have endorsed the system,
but manufacturers of DAT machines
contend that the copy-code system,
developed by CBS Records, de-
grades music quality.

The controversy has created the
most heated debate to hit the rec-
ord industry in many years. The
Recording Industry Association of
America (RIAA), in support of the
CBS-developed copy-code system,
recently held listening sessions for
recording professionals in Los An-
geles, New York and Nashville. Re-
action of those in attendance was
mixed.

According to Emory Gordy Jr., in-
dependent producer and consul-
tant to the A&R Department at MCA
Records, “I could not hear any dif-
ference. If I tried to, it was a guess,
and all those engineers I've worked
with and respect had the same
opinion that, at best, they'd be
guessing as to whether there was

—CONTINUED ON PAGE 308
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MX-80 32-CHANNEL TAPE RECORDER

-

4
141K

SR O TR

32 Tracks; M constant tension tape transport; M built-in autolacator; M noiseless
and gapless punch-in/punch-out, and HX-Pro—at a price you can afford.  We call it
“opportunity”. You'll call it "a killer”

We know getling started in the music business can't mean an MTR-90 in the first
month, even when your talent warrants it. 8 So we've given you the next best thing—the
MX-80. 8 Now you have room for the band, the back-ups, the strings ard the horns—with
some bucks left over for that new console you've been looking at. 8 And theres a 24
channel version too! # From Otari: Technolcgy You Can Trust.

Contact your nearest Otari dealer, or call Otari (415) 592 8311 ;

Otar Corporation, 2 Davis Dr, Belmont, CA 94002 '
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INDUSTRY NOTES

Audio Design Group, a totally digital  for the Costa Mesa, CA-based QSC Au-
audio production facility in Seattle, WA,  dio. . .Shure Brothers presented its
named Brian Clune as marketing di top sales award for the second straight
rector. . .James Tipton has joined  year to its Philadelphia/mid-Atlantic
dbx in Newton, MA as vice president  representative S.K. Macdonald. . .
for sales...James Withers was ap- Midnight Records, a new record com
pointed Midwest regional sales manag pany, has been established at 842 Key
er for Lenco’s electronics division. . . Route Blvd., Albany, CA 94706, (415)
Scott Kane was named president of ~ 527-6925, along with a 24-track record-
Optimus, Inc.,a Chicagofilmandvid-  ing facility, music publishing company
eotape post-production company...  and audio equipment rental company.
Everything Audio has moved to a  Company officers are: Claire Pister,
new location at 2721 W. Burbank Blvd.  president; Jeffrey Norman, vice presi
in Burbank, CA, (818) 842-4175. . .Don  dent, A&R; Ann Fry, vice president,
Griffin, president of West L.A. Music ~ marketing & promotion, Jim Gaines,
in Los Angeles, was elected presidentof  director A&R; and Maureen Droney,
NAMM. Griffin has served as NAMM  A&R coordinator. . .NYC's Howard
vice president, treasurer and secretary.  Schwartz Recording Studios has
All NAMM officers are elected for one-  hired Ralph Kelsey as post-mixing en
yearterms. . . The American Film In-  gineer, Jeff Peterson as chief design
stitute (AF1) and Billboard magazine  engineer and Perry Lancaster as
have created a professional competi maintenance engineer. . .Ginnie Gar-
tion for non-theatrical videos. People  diner has been appointed sales direc
interested in submittingavideo forone  tor for Post Perfect, a new NYC post
ofthe categories in “American Video  production facility with $7 million in
Awards” can contact AFl's Terry Lawler  equipment. . . Andrew Mougis was
at (213) 856:7743.. .James Moorer  appointed director of sales, profession
has joined Sonic Solutions (the San  al tape division, Sony Magnetic Prod-
Francisco firm that developed the  ucts Company...Lee Martin is tem
NONOISE system for cleaning up un porarily general manager at Dallas
wanted noise in recordings) as vice  Post-Production Center following
president of audio research...James  Nick Riccelli’s resignation. ..E-mu
Williams has been named president ~ Systems appointed Stephen Tritto
of Cetec Gauss, the manufacturer of  chiefoperating officer. . .Sound Code

high-speed dupe systems and profes- —CONTINUED ON PAGE 305
sional loudspeakers. ..The 11th An-

nual Songwriter Expo, North Ameri Douglas Finch Dickey, Vice Presi-
ca’s largest gathering of writers, com dent for Design Communications at
posers and publishers, is scheduled for Solid State Logic in Oxford, England,
October 24 and 25 in Pasadena, CA. For died August 8 at age 35 after a long
more information on the classes, semi illness. Admired widely throughout
nars and workshops, contact the Los the professional audio community,
Angeles Songwriters Showcase at (213) Doug played a major role in estab-
654-1947 . . . The University of Sound lishing Solid State Logic as a leader
Arts (Hollywood, CA) honored outgo- in the design and marketing of high
ing president Raghu Gadhoke and end audio mixing systems, first as
welcomed its new chief administrative head of SSL's professional audio
officer, Amrita Singh at a recent ban team in the U.S,, and subsequently
quet. . .Michael Wuellner was ap in the Oxford offices. He will be
pointed Audio-Technica’s sales man deeply missed by his friends and
ager, professional products. . .Greg coworkers.

McVeigh is new director of marketing
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o When it comes "
en it comes to hitting
the top of the charts, the choice
1s Ampex Grand Master* 456
studio mastering tape.

It’s not surprising, when vou consider that our continuing refinements
allow Grand Master 156 to always deliver unequalled performance.

No other mastering tape provides such consistent quahty and reliability,
or commands such respect from musicians and studio professionals alike.

More top performers have signed with Ampex tape than any other tape
in the world. While opinion may vary on
what it takes to make a hit, there’s no A M p E x
argument on what it takes to master one. o R Brpuraton Ml e o 55
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SESSIONS

AND STUDIO NEWS

NORTHWEST

Studio D in Sausalito, CA had Preston
Glass producing the English group Imagi-
nation for RCA Records, Maureen Dron-
ey at the controls, Jim Vereecke assisting
.. .At Dave Wellhausen Studios in SF
new album projects included The Make,
produced by Jimmy Goings, Penelope
Houston, produced by the late Snake-
finger, and M-1 Alternative, produced
by Matt Wallace. . . San Francisco’s Slings
and Arrows recorded basics for their de-
but record with producer Dan Levitin at
Emeryville Recording Company, with
Randy Rood engineering. . . Crescent
Wind were in Avalanche Recording in
Northglenn, CO laying down tracks with
session ace Richard Shlosser on drums.
Duane Scott produced and engineered
the sessions with George Counnas and
Harry Warman assisting. . . Russian
Hill Recording in SF recorded the musi

cal score on a new Ed Pressman film en-
titled Walker, directed by Alex Cox (Repo
Man, Sid & Nancy). Joe Strummer, from
The Clash, is the film’s composer. RHR's
Samuel Lehmer engineered the sessions
.. .AtLondon Bridge Studios in Seattle,
Rick Fischer was in producing and en-
gineering Agent Boy. Assisting on the
project was Peter Barnes, Ed Brooks
and Matthew Sutton. . . Long-time David
Bowie guitarist Earl Slick was in at Prai-
rie Sun Recording (Cotati, CA) with Kev-
in Russell (of 707 fame) to co-produce
tracks. PSR. veteran Steve Fontano engi-
neered the project...The Scene have
been recording their debut record with
producer and 415 A&R director Dan Lev-
itin. The record is being engineered and
co-produced by Stevie Heger. Basic tracks
were recorded at Dave Wellhausen Stu-
dios in San Francisco, and are being mixed
at Alpha & Omega Studios, also in SF. . .
Christie Josef, lead singer of Temper

Temper, has been working on a solo four-
song demo tape with former KFRC produc-
tion director Albert Lord. Christie was in
Lafayette, CA’s ATR Studios overdubbing
lead vocals with Duncan Rowe engineer-
ing. . .The completion of a major studio
upgrade at Paradise Sound Recording
in Index, WA attracted attention in Europe.
Private Life, a rock band from West Ger-
many, recently chose the studio to record
their first American album project with pro-
ducer Bill Grabowski. . .Eddie Money's
keyboard player, Kai Gilbert, has been
cutting tracks for his second solo effort at
TRS, Inc. in Sunnyvale, CA. . . A new prod-
uct from Clorox Corp., the campaign for
the U.S. Sprint calling card, and a six-spot
national TV campaign for Sterling autos
are just a few of the projects that have
recently occupied Mary and Peter Buf-
fett, owner/operators of San Francisco's
Independent Sound...At Granny’s
House in Reno, NV, Dave Mason and his
producerJimmy Hotz completed mixing
Dave’s new album Two Hearts. The album,
to be released on Voyager/MCA in Septem-
ber, includes guest performances by Steve
Winwood and Phoebe Snow. . .Julian
White and James Greening have fin-
ished their digital master tapes—White's is
an all-Brahms piano solo album, and
Greening’s is a world premiere of Emst
Bacon’s “Sonata for Violin and Piano.” It
was recorded at Hollcraft Recording in
Pleasant Hill, CA and engineered by Ed
Hollcraft. . .San Francisco’s Different
Fur Recording was host to Roy Thomas
Baker producing T"Pau tracking and mix-
ing with Jerry Napier engineering. . . .

SOUTHWEST

Reelsound’s remote truck recorded
Grammy artist Albert Collins for a PBS
special at Antone’s Blues Club in Austin.

The five-camera shoot was directed by
Bruce Kuerton. Earl Miller Produc-
tions handled video with Reelsound do-
ing multi-track and stereo feeds for the
show. Malcolm Harper, Mason Harlow
and Gordon Garrison were engineering
.. .Greg Voltz, former lead singer of Petra,
was at Rivendell Recorders (Pasadena,
TX) cuttinga lead vocal fora single release
that will benefit March Houston for Life.
Chuck Sugar was producer and engineer
of the project. The single is titled “All Out
War”. . .Dallas rockers Debutante com-
pleted the mixing of their latest original
tracks at Goodnight Dallas with engineer
Ruben Ayala. The tunes will be included
in their upcoming cassette release. . . Pro-
ducer Charlie Brown was in Dallas’ new
Downtown Sound producing album re-
mixes for Zola Levitt. Levitt's self-titled,
nationally broadcast television program
includes a music ministry. ...

NORTH CENTRAL

At Pearl Sound in Canton, M, Micro-
wave has been recording and mixing an
album for CBS Records with producer
Bootsy Collins and engineer Ben
Grosse, assisted by Michael Fitzsim-
mons and Chris Andrews. Also in re-
cently: The Romaantics, Rick Medlocke
& Blackfoot and Toby Redd. . .Satellite
production activity for Streeterville Stu-
dios in Chicago has featured major proj-
ects for Ogilvy & Mather clients Sears and
Ameritech Mobile phones. Executive
producer Phil Bodwell directed voice ses-
sions, via satellite. . .At Studio A, Dear-
born Heights, M, Light Records recording
artists, Commissioned, recorded rhythm
tracks for their next album release, pro-
duced by Fred Hammond and Michael
Brooks, John Jaszcz engineering with
Randy Poole assisting. . . Keyboardist
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6. V Series Enhanced Equalization

reelance recording engineer and producer Mike
F Bronstein is the choice of established artists like

Barry Manilow and talented newcomers D'Molls
alike. Working out of Westlake Studios using one of
their two Neve V Series 60-input consoles with en-
hanced EQ, Mike’s work is acknowledged as some of
L.A's best.

“I'm committed to giving my artists the truest sound
possible at any given moment in the session. Neve's
enhanced EQ is so nice and smooth, so quiet, that it
adds brightness without adding noise. If you're
boosting 3 dBs at 7K, you're boosting 3 dBs at 7K.

"And the Neve console is so sonically accurate that you
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now have the flexibility to give your artist, immediate-
ly, the things he needs to hear to make every rough
mix sound like a finished record. The artist listening
‘can hear every effect,sound or level change in any situa-
tion. You can send anything to anywhere at any time.”

“Enhancements to the Formant Spectrum Equalizer in-

clude variable Q on the two mid bands and high and
low Q on the upper and lower bands, making it possi-
ble to tailor the sound to your precise requirements.

Sound is always tight. There’s no unexpected noise,
since Q can be switched in and out silently.

The V Series enhanced EQ gives you the most authentic
sound possible; when you and your artist insist on it.

Neve. . .Only the Best for the Best!

/ ' B\J

EVe

Rupert Neve Inc.
A Siemens Company
RUPERT NEVE INC | BERKSHIRE INDUSTRIAL PARK, BETHEL CONNECHCLEr 0081, US A

TELEPHONE (203) 744-6230 TELEX

6 9683 FACSIMILE (203) ™927363

NY: TEL (212) 956-6464 « CA: TEL: (213) 874-8124 FACSIMILE: (213) 87-1406 » TN: TEI . (615) 385-2727 TE[EX 7B 6569

NEVE ELECTRONICS INTERNATIONAL LIMITED, MLEBOURN, ROYSTO®W, HEKTS S6G8 6AU, ENGI AND
TELEPHONF ROYSTON i0763) 60776 TELEX 81381 L ABIFS NEVE CAMBRIDGE FAUSIMILE (0763) 61886
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Simultaneous
Editing of
Audio & Video

...with our New Family of Controllers
from Cipher Digital.

Making superior results easier than ever

SHADOWPAD-MINI (Offset/Entry Keyboard)
» Controls oftset information for one SHADOW II™ synchronizer or PHANTOM
VTR Emuilator
* Displays master, slave. user bits, time code and more

SHADOWPAD-MAXI (Edit/Controller)
* Allows full control of one SHADOW il synchronizer
* Allows independent transport control for both master and slave transports

SOFTOUCH™ (Edit/Controlier)
¢ Allows independent autolocation for up to 4 transports via 3 SHADOW |l
synchronizers
» Offers additional *scratch-pad” memory
¢ Enables single key execution of intricate or repetitive pre- and post-production
routines via 16 programmable SOFTKEYS™

SOFTOUCH-PC (Edit/Controller with PC type Interface)
¢ Incorporates the versatility of the SOFTOUCH with the power of a PC type
computer
* Willinterface up to 4 transports
* Provides EDL display and hard copy capabilities

To get your system under control, contact Cioher Digital today.
Call (800) 331-9066.

‘ | D cioher dgialinc
P Q. BOX 170/FREDERICK, MD 21701
(301) 695-0200 TELEX: 272065

imely todlag, ConSietwt 1ith Tomomow.
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Fred Simon completed ademo at Studio-
media in Evanston, IL for lan Matthews-
Open Air Records, a subsidiary of Windham
Hill, with newly married Benj Kanters
engineering. Kanters also engineered new
demos by Mike Miles and the Lee Street
Band...Local Chicago artist Vincent
Paul Hanrahan recently completed work
on his first full-length demo tape at Crystal
Studios in Lombard, IL. . .Natalie Cole
was at Paragon Studios in Chicago re-
cording vocals for the gospel song “Care-
taker,” which will be included on the Yancy
Family Album currently in production. The
session was produced by Kevin Yancy
and Michael Wade. Marty Feldman was
the engineer for the session. His assistant
was Scott Barnes. . ..

SOUTHEAST

Activity at Cheshire Sound Studios in
Atlanta included sessions with Mikey
Craig, formerly of Culture Club, working
ona new project for Virgin Records. Char-
lie Singleton and Craig produced, Lewis
Padgett engineered. . .At Traxion Stu-
dios, Greensboro, NC, Reggie Gilmore
finished demo work with Barry Webb
engineering and producing. . . At Sounds
Unreel in Memphis, Jimmy Davis &
Junction were recording and mixing their
debut album for QMI Music/MCA. Jack
Holder and Don Smith produced and
recorded the album, with engineering as-
sistance from Evan Rush. . .At Bennett
House Studios in Franklin, TN, the Jay
Patten Band cut demos with engineer
Eric Paul, and The Goads mixed their
new album with engineer Bill Deaton
...At Ardent Recording in Memphis
Alex Chilton was mixing his new album
for Big Time Records. Tom Laune was
behind the SSL.console. . . At Criteria Re-
cording Studios in Miami, FL, Lewis
Martinee was producing a track titled
“Who's Getting Serious™ for R&B artist
Kashif on Arista Records. Engineering was
handled by Mike Couzzi assisted by
Charles Dye. . .John Anderson was in
the Emerald Sound Studio in Nashville
recording his latest MCA album with Jim-
my Bowen producing. Steve Tillisch
and Russ Martin engincered. . .Alpha
Audio Music & Recording Services of
Richmond, VA, and The Martin Agency have
completed production of radio and televi-
sion advertising for Kings Dominion, a Vir-
ginia theme park located between Wash-
ington, DCand Richmond. The production
was supervised by Martin’s broadcast pro-

~CONTINUED ON PAGE 24




very Bit a Studer

Introducing the
D820X DASH Format
Digital Audio Recorder

The wait is over. Digital has finally entered the Studer era.

For over 35 years, Studer has concentrated exclusively on one goal:
designing and manufacturing the world’s finest audio production equip-
ment. So when it comes down to what professionals want, Studer delivers.

The D820X is no exception. Listen to it—carefully! You'll hear flaw-
less sonic resolution, thanks to proprietary digital processing circuits
and uncompromising analog input/output electronics.

Then do a razor-blade edit. Feel how the controls shuttle tape with
effortless precision. Note how the meter overbridge panel provides com-

STUDER .=l prehensive control of all operating modes and level adjustments.
STUDER REVOX AMERICA, INC. . . o o

1425 Eim Hill Pike, Nashville, TN 37210 Finally, tilt up the transport to examine construction and craftsman-
| ship. No other digital recorder can match what you'll see.
NS -7 The D820X is built to last. It's every bit a Studer.

New York (212) 255-4462

gz;ﬁ;&ﬁ;?ﬁf@fﬁ i o Robust Twin DASH format at 15 ips ® 14” reel capacity ® PWM auxiliary tracks with config-

San Francisco (415) 930-9866 uration for CD subcode mastering data ¢ Fully programmable operating keys ® Service diag-
Circle #007 on Reader Service Card nostic displays ® Internal operating system provides RS232 access to transport and digital audio
operations.
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One Tape Sounds True.
Because capturing all the music is all that matters, we've created the world’s finest music

mastering tape. 3M 250 Recording Tape. Designed to deliver the greatest dynamic range and best
signal-to-noise ratio of any tape in the world. To give you the truest sound.

€ 1987 3M Co.




TO THOSE WHO PUT
A RANGE OF MUSIC ON
ROLL OF TAPE,
NE TAPE IS TRUE.

V)

One Tape Stands True.
Helping you capture all the music...that's what we've been doing since we introduced

recording tape back in the 40s.
That's why we stand by you—with the largest support force in the field.
And we stand behind you—with some of the most advanced research in the industry.

All to keep our standing—as number one in the world of the pro.
NUMBER ONE IN THE WORLD OF THE PRO m

Worldwide Sponsor
1988 Olympic Games
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INSIDER - AUDIO

by Ken Pohlmann

ERROR
(CORRECTION

JUST THE FUNDAMENTALS, MA'AM

FIGURE 1:

Even minute ob-
structions such
as dust parti-
cles are iarge
compared to
the Y2.m-wide
CD data pits.

ne thing is for sure—no one ever
accused Insider Audio of being per-
fect. Another fine example of imper-
fection occurred last spring when I
blithely penned an article on the CIRC
error correction code, as employed on
CD and in modified form, DAT. I fig-
ured Cross Interleave Reed Solomon
Code was pretty much a household
fixture, and well familiar to almost
everybody. I jumped right into the
nitty gritty with nary a word of
explanation.

Boy, did I catch hell. Postcards
flooded in like rain during hurricane
season. Readers were steamed, resent-
ful and generally author-unfriendly.
They figured I was trying to snow
them, or worse yet, act like a pointy-
headed showoff.

Well, I am a point-headed showofT,
actually. But I'd hate to lose the few
friends I still have left. So let’s try to
correct my error, and take a look at
error correction fundamentals, the ba-
sis upon which CIRC and all other
digital audio codes are founded.

Error correction is one of the great
opportunities, and obligations, of all
digital audio storage mediums. First,
error correction is a great opportunity

fingerprint 15um

because it offers something never be-
fore possible with analog mediums—
the chance to correct your mistakes.
When you scratch an LP record, the
grooves are irrevocably damaged,
along with the information contained
in them. Forever after, there will be a
click or pop as the damaged part of
the groove passes underneath the
phonograph needle.

But when you scratch a CD, the
nature of the data on the disc and the
player’s design offer you a second
chance. Specifically, the data on the
disc has been specially encoded with
an error correction code, and your
player uses the code to correct for
damaged data. Thus it delivers the
original undamaged variety instead,
performing its error correction every
time the disc is played.

To illustrate a fundamental aspect
of error correction, consider the two
messages below:

1. Please turn to page 345 in your
hymnals.
2. Hey! Let's party! Hey! Let’s party!

Assume the first message represents
the information in an LP groove, and
the second is the data in a CD pit track.
Now, lay a finger vertically across this

40um

cotton fiber
150:m

disc surface
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... IN THE FAST7T LANE

On the road to success, decisions have to be off-line. Individual faders can be instantly updated in
taken — fast. Demanding tasks must be performed —  rollback. A staggering 20 megabytes of audio mixing
precisely. information — equivalent to 80 floppy disks — can be

stored on just one SSL G Series disk, taking up less
space and weighing less than
a reel of quarter inch. And all
this data can be loaded,
processed, edited and copied
faster than ever before.

Today’s music business demands high
performance and instant
reaction from producers,
engineers and the systems
they use. Nothing less
than excellence will do,
whether vou are in
familiar surroundings —
or in a studio you have
never seen before.

Life in the fast lane will
be sweeter than you think.

The new SSL G Series Studio Computer takes ° °
audio mixing systems into the fast lane. High-speed SOIId State loglc
processors and vast mefn;grLy prfov1de thef{dez;l v;hlcée Otford  Paris » New York » Los Angeles
fOY d new gengratlon . sottware — firm y g Begbroke, Oxford, England OX5 IRU e (08675) 4353
on 5y5tem5 which have a]ready set the standard. Large 1 rue Michael Faradav, 78180 Montigny le Bretonneux, France (1) 34 60 16 66

. 101 Park Avenue, Swte 2506 @ New York, NY 10178 e (212) 315-111F
and complex mixes are handled effortlessly, on and 6255 Sunset Boulevard e Los Angeles, California 90028 e (213) 463-4444
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the process begins
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our customers
needs and delivering the
v have come to expect. It is
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page, representing a scratch. You'll
observe that part of the first message
is irrevocably gone, whereas the sec-
ond message is intact, because it can
be reconstructed. Specifically, we have
used redundant data to repeat the
message. By comparing the redundant
messages, we can overcome the effect
of the error. Note that we haven't pre-
vented the error, we have simply suc-
cessfully insured against its effect.
Clever, eh?

Of course, even the most clever of
ideas has its limitations. As you lay
more and more fingers over the page,
it becomes more and more difficult
to successfully reconstruct the digital
message. Thus the severity of the error
plays an important role; our ability to
correct errors has limitations. Also, if
you lay your finger horizontally across
the page, you might completely ob-
scure the entire line, destroying both
the message and its redundancy. Thus
the nature of the error plays a part

too. Also, we should note that error
correction demands a price of over-
head. In this case, the error correc-
tion coded message required twice
the storage space.

On the other hand, error correction
is an obligation. A digital audio re-
cording might require storage of bil-
lions of bits. With such great data
density, even the smallest speck of
dust would wipe out a considerable
number of bits, as shown in Fig. 1. In
reality the type of error correction
utilized would have to be a great deal
more sophisticated than a simple re-
dundancy scheme. Even one bad bit
could wreak havoc. For example, if
the digital word 0000000000000000
(representing silence) was misread as
1000000000000000 (representing a
pretty loud level), a click some 90 dB
above the silence would result. For
satisfactory digital audio storage, error
correction is essential. Data on a dig-
ital audio recording must be error
correction-encoded when the record-
ing is made, and a digital audio player

FIGURE 2: The ISBN uses a weighted check sum to verify vaiidity

of book numbers.

book sum weighted

# sum

a a a

b a+b 2a+b

c a+b+c 3a+2b+c

d a+b+c+d 4a+3b+2c+d

e a+b+c+d+e 5a+4b+3c+2d+e

f a+b+c+d+e+f 6a+5b+4c+3d+2e+f

g a+b+c+d+e+f+g 7a+6b+5c+4d+3e+2f+g

h a+b+c+d+e+f+g+h 8a+7b+6c+5d+de+3f+2g+h
i a+b+crd+e+f+g+h+i  9a+8b+7c+6d+5e+4f+3g+2h+i
J

a+b+c+d+e+f+g+h+i+j 10a+9b+8c+7d+6e+5f+4g+3h+2i+]

of ISBN.

a) The weighted sum is formed from the book number.

book sum weighted
# sum
0 0 0
6 6 6
7 13 19
2 15 34
2 17 51
2 19 70
3 22 92
8 30 122
8 38 160
0 38

198 = (11) x (18) = 0 modulo 11
I

verified

b) When reduced to mod 11, the zero value verifies validity

data bits
00000000
00000001
00000010
00000011
00000100
00000101
00000110
00000111

l

l

l
11111111

a) Even parity

parity bit
0]

O e e e 20000

data parity
001011010
000011110
001100101
110011101

transmitied
OK
error detected

error detected
error not detected

parity check
b) Examples of fransmitted/

received words and parity
check.

001011010
000001110
101100101
000011101

received

FIGURE 3: Parity can be used
for simple error detection. It
forms the basis for more
sophisticated methods.

must be able to detect, correct, or
conceal any errors that occur during
playback.

When error correction decoding
takes place, the errors must first be
detected. While this might sound ob-
vious, the problem can be considera-
ble. If presented with a data word,
could you tell whether or not an error
had occurred? For example, does
1100101000011110 contain an error? Un-
less you are psychic, there’s no way to
tell. T could send the message twice:
1100101000011110 1100101100011110,
and close examination would reveal a
difference between them. Obviously,
both cannot be correct, but which one
is the right one? I could send the
message three times: 1100101000011110
1100101100011110 1100101000011110,
and you might have a good suspicion
of which one was correct, but would
you be sure? What if I sent the mes-
sage three times, and they were all
different?
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While simple repetition is an inef-
ficient way of going about error detec-
tion, a more enlightened variation,
data redundancy, is the essence of
error detection and correction. Redun-
dant data is extra information derived
from the original information; hence
itis redundant. In general, the greater
the redundancy, the better the error
correction. Of course, redundancy

FIGURE 4: Row and
column check sums can
be used to detect and cor-
rect errors in data blocks.

10 04 04 02
05 04 11 02
01 12 06 03
00 07 12 06
a) Original data
10 04 04 0220
05 04 11 02|22
01 12 06 0322
00 07 12 06125
16 27 33 13189

b) Data with check sums

data
error
10 04 /04 02|20
05 04f 11 02 |22~
01 06 03 | 22 row/eror
00 07 12 0625
16 27 33 13189
column
error

c) Example of detected/
corrected error

adds to storage overhead, and as we
have seen, must be optimized in a
practical system; this leads to the
development of elaborate error cor-
rection codes which make very effi-
cient use of redundancy by coding the
information in certain ways.

One example of coded information
is the ISBN (International Standard
Book Number) code found on virtu-
ally every book published. No two
books, no two editions of the same
book have the same ISBN. Even soft
and hard cover editions of a book
have different ISBNs. An ISBN number

is more than just a series of numbers.
For example, consider the ISBN num-
ber, 0-672-22388-0 (the hyphens are
extraneous). The first digit (“0”) is a
country code, for example 0 is for the
U.S. and some other English-speaking
countries. The next three digits
(“672") is a publisher code. The next
six digits (*22388”) is the book num
ber code. The last digit (“0™) is par
ticularly interesting; it is a check digit.
It can be used to verify that the other
digits are correct. The check digit is
selected to make the modulo 11
weighted check sum of the ISBN equal
0. In other words, when the digits are
reduced to sum modulo 11 (divide by
11 and take the remainder) of the
weighted sum, the mod 11 of the
weighted sum equals 0 modulo 11.
(To maintain uniform length of ten
digits per ISBN, the Roman numeral
“X" is used to represent the check
digit “10”). Given this code, with its
check sum, we can check the correct.
ness of any ISBN by adding together
the series of digits, and comparing
them to the last digit. Fig. 2 illustrates
verification of the ISBN in our example.

In practice, the redundancy con-
tained in correction codes often takes
the form of a parity bit, added to every
data word. The parity bit is chosen so
the number of ones or zeroes in the
group (data word plus parity bit) is
even or odd. For example, a parity bit
may be formed with this rule: if the
number of ones in the data word is
even (or zero) the parity bit is made
zero; if the number of ones is odd,
the parity bit is made one. The total
number of ones will always be an even
number (or zero); this is called even
parity. By the same token, odd parity
could be used.

That scheme allows for error detec
tion of received data: any word with
an odd number of ones must be in-
valid. Fig. 3 shows a number of words
and parity bits. The scheme can detect
1-bit errors in data (actually all errors
involving an odd number of bits).
However if two (or any even number)
bits are bad the scheme fails to detect
the error, and a bad parity bit would
cause other good data to be flagged
as erroneous. Moreover, the scheme
cannot ascertain which bit is bad, thus
it cannot correct errors. Clearly, a more
sophisticated scheme is needed.

For efficient correction, essentially,
more parity bits are required to solve
the problem, and the algorithm used

FIGURE 5:

Interleaving can be
used fo enhance
correctabilily of burst errors.

a) Without
interleaving

b) With
interleaving

to select the parity bits determines the
performance of the error correcting
code. For example, in some codes the
data is divided into blocks, and parity
values added to each block. The par-
ity values contain valuable information
used to correct for errors.

Consider the example in Fig. 4 a,
b, ¢. In addition to the 12 data values
in (2), nine extra parity values are cre-
ated and appended to the original data
block. They are placed at the end of
each row and column, and form the
sum of that row and column as shown
in (b). Note that a parity value is also
included for the parity row, and
column. Ifan error occurs in any data
(or parity) value, the error can be eas-
ily located, and the correct value can
be easily calculated, using the other
data present.

For example, suppose that the data
block in (¢) was received. As we re-
calculate each parity value at the re-
ceiving end, and check it against each
transmitted parity value, we observe a
disagreement. In fact, there is a dis-
agreement in both a row and a column
parity value. The intersection of the
row and column points to the error.
Furthermore, we can now substitute
in the correct value, derived from the
transmitted parity values. The data in
the block is thus substantially more
reliable. Of course, instead of 12
values, 20 are now required for the
error code.
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GREAT
COMPANY

Success is indisputable. When Westlake
Audio in Los Angeles decided to
upgrade their famed Studio B, they
needed to select not only a console but
a company that shares their tradition
for excellence. A company with a track
record for success. They chose Trident
and the new Trident Series 80C.
Trident pioneered sophisticated music
recording systems decades ago and in
this spirit of commercial excellence we
proudly introduce the Series 80C,
and congratulate Westlake for
the wisdom of their choice.

Featuring four frame sizes to 56 inputs,
48 monitor returns with Trident’s
four band EQ., optional moving fader
automation and unique styling,
the 80C continues the Trident legacy.

Consider the Company you keep.

TRIDENT AUDIO USA
2720 MONTEREY ST. #403
TORRANCE, CA 90503
(213)533-8900 / Telex (255)510 6000019

TRIDENT
GREAT COMPANY
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While trendy audio
products come and go, certain ones are
timeless. Their true value is appreciated more
year after year.

Orban’s “Blue Chips' are proven, consistent performers that fulfill a wide
variety of essential production and system requirements in top facilities worldwide .

622B Parametric Equalizer: The standard by which all others are judged.
Sonically and musically pleasing. Can be used as combination 4-band EQ and
notch filter. A real job saver.

672A/674A Graphic Parametric Equalizers “The Paracrossalizer”: Combines
eight bands of parametric EQ with tunable high and lowpass filters. A uniquely
versatile production tool. Also quickly becoming the smart choice for room and
system tuning because it eliminates ringing and phase shift problems. Can be used
as full electronic crossover plus EQ in one cost-effective package.

536A Dynamic Sibilance Controller: Around the world, Orban de-essers are the
salvation of vocal sessions. Quick set up and easy operation.

422A/424A Gated Compressor/Limiter/De-Esser “The Studio Optimod”: The
most flexible, cost-effective level control system available. Orban compressors are
known and appreciated for their smoothness. No pumping, no breathing; they work
for you, not against you in tough applications.

412A/414A Compressor/Limiter: Transparent level centrol delivers the punch
without the bruise. Very cost-effective. Ideal for installations and reinforcement work.

245F Stereo Synthesizer: Magical stereo effects from mono synths, drum

. machines, or any mono source. Perfect for
/f\ extending capability of smaller for-
o mat multi-track systems—the 5th,

9th, 17th, or 25th track. Inexpensive.
Orban also manufactures the

/ 4 reliable 111B Dual Spring Reverb as
\ well as attractive acrylic security
- covers which fit all standard 19"
- @ rack mount products.
Orban Associates Inc.

645 Bryant St. San Francisco, CA 94107
(415) 957-1067 Telex: 17-1480
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Numerous error correction codes
have been devised. For example,
Hamming codes derive multiple par-
ity bits from combinations of the data
bits. Simple Hamming codes can be
constructed which will detect two er-
rors and correct one error. Similarly,
Reed Solomon codes can detect and
correct large numbers of errors. Using
codes such as Reed Solomon, a dig-
ital audio system can detect and cor-
rect errors, and supply as-good-as-
new information.

However, as we have seen, the per-
formance of the error correction sys-
tem depends on the nature of the
error. For example, what if a large
error obliterated both the data, and its
parity? There would be nothing left to
reconstruct the message. It is thus
important to understand the nature of
the errors, and devise protection to fit
their nature. Errors can occur in large
groups, called burst errors, or in iso-
lated instances, called random errors.
Digital audio recordings must guard
against both kinds; for example a
badly formed pit would cause a ran-
dom error, whereas after eating french
fries your fingerprint would cause
burst errors. Clearly, burst errors are
the most troubling. A good error cor-
rection code uses parity, in addition
to other processing, such as inter-
leaving.

Interleaving is employed to guard
against that all too likely occurrence
(of burst errors, not necessarily eating
french fries). Interleaving might be
thought of as shuffling a deck of cards;
data symbols are redistributed in the
bit stream prior to recording so that
consecutive words are never adjacent
on the medium. An error occurring in
the medium (such as a dust particle
on the disc) might prevent the suc-
cessful reading of a number of con-
secutive values. However upon de-
interleaving the shuffled words are
placed back in their original and right-
ful position in the stream, and the
errors are scattered in time. Thus iso-
lated they are much easier to correct.
Interleaving is particularly useful for
long burst errors; consecutive errors
are scattered by de-interleaving, be-
coming more like random errors
which are more easily corrected. An
interleaving example is shown in Fig.
5. Interleaving appears complicated,
but can be accomplished by simply

delaying the data words by differing
amounts prior to recording, and delay-
ing it again (in a complementary man-
ner) upon playback.

Cross interleaving carries the idea
one step further. Data is interleaved
numerous times, over both short and
long time intervals. This provides cor-
rectability for larger errors. For exam-
ple, the Cross Interleave Reed Solo-
mon Code employs parity checking
to correct random errors, and cross
interleaving to permit parity to correct
burst errors.

While error correction of massive
errors is possible, it would be imprac-
tical to implement. Thus with real-life
digital audio systems, some errors are
too massive for the error correction
scheme. These errors are flagged by
the correction circuits, and passed on
to error concealment circuits. They
employ interpolation methods to exam-
ine valid data surrounding the error,
and use those values to calculate a
new value to substitute for the error.
An uncorrected error can be made vir-
tually inaudible by synthesizing new
data from surrounding data. Numer-
ous interpolation schemes are used,
with different performance levels.

In worst-case scenarios, where the
error is so massive that even error
concealment would fail, we choose
to mute the audio signal. The brief
silence is preferable to the burst of
digital noise, usually heard as a click.
By swiftly attenuating the signal be-
fore and after the mute, even these
catastrophic errors are often made
inaudible to most listeners.

Error correction thus consists of
several kinds of processing tasks. Er-
rors must be detected, corrected if
possible, or concealed. If necessary,
the signal is muted. To accomplish
those chores, the signal must be care-
fully encoded with detection and cor-
rection codes, and interleaving. It’s a
lot of work, but worth the effort.

Now, please refer back to the arti-
cle on CIRC in the May issue. Hope-
fully, the pieces will fit together a lit-
tle better this time around. n

Ken Poblmann is an associate profes-
sor and director of Music Engineer-
ing at the University of Miami in Coral
Gables, FL. He is author of Principles
of Digital Audio, and The Compact
Disc Handbook. He is vice president
of U.S. Digital Disc Corp. in New York

City.

“The truest
reproduction of
horns and vocals
I've ever heard!”

Tom Scott
Composer/Session Man

11288 Ventura Bivd., Suite 304
Studio City, CA 91604
(818) 843-1830
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—FROM PAGE 12, SESSIONS
ducer Frank Soukup. . . Wamer Bros. art-

ist Gary Morris was in Nashville’s Six-
teenth Avenue Sound to cut tracks and
overdubs for a forthcoming album. Morris
produced the project himself, with Scott
Hendricks engineeringand Dave Parker
assisting. . . In Nashville, Masterstouch
Production’s in-house producer, Wesley
Bulla, finished the final mixes of the new
theme song for the Alabama Army National
Guard’s upcoming “Catch the Spirit” TV
and radio campaign. . . Gospel recording
artist Bro. Bobby Albey, has finished lay-
ing tracks down for his album Stay With Me
Jesusat Nebo, KY’s Trusty Tuneshop with
Michael Cain engineering. ...

NORTHEAST

At D&D Recording in NYC, Dennis
Brown has been working with producer
Willy Lindo recording his next album.
Player/programmer Mac Quayle was
brought in for the sweetening and over-
dubs. Marc Plati engineered and John
Leposa and Bill Mansfield assisted. . .

At Manhattan’s Green Street Recording,
Joe Cocker was in with Dan Hartman
and Charlie Midnight. Mark Gaide en-
gineered with Mark Epstein assisting. . .

At Third Story Recording in Philadel-
phia, Monnette Sudler completed final
mixes on her latest album, Other Side of
the Gemini, to be released this fall. The
album was produced by John Wicks and
Rodney Burton of Third Story Records.
Engineers for the project were Scott Her-
zog and Dan McKay. . .After finishing
four tracks forthe new Vanessa Bell-Arm-
strong album (Jive/RCA) Backstage Pro-
duction’s engineer/associate producer
Tom Roberts was asked by CBS artist Roy
Ayers to remix five tracks for his upcom-

ing album at the Yorktown, NY facility. . .

Activity at Kajem/Victory Studios near
Philadelphia included sides for Lou
Rawls’ forthcoming LP with Dexter Wan-
sel producing, Mr. Mitch engineering. . .

The Rhumba Club, a popular Baltimore
band finished up an LP of their world beat
music at GRC Studios in that city. . . Me-
diaSound in NYC had producer Lenny
White completing an album with the band
Animal Nightlife, Alec Head engineer-
ing...Michael Bramon and Susan
Feingold produced, arranged and per-

formed music for HBO/Cinemax’s Origi-
nal Max Talking Headroom Show, record-

ed and mixed at Turnstyle Production’s
NYC facility. . . Pat Metheny was at Blue
Jay Recording in Carlisle, MA, producing
ascore for a television movie in the Ameri-

can Playhouse series. Rob Eaton engi-
neered. . .Aaron “Louie” Hurwitz en-
gineered and produced the audio mix of a
one-hour live TV concert in New Orleans
of The Bandand special guests Allan Tous-
saint, Bobby Chatles, Jo-el Sonnier and
Thumbs Carlille. All mixing was done at
the Workshoppe Recording Studios,
Douglaston, NY, and NRS Recording Stu-
dios, Hurley, NY. . . At Duplex Sound, in
NYC, Deodato produced an LP for Kevin
Rowland (Dexi's Midnight Runners) for
Phonogram UK, right after producinga cou-
ple of cuts for Brenda K. Starr (MCA) and
Anthony & The Camp (Jellybean/Wamn-
er Bros.). Deodato has also done all the
programming and playing on these proj-
ects. . . Island Media in West Babylon, NY
recently had producer Jack Douglas,
(John Lennon, Aerosmith, Cheap Trick) in
to produce the premiere album for the
Lauren Smoken Band. . . At Quantum
Sound in Jersey City, Elisa Fiorello has
been in cutting tracks for her upcoming
album with producer Reggie Lucas. Doc
Dougherty has been behind the board
with Mark Polowski and Abdu Malahi
assisting. . . At Cove City Sound Studios
in Glen Cove, NY, Eddie Montilla was in
recording with Gerrardo Velez produc-
ing, Chris Bubacz engineering, Tom Yez-
zi assisting. . . At Kennedy Music & Re-
cording in Philly, a new theme song has
been completed for The Oprab Winfrey
Show. Steven Ford provided the instru-
mentation and also produced the project.
David Kennedy engineered the sessions
.. .Charlie Lallo of Hoboken, NJ has writ-
ten, produced and performed his first mu-
sic/video, titled Freedom Forgets It was
directed by Bill Otterson of Otterson TV in
NYC, and the soundtrack was engineered
by Angelo Panetta of Panetta Studios
in ElImwood Park, NJ. . . At Power Play in
Newark, NJ, A&M artist Glen Burtnik was
in recording for his second LP, Heros and
Zeros. Dave Prater produced the album
with the Record Plant’s Grey Russell engi-
neering. . . At Quantum Sound in Jersey
City the Weather Girls were in doing
tracks on four songs for their upcoming
album produced by Reggie Lucas and
engineered by John Lombardo with
Michelle Thomas assisting. . . At Such-
A-Sound studio in Brooklyn Heights, NY,
Mary Williams of the Psychedelic Furs
was in laying tracks for a new song for a
Columbia Pictures film...The recently
formed Lefrak-Fuhrman Organization in
New York has chosen Harry Hirsch to
produce five CDs of unreleased perform-
ances by the Duke Ellington Orchestra
for their LMR (Little Major Records) label

.. .At Cove City Sound Studios in Glen
Cove, NY, Rob Jungklas worked on his
album, Lenny Kaye producing, Rod
O'Brien engineering and Tom Yezzi as-
sisting. . .At Duplex Sound, NYC, MCA
recording artists Breakfast Club were in
remixing “‘Rico Mambo™ for a future single
release, with Deodato producing, and
Mallory Earl mixing. . .Lou Rawls was
in Philadelphia’s Sigma Sound working
on a new album for Philadelphia Interna-
tional Records. Producers were Kenny
Gamble, Leon Huff and Bunny Sigler.
The project was engineered by Joe Tarsia
with Dave Saia as his assistant. . . At 1020
RPM in Philadelphia, Cindy Faith was in
recording her latest single. Chris Gately
was at the board, with John Wicks produc-
ing. At Third Story Recording in Phila-
delphia, Parrish Blue completed final
mixes on its latest album, Western Roads.
Dan McKay and Scott Herzog engi-
neered and produced, along with co-pro-
ducer, band member Charles Crystle
.. .At Trackmaster Audio in Buffalo, NY,
work was done on the latest album project
for Planet Records artist Thelma Hous-
ton. Production was handled by Richard
Perry and Lemel Humes. Engineering
on the project were D.M. Bellanca, Jim
Calabrese, Mike Sak and Paul Gold
.. .Showstoppers Studios and Sadler
Recording (NYC) have completeda joint
venture for Bad Cat Records’ newalbum by
Jimmy Norman of The Coasters. It was
produced by Dr. Debbie Colony and
engineered by Dr. Colony and Rick Klej-
mont of Sadler Recording. . .

SO.CAL/HAWAII

At Take One Recording in Burbank Was
Not Was was in with Don Fagenson pro-
ducing. Paul O’Duffy was the co-produc-
er, with Martyn Phillips engineering and
Micajah Ryan assisting on the new album
for PolyGram Recordstitled Walk the Dino-
saur. . .At Image Recording in Holly-
wood, Studio A has been hosting producer
Richie Zito, mixing tracks for Kenny
Loggins. Phil Kaffel was at the desk with
Steve Krause assisting. . . Wamner Bros. re-
cording artist Morris Day was back in
Encore Studios in Burbank working with
Roman Johnson of the Gap Band on key-
board tracks and also completing vocal
overdubs for his forthcoming album. Judi
Day produced with Randy Tominaga
engineering. . . Producer/composer Jon
Lyons produced the official theme song
forthe 1987 Intemational Special Olympics,

—CONTINUED ON PAGE 306
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WHAT YOU DO
WITH THE M-600 MIXER IS
YOUR BUSINESS.

That's why weve designed it to meet or exceed your
most demanding requirements. And made it the easiest, most
flexible professional mixing console you'll ever work with.

The M-600:is modular. Which means you can custom
configure the consale to your audio or video production
needs. The M-600 lets you choose up to 32 input channels, or
you can start with 16 or 24 input channels and expand
the board as your needs change. Optional stereo modules
can also be added to provide even more line inputs for MID!
instruments and video production convenience.

Installation and wiring is exceptionally easy. The
M-600 is the only modular mixer that's available with all the
necessary finished cables and installation hardware. And that
can eliminate a lot of installation hassles and expense. At the
same time, no other mixer at its price gives you multi-pin,
computer-type connectors for quieter, more secure
connections.

But the real pleasures of the M-600 will only be
evident after it'sin your studio. Up to 64 stereo or 128 mono
inputs can be accessed directly from the top panel. A patch
bay can be added for fast, flexible routing. That's convenience.

The M-600 has all the features youd expect in a
professional mixing console. Like balanced insert patch points
on all inputs, PGM busses as well as the stereo master buss
for increased signal processing capability. Plus sweep-type
parametric EQ, balanced inputs and outputs, phantom power,
talkback/slate channel and all the audio performance you'll
ever need. Without the exorbitant price you don't need.

So check out the M-600 modular mixing console.
It's ready for fame when you are.
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The Tape

The Synclavier® Digital Audio
System and the Direct-to-Disk ™
Multitrack Recorder combine
to form The Tapeless Studio, a
complete computerized recording
environment for music and post-
production. The heart of The Tape-
less Studio is the proprietary high
speed Synclavier computer, which
integrates and controls the func-
tions of a diverse array of hard-
ware and software for the genera-
tion, manipulation and storage
of sound.

The Synclavier system’s
outstanding power, speed, and
ease of use derives from the com-
puter’s unmatched ability to address mas-
sive amounts of digital sound data. A
maximum configuration of 8 gigabytes of
on-line storage offers the largest capacity
of any system of its kind.

Synclavier memory can be configured
to match your specific requirements.

Winchester hard disks provide on-
line “workspace” for songs in progress
and libraries of frequently used sounds.
High density floppies are used for storing
individual projects, sound libraries and
installing factory software updates, while
15 Mb streaming cartridges provide hard
disk back-up. Optical Disks offer a full 2
@ gigabytes of memory for

mass on-line recording stor-
age of sound data.

Random Access Memory is used for
the recording, editing and playback of
short instrumental sounds or sound ef-
fects: 32 Mb are available, again the

MAIN OFFICE White River Jet., VT (802) 295-5800 New York (212) 977-4510 Los Angeles (213) 651-4016 Chicago (312) 266-0266

largest of any audio system. Additional
system RAM provides storage for the
200-track Memory Recorder — maxi-
mum size is 8 million note/events.

‘/ Synclavier user interfaces include

T the computer terminal, mouse con-

“= troller, the 76-note velocity/
| pressure keyboard, and the optional
Digital Guitar. System interfaces such as
the MIDI, SMPTE, Multi-Channel Output
Distributor and external timing modules
may also be added.

Software updates keep the o
Synclavier system at a state-of-
the-art level. Recent enhance-
ments make available advanced features
like cut-and-paste editing for the Syn-
clavier Memory Recorder, mouse-based
editing for sampled sounds, engraving
quality Music Printing, database organiza-
tion of archived sounds, and full SMPTE
and MIDI editing capabilities.

AUTHORIZED DISTRIBUTORS Nashville (615) 327-4343 Toronto (416) 868-0528 England 44-1-202-4366 France 33-1-48-76-1144 Japan 03-354-3317 West Germany 49-7131-4801
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less Studio

|

The Direct-to-Disk Multitrack Record-
er, featuring unsurpassed 16-bit/100kHz
fidelity, can now be configured in stand-
alone 4, 8, and 16-track units. It records

— - and plays back audio
information from a ded-
icated network of win-

chester hard disks, and backs-up on con-
venient, reliable data cartridges. Direct-to-
Disk also incorporates its own SMPTE
synchronizer and
MIDI interface.

Like the Synclavier, the Direct-to-Disk
system is based on proprietary computer
hardware and is software updateable. Cur-
rent software implements advanced non-
destructive cut-and-paste style editing. A
maximum continuous recording time of
over 3 hours is available at a sampling
rate of 50 kHz with a 16-track system.

The Tapeless Studio™ has been de-
signed as a modular, open architecture
system, which can be expanded as your
business grows and as new technology
becomes available — while protecting
your original investment in the system and
in the time spent learning its

operating procedures. \{?——-3:'
I il

New England Digital pro-

vides comprehensive train-
ing for you and your staff.
Technical assistance and ser-
vice are available on-site or by
phone from any of our offices
worldwide. There are company-
owned sales, service and training
offices in Los Angeles, New
York, and Chicago, with branch
offices in Nashville, Toronto,
France, Great Britain, West Ger-
many and Japan, in addition to
our corporate headquarters in
Vermont.

We recognize that when you
make a significant capital invest-
ment in equipment, you are also,
in part, investing in a company.
New England Digital is a research-
oriented, American computer com-
pany dedicated to a single goal:
building the finest computer-

| based digital audio systems for the music,

recording and post-production industries.

Synclavier, Direct-t-Disk and The Tapeless Stadio are irademarks of New England Digital. Prodact specifications are sabject to change withoat notice. Copyright 1987 New England Digital
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by Tony Thomas

STUDIO
FINANCING

AN INTERVIEW WITH BOB SKYE
OF THE PLANT - SAUSALITO, CA

ecording is a capital-intensive busi-
ness. A very capital-intensive business.
While many other entrepreneurs can
start up with little more than a desk,
typewriter, calculator, filing cabinet
and wastebasket, starting a recording
studio necessarily requires the acqui-
sition of many thousands, if not mil
lions of dollars, worth of equipment.

Putting together that amount of
financing requires either immense
personal resources, or 4 great deal of
financial savvy. First of all, a prospec-

Bob Skye, owner
of The Piant Re-
cording Studios,
discusses final
mixes with client.

tive studio owner must learn how to
put together an appealing business
plan, complete with financial projec-
tions and net worth statements, to
interest potential investors and/or
bankers in getting involved. This al-
most always requires an intensive
educational process, as bankers and
investors are seldom acquainted with
the inner workings of the studio busi-
ness and its overall profit potential.
Next, the prospective owner must
acquaint himself or herself with all of
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STUDIO - VIEW

the available financing options, and
weigh the pros and cons of each. Fi
nally, after weighing all the options, it
is incumbent upon the prospective
entrepreneur to determine whether or
not the new enterprise will be able to
generate sufficient profit to offset the
capital invested. If that cannot be done
comfortably, then the numbers must
be revamped and the business plan
modified accordingly.

Simply stated, getting financing is
not easy. In fact, it is often said that
the only people who can get financ-
ing easily are the ones best able to
prove they don’t need it!

Bob Skye, the present owner of The
Plant in Sausalito (formerly the Record
Plant) has, of necessity, become an
expert on financing. He parlayed his
ownership of Skyelabs, a remote re-
cording bus, into a full-service audio
recording facility. Skye, who began his
career as a musician during the psy-
chedelic era, soon found that there
were many more talented musicians
than people who were good at record-
ing them. He then switched over to
the other side of the console and has

been there ever since.

Although Skye began his career as
an engineer, he describes his work in
the industry as “pretty multifaceted.”
“I found myself,” Skye recalls, “being
thrown into situations where 1 was
called upon to take a project that was
in progress and put together the right
people to make sure that it turned out
professionally.” Skye acquired The
Plant “because the numbers were right
and I needed a place to park my bus.”
Skye spoke to Mix recently about stu-
dio financing and the various options
available:

Mix: What should a studio owner
think about when deciding to pur
chase a piece of equipment?

Skye: Well, first of all, you have to
have a reason to buy. You have to ask
yourself: does the business warrant
the purchase of that particular piece
of gear? Do the clients want it? If the
client’s don’t want it, somebody bet-
ter want it that has a lot of money to
pay for it. I was on a panel at a NARAS
seminar and David Schwartz [publish-
er/editor of Mix] said something that
summed it up very well. David said
that, unlike any other time in history,
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a recording studio has to be managed
like a business. Studio owners have to
observe standard business practices
relative to accounting and profitabil
ity. You have to have a long-range
business plan. Our business plan at
The Plant is for the next ten years. |
think that any studio that doesn't have
a business plan—one that takes into
consideration equipment purchases
vs. profit margins—is being very
shortsighted.

“Unlike any
other time in
history, a re-
cording studio
has to be
managed like
a business.
You have to
have a long-
range plan.”

Mix: When does it make sense to buy
a piece of equipment and when does
it make sense to lease it?

Skye: OK, let’s say we have decided
to acquire a piece of equipment. It's
something that we need and that can
be justified financially. The first thing
we have to do is look at what advan-
tages we have under the tax law. Well,
as you know, the tax laws have
changed, so many things are now dif-
ferent. [ Mix strongly suggests that you
contact a qualified professional such
as a CPA or tax lawyer to determine
your tax status under the new law
before contemplating the acquisition
of any major piece of equipment.]
Based upon the way my business is
structured, it makes sense for me to
purchase the gear with loan financing
instead of a lease. Of course, every
situation is different.

But, if leasing makes sense, you
have to look at the lease contract and
see if there is a buyout amount at the
end of the lease. If there is a buyout,
how much is it? Is it based upon
depreciated value or is it a percentage
of the original cost? If you are bor-
rowing the money, you have to look

-CONTINUED ON PAGE 307




EXPANDING THE SYSTEM

The 480L Sampling Memory Expander. Accurate sampling i phase-locked stereo:
a Lexicon applications brief.

The 480L. Digital Effects Svstem de-
livers audio performance that surpasses
conventional digital recorders: true to
life sampling is a prime example of its
advanced engineering. With the op-
tional Sampling Menwry Expander, the
480L becomes an astonishingly prac-
tical way o copy or move several sec-
onds of audio from point A to peints B
and C,

Until now, “flving in™ or “slipping”
vocal and instrumental overdubs meant
tradeoffs. Two-track tape is clumsy and
degrades the signal: DDLs with long
memories are better, but not by much.
Now, with the 4801.'s optional Sampling
Memory Expander, vou can digitally re-
cord 10 seconds of true phase-locked
stereo or 20 seconds of mono at a 48
kHz sampling rate. 18 bit equivalent
A/D conversion produces a typical dy-
namic range of 98 dB. with a bandwidth
of 20 — 20,000 Hz: output doesn’t get
any closer to input.

H vou're using a digital recorder
that’s Sony 1610 compatible. the Sam-
pling Memory Expander and the 1801
digital /0 interface can reproduce the
original performance at any location on
tape without leaving the digital domain.
Slip syneing. copying and time shifting
of audio segments is faster and cleaner
than ever before.

You control sample recording. edit-

ing, processing and triggering from vour

work position using the 4801 LARC.

Varving up to six parameters at once,

Lexicon Ine.. 100 Beaver Street. Waltham. MA 02154 (017) 891-6790

Circle #017 on Reader Service Card

vau trim
heads and
tails. and set audio
trigger levels. Audio
trigger response time. inct-
dentally. 1s under 300 micro-
seconds — virtually instantaneous.
Sampling Memory Expander enhance-
ments include Record Trigger to trigger
sanpling automatically from audio in-
put, Time Variant Record. and sound on
sound digital recording in sync with

the original sample. Lexicon Dynamic
MIIX® leas vou assign MIDI controllers
to samplimg parameters. for new dimen-
sions of real-time or sequenced control.

Sometimes even the most accurate
replica isn’t exactly what vou're looking
for: if so, the 480L will take vou
bevond imitation into creative sam-
pling. Play samples faster or slower
(without changing the sampling rate).
backwards or forwards, even both at

Xicon

once. The 4801 inno-
vative signal processing al-
gorithms allow vou to enhance
sounds with advanced reverbs
and effects without leaving the
digital domain. Add signal pro-

cessing as vou sample, or process a
“dry” sample on playback with digital
wel-dry mixing.

The 480L. digitally integrates sam-
pling and signal processing because it’s
designed as a comprehensive audio pro-
duction tool: a system. And sampling
is only the first of many directions in
which this Digital Effects System can
grow. We're continually examining the
possibilities, and as vour needs develop
we'll implement new tools to meet them.
Now is the time to call your Lexicon
Advanced Products dealer for a demo
of the new production techniques the
Sampling Memory Expander makes
possible.
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Fas!, accurate and powerful. Someday, a'l audio machines will be built this way, but
consider what the MTR-90s aavanced technology can do for you right now.

A capstan molor thats designed to be speed-slewed; designed so well that it Slops
faster than it slarts—and it starts in 600 milliseconds to 30 ips! (We can also give you our specs
for 1510 30 ips and from 15 to 7.5 ips if you thirk wefe just kidding around)

Think about what all this means when you want your audio machine to be externally
controlled. Do you want a heavy flywheel working against you, or a light-weigh: printed circuit
motor of the latest design working for you?

And the signal electronics? Well, here we go again: GSPIPO—in vari-speed! Dynamic

Now get the full story about the audio machine theyte all still trving
to catch. Call Otari, Technology You Can Trust. (415) 592-8311, [ﬂﬂﬂlﬂﬂ
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ANALOG
TAPE RECORDER
ELECTRONICS

A Road Map For Maintenance Engineers

The process of reproducing sound
from a recorded tape is very similar in
function to the operation of a hydro-
electric generator. They both operate
on the principle that when a magnetic
field cuts across a wire, current flows
in the wire. The recording process
works using the inverse of the princi-
ple: when a current flows in a piece of
wire, magnetic lines of flux are created
around that wire. Magnetic tape is com-
posed of very fine particles of mag-
netizable material glued onto a long
chunk of plastic. In the recording proc-
ess (where analog audio is con

cerned), these particles are mag-
netized along the plane of travel of the
tape. They are stacked perpendicular
to the plane of travel across the face of
the gap that contacts these particles.
When these stacks of horizontally
polarized bar magnets travel across
the face of the reproduce head, the
lines of magnetic flux that surround
them are carried by the head across a
winding inside the head, and a current
flows in that winding. That current is
our audio signal, and getting it on and
off the tape with the least amount of
destruction is our goal.

HOW HEADS WORK

Reproduction

The playback head is a transducer that
changes the magnetic flux reversals of
particles on tape moving past it into
electrical signals. This can be viewed
simplistically as a transformer that uses
magnetic tape in motion across the
core gap (pole pieces) as the primary
winding. The head is an inductive
source. This means that with a constant
flux level presented tothe pole pieces,
the frequency response rises at 6 dB

BY GREG HANKS

per actave. The output of the head is
similar to that of a miniature generator,
and it is important to note that the
voltage generated not only is propor-
tional to the amount of flux, but also to
its rate of change. This results in the
same response curve as you get with a
capacitor in series with a load, but
with a major difference. With a capaci-
tor in series, you have 90 degrees of
phase shift, but with the head, there is
no accompanying phase shift. Because
of this response, all tape reproduce
pre-amplifiers start with a falling 6 dB
per octave response, which mandates
an included 90-degree phase shift. The
equalization curve necessary to ac-
complish conformance to the appro-
priate standard is then applied to this

falling 6 dB/oct. curve. Seems simple
enough, right? See the sidebar on EQ
curves for an explanation of why most
published curves look the way they
do. Ifthe output of the head is rising at
6 dB/oct., then why is there high fre-
quency boost applied to the record
signal, and why are the EQ curves so
different for different speeds? Well, the
reasons are based in trying to over
come the “losses” that are an integral
part of the record/reproduction chain.
Among these are: gap loss, azimuth
loss, spacing loss, thickness loss, head
bump loss and eddy current loss.
Gap Loss: This is probably the
most widely comprehended loss in
the reproduce chain. The head re
sponds to the changing magnetic pat-
tern on the tape as it is moved across
the head. When the wavelength is equal

Theoretical Sdb/l]ct)
[

Figure 1

Wavelength / Head Gop
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Theoretical 6db/Dcly

Figure 2

Wavelength / Head Gap

to the gap size, the output of the head
is zero. This is the familiar function:
sin X
X
The response that accompanies gap
loss is shown in Fig. 1.

Azimuth Loss: It is well known
that the high end will get a bit mud-
died when the playback head is on a
tilt. This is known as azimuth loss. The
reason the top end disappears is that
this is a wavelength-sensitive loss. The
mechanism of the loss is best ex-
plained by remembering that the
amount of current which flows in the
head winding is proportional to the
amount of flux differential which ap-
pears across the gap. When the head is
not perpendicular to the plane of travel
of the “line” of magnetism (remem-
ber, there is aline of magnetic particles
perpendicularto the travel of the tape),
then there are fewer particles contri-
buting to the differential of flux at the
gap. The amount of loss is greater
when the track width is larger. It also is
greater when the wavelengths are
shorter. The formula that describes this
loss is:

Alignment Loss (in dB)=

sin X width x tan angle
wavelength

mx width x tan angle
wavelength

See Fig. 2
Azimuth error makes itself obvious

with wider track widths, such as half-
inch 2-track format. With a 24-track
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machine, the azimuth can be out as
much as 360 degrees between tracks
one and 24, and high-frequency atten-
uation due to that error is negligible.

Thickness (or Coating) Loss:
Thickness loss is the primary deficien-
cy that reproduce equalization is
meant to overcome, and to understand
it, we first must explain spacing loss.

Spacing Loss: Spacing loss occurs
when the magnetic oxide ofthe tape is
not in contact with the gap ofthe head.
This loss is wavelength-dependent. For
a given separation distance, the shorter
the wavelength, the greater the loss.
Consider the case of the cassette—the
tape speed is slow and the high fre-
quencies have short wavelengths, soa

spacing of 25 micro inches (.000025)
will produce 11 dB of loss at 15 kHz.
The formula for calculating this loss is:
Spacing Loss (in dB)=

~_distance >

B wavelength

Spacing loss probably is the most
significant element that a techie will
deal with. It rears its ugly head in many
forms. Most of the time, spacing loss
occurs because of incorrect head rota-
tion coupled with wear of the head at
the gap. This can be corrected “in the
field,” whereas the majority of other
types of losses mentioned here are a
function of head manufacture. Spacing
loss appears in other ways, such as
registration error. The manner in
which this usually distinguishes itself
is in “meter bounce,” although this
also occurs with racking error men-
tioned above. Registration error is the
same thing as head height errors be-
tween the recorded track and the re-
produce head gap location. Registra-
tion error common to all tracks in a
multi-track head can be corrected by
changing the height of the head,
whereas the situation where only a
couple of tracks are off can be cor-
rected only by head replacement.
When the reproduce head track width
is not centered on the recorded track,
there is less total flux available to the
reproduce head, and the overall signal
level is reduced.

Thickness Loss (Revisited):
When the tape is recorded, the oxide
coating depth is completely penetrat-
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BRYSTON POWER AMPLIFIERS
CONTINUE TO DEFINE THE STATE-OF-THE-ART
IN MUSICAL ACCURACY, LONG TERM RELIABILITY
AND PRODUCT INTEGRITY.

general concepts.

1. Musical accuracy
2. Long term reliability
3. Product integrity

ryston design philosophy
B incorporates three

MUSICAL ACCURACY

Musical accuracy is reflected
throughout all Bryston power
amplifiers and includes the
necessity for wide-band transient
accuracy, open loop linearity
ahead of closed loop specifications,
and power supply design as an
integral part of the overall sonic
and electrical performance of a
power amplifier.

We have found that a simple
carborn film resistor can contribute
more static distortion to a signal
than the entire remainder of the
amplifiers circuitry combined.

We discovered that some
parameters of transistors must be
controlled as much as 1000 times
more closely before their
contribution to audible distortion is
rendered negligible.

We discovered that under certain
actual conditions of speaker
loading amplifiers were incapable
of yielding high-power transients
without distortion.

Each of the various steps or stages
in every Bryston amplifier, from

In the United States:

95 1 IVERMONT
RFD *4, Berlin, Monpelier, Vermont 5602
(802) 223-6159

the input section to the output
section, without exception, are
designed to optimize the musical
experience.

STANDARDS OF RELIABILITY

e consider this criterion
o be exceedingly
important. We have

applied techniques
and materials in our everyday
construction of electronic
equipment more typically utilized
in the military and aerospace
industries.

All components used in Bryston
power amplifiers are specified for
continuous duty at maximum
power, with typical safety margins
of 250%.

The power transistors used in all
Bryston amplifiers are 100% tested
for safe operating area, both before

and after installation in the circuit.

They are then taken to a “burn-in”
table when they are given a
capacitor load, a square-wave
input signal. and set at slightly
under clipping for a period of 100
hours. During this time, the input
signal is cycled three hours on to
one hour off, to exert additional
thermal stress.

Following the burn-in period, the
amplifiexs are monitored for DC
bias stability for approximately

Circle #019 on Reader Service Card

another full day. At this point,
they are returned to the test bench
for another complete checkout of
all operating parameters and
functions, at which time a test
sheet is made, and included in the
packing with the unit.

As may be seen, Bryston takes
very seriously the correct
functioning and long term
reliability of its products.

INTEGRITY

ryston contends that
the term ‘best’ should
apply to the honesty

pride and courage with
which we conduct our business, as
well as to the performance of our
products.

For this reason, you will not find
Bryston’s products being
cosmetically “updated” on a
regular basis merely in order to
keep the customer’s interest, in
something ‘new’. If we make a
change in the circuitry, it will be
because, and only because, it
yields a worthwhile performance
or reliability improvement.

We feel that regular sweeping
revisions to basic circuit design
(accompanied by revised jargon) to
be cynical marketing on the part
of the manufacturer and insulting
to the discerning customer.

In Canada:

11 MARKETING LTD.

57 Westmore Dr., Rexdale. Ontario, Canada M9V 3Y6
(416) 726-0300
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ed by the bias field. Thus, the entire
depth of the tape is recorded. When
the tape is played back, the flux field(s)
ofall the “layers” of the magnetic parti-
cles that comprise the tape contribute
unequally to the reproduced signal.
Because of the spacing loss phenome-
non noted above, only the longest of
wavelengths fully contribute to the re-
produced signal, with only the surface
layers of magnetized particles contri-
buting to the high frequency reproduc-
tion. This gives us a falling frequency
response that is tape speed-depen-
dent. It is this high frequency loss that
both reproduce and record equaliza-
tion are meant to overcome. The slow-

er the speed, the shorter the wave-
lengths and the more thickness loss
we have. The above loss illustrates why
newer chrome tapes have better top
end. The tape surface is now much
smoother than older tapes, and this
means the oxide can have much more
intimate contact with the head.

Eddy Current Loss: In the repro-
duce chain, this loss probably contri-
butes the least to the difficulties of
getting quality reproduction of music.
Eddy currents are created by the lines
of flux generated by the windings of
the head. When the flux from the tape
is converted into electrical energy, this
generates a current flow in the wind-

Critical
Recording
Zone —

Debris

Backing

Oxide Layer
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ing. The current flow in the windings
of the head causes lines of flux to be
generated around the winding, and
these are coupled into the core, and
around and around it goes. The net
result is that the flux (at high frequen-
cies) is confined to the surface of the
core. Modern heads consist of many
laminations of core material. This re-
duces eddy current losses by increas-
ing the number of surfaces, thus in-
creasing the amount of available flux.
The net result: the slope of the rising
response of 6 dB/oct. is reduced to
5%+ dB/oct. Typically, this results in %
to Y2dB loss at 20kHz. This isa frequen-
cy-dependent loss, so is unnoticeable
at lower speeds, while observable at
15 and 30 ips.

Head Bump Loss: When the re-
corded wavelength on tape approach-
es the overall dimensions of the two
head pole pieces, the pole pieces be-
gintoactasasecond gap. Thisleadsto
arise in the output of the head. When
the wavelength is twice the length of
the contacted pole pieces, there is a
maximum addition of available flux.
Conversely, when the wavelength is
equal to the combined “second gap,”
we have a cancellation of output be-
cause the additional flux output is
zero. The resulting curves can be seen
in Fig. 3.

Recording
Getting the signal back off the tape is
much more difficult than getting it on
there in the first place. The recording
process operates on the principle that
when a current flows through a wind-
ing, lines of flux are generated around
that winding. These lines of flux are
carried by the pole pieces of the head
to the surface of the tape. There is a
gap perpendicular to the travel of the
tape, and this gap has a magnetic field
across it that is polarized along the
plane of tape travel. Being that we are
glossing over the basic physics princi-
ples of the recording process, I will
simply state that obviously we are all
well aware of the non-linearities of
tape, and thusly are cognizant of the
role of bias in the recording process.
Recording takes place at the trailing
edge of the gap, and not across the gap
itself. The above mentioned phenom-
enon is what accounts for the drastic
phase shifts that occur in multi-track
machines with their bias aligned at
1kHz or below.

Let me move into a discussion of
the losses that affect the recording



here you are, midway
through a session, when
the lightbulb that senses
your multi-track’s tape ten-
sion suddenly goes dark.
The machine isn’t happening,
there’s a ticked-off producer glaring
at the clock, and you've got to call a
service tech to deliver and install a
15-cent part—for 50 dollars!

This need not happen in your
studio. Indeed, there are many ATR
woes that needn’t needle you. As
with any mechanical device, one
problem leads to another, and then
another, so try to catch the first
problem ASAP. Which means: rou-
tine maintenance is mandatory.
Proper interconnections help keep
things running properly; by manag-
ing grounds in the studio, you can
keep elevated chassis voltages toa
minimum. Also, the control room
should be as clean as grandma’s
sitting room.

Maintenance Experts on ATRTLC

Generally, treat your machine
with the respect that you give to
clients, for without one, you would
not have the other. Specifically? We
asked some audio gear mainte-
nance engineers and technicians to
tell us how studios can help length-
en the lives of their analog, multi-
track tape machines.

Offering their advice are electro-
acoustic engineer Rob Rosati of
EARS in Boston; sound engineer
Rob Forman of Tekcom Corp. in
Philadelphia; maintenance engi-
neer Chip Garrett of Studioworks in
Charlotte, NC; Ian Budd of the Cin-
cinnati-based ICB Audio dealer-
ship; audio engineer Tim Delaney
Of EAR Professional Audio/Video in
Phoenix; former studio engineer
Ron Oren of Mirromere Audio, a
supply and maintenance service in
Wheatridge, CO; and former Ampex
audio design engineer Jim Hartley
ofJL Hartley Pro-Audio Support (fac-

tory-level motor refurbishing) in
Fremont, CA.

Rosati/EARS: Have a qualified tech-
nician periodically look at the ma-
chine in depth. Every day, the assist-
antor house engineer should thread
a calibration tape onto the machine
and monitor for proper record and
reproduce levels. Plus calibrate the
tape deck to match another deck or
a specific tape formulation. If you
monitor the deck daily, you'll read-
ily pick up any change, which usual:
ly means a problem occurring or
about to occur.

Periodically check for dust accu-
mulation in places like the power
supply. A slight dust coating on a
power supply acts like a blanket
and lets the unit run at very elevated
temperatures, which will cause ma-
jor problems in a short period of
time. In the room that holds the
deck, it’s important to keep the am-
bient temperature very constant,
around 68 degrees. The environ-

"CONTINUED ON PAGE 203

(213) 469-4773

LOS ANGELES

“WE SPEAK YOUR LANGUAGE.

ADR ¢ Conforming ® Digital dubbing ® Dual multitrack
Dubbing ® Electronic Editing ® Foley ® Format conversions ® Layback
Machine control ® Mastering ® MS to stereo ® Pre-lay ® Pre-mastering ® PQ subcode
Scoring ® Telecine—we do this every day, just like you...(yes, weekends too!)

WE CARRY THE LINES THAT HELP:

SONY DIGITAL/ANALOG—Consoles, Recorders and Editing Systems
DYAXIS—Disk-based digital recorders
HARMONIA MUNDI ACUSTICA—Format converter/digital consoles
LYNX—Time code modules, synchronization and controllers
SANKEN MICROPHONES—Quality second to none
BOSS—Synchronization controllers from Alpha Audio
FOCUSRITE—Equalization from Rupert Neve

AUDIO INTERVISUAL DESIGN

Telex 315254, IMC 581
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process, to better illustrate the reasons
for the equalization that we apply.
There are a number of losses that
occur in recording as well as reproduc-
tion, including demagnetization, bias
erasure, eddy current (revisited) and
spacing (revisited).
Demagnetization: When record-
ing takes place, we are orienting and
magnetizing the magnetic particles
(rust) that are glued onto the tape.
Refer to Fig. 4 for a simplistic picture
of a representative magnetic flux pat-
tern on tape. Upon inspection, we see
the patterns from one group of parti-

cles interact with adjacent groups of
particles. This occurs in both longi-
tudinal and perpendicular magnetiza-
tion. The result is a reduction of the
flux available to the head. The de-
magnetization loss for longitudinal
orientation is greater at short wave-
lengths, and perpendicular losses are
greater for long wavelengths. A bell-
shaped curve is the result. Modern
tapes use longitudinally oriented par-
ticles, so the predominating loss is at
shorter wavelengths. Low frequency
boost is the result of demagnetization
losses. The formulae that describe this

Wavelength

PN
%—J/

Available Flux

Figure 6
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loss are lengthy, and can be found in
the IEEE transcripts authored by Shun-
Ichi and Neal Bertram.

Bias Erasure: This isthe phenom-
enon whereby the short wavelength
signals (top end) are reduced in level
more rapidly than the long wavelength
signals with increasing bias current.
There are a number of different ex-
planations for this occurrence. Some
early investigations explain the proc-
ess by mapping the geometry of the
bias field at the gap, and state that the
shape of the bias field at the “trailing
edge” of the head (or “transition
zone”) is responsible for the reduc-
tion in high frequencies.! Let me take a
step back, and note that the recording
process takes place as the tape exits
the head where the bias field is decay-
ing past the remnance point of the
tape. There is a zone where the bias
level is at a flux level which no longer
will re-orient the magnetic domains of
the particles of the tape. This is called
the recording zone. If the bias field is
of a geometry that allows this zone to
be large in relation to the wavelength
ofthe recorded signal, then the result-
ant flux is reduced to zero. It has also
been said that it can be viewed as
though the short wavelengths are being
pushed into the tape coating, and that
thickness loss prevents the signal from
beingavailable to the reproduce heads.2

Eddy Current Loss (Revisited)
and Core Permeability Loss at
High Frequencies: Eddy currents
can be defined as the circulating cur-
rents within the core of a magnetic
head. They flow in the same direction
as the core windings and, if permitted
to circulate unhampered, would be-
have as if there were a number of short-
ed turns within the core. Such a short
circuit would dissipate a considerable
amount of energy and decrease the
head’s efficiency. It can be said that
these losses are best visualized as a
reduction in the cross-sectional area
of the pole pieces, which reduces the
amount of flux-carrying area, resulting
in a loss of signal. Eddy currents limit
the penetration of flux lines into the
core center and the flux lines are con-
fined to the core surface. As the fre-
quency increases, this sheath of flux-
carrying material is no thicker than the
skin depth ofthe core material. A lami-
nated structure is used in most magnet-
ic heads to increase the number of
flux-carrying sheaths.? Eddy currents
increase with frequency. In the record-
ing process, eddy currents limit the



amount of current available to the
windings, because of the increasing
impedance ofthe head. This results in
a loss that increases with frequency.
Core permeability loss at high frequen-
cies is not as well-known as eddy cur-
rent loss, but contributes to its effect.
In practice, the permeability of metal
heads changes with frequency, partial-
ly due to eddy current losses, and parti-
ally due to core permeability loss. This
results in the head changing induct-
ance as the frequency increases. The
slope of the high frequency losses is
increased by the coupling of these two
losses combined. (Ferrite heads do
not show decreasing permeability at
high frequencies, and the eddy cur-
rents are negligible, which illustrates
why there are often difficulties in the
simple exchange of ferrite heads for
metal heads in the record chain.#) The
end result is 15 to 20 kHz being down
in record, all other factors being equal.
The only corrective action possible is
the replacement of the head with a
different type showing lower losses.
Modern studio recorder heads do not
usually demonstrate this property, and
if they do, the integrity of their manu-
facture is suspect.

Spacing Loss (Revisited): The
geometry of the bias field is one of the
determinants of the high frequency
response of the recording chain. Spac-
ing loss in the record side of the sys-
tem, whether caused by debris or a
film of air, results in adynamic change
of the shape of the recording zone.
The effect of this change is the same as
“under-bias,” which results in an in-
crease in distortion, and an elevation
of the high frequencies. Sece Fig. 5.

So now you see how difficult it is
to get audio on tape, and how much
more difficult it is to get the stuff back!
Enough about losses. Let’s get into
some of the meat and potatoes issues
that we face every day.

Operating Level

One of the more confusing aspects of
studio life for the aspiring “Techie” is
the mathematical relationships of
“standard operating level.” I am fre-
quently asked why the 250 nW/m? test
tape is called a +3 operating level,
when the standard operating level is
200 nW/m?2. Also, is “+6” 6 dB above
200, or +3 above 250, or is it based
upon a European reference level? Well,
I hope that the following list and expla-
nations of the most commonly used
reference levels will explain some of

J.L. Hartley Pro-Audio Support

44831 Fremont Blvd, Fremont CA
(415) 490-0818

QUALITY MOTOR REFURBISHING

parts and labor for a standard motor refurb.

QUALITY MOTOR REFURBISHING
CAPSTAN MOTORS
REEL MOTORS
CINEMA/MAG/ VIDEO MOTORS

Offering Full Service/Support For

AMPEX
MCI
M
...and all pro-audio recorders

Before After

J.L. Hartley Pro-Audio Support

44831 Fremont Blvd, Fremont CA
(415) 490-0818
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It Should Sound Better

Bryston has always thought so. Their latest product, the 6B, is a
professional monaural power amplifier that can be switched between
bridged and parallel operation. With enormous current handling
capability, even in bridged mode, the 6B sets a new standard for
certain demanding monitor applications. Bridged, it delivers 500 watts
into 8 ohms, 800 watts into 4 ohms. In parallel it delivers 500 watts
into 2 ohms, 800 watts into 1 ohm. As with Bryston’s renowned 4B,
3B, and 2B-LP, the refiability and sound quality are superb.

There's more to an amplifier than a spec sheet—call Studio
Consultants to find out why Bryston is the only amplifier we sell,
and to discuss a demonstration in your facility.

AMS AudioFile, API, Audio Developments, Audio Digital,
Audio Kinetics, Bryston, Fostex Professional, Rane, Valley
People, Westlake, White—and other fine products.

io
Stunsunan

321 West 44th Street, New York, NY 10036 (212) 586-7376

Equipment, support, and design services for professional
audio facilities and broadcasters.
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J.L. Hartley Pro-Audio Support Group offers ‘ultra precision®
machining for specialty on-hand custom modification demands.
Our motor refurbishing is an (involved process, assuring a new
long motor life for your recorder. Your motor rebuilding will
entail complete motor disassembly, magnet fluxivity check
(charging. 1f necessary), shaft TIR checked. capstan shafts
blasv.gd for fresh tape su~face. Mew high grade bearings are
used in accordance with original manufacturing specifications.
The rotor/pancake {s chemicaily cleaned and treated. Your motor
15 always precision handled and reassembled. All prices include

SOSS $SSS5S

$$$
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the confusion. There are a number of
standards adhered to, including:

NAB: The NAB operating level was
specified as -8dB below 3% distortion
using an “‘appropriate tape” (such as
Scotch 111). There was no fluxivity
specified, but it generally fell in the
160 nW/m? range. This has evolved
into the current 160 nW/m? specifica-
tion used by the NAB for the tape car-
tridges commonly used in broadcast-
ing. (Most broadcasters are now using
200 to 250 nW/m?2 as their “in-house”
operating level.)

185 nW: This is the original “Am-
pex operating level,” established as
the amount of flux per unit area that
was -6dB below the 3% distortion level
of the tapes in common use at that
time. This fluxivity refers to a 700 Hz
tone recorded at 7% or 15 ips where
the playback head pole pieces cover
the full recorded track. Mono machines
were the norm, and this operating level
and the test tapes utilizing it were fully
sufficient for the purposes of align-
ment. This level has also been adopted
by the NAB for the purposes of 7% and
15 ips open-reel formats. There are no
compensations employed in the test
tapes that use this level.

200 nW: Magnetic Reference Lab-
oratories introduced this as a means of
conforming the reference fluxivity of
their test tapes to the ANSI preferred
number series. There is much conster-
nation and argument about the rela-
tionship between 185 and 200 nW/m2.
It’s said that this differential is due to
the differences of “open” and “closed”
magnetic measurements. But, accord-
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ing to Magnetic Reference Laborator-
ies’ J. McKnight, who is the person
responsible for the introduction of
this level, the move to 200 nW/m2 was
only for the purpose of number recon-
ciliation. These tapes employ fringing
compensation and use 1 kHz as the
reference frequency.

250 nW: This was the first “+3” or
“elevated level” reference fluxivity.
The reference frequency was 1 kHz
and was first introduced by Standard
Tape Laboratories. This number was
+2.85 above 180 nW/m? which is the
fluxivity of a 1 kHz tone from a 185
nW/m? tape referenced to 700 Hz at
7% or 15 ips. This is rounded to +3 for
convenience. MRL also introduced a
250 nW/m? test tape, because this
number finally conforms to the ANSI
standard number sequence. The level
differential between the STL and MRL
tapes is due to the fringing compensa-
tion incorporated in the MRL tapes.
This has become the DIN standard for
cassette operation, using 333 Hz as a
center frequency. The Japanese have
adopted this standard for cassette
production, with the reference fre-
quency conforming to the ANSI pre-
ferred number of 315 Hz.

320 nW: This is the DIN standard
level for 19 to 76 cm/s (7210 30 ips).
First established as “peak recording
level” way back when, this level was to
correspond to “0” on a peak program
meter. This is, curiously enough, +6dB
over the approximate level of the orig-
inal NAB standard. These days, this
level often is referenced to “0” VU or
-6dB on a peak reading meter. This

level is referenced to 1 kHz.

“+6”: Ambiguous as it may seem,
this number actually makes more
sense than trying to refer to the other
numbers above. The preceding begs
the question “+6 relative to what?” and
that is what makes this reference sensi-
ble. The use of “+6” requires contem-
plation of the reference level in use,
and choosing either to go to twice that
fluxivity, or to match an arbitrary level
that is recorded on the tape. What this
reference generally means in the U.S.
is to align the reproducing circuitry of
the tape machine to read -3 VU at the
reference frequency of 1 kHz when
reproducing a 250 nW/m? test tape
conforming to the equalization stand-
ard in effect for the chosen operating
speed. This number correspondsto an
actual flux level of 353.13 nW/m?, or
+5.85 dB above the original Ampex
operating level of 185 nW/mz2.

510 nW/m?: This 510 nW/m? is a
somewhat newer reference, used to
align DIN or CCIR reproducers to *0”
on a peak reading meter. This level
corresponds to +9 dB above 180
nW/m?, which you will recall is the
effective flux of a 1 kHz tone refer-
enced toa 700 Hz 185 level. This effec-
tively represents a +3 dB increase over
the original Ampex level, or roughly
corresponds to our “+3” level of 250
nW/m2.

“Dolby Level”: Not to confuse
things any more than they are already,
Dolby Labs attempted to influence
operating levels on machines that em-
ployed their noise reduction system.
The reasoning went something like: If
we tell 'em to use 185 nW/mz?, then
they won't be limiting the signal with
the tape itself, and our compandor sys-
tem will work within its proper dynam-
ic law; and with the improvements
offered by our noise reduction system,
the reduction of operating level will
not be negatively intrusive. Well, as it
works out, what in fact happens is that
“Dolby Level” refers not to the fluxi-
vity, but rather to the operating level of
the facility. When the tape recorder
reads “0,” then the Dolby is aligned to
read in the center of the Dolby dot.
They had the right idea, but studio
personnel are forever going to do it
their own way an !

What falls out of the above discus-
sion is the determination that operat-
ing level must be tied to the volume
units in use, and the alignment method
must be specified if true tape inter-
changeability is to be fully realized.



Thus, a master reel with tones should
include a note indicating what meter
type should be used, such as VU or
peak reading, and what the reference
level should be set to.

OK, so now you understand where
some of the confusion about operating
level comes from, and why losses play
such a prominent role in the recording/
reproduction chain. So at this point
you can see why we have equalization,
applied both to the playback and re-
cord systems. Let’s discuss some of the
details. . ..

Equalization

An important item of note: the current
equalization standards are applied to
reproduction onby.

The equalization applied to the re-
cording and reproduction system is
designed to overcome the above men-
tioned losses, as well as to provide an
improvement in the signal-to-noise
ratio of the system. This task is broken
into pre-equalization, applied during
recording, and post-equalization, ap-
plied during reproduction. The divi-
sion of the quantities of equalization
used between recording and playback
should not be an arbitrary one. The
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trade-off that occurs is between high
frequency headroom and high fre-
quency noise. Unfortunately, these
two goals are mutually exclusive. The
reproduce equalization is mandated
by the various standards that are in
place, and the equalization applied to
the recording chain is that correction

required to create recordings that
reproduce in conformance to the
above mentioned standard. This means
that the record EQ is tailored to the
machine, tape and head characteris-
tics of the recorder and tape used.
(See sidebar).

Remember when we were talking
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about the reproduce head having a
response that rises at 6 dB/oct. with a
constant flux? Well, to get a constant
flux level, we need a constant current
in the record head. Remember eddy
currents, and the other losses of the
record head that deprive the head of
available flux? The rising response of
the record equalization is intended
mainly to overcome the rising imped-
ance of the record head with frequen-
¢y, to provide us with the ability to
drive the record head with a constant
current. Because some of the losses of
the system are frequency-dependent,
while others are wavelength (operat-
ing speed)-dependent, the EQ require-
ments change with the operating
speed. The trade-offs between head-
room and noise were made long be-
fore we had the need to adjust or repair
our equipment, so I won't belabor the
philosophies involved in the decision
as to where boosts and cuts belong,
but rather will try to illustrate where
they are, and how to look at the system
when we have response problems to
address. Equalization standards are ex-
pressed most often as two different
time constants, such as 3,180 and 50
usec. These numbers refer to the time
constants of the combination of resis-
tors and capacitors comprising the fil-
ters that accomplish the equalization
(for example, T=RxC). Therefore, for
the NAB 15 ips standard, T=50 usec.,
and C=.01uF, R=5 k(). Since the -3dB
point of 5 k{} in series with .01uF is
calculated with the formula:

1
2w RC

Therefore, F= 3183 Hz.
The low frequency EQ point is calcu-
lated with the resistor and the capaci-
tor in parallel. The following time con-
stants provide the appropriate operat-
ing EQ standards:

F=
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Remember, the frequency response
ofthe reproduce pre-amplifier starts at
afalling 6 dB per octave, and the above
time constants refer to break points on
this curve. This means the low fre-
quency EQ results in a flat response
from the pre-amp, but this translates to
low frequency attenuation. The high
frequency response also is flattened
outwith EQ, but this translates to high
frequency boost. We also have aboost
requirement in record; so, we have
high frequency boost in both record
and reproduction. This overcomes all
those losses we described earlier.

Much of what we’re discussing
deals with fixed EQ. We have adjust-
ments in our machines, both for play-
back and record. The playback adjust-
ment control has the affect of changing
the “short” time constant, or high fre-
quency turn-over point of the equal-
izer. Since most of the high end prob-
lems we encounter in a studio environ-
ment deal with spacing loss, if we
crank up the high end EQ to make up
for dirt on the heads, gap loss, or reso-
nance losses, we end up bringing the
mid-band up in level as well.

Remember that the turnover point
of the standard for 15 ips is 3,180 Hz.
The result of the turnover frequency
being so low, coupled with the varia-
ble element changing the turnover
point, means that turning up the equal-
izer for +3 dB at 16 kHz can end up
bringing 4 kHz up about 1Y as well!
The net result of all this is that we must
find out which one of the many losses
is responsible for the problems we

face. For example, I have encountered
machines that, when new heads were
put on them, you could not turn down
the top end. Upon inspection I found
there was an EQ limiting resistor in
series with the high frequency control.
By lowering its value by half, we could
bring the machine into alignment.

Most machines also incorporate
some form of circuitry to overcome
the effects of gap loss. The simplest
form of compensation is head damp-
ing. You often will find that the head is
terminated in a transformer, and the
secondary ofthat transformer will have
an “R” and a “C” in parallel across it.
These elements provide “critical damp-
ing” of the head, and maybe varied for
optimal flat response in the 12 to 20
kHz area.

There are many benefits in opti-
mizing this area of the circuitry, not
the least of which is the phase re-
sponse of the machine. When the re-
producer is made flat, the transient
response of the machine sounds bet-
ter. Take care when doing this change,
for the damping elements on the front
end of the repro pre-amp correct for
gap loss, which is a wavelength-de-
pendent phenomenon, in a manner
that is frequency-dependent. This re-
sults in the optimization being valid
only for one operating speed. If this
optimization is to be performed, do it
at the highest operating speed where
the losses are at a minimum. Other-
wise, the extreme top end will take off,
and “brittleness and hiss” will result.

If you think about it, you can see
why the high end at 30 ips sounds so
much better than 15 ips, because the
wavelength-dependent losses are half
as great, there is much less high fre-
quency boost in the playback equaliz-
er. But this gain is not without payment,
and that occurs in the bottom end.

Low end problems at higher tape
speeds are caused by a number of
things, including head bumps, second-
ary gap effectand recorded wavelength
versus pick-up size.

Head bumps and secondary gap
effects affect us justas muchat 15 ips as
they do at 30, but at 15 the frequencies

Time Constant  Tape Speed Standard Tape Speed
Low Freq High Freq
3180 90 usec NAB and IEC 3.75 ips
o0 70 usec IEC and CCIR 7.5 ips
3180 50 psec NAB 7.5 and 15 ips
o 35 usec IEC and CCIR 15 ips
oo 17.5 usec AES 30 ips
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On good sound

On working
with ad agencies

On digital recording

On the opponents
of digital recording

On choosing
a supplier

On AudioLine

On working

On the future

A Session with
Murray Allen

What can you say about Murray Allen? Studio musician, master
mixer, sound designer, digital disciple, raconteur, and a pivitol
figure in the Chicago music and recording scene since the end
of World War |l. Long-time president of Universal Recording
Corporation, he helped build the company into what he calls
“"the largest one-stop audio service in the country." Here are a
few pithy observations from this voluble, outspoken, witty, and
colorful walking encyclopedia of the recording industry.

"Some people say, why have good sound? It's only a three inch
speaker.” Well, they're just lying to themselves because you
can hear the difference on a two inch speaker. Just think how
small a Walkman speaker is. You can hear the clarity or the
distortion of the sound and everything else."

"The front office is extremely important because there's so
much service the client requires. It's a combination of engineer-
ing and the front office, not one or the other."

Digital was the start of the true recording business. Everything
else was just fooling around. Analog not only reproduces the
sound, but reproduces all the flaws of the storage medium as
well--noise, dropouts, phase distortion... . In digital, when you
reproduce the sound, you leave all the flaws of the storage
device behind."

"These are the people infected with 'Voodoo' ideas. They're
people who are using a defense mechanism because they
don't own a digital machine."

"We want somebody who can deliver the product we want when
we want it, and at competitive prices. We like suppliers who
have a good relationship with their sources, so if we order
equipment, we know we can get it. We have a good reputation
and the people we deal with must have a good reputation too."

"We want somebody who's professional and does their job as
well as we do ours. | will say this about AudioLine. This is the

most professional supplier I've ever worked with. They service
me like | service my clients."

"At one time, | used to mix sound during the day, play clarinet
at a club until midnight, and then go back to Universal to edit
tape. Life is too short to sleep.”

"The future is very bright. Technology hasn't reached a plateau,
it's just beginning.”

Our business is expertise

AUDIOLINE, ING.
2323JBluemound Road

Circle #024 on Reader Service Card

Waukesha, WI

53186 414/785-9166 or 312/449-9166
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of disturbance are an octave lower than
at 30, and usually fall below the lowest
frequencies of interest. But at 30, these
gremlins tend to jump out at the 50 to
125 Hz region, and the extremely long
wavelengths at the frequencies below
this make reproduction extremely dif-
ficult to achieve.

Consider this: we are able to extract
the maximum signal from tape as long
as the pickup transducer dimensions
are greater than the wavelengths to be
reproduced, and the gap is smaller
than the shortest wavelengths of inter-
est. When the wavelength of the repro-
duced signal is greater than the overall
length of the pickup transducer, then
we only are able to retrieve the maxi-
mum differential available at the trans-
ducer contact points. See Fig. 6. The
signal we retrieve from a playback head
is directly proportional to the rate of
change of the magnetic field, as well
as the strength of the field. Since a 30
Hz signal at 30 ips is over one inch in
length, the wavelength is longer than
the head dimension and therefore the
response falls. Thirty Hertz at 15 ips
has a wavelength of one-halfinch. This
usually is within the width of the
“secondary gap” of the reproduce
head, and the response is still robust.

Coupling the loss of wavelength
resolution to the attenuation we pro-
vide to correct for head bumps and
fringing, we see a rapid fall-off in the
low frequency response of the repro-
ducer. Methods for improving head
bumps include increasing the width
of the head, making the incoming and
outgoing wrap angle of the tape non-
symmetrical about the gap, decreas-
ing the wrap angle of the tape-to-head
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contact area, and ensuring that all of
the angles ofthe head around the face
ofthe head are radius’d curves and not
sharp angles.

Ifthe head penetration is not field-
adjustable, there is not much the
screwdriver-wielding maintenance
person can do about these low-end
problems, other than taking the heads
to a service facility that can change the
geometry of them. There are a few
things that can be done electronically
to improve the very low frequency
response of a reproducer, and one of
them was put forward by J. McKnight
in a paper presented at the 1976 AES
convention. MCI took him up on this
one, and incorporated this change into
their JH-114 and JH-24 series machines.
(This change is responsible for the
problems associated with the LF con-
trol affecting the wide band gain when
itisatthe end of its attenuation range. )
See Fig. 9.

Bias and Related Arguments
Let’s re-examine some knowns. The
mechanism aiding the transfer of the
current that’s an analog of our audio
signal to the strip of iron oxide we call
“tape” familiarly is termed bias. This is
a high-frequency, high-amplitude sig-
nal added to the audio signal. The
benefits of employing bias are well-
known and many. Some of them in-
clude: increased recording efficiency,
reduced noise residual, reduced signal
distortion and improved high frequen-
Cy response.

The bias current causes a high-fre-
quency magnetic field to exist about
the vicinity of the recording head gap.
To effectively function as an aid to re-

cording, the bias field must fully satu-
rate the oxide as it passes over the
record head gap. As the tape enters the
flux zone, it alternately is saturated in
both polarities by the bias field. The
tape then proceeds to the “critical
recording zone,” which contains a
field intensity below the tape satura-
tion level corresponding to the linear
magnetization characteristic of the
oxide. Our audio signal is amplitude
modulating the bias field in this re-
gion. When the dimensions of the
wavelength of the modulating signal
are significantly longer than the size of
the recording zone, the magnetic un-
dulations representative of the ampli-
tude modulation ofthe bias field (our
audio signal, in other words) remain
on the tape as it leaves this zone. Sig-
nals that modulate the bias field whose
wavelength is shorter than the length
of the critical recording zone will not
remain on the tape as it passes out of
the recording zone, and will be of sig-
nificantly lower level. This, in a nut-
shell, is how and why recording takes
place on the trailing edge of the gap.

When we set the bias on a machine,
it is common practice to set it while
observing the playback monitor and
recording a 10kHz signal at 15 ips. We
then set the bias so that we “over-bias”
the tape by 3 dB. Or, when operating at
30 ips, we over-bias the same amount
with a 20 kHz signal, or 10 kHz over-
bias 1% dB. This method best estab-
lishes the size and shape of the critical
recording zone, for if the bias level is
established (say at the maximum 1kHz
sensitivity level), minor reproduction
level variations represent major varia-
tions in the shape and size of the
recording zone. Any variations in the
size of the recording zone represent a
shift in time for the signal recorded.
This results in an apparent phase shift
of the recorded signal, and will result
in high-frequency losses of the
summed reproduction of the record-
ed signals.

The above mentioned phenome-
non may be put to use in determining
the accuracy of manufacture of the re-
cord head in a multi-track machine. If
we set the record head azimuth using
the summing method in sync playback,
we have aligned the center-line of the
gapsto be perpendicular tothe record-
ed field on the test tape. When we
then inspect the azimuth of the record
signal on the same machine and find
that the azimuth has shifted slightly,

—CONTINUED ON PAGE 200



What
makes Sony

the leaderin
digital audio?
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Before you leap into digital recording, look and listen first. You'll find that
only Sony can take you every step of the way.

It all begins with the PCM-3324 digital multi-track recorder. Over 370 are
already in use and that number keeps growing. Here's why: The PCM-3324 is
more than a proven sonic performer, it’s the heart of an unparalleled creative
recording system. With the RM-3310 remote unit it offers auto-locate of 100
cue points. Automatic punch in/punch out timing precise enough for spot
erasure. And the gateway to a perfect marriage with a second PCM-3324.

With two machines you get 48 perfectly synchronized channels plus
added flexibility. Such as the ability to make pure digital-to-digital safeties,
the freedom to do digital fly-ins, and full electronic editing capabilities.

And if you want to go beyond music recording to video or film post-production
the PCM-3324 system can go with you. Because Sony offers all the peripher-
als you need to make the right connections.

For mixdown, the perfect companion for the PCM-3324 is the PCM-3402

o

-
p—

Wennas loed |

"""" il
/| SSSESEEE EESESEEE BEEEEEE

Q00000 oot




k record.

2-speed electronic editing recorder: the new generation of Sony DASH 2-chan-
nel digital machines.

Advanced digital technology and thoughtful input from Sony customers were
combined to create the PCM-3402. You can hear and feel the difference. Over-
sampling of the playback circuitry allows super-smooth audio phase response.
And new balance and level controls operate completely in the digital domain.

But what really sets the PCM-3402 apart is the incredible control it offers
for virtually any recording situation. It features 12 seconds of 16-bit stereo RAM-
based memory for electronic editing, insert recording on any track, PCM-1630
style metering, and selectable 48kHz/44.056kHz/44.1kHz sampling frequencies.

And if you need to merge digital audio with video, the PCM-3402 makes it
easy. It gen-locks, chase-locks, performs time code based auto-cuing and auto-
time fit, and time code triggered audio sampling.

Best of all the PCM-3402 and the PCM-3324 are digital links to an even
bigger system. For that story, advance to the next page.

SONY.

Professional Audio
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How we've

Walk into practically any compact disc mastering studio and you’ll hear
the same song: Sony, Sony, and more Sony. The explanation is simple: Our
mastering system is the standard for recording studios and CD manufactur-
ers throughout the world. In fact, virtually all of the compact discs ever made
have been mastered with Sony digital equipment.

We stay the leader in mastering systems because we constantly refine
and expand them for even higher performance and ease of use. You can hear
and see our commitment at the heart of the system: the PCM-1630 digital
audio processor.

New analog filtering and digital oversampling contribute to dramatically
improved tonal quality. It has adjustable digital peak meters with AUTO or
HOLD modes and OVER indicator. And with an optional circuit card, the
PCM-1630 is capable of both RAR (Read After Read) and RAW (Read After
Write) functions. The DMR-4000 master recorder also features RAR and RAW.
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astered it.

Of course, no mastering system is complete without insurance. You get it
with the DTA-2000 digital tape analyzer. When attached to the PCM-1630
and an optional printer, it measures and prints out any code errors in the
master tape.

For editing, there’s the DAE-1100A digital audio editor and the DAQ-1000
cue editor, the most advanced digital audio tools of their kind. The DAE-1100A
delivers seamless electronic crossfades and RAM-based cueing for the most
precise electronic editing. The DAQ-1000 gives you the utmost flexibility for
generating, recording and checking music track and index numbers as well
as the necessary P Q subcodes for CD disc cutting.

- Sony also makes digital recording tape, remote metering systems, and a
full line of accessories. So if you're about to go digital, or want to get further
into it, talk to the company that goes the whole route. Call the leader in Digital
Audio at 800-635-SONY.

SONY.

Professional Audio
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by Hal Blaine with David Goggin

In this second installment from bis
SJorthcoming autobiography, session
drummer extraordinaire Hal Blaine
talks about working with The Monkees.

place was RCA studios in Holly-

wood. Leon Russell was on pi-
ano, and I remember him smiling
quietly to himself, wondering how
they could have used a name like
“The Monkees.” It sounded like a
showbiz hoax—The Monkees?

Jeft Barry was producing the sessions
for Don Kirschner Productions. Jeff
had been contracted to produce this
“band” of four youngsters who would
be America's wacky television answer
to The Beatles. Screen Gems and Co-
lumbia Pictures were setting up the
biggest promotional push in the his-
tory of the studio, and they kept these
kids running from wardrobe sessions
to TV interviews to screen tests to the

T he date was June 10th, 1966; the
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rehearsals for the TV series.

At the time, we had no idea of the
impact these four kids would have on
the world of entertainment. I guess
we should have suspected something,
though, since everything our studio
band—the Wrecking Crew—recorded
had been turning to gold. That’s why
we were here.

When we did meet the group, we
were surprised—they were highly in

They were typi-
cal products of
the time: young,
vibrant, long-
haired, cute and
funny as hell.

telligent, and well manicured. They
were typical products of the times:
young, vibrant, long-haired, cute—
and funny as hell. It was joke after
joke, and these kids could handle
themselves like the top comedians of
the day.

I've often been asked how some of
the different groups we worked with
felt about a team of pros making their
records. I don’t think they minded at
all—after all, while we were making
35 bucks for making their records,
they were making $35,000 for per:
forming them on stage. It was just the
nature of the business and we figured
that most people understood, although
for obvious reasons, our behind-the-
scenes role was not publicized. In
many cases, the stars were too busy
touring to spend the weeks and weeks
in the studio it usually takes to make
a great record. They were on the road
or making films and couldn’t stop to
make all the records that had to be
released on schedule. That's why the




Wrecking Crew was called in to make
those records.

Towards the middle of 1967, our
idyllic studio relationship was briefly
jeopardized by what became known
to some as “The Monkees Scandal.” A
fan magazine, obviously out for blood,
did a slashing article on the group
and “exposed” how The Monkees
didn’t make their own records. This
revelation shook the foundations of
The Monkees’ media machine just
when the band’s weekly TV show was
hot, their records were consistently at
the top of the charts and their concert
appearances were always sold out.
They had achieved genuine superstar
dom, and now a magazine was trying
to destroy it all. No question about
it—there was trouble in paradise.

I remember one day in Studio A at
RCA we were making Monkees rec
ords in a studio the size of an aircraft
hangar, with all the doors locked and
“closed session” signs hung all over.
Next door, in Studio C, the Monkees
sat at their instruments making music
for the press. The studio bosses had
set up the session to squelch the ugly
rumors, and the boys gave a convinc

ing performance.

Eventually, things cooled down, and
later that year I got a call from band-
member Michael Nesmith (he of the
drawl and knit cap) asking me to con-
tract some musicians for a few dates.
(This was a common request—I had
been contracting for all the guys in
the group as they developed their
solo careers and did the same for
many musicians in Hollywood. Not
only had 1 established myself as a ses-
sion drummer, but also as a contrac-
tor whose deals were honest. 1 made
sure no one got cheated when they
worked for me—this in a business
well known for cheats. There were
unreported dates, unpaid dates, for-
gotten overtime, and doubling and
overdubbing that was mysteriously
forgotten. Fortunately, the Wrecking
Crew was on top and could weed out
the grafters. Our answer to the sleazy
ones was “Sorry, we're booked this
month.” We even gave a list of cheat-
ers to our answering service, and
when someone on the list called, the
answer was: “Sorry, they're out of
town.”) Anyway, Michael called me
and laid out the plans for a super ses-

sion the likes of which had never
been seen in Hollywood—a session
that would be done on Saturday and
Sunday, known as “golden time” for
union members. It was a date that
we’d never forget—catered with Chas-
en’s silver service and a gathering of
musicians that was almost unbelieva-
ble. Shorty Rogers was doing the ar
rangements, and what a call it was:
ten trumpets, ten trombones, ten sax-
ophones, five percussionists, two
drummers, four piano players, seven
guitars, four Fender bass players, four
upright basses, and on and on. It
sounded like World War 111 In fact
Nesmith was going to call it that, but
changed it to “The Pacific Ocean” and
ultimately called it “The Wichita Train
Whistle.”

The town was buzzing with excite-
ment about the session; no one could
believe that it could get on tape. 1 was
the envy of all the major contractors
in town; in fact many of them called
me and made nice offers to take over
the job. Everyone wanted to be on the
session.

The dates arrived: November 18
and 19, 1967. Shorty had worked his
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WE ARE PROUD TO BE NOMINATED FOR

THE TEC AWARD

TRUE STEREO IN A
PORTABLE MICROPHONE!

Sanken, maker of the world-acclaimed CU-41 CD-recording micro-
phone, is pleased to announce the new CMS-7, the first portable MS
stereo condenser mic that accurately captures a natural stereo per-
spective in any environment. Ideal for TV and radio broadcasting,
motion picture making and studio recording. Its corrosion-free titanium
diaphragm is immune to temperature and humidity changes, and
performs superbly in adverse conditions. Battery power supply/switch-
able matrix box, which clips to your belt, carries an aperture control for
focusing the stereo perspective. For more information, please contact:

LOS ANGELES » NEW YORK

el (£13) 409-47 73

NASHVILLE Studio Supply Co . Inc CANADA  Gould
Tel (615) 366-1890 Tel (51

[Sanken)

Japan's most original microphone maker.

Sole export agent Pan Communications. Inc
5-72-6 Asakusa. Taito-ku, Tokyo 111, Japan
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ass off and came up with brilliant
arrangements. Earl Palmer and I were
on cloud nine because it was a drum-
mer’s dream to be able to kick this
gigantic band in the butt. We all took
a lot of breaks during the recording to
stuff our faces with gourmet chow.
Gene Cipriano, the saxophone/oboist,
got his reeds jammed with caviar. We
were all like kids in a candy store.
Two of the Wrecking Crew trumpet
players were near to exploding. It was
the freebee of freebees.

Finally I asked Michael why he had
called for such a costly session. He
explained that Uncle Sam was about
to remove 50 grand from his pocket
and, instead of paying the taxes, he
decided to spend it on a raucous
write-off. So Nesmith made his peace
with the IRS, our union pension plans
got a healthy shot in the arm, and
everyone was very happy.

(The Musician’s Union pension plan
calls for every member to get an extra
10% above his gross salary for a job.
The pension money is paid by the
employer to the union fund and goes
directly into an account with the musi-
cian’s name on it. After 30 years or so,
it can really add up and help out in
your old age. That's why it’s so impor-
tant for union members to be sure
there is a contract on every job and
that the pension gets paid. Whether
it's records, TV, movies, commercials,
or even nightclubs and casuals there
must be pension money. Many of the
members don’t even know about the
pension requirements, but it’s very
important to check it out. We're all
terminal in this business. When it’s
over, it's over. Unless you want to
spend the rest of your life working
honky tonks for low pay, see that your
pension is taken care of.)

The Nesmith dates came off with
out a hitch. It was the greatest party
we had ever been invited to. Two days
of Chasen’s food, and more music
than you could expect to play in a
lifetime. It was fun and games all the
way through and when the last note
was played, Tommy Tedesco threw
his guitar up in the air (about 40 feet),
and we all stood there frozen as it
crashed down on the floor of the stu
dio and splintered to bits. He had the
pieces mounted and framed, and it
hangs over his favorite poker chair to
this day, bringing back all the wild
memories of our times with The
Monkees. a
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MASTERPIECE

t AMR, we understand what you, the recording artist
A needs. Our System One multi-track cassette recording

system features simultaneous 4 track recording with
28 dB of headroom, zero-stop/zero-play logic, peak hold level
indicators, Dolby B & C noise reduction and more. The mixing
console isn't just a toy “afterthought™ molded to the side. It's a full
feature, stand-alone unit that offers a 6x4 format for tracking and
overdubbing (10x2 for mixdown), three band EQ with sweepable
midband, independent monitor output with level control, and 6
Low Z XLR inputs as well as 4" inputs and patch points. The
System One's signal routing and dedicated cabling means
overdubbing, bouncing tracks and final mixdown can be done
with minimal re-patching. Add the Overdubber™ remote pedal
and you have hands-free control of the rewind, pause, play,
record, and punch in/out functions, allowing you to concentrate
on making music! The AMR component construction is solid,
featuring steel cabinetry that's sturdy not heavy. The modular
system format has provisions for standard 19" rack mounting if
that's the route you prefer . . . it's your option.

studio-smart functionality carries through as the design

criteria for microphones as well. The ERO™ 10 and
ERC™ 12 condenser microphones exhibit a crystalline
transparency like no other mic you've tried before. The DM™
series dynamic microphones offer hyper-cardioid and specially-
tapered cardioid patterns as well as internal hum cancellation
coils for low-noise, quality performance. Similarly, the PMA™ 200,
100 watt per channel power amplifier produces clean, reliable
power with a high slew-rate and .008% THD distortion specs to
meet the demands of today's studios.

MR accessories include phantom power supplies,
headphone distribution systems, rack mount Kits,
quality audio cables and other important tools of the
trade. Best of all, AMR products are made in the USA. Check in at
your AMR dealer today and check out the gear that can make
your audio dreams a successful multi-track reality.

T he AMR attention to product quality, flexibility and

manufactures the PRM™ Series studio quality phase

reference monitors These highly efficient monitors feature
18 dB per octave crossovers with time correction. Foam acoustic
blankets reduce baffle reflections, thereby minimizing comb-
filtering colorations. Each monitor exhibits accurate frequency
response for true fidelity playback with excellent imaging.

B esides an excellent recording system, AMR

MR

BUILT FOR PROFESSIONALS BY PROFESSIONALS, IN AMERICA

AUDIO MEDIA RESEARCH
PO. Box 1230 Meridian, MS 32301 (6017 483-5372
Telex 504118 Fax: (601} 485-7903

©1987
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LUNCHING - WITH - BONZAI

by Mr. Bonzai

[LAURIE
ANDERSON

THE QUEEN OF ARTS

atching Laurie Anderson is like fish
ing for a porpoise. You can't use a
fancy lure, hoping to simulate reality
with artificial bait—and a hook would
be a horrible thought. Let's think of
concepts and images that would in-
trigue a playful spirit of the deep.
Our first meeting was by chance, at
a street fair in Hollywood. She was
watching a young woman who had
attracted an audience by beating out
music on a plastic water jug. In the

midst of the percussive festivity, I in-
troduced myself and suggested that we
do an interview. She smiled and said,
“Maybe."”

Laurie Anderson grew up in a small
town in Illinois and began playing the
violin at the age of 5. She studied art
in college and as an artist in the early
70s, worked in sculpture, photogra
phy and video. As a performance art
ist, she mixed poetry, stories and
songs and gained widespread recog-

Laurie Anderson
casts a musical
spell in this clip
from her film,
Home of the
Brave
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The recording industry is changing so
rapidly, that it can become a full-time job
just to keep up with it.

At Martin Audio, however, it is our job.

> By keeping a constant ear on the very latest
:\ technologies available, we not only offer
? / ‘\ you a wider choice, but a wiser one.
Here, in a relaxed, professional setting,
/ we can guide you from mics to MIDI, and
from multitracks to mixers.

At Martin, our staff of experienced
pros will help you find the solution that’s
exactly right for your plans and budget.

And once you've found the right prod-
uct, you'll find the right price as well.
We'll be right here for you after the
sale, too. To continue to answer your
guestions. Solve your problems. And
provide you with a level of technical
service and training that’s simply
unmatched.

So speak to us soon. Whether
your demands are large
or small, you'll see
how we've been

keeping our custom-
ers up-to-date for

over 99 years. ‘{ﬁ«\’:&

423 WEST 55TH STREET NEW YORK, N.Y. 10019-4490
(212) 541-5900
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“I'm not the kind of artist who works well in

complete isolation. I need to know what people are

thinking about and what they are talking about.”

—~—LUNCHING WITH BONZAI
nition in America and Europe. In 1980,
she recorded “O Superman,” which
rose to Number 2 on the British pop
charts. Her artful music videos are
seen both on television and in art
museums. Laurie’s recordings have
utilized the talents of such musicians
as Peter Gabriel, Andrian Belew and
Bill Lasswell. Her inventive concert
film, Home of the Brave, is rich in
imagination and new technology.

This fall in America, Laurie was
asked to introduce a series of exper-
imental films and videos seen on PBS,
Through electronic devices, she ap-
pears simultaneously as herself, and
also disguised as a little man. Togeth-
er, Laurie and her “clone” provide hu-
morous insights into the avant-garde.

A few months after our first meet-
ing, we spoke on the phone and she
suggested that Mrs. Bonzai (Keiko is a
sculptor) and I meet her at the Holly-
wood Diner. I expected a2 hamburger
joint, but instead we found ourselves
in a glassy French restaurant sprinkled
with greenery. We ordered some char-
donnay and awaited Laurie’s arrival.

She entered the restaurant graceful-
ly, sat down at our table and I imme-
diately began talking about porpoises.
The subject interested her because
she quite often uses animal sounds in
her concerts, and has experimented
with unusual audio systems. Recent
scientific studies suggest that porpois-
€s can create extraordinary “stunning
sounds” which disorient and paralyze
their prey before dinner.

Bonzai: Can you imagine performing
in a time when there was no elec-
tricity?

Anderson: It would be more practi-
cal in some ways, because I use a lot
of natural sounds—birds and wolves
and things that tour managers hate.
Bring 'em out on the stage and pound
on their cages.

Bonzai: You've never used live
animals?

Anderson: No. But it could be inter-
esting in a predictable kind of way.
I've been training a dog and that's
been very enlightening. I've never
liked dogs at all and recently got one.
I use animal sounds a lot, but never
really worked with animals. It’s almost
frightening when you realize you can
speak to them, and that they do actu-
ally understand you. It's breathtaking,
You have to pound it into them a little
bit, but they get it. I have a very smart
dog—a terrier.

Bonzai: I've heard that it's best to
start out with food as a reward. They
seem to understand that as an urging
mechanism.

Anderson: | think that artists under-
stand that, too. It’s half the reason they
get themselves going.

Bonzai: Dogs can be devoted to a
fault, giving up their nature.
Anderson: They can be stubborn. 1
think it's sad to see a really wild,
untrained dog that is so scattered that
it doesn’t know what anybody wants
or what it's supposed to do, because
it's locked up and half-trained.
Anyway—music without plugs. 1
became conscious of that last year
while on tour in Sardinia, with a lot of
equipment. They just got electricity
there about five years ago, so their
response to this was kind of, “Huh?”
And looking out at those people—
their eyes are completely jet black.
Southern Italians. It was incredible to
see this sea of totally dark eyes. There
was one little girl in the front row
with her mother. A girl with dark eyes
and the mother looked exactly like
her, only older. I concentrated on try-
ing to do something that they would
get, somehow. Not that I changed the
show a lot. They had a very good
time—I don’t know why. I think it was

like a strange freak show, or a circus,
to them. Just some other amazing
thing that came through town.

Bonzai: Who booked this date? Did
you choose Sardinia?

Anderson: [Laughs] It was through
the Italian government, who spon-
sored part of the tour. They had de-
cided it would be good to do some
things in the provinces. | was real
happy to do that, because they don’t
depend on miracles the way they do
in big Italian cities.

Bonzai: What's the difference be-
tween animals and human beings?

Anderson: It depends on the animal
and it depends on the human being.
Generally, 1 think animals are more
empathetic, naturally. That's what is
most striking to me about dogs. You
can do a pretty good job of hiding
certain things from other people, but
not a very good one with animals,
who can really sense what’s going on.

Bonzai: Let's talk about men. You
seem to have fun with your alter ego,
the little guy. If you could be any man
for a day, who would it be?
Anderson: Hmmm. . .it almost
wouldn’t matter. The change would
be so enormous. In a certain way, I
base my most vivid pictures of who
men are on my earliest impression.
Now, I'm not sure in the most impor-
tant ways there are big differences. In
cultural ways, there are enormous dif-
ferences, and getting bigger.

The character that I based this clone
on—and I only discovered this in
working with this guy recently—was
my father. He would come into my
room when [ was sick, or sad, and do
these little dances and tell jokes and
tell me stories. And I thought, how
charming. Men are just so lovely.

The women were the authority fig-

—CONTINUED ON PAGE 61
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THE POWER BEHIND THIS DRIVE
COULD EXPAND YOUR MUSICAL
HORIZONS BEYOND ANYTHING

_YOU CURRENTLY KNOW




INTRODUCING THE M(

THE FIRST COMPUTER DEDICATED TO TH

The Goal: Total MIDI Control/We'd like you to spend
a few minutes reading this ad. Because what we have to
tell you takes a little time —but your time will be well
spent. Because no matter what kind of music you play,
you could play it better with the help of the amazing
new MC-500
MicroComposer. The
advent of MIDI has made
incredible progress
possible for all kinds of
musicians — giving them
power they never had
before. But in order to harness that power, musicians
need the proper tools. The MC-500 was created to fill
that need — to harness the power of MIDI and give all
musicians the power to control and use MIDI to their
best advantage. In recent years, there have been various
alternatives to controlling MIDI music systems. Some
people have used personal computers equipped with
MIDI software and interfaces. Some have turned to
dedicated sequencers. Each has had its disadvantages.
For all the power they offer, PC’s are built for the
businessman’s environment, not the musician’s, and as
such they don’t take well to life on the road. Also, they
can be quite slow in performing MIDI functions, and as
we all know, interfacing a computer to a MIDI system is
often clumsy at best. Dedicated music sequencers are
built for the musician’s environment, but usually lack
the features and flexibility of personal computers.
Simply put, they can’t be upgraded with new software,
which means they can become obsolete before you’ve
finished paying for them.

The MC-500: A Computer with MIDI Jacks/To solve
this dilemma, Roland’s engineers have created an
engineering masterpiece —a powerful personal
computer, with more memory capacity than the average
PC, that is designed inside and out (from the front
panel controls to the back panel jacks) for the

MIDI musician. Like a computer, the MC-500
MicroComposer has no functions of its own —its
functions are loaded off a software disk via its disk
drive. In this way, depending on the software you load
into it, the MC-500 MicroComposer can become
almost any type of MIDI control device you require: a
sequencer, a sound librarian, a live performance system
controller, and a MIDI interface system —all in one
compact, roadworthy unit.

In the Creative Process/The benefits of this type of
engineering become apparent almost immediately, as
the MC-500 MicroComposer allows you to create and
control music with seemingly effortless keystroke
commands. In many ways it's more like working with
tape recording than computer sequencing, because the

MC.500 BACK PANEL
o = =iz G

MC-500 MicroComposer is laid out in much the same
logical manner as an advanced digital tape recording
system. The beautiful ergonomics of the MC-500
MicroComposer make it apparent that you are working
with an instrument that was designed for musicians,
from such easily-understood controls as
Record/Load, Pause, Play, Stop, to the
Alpha dial which speeds you through
tasks which might otherwise slow down
your creativity, to the speedy 3.5" disk
drive, to the back panel — full of MIDI
and tape interfaces, as well as footswitch
jacks for those tasks too important to tie up your hands.
MRC-500 Software/The MRC-500 Software Disk is the
first in a series of software products for the MC-500

Roland NMOC-50

MICRO COMPOSEF
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Lol j==
a-DIAL
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00 MICROCOMPOSER

JLTIMATE IN MUSICAL PERFORMANCE

MicroComposer. It offers the ability to perform highly
advanced MIDI sequencing, editing, disk storage of
programs, as well as system exclusive control over
patching and assigning your MIDI instruments. Simply
load the MRC-500 Software Disk into the MC-500 and
you’re ready to create music exactly as you’ve imagined
it. The MC-500 can hold performance data for roughly
25,000 notes — up to eight songs —in its internal
memory, with additional storage of up to 100,000 notes
on the Disk. The MRC-500 allows musical data to be
entered from either your MIDI instruments, the ten-key
keypad or the alpha-dial, which are then played back
through your MIDI set-up. Songs can be named, and
linked together, while the 40-character LCD prompts
your next command. The accuracy with which the

MC-500 records your performance nuance is simply
breathtaking. No glitches, no weird or unnatural
error-correction, just simply what you’ve played. The
faithful re-creation of your performance is truly one
of the hallmarks of this amazing tool. In fact, so good
is the quality of the recording, that you’ll prob-

ably notice aspects of your SOFTWARE DISK
technique that you never
noticed before.

Recording Tracks/At first
glance, you will see that the
MC-500 MicroComposer has
four polyphonic recording
tracks plus a rhythm track. But,
as is the case with most of the
MC-500, there is a lot more
here than meets the eye. A special Merge function
allows you to combine the information on one track
with the information on another (similar to “bouncing”
tracks on a multitrack recorder). Using this function
you can record up to 256 musical parts (16 MIDI
channels times 16 voices) and MIDI channel
information is retained for each merged track. Later,

if you desire, you can un-merge tracks using another
function called Extract. The MC-500 allows you to
merge and un-merge as many times as you like, and
because it is all digital information, none of your
performance is ever lost.

The Rhythm Track/The rhythm track gives you the
programming power of the most advanced rhythm
machines, by creating individual rhythm patterns and
then organizing them onto a track. In this way you

can control sound sources such as Roland Rhythm
Composers, Digital Samplers and Drum Modules, as
well as most other MIDI-equipped drum machines. Up
to ninety different Rhythm patterns can be created in
step time, and then combined at will by using the
MC-500’s Copy, Insert and Delete functions. And, for
the first time, you can not only create, but store your
rhythm tracks along with the rest of your performance
data— all on the convenient disk drive. No more
separate loading of rhythm and program data.

Tempo Control/The MC-500 MicroComposer allows
you to modify freely the tempo of any recorded
performance. Using the alpha dial it is easy to change
in real time, the tempo of the entire piece (which is
displayed in beats per minute). But the MC-500
MicroComposer also contains a separate Tempo Track,
which is capable of altering the tempo over the course
of the piece. In this way, it is possible to create
continuous tempo changes such as accelerando

(a gradual increase in speed) ritardando (a gradual
decrease) or even immediate abrupt tempo changes.




Recording a Performance/The MRC-500 Software
allows a performance to be recorded in Real time or in
Step time. Overdubs on additional tracks can be made
within a few keystrokes of recording the original track,
so you can never lose the feel for the music due to
complex record set-up. If you make a mistake, the
Punch In/Out feature can fix it with minimal fuss (just
like on tape) but faster and more reliably than on any

tape machine. For FIGURE | EDIT FUNCTION CHART

equally at home in the studio as well as on the road.
Because of its flexibility, edits can be made to stored
programs with breathtaking ease. Does the producer
want you to change your song to drop one verse and
add another chorus? It only takes a second. For film
work there has never been anything in this class before.
By synchronizing the MC-500 to Roland’s SBX-80 Sync
Box, SMPTE sync is perfect. Plus, the ability of the
MC-500 to allow

sequenced parts or T Track [ Merge Disk Editing Reame | parameter editing in
others that are hard to | Piditing Extract ‘ | Delete real time means that
play in Real time, the %g’m’“ﬂ E’I“c”k—s'&l you can change
MC-500 allows Step | [Change Velocity Now | parameters while you
programming —and Measure |Quantize | }m'\?vhunic are watching your
since Roland invented Editing | Erase ] C’\*‘”‘E‘:‘h:' performance. On the
this method of pro- Performance giz‘;ﬁ‘f MIDI p:::::m L;::; s road, the MC-500 can
gramming, you can be |Editine Wy ,‘h‘;?ﬁi‘ mr—i Functions| handle as many

sure that it 1s done here [NowName [ | o keyboards as you can
in a manner that is both Note 'L;‘JL"E"“% . [Exclusive throw at it. Need to
easy and precise. I Editing ;_,(_‘;’;fc Timo) | oo | [TuncRequest | I change programs and
Precision Editing/The Delete | Function parameters on all your
distinction between a ! l;’;::%g((;ﬁ- instruments eight times

good and a great
program comes in the attention to detail, and it is in the
editing process where the MC-500’s detail shines clearly
through. Any performance, whether recorded in Real or
Step time can be fully edited down to the most precise
detail. (Figure 1) An exclusive feature built into the
MC-500’s controls is the Microscope function. By
entering the Microscope, you can then manually walk
through your performance (event by event, forward

or backward) simply by turning the alpha-dial.
Microscope can be used to isolate any unwanted notes
or MIDI events, and then they can be

FIGURE 2 MIDI MESSAGE TRANSMISSION CHART

——— for eight different
songs? With the MC-500’s Chain play ability, you can
string eight different songs together for access in three
keystrokes. And with the speed of the MC-500’s disk
access, you won't ever wait long for new material.

The Result: Total MIDI Control/If you need to control
a MIDI system, there is no better choice than the
MC-500 MicroComposer. For not only will it fill your
needs today, but it will fill your needs in the future
through software updates and new uses. Plus, at only
$1395.00* the MC-500 must also rank as one of the
world’s

easily deleted, corrected or re-written. Settingof
Advanced MIDI Implementation/In its |oene (55 bt me

MIDI implementation, the MC-500 is

Both MIDI Qut connectors
transmit MIDI messages on

MIDI channels can be
assigned individually for
each MIDI Out connector

~ [MIDIOut 1 comnector | greatest
transmits MIDI messages on |
all MIDI channels and MIDI gomputer
Out 2 connector transmits 1
[ only MIDI clock message argains,

perhaps the most advanced MIDI ‘Enc(iuns 'LTiming Exclusive [Soft- | Timing —lixclusivc Soft- [ Timing rExclusive—tS()t'l-‘] eSpeCially
control device ever made. It can receive l_ _JM_ l&ru _[Clock | Jﬁl'hi Clock __[Thre | when

or send MIDI messages on any or all of MID!Outl ) ) | On/Ott {On/Ott ks 0.0 ()"/Oi‘ compared
the 16 channels, and can receive or MIDI Our 2| OH (0RO |On/OR [ o OnOlG,Joif  Joif | tothe
filter polyphonic aftertouch, pitch Connector | | - ' ' L Jcostof a

bend, channel aftertouch and system exclusive (even
for instruments not made by Roland). (Figure 2)

The MC-500’s system exclusive features alone

could save you hundreds of dollars in the cost of
memory cartridges.

In the Studio/On the Road/The MC-500 is designed to
be at the heart of any MIDI system, and as such it is

% 1987 Roland Corporation US *Suggested Retail Price

personal computer, software and interfaces. If you
think it’s time you mastered MIDI, rather than the
other way around, the best way to do that is with the
incredibly versatile, amazingly affordable MC-500
MicroComposer. The MIDI Computer. RolandCorp
US, 7200 Dominion Circle, Los Angeles, CA 90040

Roland

WE DESIGN THE FUTURE

(213) 685 5141.
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LUNCHING - WITH - BONZAI

—FROM PAGE 56, LAURIE ANDERSON

ures. The teachers, mothers. Eat this
food, read this book. And the men
just didn’t seem to have a care in the
world. Lighthearted. Later on, other
things happen, but it never totally
cancelled this playfulness. Ultimately
this is, 1 suppose, a very snobbish way
of looking at it, too. It's men'’s view of
women, too: playful, lovely, and not a
care in the world. “What are you talk-
ing about? Give me a chance to be a
human being, please.” It wouldn't be
based on any hero worship—being
any man would do.

Bonzai: Did you have a happy child-
hood?
Anderson: Yes, | did.

Bonzai: Do you have any very early
musical memories?

Anderson: Yes, it was one of the rea-
sons I always used to mix up Japan
and England. I used to get them very
confused. It was Chubby Checker’s
fault.

I have seven brothers and sisters
and we had a big playroom with a
floor-to-ceiling map of the world. The
United States, of course—dead center.
Russia chopped up in two halves
and shoved over to the sides. I would
roller skate around the world to Chub-
by Checker records, while this map
zoomed by. It was kind of a crude
map and there were two little islands
at the top. Both looked like boots—
Japan and England. They looked sim-
ilar and they seemed so special be-
cause they were so isolated. We asked
who lived on these islands and were
told that people on these islands love
tea, and they have big gardens, and
big navies, and they are very proud
and reserved. Ever since then, I got
the two places confused.

Bonzai: My grandparents came from
Ireland; Keiko’s family is in Japan—
we muse on whether there is an island
mentality.

Anderson: Absolutely there is. Sure
it’s true. Isolation—there is something
much more reserved about anyone
who lives on an island. Nobody drops
in by chance. It’s a big deal to visit.

Bonzai: What's the most frightening
movie you've ever seen?
Anderson: Nightmare on Elm Street

—Part 3. 1t’s real scary. Freddy's fin-
gers turn into hypodermic needles at
the flick of a switch and he comes
after you with ten hypo's. They're not
fingernails or knives anymore. It com-
bines violence and medicine and
street drugs in a way that’s completely
believable.

Bonzai: Did you read the story about
the Live From Off Center TV series
where you were described as a “new
wave Alfred Hitchcock?”

Anderson: 1 didn’t see that. I looked
at a lot of things when 1 decided to do
that project. A lot of Alfred Hitchcock
and Rod Serling and anyone who in-
troduced things. The more oblique
Hitchcock is, the more locked in he
gets to the picture, the better the in-
troduction is. That certainly was my

approach to the shows, because 1
think the best of them stand on their
own, and are not served by someone
going, “So-and-so did blah-blah-blah
and this is how it fits in and this is
why you should think it's important.™

Bonzai: Especially with these avant-
garde pieces.

Anderson: Yeah. And there are a
couple of really lovely things in the
series. What I tried to do was pick one
or two aspects of what they were do-
ing, and work with that.

Bonzai: This brings to mind some-
thing—you mentioned your tour for
the Italian government, and the TV
series is funded. Interesting that a
counterculture artist would be associ-
ated with government programs.

PHOTO MICHAEL O'BRIEN
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Anderson: [ always have been, since
starting out. I would bet that at least
50% of the artists working full time
and supporting themselves that way
have gotten government grants—na-
tional endowment or state council
grants. It's a very small percentage of
the national budget, far outweighed
by military marching bands. But still,
it has helped a lot of artists. I'm not
apologetic about it. If they don’t place
certain restrictions on it, it’s all the
better.

Bonzai: Would you say we have a
fairly healthy country for an artist to
live in?

Anderson: I'm not sure I'd go that
far. In fact, subsidized programs can
produce pretty mediocre work. If you
are an artist and all you have to do is
hand in a print every month that will
be hung in a bank—half of those
people are off in New York having fun,
and they send in a print that they did
last year. It's really too much like a
job. There’s something to be said for
the romantic struggle.

Bonzai: Where is the most exciting
work being done?

Anderson: There are all different
places. I used to think that New York
painters had made a big surge for
ward, but not from what I've seen in
the last year. It's more professional,
but it’s real high finance. That's one
of the reasons [ wanted to get out of
the art world in the first place. I really
couldn’t stand this mixture of parties
and money and chit-chat and gossip,
and what's hot now and what isn’t. It
was so boring and had nothing to do

with art. [ think that artists had a lot of
trouble with that, and with the eco-
nomics of it in particular. They end
up selling their work to a collector
and that work ends up sitting in this
person’s dining room. After a while,
the artist has to sit down and go, “Who
am [ talking to? Who am I making this
for? Just for this guy’s stock portfolio?”
It goes directly from the exhibition
into the dining room.

That’s what 1 love about records—
they're so cheap. You can do your best
work on them and sell it for very little
money. It makes a lot of sense for me.
It's completely impractical for a lot of
artists. If | were a painter, I'd just listen
to this and go, “Ichh, what am I sup-
posed to do—Xerox my work and
hand it out?” Surface problem. The
real problem is trying to define why
you are making something.

Bonzai: Do you have any advice for
artists?

Anderson: It depends on what you're
working for. For me, it's an art of
communication. I do think that the
best work of art in the world could be
made by an artist sitting alone in a
room and nobody else in the world
knows. And it can be the best. Anyway
you look at it—if you thought the
more people liked the work of art,
the better the work, then Frank Sina-
tra is the best musician in the world,
and Andrew Wyeth is the best painter.

Bonzai: I guess there must have been
great artists in the past, that no one
ever knew of.

Anderson: It’s less possible now than
it was, because everybody knows ever-
yone else’s business. It’s harder now
to go off to Arles and paint [like Van

Gogh] —it just is. Someone will poke
around. It’s unfortunate, especially for
young painters who are just starting
out, if they get a media attack. They're
18 and suddenly become art stars—it
really can be confusing. It can also be
really good. It depends on a lot of
other things. Painting, it seems to me,
grows a little more slowly than some-
thing like music.

Bonzai: Has the music business been
good to you?

Anderson: Yes, it has. It makes very
clear economic sense to me. There is
only one rule: If you sell records, you
can make more records. If you don't
sell records, you don’t make any more
records. It makes breathtaking sense.
If nobody wanted to listen, you would
stay at home and entertain yourself
with the music. You wouldn’t bother
1o go to the mastering session and get
it just right for mass distribution. It's
clear, very well-defined.

Bonzai: What are your musical tools
these days?

Anderson: Right now they are sim-
ilar to a lot of people’s: a Macintosh,
and a lot of digital samplers. I've used
a Synclavier for a while, and harmoniz-
ers. In my concerts it’s like bringing a
recording studio onto the stage. The
reason that most people don’t do that
is because it’s delicate equipment and
it usually breaks down. But I like it
when it breaks down. It's one of my
favorite parts of the concerts, because
you have to figure out something to do.

Bonzai: I used to feel uncomfortable
when someone forgot a line in a play
—it’s happened to me—but it really
is an interesting moment in theater.

“There is only one rule in the music business:
if you sell records, you can make more rec-
ords. If you don’t sell records, you don’t make
any more records. It makes breathtaking sense.”
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LUNCHING - WITH - BONZAI

Anderson: A wonderful moment. To
me, it’s the only time when you appre
ciate the fiction that is being spun for
you. That line is very important in the
work that 1 do. To break down the
ideas of what all those people are
doing there. What they might expect.
I do that, I suppose, because I don't
really trust those formulas. [ want to
make a different kind of contact with
people.

Bonzai: To prevent your own bore-
dom?

Anderson: It’s not only my boredom.
Hopefully, it's other people’s bore-
dom as well. I have to trust my own
instincts to make that jump. If it bores
me, then it’s going to bore other peo-
ple. Sometimes it's not necessarily
true, but I have the advantage in the
kind of work that I do, of seeing peo-
ple’s faces. That's rare for artists, un-
less they hide in the gallery and look
through a peephole to see who is
spending time and who is just scanning,

Keiko: Good energy for construction.
Anderson: Mmmm, it is. It clarifies a
lot of things. I'm convinced of this:
the ideas and images that are the most
immediately perceptible, right then,
are the ones that are the most power
ful. Yes, there are things about some
works of art that you can realize later,
but I think that the strongest ones go
right for your heart, that second. You
look at it and it's something so com-
pletely realized that you'll never forget
it. Works that you have to read books
about to appreciate can have a differ-
ent sense, and eventually a strong
one. But I really think that the sim-
plicity of an image, or of a sound, is
something that is, first of all, hard to
make—it means that the artist has to
throw a lot away, and just use the most
important and the strongest things.
Nothing else to decorate it.

Bonzai: You seem to have a very
diverse audience.
Anderson: Motley.

Bonzai: It must be nice to have sup-
port from the art, music, and the film
worlds.

Anderson: It is. But I recently
stopped working for a few months—
just forced myself to stop. I realized
that I hadn’t stopped for more than an

afternoon since 1971.

Bonzai: Is this a time of big change
in your life?
Anderson: Yes, it is.

Bonzai: Are you considering leaving
New York?

Anderson: I'm spending more time
here [L.A.] lately—looking around to
see what's going on.

Bonzai: Anything interesting?
Anderson: Yes, | think so, but it's
from the few people that I've met, that
I enjoy talking to. It’s more than a
“scene” that 1 depend on; it's just
some people to talk with. But the
scene comes out of that anyway. When
there are people talking, there's a
scene. That's just how it works, be
cause they'll make one. I would never
have considered spending much time
away from New York before, except in
Europe, but in the last couple of years
I've found that I'm no longer con
vinced that New York is the capital of
the entire universe. In fact, I'm not
very interested in a lot of the work
being produced there. I think it will
still be good for theater, but it’s not
necessarily true that the best painting,
the best sculpture, comes out of there
at all.

Keiko: Good for business, but not
good for creation.

Anderson: | don't agree with that,
but I've lived there for 20 years. 1
depend on these small neighborhoods
and scenes that are there. There are
always people-—you can walk out your
door and in five minutes see some
thing wonderful, or talk to someone
who is interesting. 1 value that very
much, but for some artists it isn't
necessary and they can work any
where. 1 really get a lot out of seeing
what other people do, and feeling
connected to what's going on.

Bonzai: Musically, too?

Anderson: Music, theater, painting.
It’s not only what I think of as my
responsibility as an artist; it's also what
makes me happiest—to see other
people making things. And that’s very
easy to do in New York—it’s every-
where. That’s wonderful. I'm not the
kind of artist who works well in com
plete isolation. I need to know what
people are thinking about and what
they are talking about.
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LUNCHING - WITH - BONZAI

Bonzai: Is music visual to you?
Anderson: | do see it visually, but
only because I try to make visual
things at the same time. 1 go back and
forth a lot. If I am working in the stu-
dio on something and get stuck, I can
always go and make some images, or
video, or film animation.

What I like about music, and what 1
don’t like about something as frozen
as film—supposedly it’s an art of time,
because you go through it, but it’s not
really—you can suspend time a lot
better when you listen to music and
use your own imagination. 1 try to
create rthythmic oppositions between
music and images, a counterpoint. |
think people are capable of absorb-
ing a lot of time signatures simul-
taneously.

Bonzai: What's on the burner now?

Anderson: | am just starting work on
an album now, and I'm working on
an electronic theater project. It's a way
to combine film and video and elec-
tronic props—like a pair of haunted
pants that can walk around and sing.

Keiko: What music would you like
played at your funeral?

Anderson: Bagpipes—a perfect com-
bination of voice and saxophone. 1
worked with a bagpipe player named
Rufus Harley once. He was living in
D.C. at the time and at JFK’s funeral
there was a contingent of black bag-
pipe players in kilts coming down the
streets and over the hills and dales.
He said, “Man, the pipes just spoke to
me. I had to learn how to play them.”

Keiko: | read that you feel playing
keyboards is like driving a car.

Anderson: It's because you have this
long dashboard and you have foot
pedals and you have a head-on rela-

tionship with your audience. It’s very
confrontational. 1 like instruments you
can hold—they’re more human. The
violin is the most human to me be-
cause it’s like the female voice, and it
can “yahhhh”—it really is the saddest
instrument ever invented.

Bonzai: Didn’t you invent a new vio-
lin with playback heads on the instru-
ment which you played with a bow
that had pre-recorded tape?

Anderson: It was a way of trying to
make the violin talk. And I wanted to
sing like a violin. It went both ways.
To make the violin talk, and for me to
sound like one. So, 1 tried a lot of
different things. 1 finally ended up
putting a speaker in my mouth while
I played—a small pillow speaker, the
kind you use to learn German while
sleeping. You put it in your pillow and
play German tapes all night. You wake
up speaking perfect, flawless German.

Bonzai: Does it work?

Anderson: No, you dream your own
dreams and there is an annoying
sound in the background.

Bonzai: So you've taken some chanc-
es with your—

Anderson: I've taken some chances
with my life—putting things that are
electrical in my mouth. I'm essentially
a very oral person, so if I see it, I'll
either talk about it or I'll put it in my
mouth.

Bonzai: Your songs seem so inti-
mate—I imagine that the words, the
lyrics, the thoughts in your work come
from some sort of very personal note-
book or diary.

Anderson: Yes, they do. At the same
time that I'm writing regular note-
books about what’s going on and what
I think, I have other notes about what
could happen, or what should have
happened.

Bonzai: And these notes surface—

Anderson: The “what could have
happened” are the songs. I think that’s
how it breaks down. I hadn’t ever
thought of it in that way. ]

Mr. Bonzai, a 15-year veteran of the
music industry, is former manager
of a major Southern Cal recording
studio, and autbor of Studio Life:
The Other Side of the Tracks (Mix
Publications ).
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ORCHESTRAL MIKING

TWO VIEWS

by George Petersen

PHOTO WALTER HODG

he issue of the selection and

placement of microphones has

always been a lively topic among
recording engineers in all fields, but
particularly among classical recordists.
The effect of digital recording and
compact disc releases on the art of
capturing the subtleties and wide dy-
namic range of orchestral performanc-
es has brought every step of the re-
cording chain under intense scrutiny,
and the use of microphones is certain-
ly no exception. We talked to repre-
sentatives from two audiophile labels,
and to no surprise, their feelings on
the subject of orchestral miking were
quite strong indeed.

U

JOHN EARGLE
Director of Recording Delos Records

The name John Eargle should be fa-
miliar to anyone involved in profes-
sional audio. His illustrious career over
the past 25 years has included work
with RCA and Mercury records, a stint
as AES president (1974-1975), and ex-
tensive consulting work for leading

audio manufacturers such as JBL. Be-
sides writing the industry standard
texts Sound Recording The Micro-
phone Handbook and The Handbook
of Recording Engineering, he has au-
thored over 60 technical articles and
papers. Since 1979, Eargle has been
associated with Delos International,
engineering many of their orchestral,
organ and jazz CDs, including Joe
Williams® acclaimed Nothin® But The
Blues, which garnered a Grammy
award in 1985.

“The approach to orchestral mik-
ing has changed rather substantially
over the years. You may be using any
where from three to 15 microphones
depending on what you're doing, but
it's not the number of microphones
that is important, but how they’re
handled. Engineers today are looking
for much smoother and quieter micro-
phones. The reason is not because
digital is edgy—as many people seem
to think—but analog presented so
many erosions to the signal on its
arduous path from studio to vinyl disc
that one had to do a lot of bending of
the signal to get it sounding right.
Once you’re in the numerical domain,

Gerald Schwarz conducts the Seattie Symphony during the Delos re-
cording session. Minor repositioning of the orchestra shell and
sealing vestibules resulted in an overall increase of the hall’s reverb
time by about one second, a significant improvement.
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“Dealing with the
hall is the major
challenge facing
the recording
engineer.”

~JOHN EARGLE

if you use the old techniques that you
honed during the analog days, you're
probably going to be a bit too close,
and a little bit edgy sounding.

“This was one of the problems
with some of the earlier digital record
ings. In recent years, the CD players
have gotten better, the recorders have
gotten better, and when you combine
that with sanity in the microphone
department, you end up with a much
smoother sound overall.

“I'm not a fan of coincidence pick
up [closely spaced mic capsules] —it
doesn't give enough feeling of palpa
ble space ina room. It’s very analytical,
but it doesn’t give me a feeling of
breadth. My favorite is a slightly
spaced, quasi-coincident or near-coin
cident pair. Basically what I use is an
ORTF arrangement [originally devel
oped by French National Broadcasting,
this utilizes a spaced pair with cap-
sules 17cm apart and each pointed
outward 55 degrees off-axis], and 1
normally use a pair of Sanken CU-41
microphones for this—they have the
best combination of pattern control
and low noise that I've found in car
dioid mics. For omnidirectionals, I've
been very impressed with the Senn
heiser MKH-20s—they are extremely
quiet and easy to implement.

“My own approach is to place the
ORTF pair right behind the conductor



and about 10 feet above, with a flank-
ing pair of omnis mixed in about 6 dB
lower to give the image a little more
spread. In adeep seating arrangement,
I may put another stereo pair over the
woodwinds. I rarely mic the back of
the orchestra, since the percussion
never has a hard time getting out. I
often use a spot mic on the first stand
of basses for a little more articulation,
certainly over the harp and celeste—
they ruin their tone completely if
played loudly and always need a bit of
assistance. If I need some assist from
the hall, I'll put another stereo pair
about 25 to 30 feet back in the hall.

“These can all be balanced very
quickly. I keep elaborate records of
relative gain settings for these various
microphones and once you start doing
that, it's very difficult to miss even the
very first downbeat. Whenever possi-
ble, 1 like to mic a rehearsal, just to
make sure all of this falls into place,
but the big search is for really smooth
and quiet microphones and there are
some today that are outstanding.

“Rather than spot miking, it’s more
fun to move the players around—not
major redistribution, but moving them
back and forward as required. I always
make slight modifications for the mu-
sic: if it’s a Wagner program, I will set
the orchestra differently than a pro-
gram of modern music. I would wanta
deeper seating with the Wagner pro-
gram; because of the weight of the
brass, I would put them back a bit to
getabetter balance between brass and
strings.

“Dealing with the hall is the major
challenge facing the recording engi-
neer. This means you have to check
out an environment before you try to
use it. If you don’t, you may find some
rude surprises on your hands, and
many of these can’t be solved on the
spur of the moment. Another thing is
trying to find a really good room to
record in. What I often do is make
minor modifications in local acoustics,
like closing off vestibules—most con-
cert halls in the United States need to
be livened—and reshaping orchestra
shells to prevent sound leakage and
get more sound out into the hall. In
Seattle {on sessions with Gerald
Schwarz conducting the Seattle Sym-
phony performing Stravinsky and Pro-
kofiev; Delos CDs #3051 and 3050,
respectively], we were able to liven
the hall’s reverberation time by about
a second longer. Every recording you
doshould bea little bit better than the

previous one, and that should always
be the goal.”

ADRIAN FARMER
Director of Recording, Nimbus Records

Adrian Farmer began working with
UK-based Nimbus Records in 1979,
and is not only known as a producer/
engineer, but also as an accomplished
solo piano artist and classical accom-
panist. Always regarded as a label on
the forefront of technology, Nimbus
has been involved with Ambisonic
surround recording for over 15 years.
The company developed its own CD

mastering system and has now built a
CD plant in Charlottesville, Virginia
(scheduled to open this month.) De-
buting only three weeks ago, one of
Farmer’s most recent projects was en-
gineering Stravinsky’s “Firebird Suite”
and “Symphony in Three Movements,”
performed by the London Symphony
Orchestra, Gennadi Rozhdestvensky
conducting (Nimbus #5087/5088).
“My role as the director of music
here and as the senior producer on
sessions is to make sure that what
comes through the microphones re-
flects the sound and excitement I hear
when 1 stand in the hall with the

information, call or write.

We made the rules
with the TEF System.
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The new SM96. When you don’t want
home studio tapes to sound homemade.

Your recordings are only as good as the mic you use.
Why hurt your chances of selling your song by using
an inferior microphone?

The first affordable studio-quality
vocal condenser microphone.

The SM96 is especially designed for home studios.
It captures vocal subtleties ordinary mics can miss.
So the tapes you produce sound crisper, punchier,
and smoother.

We’ve even built in a three-stage pop filter and
a precise bass rolloff to compensate for the proximity
effect of a close-miked vocal. And, our unique 3-point
space frame shock mount totally isolates the SM96
from mechanical noise pickup. Your tapes will sparkle
with a sound quality that you would expect only in

professional studio recordings.

Works with or without phantom power.

The SM96 is the first microphone of professional
caliber which can be powered by a readily available
1.5 volt AA battery. So you can have the silky-smooth
sound of a top quality condenser mic even if your
equipment doesn’t have phantom power. And you
can use the SM96 on stage with any mixing board.
Can you afford to make the modest investment
in this remarkable new microphone? If you're serious
about your music, a better question is, can you afford
not to?

Shure Brothers Inc., 222 Hartrey Ave., Evanston, IL
60202-3696. (312) 866-2553. G. S. A. approved.
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A control room discussion between “Firebird” takes. (L to R) Produc-
er Joanna Nickrenz, executive producer Ameiia Haygood, conductor
Gerald Schwarz, engineer John Eargle and members of the Seattle

Symphony in the background.

orchestra. So I spend a lot of time
listening to an orchestra while they
rehearse or warm up. I'll put the mi-
crophone in a place which, purely by
ear, seems to be guod, very quickly
dash to the control room, and then
dash back to the orchestra and listen
again. I'll usually do this for about a
quarter of an hour, because ears tire
very quickly under these circumstanc-
es and if you don’t have the right mic
placement by then, you'll be so totally
confused that you won't stand a hope
of getting it right, even if you spend
anather hour at it.

“Obviously, the more time you
spend with a particular microphone,
the more you can pre-plan for what
you think is likely to happen. But ev-
ery recording is different, orchestras
play difterent on different days and
repertoires have varying requirements.
You simply have to listen very hard,
and decide on that essential compro-
mise you are willing to make. All re-
cordings are a compromise, because
no two microphones are as good as a

Adrian Farmer (center) with
aclors, discussing the recording
of the Mendelssohn/Shake-
speare A Midsummer Night’s
Dream with the Scottish
Chamber Orchesfira.

pair of human ears.

“Verv often, there is a conflict. For
example, you always get a more satis-
factory musical result when the mic-
rophones are further away from the
people you are recording. If you stand
very close to 120 people, you are not
goingto get the feeling you're hearing
the whole sound, but the further you
get away, the more likely you are to
hear the whole thing working as an
entity. The problem with microphones
is that they don’t have that ability of
the human ear to focus in on sounds
like a very clever pair of binoculars. If
you place a microphone away froman
orchestra, vou tend to lose impact—
you'll get a very beautiful sound, but it
won't have any presence. Mic place-
ment is always a compromise between
‘naturalness’ and presence.

“We did a lat of work in the late

’60s and early '70s on surround sound
—Ambisonic recording. We were in-
volved in the early stages of the Calrec
Soundfield microphone, .which we
used quite extensively during the
mid-'70s, and we were very pleased
with that. Surround sound is a pre:
ferred option over stereo. What we do
with surround sound is use one micro-
phone—albeit with four capsules very
close together—and just hang it in
one place so it is not distorting the
internal balance of the orchestra. We
don’t place a dozen microphones and
then falsely try to recreate the balance.

“In the late-'70s, we moved to a
microphone of our own electronic de-
sign, and we've been using that since
1982. It contains one Bruel & Kjaer
omnidirectional, and immediately
above and below that—within a mil-
limeter or so—are figure-8 Schoeps,
with one facing front-to-back, and one
side-to-side. We use that array whether
we're recording a piano, string quar
tet, or 120-piece orchestra playing for
the Queen. The capsules are good,
with low noise, and the array works
very well.

“It’s very false to record an orches-
tra with 30 microphones placed two
feet from the players. Of course, most
people haven’t any conception of that
when listening to such a record claim-
ing itself to be stereo: it’s not stereo—
it's pan-potted multi-mono, with a lot
of mono mics stuck aroundthe orches-
tra and pan-potted around to give a
false feeling of spread and depth. It’s
not stereo.

“Our releases are designed to be
listened to in surround stereo, though
we're perfectly well aware that only a
tiny percentage of the world will ever
experience that. Our recordings are
reasonably stereo-compatible, but the
surround sound opens up a new di-
mension. The reflected information—
all the information about what sound
does in a hall and the way it’s reflected
by the walls and ceilings, and then
back to the microphone—is 50% of
what makes up a performance. That is
what the musicians hear and that is
how they control their performance,
and ifyou take away that sound, you're
depriving the home listeners of a lot of
information they need to assess that
performance.” |

Mix associate editor George Petersen
lives with bis wife and two musical
dogs in a century-old Victorian house
on an island in San Francisco Bay.
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Woodstock Gets New
Separation Between Church

by Dan Daley

hen you think of Wood-
stock, visions of danc
ing in the mud and dire
warnings regarding a
particular hue of hallucinogen (“The
brown acid is not, specifically, too
good.”) come to mind. Get a little
closer and what you see is a quaint
little hamlet with quaint little bou-
tiques whose prices make it clear that
tourists are very welcome hereabouts.
Down at Duey’s most mornings, a
few tie-dyed relics from an earlier
time congregate over carrot juice and
coffee, seemingly oblivious to the fact
that time has mutated three days of
“Peace, Love & Music” into nearly
three decades of meaningless hanging
out and scrounging parts to keep the
VW microbus running.
But there’s still plenty of music in
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Woodstock. And for the last year and a
half, there’s been another place to
record it in locally: Dreamland Re-
cording Studios, which occupies a
100-year-old church located in nearby
West Hurley.

“Finding the building was a stroke
of luck,” says owner and studio man-
ager Joel Bluestein. “1 looked for a
long time for something like this. It
had a lot of technical problems that
had to be overcome, including new
heating, electrical and plumbing sys-
tems which had to be installed. But at
the same time, | wanted to maintain
the special feeling of the building.”

The studio, converted from a former
Catholic church, is built atop an out
cropping of New York State Bluestone
rock that had been quarried late in

In
ND

| | |

the last century. That may have some-
thing to do with the fact that beneath
the church, the ground slopes down
and away in an ever-increasing hori
zontal-V towards where the altar once
was, now the site of the current con-
trol room. “The way it was designed
is that the front of the church is the
nodal part of the room and there you
can speak in a normal tone and be
heard throughout the church,” Blue
stein explains. “But from the back, it's
hard to hear anyone speaking. I'm not
sure how much of the acoustical prop-
erties were designed in, but I'm sure
there’s math here that somebody un-
derstood. However, there’s nobody
alive today to tell me.”

Bluestein bought the building—
which had been used as a theater at

Above: The church received only minimal acoustical treatment.
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THE PROS SAY A FEW WORDS ABOUT
THE MANY COMPONENTS OF JBL.

High-quality components
teamed up with results-oriented
engineering. That's how JBL Profes-
sional helps the pros achieve supe-
rior sound for specific applications.
Here's what ]BL means to five lead-
ing professionals— all with vastly
different requirements:

"IBL products are very reliable
and efficient, and that's why we've
used them for 16 years here at
Abbey Road Studios. We have |BL
equipment in many locations
throughout the studios, and these
products give us the sound uniform-
ity we really need. We can count on
JBL for professional, solid, great-
sounding products’

Ken Townsend, General Manager
Abbey Road Studios, London, England

“In the concert sound business,
we don't get any second chances. If
the sound system doesn't perform,
the audience can't come back next
week when we've got it right. That's
why we chose |BL. |BL products

offer professional dependability and
great sound—and that's how we
define quality in our business. |BL
really cares about making their
products the best.”’

Roy Clair

Clair Brothers Audio

“You can't create a truly outstand-
ing soundtrack without being able to
hear everything accurately. That's
why ]BL's clarity was the first thing
that impressed me. And with JBL, |
can rest assured that our sound-
track will sound just as good in the
theaters as it does in the studio.”
john Bonner, Chief Engineer
Goldwyn Sound Department
Warner Hollywood Studios

“We first installed |BL equipment
when we were selected as the box-
ing venue for the 1984 Olympics.
Our PA. system brings great consist-
ency and clarity to all our sporting
events, including wrestling, motor
sports, track meets, and basketball.
JBL components deliver outstanding

sound regardless of your seating
location or the size of the crowd”
Glenn Mon, Acting Director

Los Angeles Sports Arena

“We chose |BL equipment
because of its great reliability and
transparency. All the worshippers in
our 7,000-seat sanctuary must be
able to hear equally well. ]BL horns
accomplish this without coloration.
The sound is very clear and natural
no matter where you're sitting”’
David Taylor, Director of Media
First Southern Baptist Church
Del City, Oklahoma

At |BL Professional, we believe
that components should match your
application, not the other way
around. To hear more about what
sound professionals see in us, con-
tact your |BL Professional dealer.

- | JBL Professional
l -' 8500 Balboa Boulevard
Northridge, CA 91329




one point—for $90,000 and did much
of the electronic and acoustic design
himself. A quarter of a million dollars
later, Dreamland was up and running.

The overwhelming size of the room
is the first thing you notice about
Dreamland. The peaked roof (where
a pair of PZMs are mounted on either
side of the interior slopes), the choir
loft and other ecclesiastical vestiges
of the building’s erstwhile function
provide an adventure in microphone
placement. The room itself has the
ambient characteristics of a church: a
combination of wood and glass creat-
ing a pastiche of reflective surfaces.
The room has received only minimal
acoustical treatment, according to
Bluestein. “Why fix it if it's not
broken? This room is conceived
around the idea that synthesizers and
MIDI and computers are great, but we
have an excellent acoustical environ
ment here and there’s still a very big
demand for a room like this, where
players can play and relax and be
comfortable. And that explains why
we're here and not in Manhattan.
There’s a consciousness at work here
that's more than just music business.

“There is a consciousness
at work here that’s more
than just music business.
There’s space available
here for the spirit as well
as the body.”

There’s space available here for the
spirit as well as the body.”

Dave Cook, Dreamland’s chief engi
neer, began there in November of
1985, shortly before the studio opened
in March of 1986 and after stints work-
ing at Manny's Music and at Prince
Studio for four years. He's a musician,
a guitarist, specifically; according to
Bluestein, a musical background is a
prerequisite for everyone who works
at Dreamland.

Cook says that the sound and the
gencral vibe of the place are what
makes it unique. “It might sound spac-
ey,” he says, “but when 1 first walked
in here 1 felt something. Maybe from
the sense of history of the building. 1

don’t know. But the place works on
more than just a technological level.
I've met so many people from around
here who tell me that they were con
firmed or married in this church, or
that their grandparents were.”

(The studio also has a resident
ghost, known as “The Rev,” a former
pastor whose untimely demise is
linked with the heating system in a
way that only Stephen King could
envisage.)

Cook allows that the only way to
effectively work a room of such large
proportions is through expert use of
gates: “The room is amazing for rock
ballads when you leave it wide open.
For quicker tempo things, you have
to watch it or you wind up gating out
most of it.”

The studio uses a pair of Valley
People Dynamite gates and three dbx
904 gates. However, Cook and his
assistant Harvey Sorgen prefer the
three Drawmer DS201 stereo gates
available in the control room, espe-
cially for their response time. “On the
Drawmers, the EQ—external or inter-
nal—is always effective,” savs Cook.
“And it goes to 25K so even if there's

The new master recording process




extraneous stuff that falsely triggers it,
you can get rid of it. They're amazing
gates in a big room.

“I use the room as a chamber a lot,
with the mounted PZMs in the ceil
ing. I learn something new every time
I use the room. You stand up in the
choir loft when someone like Jerry
Marotta is whacking a snare and you
hear this envelope of high end, a big
whoosh. I've mounted PZMs in differ-
ent spots in the choir loft to try to
capture that sound. Interestingly, Jay
Bender [Dreamland’s resident tech
and maintenance engineer] helped
design a modification to inexpensive
Radio Shack P7ZMs, including adding a
power supply. That idea was original-
ly brought to our attention by [free-
lance engineer| Mark Mandelbaum,”
says Cook. “With the mod and short-
ened cables, we threw it up against
the Crown and no one could tell the
difference.”

In addition to a Studer A80 Mk IV
24-track deck in the primary room
(there is a pre-production,/ recording
room in the facility with an MCI JH-
24-16 and an MCI 428 20 x 20 con-
sole), UREI 813Bs and a full array of

“There is a concept here
that everyone is a human
being and if they don’t
know as much as some-
one else, they should be
taught—both electroni
cally and spiritually.”

outboard gear, the studio has an ex-
ceptional collection of mics. “There’s
a trend to do a lot of things direct
these days,” says Bluestein. “You for-
get how wonderful a good mic can
make things. The board is virtually
transparent so you can really hear the
microphones here.”

Dreamland also sports a rather in-
teresting bit of arcane technicalia: an
API 3232 36 x 16 x 32 console, one of
the last two built by the API factory in
the late 1970s.

“The console came from Sound
Ideas in Manhattan, where it was prob-
ably used on some of the Steely Dan
records,” says Bluestein, whose love
affair with the console is evident right

from the start. “I love the [556] EQs
and the fact that the circuitry is dis-
crete. The old discrete circuitry has a
lot of characteristics about it that make
it very desirable. The amount of junc-
tions in the board makes its bass re-
sponse great and with very little slew
ing.” Bluestein also likes the absence
of onboard signal processing, since he
prefers the variety he gets by amass-
ing outboard items. “Once you go
outboard to non-automated devices,
your automation isn’t of much use to
you anyway,” he argues.

Bluestein and company had to re-
build the console considerably after
he acquired it. “Paul Wolk at APl has
been very helpful in tracking down
spare parts.” Bluestein is considering
installing a moving fader system for
the console: “Mixing on the API is
still something of an adventure, be-
cause it is a primitive board [com
pared to an SSL]; it has inherent lim
itations that have to be worked with;
for instance, some of the effects sends
are ganged, which is a little strange in
this day and age, and it’s very ground-
sensitive. We've also installed our own
mute switches. But there’s still a lot of
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The NEW Eq. system featured on the
CONCEPT 2200 - 3200 - 4400 - 6400 and 8400
range of consoles

‘Sidetraker’ 6 fixed frequency active filters with centres at:
12.5kHz, 4.5kHz, 1.5kHz, 500Hz, 150Hz and 60Hz. + 12dB
AND
1 high-Q filter sweepable from 50Hz to 5kHz and adjustable
from -24dB to + 6dB

Although varying in performance and complexity, most Eq. designs have followed either of two
classic principles:

parametric: or more usually ‘semi-parametric equalisers are almost universally used on console
S ~ input channels. Normally comprising four filters, two (or sometimes four) of the filters can be
E l = ‘swept’ up or down the audio band to centre on the exact frequency needing attention.
Z = Proven to work very well, semi-parametric eq’s have two major disadvantages:
A = 1. A tendency for audible phase shift ‘ringing’

¥5K -+ 12dB 2. A limited ability to control the entire audio band at one time
For example: having used the 'high mid’ to suppress the ‘edge’ on a singer’s voice, there is no
facility left to boost the critical ‘presence’ frequencies that lie either side of the unwanted
frequencies that have just been cut.

graphic: normally used for system and room equalisation, graphic equalisers use multiple, fixed
frequency, fixed bandwidth filters, to generate gentle, essentially phase-free control over the
entire audio band.

The graphic principle has one major disadvantage:

1. A limited ability to control narrow band problems.

For example: although frequencies in the ‘presence’ band can be easily and cleanly boosted,
that annoying ‘edge’ to the singer’s voice gets boosted as well.

Up until now Hill Audio has uniquely offered the graphic solution on their consoles, believing
the ability to keep good control over the entire audio band is preferable to having greater
control over just part of it.

Now Hill Audio has the best of both worlds! ‘Sidetraker’

The ‘Sidetraker’ Eq. system provides continuous control over the entire audio band via
multiple, phase-coherant, fixed frequency active filters, PLUS a sidetracking, high-Q filter that
can be swept over 7 octaves, enabling narrow band ‘spot’ frequency correction without any
effect or compromise of the main Eq.

Now you can cut the ‘edge’ AND boost the ‘presence’ at the same time!

1048
+ 10dB. —

+5dB 10d8
OdB St
/ o 18| 0dB)
7 N =
50H2/ SWEEP N SKHZ 5dB
10d8 10d8
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15d8

\\\—' l// - 2048

- 25dB

20Hz ] 7’00H1 kH7s 10kHz 20kH7

Total Audio Transparency
Manufactured in the UK:

Hill Audio Ltd., Hollingbourne House, Hollingbourne, Kent MET7 1QQJ England
Tel: (362 780) 555/6/7 Tlx: 966641 HILL
U.S. Sales Office:

Hill Audio Inc., 50028 N. Royal Atlanta Dr., Tucker, GA 30084 USA * e
Tel: (404) 934-1851 Tix: 293827 HLAD HI" AUdIO
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flexibility in there. And you'll get an
incredibly crisp mix off this board. It's
in there. We happen to be one of the
few well-maintained APIs around and
simply on the strength of that, we get
calls from some of our clients.”

Nestled among the rim of the Cats-
kill Mountains about 100 miles north
of Manhattan, Bluestein doesn't flinch
when the rusticity of his surroundings
is pointed out. The proximity of Bears-
ville Studios doesn’t intimidate him
either. “There are a lot of small stu-
dios here now, and things are devel-
oping in the area,” he says. “This is a
very active audio professional area,
although most people don't realize
that. Carla Bley has a studio up here.
Others too. We all know each other
and we get along. A lot of the better
musicians up here, like Jerry Marotta
and Tony Levin, go back and forth
between here and Bearsville. Also
guitarist Bobby Messano {[Steve Win-
wood, Lou Gramm]. Most of the peo-
ple from The Band are still here. John
Sebastian is here, Robbie Dupree, a
great singer, Pat Metheny.

“The area can support what we have
now but the future can be limited.
Developing a clientele outside of this
area is not that easy. Bearsville’s been
here for 15 years so they have an
established clientele. If you really
want to be viable in an environment
like this and make quality records, you
have to have something no one else
has, or you have to offer a point of
view. Bearsville has a big room, we
have a big room, so that puts us head-
to-head. The market up here is going

to get tighter and tighter and the rec-
ord business is staying pretty stable in
terms of how it will fund records. So 1
wish anyone who wants to come up
and compete with me or Bearsville
good luck.”

The point of view that Bluestein
offers at Dreamland revolves around
a respect for the karmic aspects of the
music business. (It isn’t unusual to
find, seated in the familial commun-
ity kitchen in the rear of the rectory,
the local faith healer.)

“I manage the place from that point
of view,” he says. “That I can’t possi-
bly know everything. We have a very
strange concatenation of people up
here, and 1 often feel that with the
diverse group of people who pass

APl console and instruments in the studio’s control room.

H

Exterior of the 100-year-old facility.

through the studio because of the
consciousness that’s at work here, |
wonder whether I'll ever find people
punching each cther out in the back
room because they don't like what
each other believes,” he laughs.
“One thing I feel strongly abaut is
the studio hierarchy system I've en-
countered in so many studios, where
right from the boss on down, the low
guy on the totem pole gets screamed
at; he's an asshole until he learns what
he’s doing. We don't function that way
here. There is a concept here that
everyone is a human being and if they
don’t know as much as someorie else
they should be taught—both electron-
ically and spiritually. Even if they
screw up, they're still treated with
respect because they have to go out
of here into the world, and this envi-
ronment should be a healthy one.
“The great thing about being up
here with this sort of approach,”
Bluestein continues, “is that it gives
people a chance to meet other peo
ple and to express things that they
wouldn’t be able to in another envi-
ronment. There isn’t such a closed
view of the world here because we're
s0 far away from the stress and strain
of the big city, and that allows people
to breathe a little more. That kind of
flow of ideas is why I started the
place.” ]

Dan Daley is a freelance writer, com-
poser and ouner of Pyramid Record-
ing in NYC. Despite the fact that be
bas several pop and RGB bils to bis
credit, the guy writes romance novels.
Or maybe it’s because of that fact?
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by George Petersen
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AUSSIE CD PLANT GOES ON-LINE

ocated in the Melbourne suburb of
Braeside, Disctronics is Australia’s first
CD plant, set up through the invest-
ment of over $40 million by Disctron-
ics Ltd., and its owners, Pro Image Stu-
dios and Quatro Ltd. Since launching
its premiere disc—John Farnham’s
Whispering Jack, on May 21 of this
year—complete digital mastering ca-
pabilities have been added to the man-
ufacturing plant so production from

master tape to finished CD can take
only a few weeks.

Quality standards at the plant are
said to be among the highest in the
world, and product is already exceed-
ing these, largely because of the
unique Australian-designed clean air
system. The clean air standard for the
plant is Class 100 throughout. Most
other plants in the world have an over-
all standard of Class 10,000 (ten times

(1
."

Disctronics tech-
nician inserts
CDs for the
vacuum metal-
izing step,
where a thin
aluminum film

is deposited on
the disc
substrate.
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B bruel & hjer
ardioid Microphone

\ Work of Art

he type 4011 Cardioid Professional Microphone joins
the Series 4000 range of Professional Microphones —
e product of ten years of research and development by
team of dedicated specialists. The 4011 is a prepolar-
zed condenser-microphone, with a first-order cardioid
irectional characteristic which combines a flat on-axis
‘equency response with a uniformly smooth off-axis
hase and frequency response. The type 4011 can han-
ile 158dB SPL before clipping. Coupled with extremely
bw distortion, this gives the type 4011 a sonic perfor-
1ance unequalled by any other cardioid. These design
catures open up a wide range of application possibilities.

he work Brlel & Kjaer's engineers have put into the
design of this microphone ensures that it will not
ecome readily obsolete due to rapid advances in tech-
lology. The craftsmanship and materials involved in its
onstruction are what make the difference between a
jood microphone and a superb microphone, and allow

e 4011 to be called, justifiably, a work of art. Its techni-
al specifications paint an impressive: picture, but there's
nore to it than that. Put the 4011 to use and you'll find
hat, for once, what you read translates into what you
ear.

3riuel & Kjaser

ORLD HEADQUARTERS: DK-2850 Naerum - Denmark
slephone: +452800500 * Telex: 37316 bruka dk

ustraha (02) 450-2066 - Austria 02235/7550°0 - Belgium 02 - 242-97 45
razil 2468149 - Canada (514) 695-8225 - Finland (90) 8017044
ance (1)84572010- Federal Republic of Germany. (04106) 4055
reat Britain (01) 954-2366 - Holland 03402-39994 - Hong Konq 5-487486
aly (02) 5244141 - Japan 03-435-4813 - Republic of Korea 02-793-6886
orway 02-787096 - Singapore 2258533 - Spain (91) 268 1000
eden (08) 7112730 - Switzerland (042) 651161 - Tawan (02) 7139303
A (617)481-7000 - Local representatives and service organisations world-wide
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SPILL THE BEANS

CALL 1T PHILOSOPHY, CALL IT PSEUDO
INTELLECTUALISM TF YOU WANT, BUT THE ACT
OF CREATION CAN ONLY TAKE PLACE IN SITU

ATIONS WHERE IT IS ALLOWED TO DEVELOP
CREATIVITY  MUST  BE  RESPECTED  AND
NURTURED BY ALL PARTIES CONCERNED. Ry
ADHERING TO THESE TENETS WE AT MAYEAIR
CATER TOTHE DEMANDS OF THE MOS T DISC ERN-
ING PEOPLE IN THE BUSINESS. CREATING
RECORDS THAT HIT THE CHARTS. WE DO NOT
RELY ON A MILLION POUNDS WORTH OF
EQUIPMENTALONE. QUR ENGINEERS HAVE THE
CREATIVITY NECESSARY TO PUSH IT TO PEAK
PERFORMANCE. UNLIKE-MANY STUDIOS WE GET
NO COMPLAINTS ABOUT DOWNTIME BECAUSE
THERE ISN"I ANY. NEITHER DO THE ENGINEER
AND ASSISTANT QUIT YOUR PROJECT HALFWAY
THROUGH. [DIOTS AND PRIMA DONNAS DONT
WORK HERE, NOT EVEN TO MAKE THE TEA.
PROFESSIONAILISM AT MAYFAIR IS PARAMOUNT.
WEWILL WORK OUT YOUR BUDGET AND SUPPLY
YOU WITH REGULAR FORFCASTS. THIS ALLOWS
YOU TO SQUEEZE THE MAXIMUM OUT OF OUR
FACILITIES AND  WIIL. STOP THE RECORD
COMPANY  SQUEEZING YOUR NECK. QUR
ATTENTION TO DETALIL 1S CONSIANT IN EVERY
AREA OF THE RECORDING PROCESS AND AFT'ER
WARDS. YOU WILL NOT FIND YOUR TAPES IN
TOKYO WHEN THEY WERE SUPPOSED TO BE IN
NEW YORK. OR VICE VERSA. ON THE 1 EFT YOU
CAN SEE SOME OF THE PEOPLE WHO HAVE BEAN
WITH US RECENTLY . . . CAN WE DO THE SAME
FOR YOLUR

A SHARPLESHALL STREFT.  LONDON
NWiI 8YN. ENGLAND. TEL  01-386 7746

FAX01-3869721. v
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INTERNATIONAL - UPDATE

less stringent). Disctronics’ extremely
high clean-air standard enables a maxi-
mal acceptance rate in the manufactur-
ing process and thus a highly cost-
efficient operation. The acceptance
rate on many of Distronics’ CD runs
has been as high as 95%.

The high-precision injection mould-
ing equipment all come from the Meiki
Company of Japan, which provided a
turnkey operation and supervised in-
stallation earlier this year—ahead of
schedule and exceeding all anticipat-
ed quality standards. The plant was
assembled in the Braeside facility ear-
lier this year within a few weeks; in
time to produce test runs in early Feb-
ruary. Full production runs have been
on-line since March.

Disctronics is a first for the Austral-
ian music industry, but its impact is
greater than just the local market. In
fact, over 80% of the first year's project-
ed 25-million-unit production is com-
mitted to independent and major rec-
ord companies in the US,, UK. and
Europe. This export success is the re-
sult of three factors: the highest quality
control standards in the world; lower
prices made possible by very high pro-
duction efficiencies (thanks to clean-
air superiority); a competitive Austral-
ian dollar compared to other curren-
cies; and dedicated worldwide client
support programs. The establishment
of offices in Sydney, London and Los
Angeles, a computerized network to
track orders from plant to customer
and a committed grid of air freight
shipments enables Disctronics to
maintain close contact with customers
globally—as if they were “just around
the comer.”

While the facility already offers
exotic services such as gold vacuum
metalizing and has established an op-
tical storage subsidiary to develop
markets for CD-ROM technology, the
Disctronics team is showing no signs
of slowing down, according to manag-
ing director Roger Richmond-Smith.
“Though our plant is now in produc-
tion, we haven't finished with the im-
provements. With the installation of
Sony laser glass cutters and total mas-
tering facilities, as well as the clean air
standards we will maintain at Class 100
throughout the plant, Disctronics in-
tends to remain a world leader in com-
pact disc manufacturing. Our research
and development will continue to ad-

vance the state of the art and give us a
quality edge as well as the pricing ad-
vantage we have over offshore com-
petitors.”

Broadcast '87 in Frankfurt,
October 14 through 17

A varied and interesting program of
events for those interested in or active-
ly involved in private broadcasting will
be featured at “Broadcast '87,” the sec-
ond international trade fair for film,
radio and television. Assembled by
Messe Frankfurt, the four-day event in-
cludes workshops and live presenta-
tions covering all aspects from station
management to program color. The
emphasis is on private radio stations
(where the highest rates of growth are
expected in the coming years), as well
as private television, where new tech-
nology and the availability of new fre-
quencies are likely to ensure a boom
in the near future.

For more information, contact Messe
Frankfurt GmbH, Frankfurt, West Ger-
many, telephone (069) 7575-394; telex
411558 messe b; or FAX (069) 7575-433.

Turbosound at the Hapoel
Games in Israel

Barkai Ltd., Turbosound's agent for
Israel, recently was chosen to provide
sound reinforcement equipment for
the Hapoel Games, Israel’s premier
sporting event and an important Olym-
pic qualifier. Founded in 1928, the
Hapoel Games have grown in size
and stature; this year’s competition
brought together over 1,700 athletes
from more than 30 countries.

The system used was truly of “Olym-
pian™ proportions. Providing clear
sound to every ear during the opening
ceremony required 40 Turbosound
TSE-111s, 30 TSE-118s, 26 TMS-2s, 6 TSE-
260s, 12 TMS-4s, 4 TMW-215s and 8
TMW-212s. The enclosures were ar-
ranged in two main stacks and also
placed at regular intervals around the
entire track.

International Studio News

Kitsch Studio in Brussels, the first
Belgian facility to have an SSL console
and digital multi-track, has now added
a Studer AB20 analog 24-track and Fair-
light system, along with an entire rack
of tube outboard gear to their record-
ing arsenal. . .Convinced by the solid
performance of their Soundcraft TS-12
console/Saturn multi-track combina-
tion, the Montreal-based studio Dig-

ital Music System (DMS) has placed
an order for a second TS-12/Saturn
setup for their new room. . .And not
far away, the University of Quebec
in Montreal has installed a Soundcraft
TS-12 in the recording studio of their
music department. . . Rush guitar play-
er Alex Lifeson has also upgraded
his home facility with a TS-12 board,
supplied by Teletech Electronics,
based in London, Ontario...Some
new staff additions at Le Studio An-
dre Perry, Morin Heights, Quebec,
are house engineer Glen Robinson,
whose credits include Luba, Uzeb,
Chick Corea (live), and Robert Charle-
bois; and studio manager Francine
Mercure, formerly of Words & Music
Productions and the CBC Audio Prod-
ucts Division...Moving eastward
across the Atlantic, some recent instal-
lations of DDA consoles in European
studios went to Tape One in London,
who purchased their third DDA board,
a 6/2 S-Series console for analog mas-
tering; world famous Abbey Road
Studios bought their fourth DDA con-
sole, a 16/2 D-Series for mobile digital
recording; and Scacco Matto Studios
(Lavagne, Italy) has received a large-
frame 44/24/2 AMR 24 with 64 chan-
nel Audio Kinetics MasterMix. . . Solid
State Logic technology debuts in Fin-
land with two SL4000E consoles going
to Takomo in Helsinki, one of the
first 24-track studios in that country.
The studio is now ten years old, and
was originally comprised of two 16-
track rooms built to a Tom Hidley/
Eastlake design in 1977. . . In other SSL
news, Eurosonic has installed a sec-
ond Solid State Logic SL4048E Series
console at their facility in the heart of
Madrid. The board forms the nucleus
of their new Studio Two overdub/re-
mix suite, located above the Studio
One which has been SSL-equipped
since 1982. Besides offering Sony dig-
ital PCM-3324 and Studer A80 multi-
tracks, Eurosonic features a main room
large enough to accommodate a full
orchestra and an isolation booth for
string sections...On a related note,
Prosound, the first studio-laboratory
in Spain dedicated exclusively to edit-
ing and copying in the digital domain,
hasbeen established in Madrid. Equip-
ment includes Sony DMR-2000 and
4000, PCM-1630s and DAE-1100s in a
comfortable, pleasant atmosphere. Be-
sides digital post, Prosound also offers
digital live recording services through-
out Spain.
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NORTHEAST
STUDIOS
WELCOME
YOU TO AES

Dear Audio Professional:
The Northeast U.S. is home to
some of the finest recording
studios in the country. Many
of these are in and around
New York City, site of the 83rd
Convention of the Audio En-
gineering Society. The Pub-
lishers of Mix hope that while
attending AES, you'll find the
time to visit some of the stu-
dios whose ads appear on
these pages, or call or write
them for more information.
—Mix Magazine
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RAWLSTON
RECORDING STUDIO

Brookiyn's Newest and Best Recording Complex
LOOK OUT FOR NECAM AT
RAWLSTON RECORDING!

FEATURING: AMS DMS15-805 « LEXICON
224XL « YAMAHA TX816 RACK * 64-INPUT
NEVE 8068 CUSTOM CONSOLE « STUDER A80
MULTI = ABI0 '4-TRK ¢ A80 %-TRK

* UREI 813BS * EMT 140 » 2 LIVE ECHO
ROOMS ¢+ LEXICON PRIME-TIME Il « PCM42

« PCM70 » SPX90 + EVENTIDE DIGITAL
PROCESSOR » DBX, NEVE, URE| COMPRESSORS
« AP, UREL PULTEC EQUALIZERS

* DRAWMER DUAL NOISE GATE

* NEUMANN TUBES, ELECTRO-VOICE, AKG,
SENNHEISER, SHURE MICROPHONES

* YAMAHA C7 GRAND * YAMAHA CUSTOM
RECORDING DRUMS « DX7, MINIMOOG, OB8
SYNTHESIZERS * LINN, 5P12, DMX DRUM
MACHINES » SVT BASS AMP « ROLAND JAZZ
CHORUS GUITAR AMP « SIMMONS SD57

* 5BX80 » MSQ900 « EMULATOR 11

1271 FULTON STREET, BROOKLYN
N.Y. 11216 (718) 622-0010, 622-0216
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A high quality
cassette that

cannot be heard!!!
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\Q [ o ® Others will tell
you how good they are,

but we'll demonstrate how good we
are. For that you need a cassette that
can be heard. For your high speed,
high quality duplicated demo cassette
and brochure call our toll free number
or write us and let your ears be the
judge of our Agfa 662 Magnetite, Dolby
encoded, 32:1 duplicated cassette.
Also available, custom label printing,
packaging and blanks.

o Forge Recording
" Studios

a5
" R‘ . P.0. Box 861
Valley Forge
PA 19481

$I BT (915) 935.1422
OR 644-3266

1-800-331-0405

THE ULTIMATE
MIXING 'I'ECHMDGY.

A

Considerthis. ..
Solid State Logic 400})[5 with Total Recall.™
Studer and MCI tape machines.
Anadvanced selection o?mhe latest outboard gear.
An extensive collection of vintage and modern microphones.
One of the country’s most acoustically advanced control rooms.
Aninternationally recognized engineering staff with numerous chart successes.

Free accommodations for eight with kitchen and bath.

Lowest SSL rates on the east coast.

NOW IS THERE
ANY OTHER CHOICE?

Visaand MasterCard accepted.

Normandy Soun
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25 Market Street, Warren, Rhode Island 02885,401-247-0218
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we'd like
to orchestrate
your
installation
MSA’s studio A1

4
,('\\\\"\\ New York's

most versatile “big room’.

SOUND

ASTORIA

recording studios

Greg Hanks, Design, Construction
Consultation, Service

New York
Technical

SUDDMS ﬂ:’td 34-12 36th Street « Astoria, NY 11106

Kaufman Astoria Studios

35 HARDSCRABBLE HILL, CHAPPAQUA, N.Y. 10514 (914) 238-4171 (718) 786-3400
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N
SOUND STUDIOS
Introducing
The newest SSL-Total Recall
Jacility in the Manbattan area —
located just 5 minutes from Midtoun
SYNCLAVIER w/full polyphonic sampling

SSL 4000-E w/total recall
Studer A-800

AMS dmx 15-80s
Lexicon 224XI.

Separate 24-track Midi Room
Spacious Live Room (30" x 40°)

Free Private Parking Area
& outboard racks

For information contact Gary Salzman, studio manager
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512 PATERSON PLANK ROAD, JERSEY CITY, NJ 07307 (201) 656-7023
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PRODUCING IN THE EIGHTIFS:

PRODUCERS:
WHAT IS HIP?

by Rachel McBeth

Question: How many producers does
it take to screw in a lightbulb?
Punchline: I don’t know. What do
you think?

The prankster who crafted this varia-
tion on the lightbulb joke obviously
didn’t know many real producers. In
fact, if most top producers share one
common denominator, it's that they
tend to possess strong opinions. This
was well illustrated by the riotous de-
bate on the producers’ panel at this
year's New Music Seminar.

Assembled in New York that sultry
summer day were some of this genera-
tion’s hottest producers. The panel in-
cluded Bernard Edwards ( producer of
Chic, Duran Duran, Robert Palmer,
ABC); Jay King (Timex Social Club,
Club Nouveau); Daniel Lanois (U2,
Peter Gabriel, Brian Eno, Robbie Rob-
ertson); Russ Titelman (Ricki Lee
Jones, James Taylor, Steve Winwood,
Chaka Kahn); Eddie Kramer (Jimi Hen-
drix, Kiss, Twisted Sister); Todd Rund-
gren (Hall & Oates, Psychedelic Furs,
XTC, Cheap Trick); and Ish Ledesma
(Company B, Foxy, Promised Circle ).

What foflows are some spirited ex-
cerpts on a variety of topics from that
afternoon’s proceedings.

On Selecting Projects

Edwards: What I try todo is find bands
that sound different. A lot of groups

86 MIX, OCTOUBER 1487

The musicians and
the producer have a
responsibility to

the songs.

—DANIEL LANOIS

come out and they’re such imitators. I
like to hear a new sound or groove
and to get involved in new things, to
give me enthusiasm. I look for people
who are just starting up or guys who
want to do something different. It’s a
lot more fun than to be in the studio
doing the standard production thing
with strings, horns and girls. A lot of
artists come to you because of your
sound and sometimes it won't apply.
You've got to have good judgment.
King: I choose to work with artists
who have some type of direction, who
already know what they want to do. 1
just pave the road for them and build
onto what they’re doing.
Ledesma: I would basically work with
anybody because you never really
know what’s going to happen.
Rundgren: One of the prime factors
in deciding to do a project is thinking
CONTINUED ON PAGE 88

JELLYBEAN BENITEZ
Up From the Clubs

by Iain Blair

The name “Jellybean” has been some-
thing of atrademark in the record busi-
ness since the early '80s—a trademark
guaranteeing an explosive sound, a
blistering beat, and usually resulting
ina hit. To insiders, the legend “Mixed
by Jellybean Benitez” meant a record
had been specially remixed and soni-
cally remodeled to the demanding
specifications of dance club DJs and
their equally demanding audiences.

By his early 20s, Jellybean was New
York’s top disco DJ, and he soon began
to work his remix magic on a string of
superstars including Madonna, Sting,
Paul McCartney, Michael Jackson, David
Bowie, Pat Benatar and Huey Lewis &
The News, to name a few.

Never one to sit still for long, Jelly-
bean also branched out into produc-
tion (his first credit was “Holiday” for
Madonna), and in 1985 he also signed
a production deal with Warner Bros.,
to develop both new talent and his
own burgeoning career as an artist. To
no one’s surprise, he quickly became
the first club DJ to hit the pop Top 20
as a performer when his first album,
Wotupski, spawned two hits, “Sidewalk
Talk” and “Mexican.”

Now, two years later, he’s just re-
leased his second album, jJust Visiting

CONTINUED ON PAGE 93

By the end of

the '80s, the most
successful record
producers will all
be former club DJs.

—JELLYBEAN




TOM WERMAN
Metal Magician

by Hank Bordowitz

What would motivate a man to actually
want to go into the studio with danger-
ous rock bands like Motley Crue, Mol-
ly Hatchet and Krokus? What would
possess 4 man to sign a madman like
Ted Nugent? “1 like that kind of music.
I honestly do.”

Tom Werman's lave of hard rock has
led him to carve aut a special niche
among today’s producers—a very suc-
cessful niche where heavy metal is
more than music; it hangs on the wall
in frames and denotes sales in the mil-
lions. His love of metal has not only
made him one of the mast successful
producers an the scene today, it
helped him through gigs in A&R
previously.

“1signed a lot of bands to Epic be-
fore 1 left,” Werman says of his A&R
days. “1 tried to sign a lot of bands
before they let me sign Ted Nugent. 1
tried to sign Kiss, and Lynyrd Skynyrd
and Rush and Manhattan Transfer, and
CBS turned them all down. So then
they said, ‘All right, Werman, what do
you want to do now?’ We signed Ted
and we were off and running.”

Werman has yet to stop. As a produc:
er, his credits include Cheap Trick’s

\/

If you try to contrive
a specific approach,

you’re not going

to do your job. That

depends on the band.

—TOM WERMAN

Heaven Tonight, the first five Molly
Hatchet albums, half a dozen of Nug-
ent’'s most successful discs, Twisted
Sister’s Stay Hungryand the last three
Motley Crue records. Even if this is not
your cup of musical tea, it is evident
that he is doing something right. He
does not, however, have any special
formula for making great hard rock
records.

“1 think, if you try to contrive a spe-
cific approach, you're not going to do
your job,” he says. “That depends on
the band. Obviously, the better job
you do, the fewer overdubs you're go-
ing to have to do. If you arrange the

-CONTINUED ON PAGE 97

17.,

JIMMY JAM & TERRY LEWIS
A Fast “‘Flyte’’ to the Top

by Hank Bordowitz

“I think it’s given us a bigger sense of
responsibility,” Jimmy “Jam” Harris
reflects on winning a Grammy Award.
“It’s that extra little thing that says,
before you were just producers, and
now you're Grammy Award-winning
producers, so now that name is just a
little bit heavier.”

In other words, winning a Grammy
puts just that much more pressure on
two guys who are rapidly becoming
the hardest working producers in
show business. Not only do Jam and
his more tacitum partner Terry Lewis
head Flyte Time Productions, the com-
pany responsible for writing hits like
“1 Didn’t Mean To Turn You On,” and
producing major hits like the Human
League’s “Human” and Janet Jackson’s
Grammy-winning Control album, but
they also are working on their own
album and, in their copious spare
time, run a custom label for CBS.

“Labels are a headache, believe
me,” Jam moans. “People always ask
us whether we're going to sign other
artists, and we say ‘No, we're going to
sign producers, so we can train other
people to do what we do as produc
ers.’ Rather than artists who need pro-
ducers, we’d rather nurture a song-
writer or producer.”

-CONTINUED ON PAGE 99

A producer is some-
body who can bring
the best out of a
song and make it
sound good.

—JIMMY JAM
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Custom pressing, tape duplication
and packaging.

1,000
12’Albums

with jackets

including mastering,
metal parts and
processing, poly dust
sleeves, labels, pressing
and printing of full
colour ultra high gloss
board jackets from
customer supplied
process film.

*439-°° |*1,390-°°

(F.0.B. DETROIT)

2 -3 WEEK SERVICE

VIRGIN VINYL

HIGH GLOSS BOARD JACKETS
Cr0; CASSETTES

CUSTOM 7" SLEEVES
INHOUSE ART & TYPESETTING

7-45°

including mastering,
metal parts and
processing,

white sleeves,
labels, pressing.

Call Toll Free Continental U.S.A.

1~-800-263:7798

Canada’s Largest Custom Producers
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Audio & Video I

Tape for
the 80’s

®)Burlington

. Audio/Video Tapes, Inc.
106 Mott Street
Oceanside, New York 11572

New PEM 469 Audio Tape,
Cassette Pancakes and
A Full Lineof Video Tapes

Plus Reels. Boxes. Leaders
& Splicing Tapes, Custom Cassettes
In Stock and Priced Right!
Immediate Delivery

Call for FREE Catalog
Toll Free: 1-800-331-3191
In N.Y. 516-678-4414
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that I can do it differently than some-
body else can do it or that I have some
special sensibility about it. If it seems
like another producer could do it just
as easily as me, there doesn’t seem any
point in me doing it, regarcless of how
much I like the band. My preference is
to deal with artists who have a real
confidence about their material and
their performance of it, and generally
just want an objective ear.

On Pre-production

Rundgren: Pre-production varies ac-
cording to the act. For example, with
XTC, they've got a concept that is so
ethereal that you won’t know what
you're doing until you actually record
something and hear it back. Pre-pro-
duction in this case [the Skylarking
LP] consisted of everyone sitting
around with guitars staring at each oth-
er and deciding, “Yeah, we'd better
turn on the tape machine.” In other
cases, you may have extensive rehears-
als trying to minimize the amount of
time you spend in the studio, because
no producer wants to spend that much
time in the “office.” Wherever pre-pro-
duction can shorten that, I think you
have to apply the maximum amount
of it. It always helps for me to figure
out some kind of concept or thread
that ties the whole thing together to
make the album coherent.

Kramer: For me, pre-production is
where you make the record. If it’s not
happening in pre-production, more
than likely it’s not going to happen
whenyou hit the studio. You can tell in
pre-production if a band can take di-
rection and handle what you're trying

to go for. Song changes should be
made in pre-production instead of
wasting studio time. The essence of
making a record takes place in pre-
production.

Titelman: Pre-production varies with
the anist. On the Winwood record
[ Back in the High Life] thatwas perhaps
the most intense pre-production work
I'd done. We spent a whole week, ten
hours a day, editing tape, throwing
ideas around and getting the songs
into shape. With Randy Newman, it's
completely different. He’ll have the
whole album written and ready to go.
Edwards: 1 don't really do a lot of
pre-production on projects. In doing
Robert Palmer’s record, we all went
down to the Bahamas, had a couple
gallons of daiquiris and sat around try-
ing to figure out which tracks to use.
Then we started playing. We would
take two tracks a day and keep it to that
level of production. I don't like to play
things a lot. I like the spontaneity. After
three or four hundred songs as a pro-
ducer, you want some sparks.
Ledesma: I used to be into pre-pro-
duction and it just didn’t get me any-
where Now I just go into the studio
and go to work. I'm not into pre-pro-
duction at all.

King: 1 do very little pre-production.
IfT hear something good on a 4-track, 1
usually keep that same feel. When you
put feeling right on tape then people
are going to feel it. The eight songs
you hear on the Club Nouveau album
are the eight songs we wrote and pro-
duced. We didn’t write anything more
or anything less. We did it in three
weeks and we were ready to get the
hell out of the studio.



The most important
thing a producer
can do is to get the
personality of the
artist on tape.

—RUSS TITELMAN

On Producer/Artist Involvement
Titelman: I think basically there are
two different categories of involve-
ment. If you're working with an artist
who is a producer as well, then it be-
comes areal collaboration; in the best
cases, a lot of ideas will be bounced
around and that magic happens. Your
role becomes greater if you're work:
ing with someone who doesn’t write,
isn’t a musician, or works as a singer.
I'll become a lot more involved in
arrangements or contributing to the
vocal performance. The most impor
tant thing a producer can do is to get
the personality of the artist on tape.
Rundgren: It varies from act to act
how much a producer has to be in
volved. The function of the producer
in general is to make up the difference.
It’s necessary to be objective because
you're supposed to perceive the artist
in a way that he doesn’t even realize
himself—what his strengths and weak-
nesses are, and to put him in focus for
everybody. The hardest thing for me as
a producer is keeping the artist from
imitating somebody else. There are
also things that go way beyond the
scope of music. Many people don’t
realize the degree to which the pro-
ducer must be a politician—some-
times politics will be the greatest por
tion of your job.

Edwards: I'm a bass player so a lot of
times [ am in the band. Being in the
band, you can actually control the
groove more. You can get the band
going and get the reactions from the
musicians that you want. Being there,
being involved and playing an instru-
ment helps you to get a certain sound
and feeling from the track. If you can

Use your head

Quality recording head relapping for the
most discriminating professionals.

When you send your worn heads to AMP Services, you
get the highest quality refurbishing available anywhere.
We service OTARI, STUDER, MCI/SONY, AMPEX,
3M, TEAC and others. Take advantage of our downtime-
cutting services like weekend work, loaner assemblies and
same-day turnaround. All at competitive prices. Now
that’s using your head!

Qur newest services: /
o MCI 24 tk loaner assemblies
e MCI motors remanufactured

AUOIO MAGNETIC PROFESSIONAL SERVICES INC.
Ty

y/

SERVICES

800-826-0601 ® in FL (305) 659-4805
224 Datura St., Suite 614 ® West Palm Beach, FL 33401
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develop and protect the artist-produc-
errelationship, the band will trust you
to make a good record and to take care
of the music.

King: There's really not much to pro-
duction if you have a great artist. The
people that I work with 1 really try to
involve. If you don’t involve the artist,
you don't get their feel. Before 1 did
“Family Affair” with David Ruffin and
Eddie Kendricks, 1 went and bought
some of their old records and tried to
develop a style around their vocal pat-
terns. [ wanted them to feel comforta-
ble with the track.

Lanois: I tend to get involved with the
band in performance. I'll join them

banging on bits of percussion—that’s
a good way to get to know people. If
you're playing with them, you learn
the arrangements fast, you each share
ideas, and everything gets developed
early on with your knowledge. You
become a unit and it creates a certain
bond that stays with you throughout
the whole production. You should clar-
ify your approach from the beginning.
If you develop house rules for your-
selves, it makes things a lot clearer
while you're working. You can change
your mind about things but starting
with rules is a good beginning.

Kramer: If you're going to be a pro-
ducer, you'd better be prepared to be

FIRST CHA
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Move your Fairlight™ CMI up to first chair with The Master Sampler
Collection™ of fully-engineered virtual instruments for professional
sound producers. Unlike a “sound library” of raw notes that you must
sample, trim, loop, filter, transpose, ...every virtual instrument in The
Master Sampler Collection is ready to load and perform.

The ‘Master Sampler Collection provides producers with the highest
fidelity and sonic realism that digital sampling computers can produce.

Along with the collection, you receive ScoreKeeper™ which organizes
the entire collection of virtual instruments. ScoreKeeper allows you to
listen to each waveform on an Apple Macintosh™ . After you have selected
virtual instruments and prepared a score, ScoreKeeper takes your deci-
sions to the Fairlight and minimizes wait time by handling all the loads
from disk to RAM.

Don't play second fiddle! The Master Sampler Collection moves you up
to concertmaster.

SOUND GENESIS

Sound Genesis Corporation

7808 Creekridge Center » Minneapolis, MN 55435
(612) 944-8528

Fairlight is a trademark of Fairlight Instruments, Pty. Ltd. Macintosh is a trademark licensed to Apple Computer
Inc., Master Sampler Collection and ScoreKeeper are trademarks of Sound Genesis Corp.
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the father, confessor, psychologist,
doctor. ..
Rundgren: . . .the whipping boy!
On Mixing

Edwards: Mixing is very important.
You can spend a long time piecing
things together because sometimes a
song just won't happen right, no mat-
ter what you do. And then you can
come up with a few effects that will
make the song really sound great, and
help it sell.

King: I think a record is actually made
in the mix. If it's not mixed right, you
can actually lose a good record. I'm
involved from the production to the
mixing to the actual mastering of a
record. A producer should be involved
withthe project on every level in order
to see it through the way you feel.
Kramer: Sometimes I hear right away
what a song will sound like in the final
analysis, after I've mixed it. And I try
and carry that thought process all the
way through pre-production, record-
ing and overdubbing. I try to keep that
thread of what [ heard originally that
struck my imagination. I try and paint
the same picture. Yes, I even hear it in
my dreams sometimes.

Rundgren: I think those are called
nightmares. 1 think we as producers
tend to forget that most people who
listen to records are not paying atten-
tion to the sound quality. They react
ona more gestalt level. We as produc-
ers should reinforce that in ourselves
because we're surrogate listeners for
the audience at large. A good song can
survive a lousy mix, but with a bad
song no amount of mixing will make it
great. There was a phase when pro-
ducers were hired totally for their
sound, and I think that phase is ending.
Records have to have some greater
musical validity.

Has Technology Compromised
Musicality?

Everyone: No. Yes. No. No. Yes. It's a
different process. Just say no.

King: [ think that electronics has
helped the record industry with
sounds. People like to hear new
sounds. I use drum machines because
I like big drums. All I've ever used is
drum machines. They don’t make mis-
takes and can’t talk back. I've never
used a live drummer and 1 suspect 1
never will.

Kramer: But mistakes are part of mu-
sic. They're cool.

King: That's why I don't like rock



Many people don’t
realize the degree to
which the producer
must be a politician.

—TODD RUNDGREN

and roll.

Edwards: James Brown makes mis-
takes too. 1 just like to see another
person playing an instrument as op-
posed to someone pressing a button,
because my kids can press buttons.
Rundgren: I think you have to make
a distinction between style and sub-
stance. All the gimmicks can help you
with your style but they won't change
the substance of what you're doing.
Neither a drummer noradrum machine
are justified on a crappy song. People
get hung up thinking that the sound is
saying something. The sound isn’t say
ing anything; it's the person behind
the sound.

King: Obviously you guys come from
adifferent era. I'm 24 and you guys are
a little older than I am. I've had five hit
records. Obviously, I have some sub-
stance and am doing things that peo-
ple like, hear and understand.
Lanois: Technology offers a group of
options. If you can learn to love and
understand everything about one item,
I think you'll be a lot stronger than
trying to incorporate too many compo-
nents. As long as you have a passion
for that one effect or instrument, I
think passion will come through in
your work.

On Record Companies

Kramer: Producers will sometimes
get a general sense of direction from
the record company. With the help of
management and all other interfering
parties, you grit your teeth and try to
steer the project. If the natural instinct
of the band’s music is 180 degrees
opposed to that, you come out with a
finely crafted piece of product that

means absolutely nothing to what the
band was all about. Consequently, the
record comes out and it just goes right
down the toilet.

Lanois: U2 isa fine example ofa man

ager who did a very good job by acting
asa liason between the production/ar

tistic team and the record company.
We essertially had very few dealings
with the record company. We were left
alane to create the record the way we
wanted it done and it was delivered in
a finished state. The manager did the
job of allowing us privacy.

King: I never listen to companies. |
don't think you should. Record execu-
tives are just that, record executives.
They know how to market and pro-
mote a record. On acreative level, you
should never leta company direct you.
Edwards: If you get the record com-
pany involved trying to make your proj-
ect sound like the latest happening or
charttopper, you can rob yourselfof a
good experience. I usually go right to
the artist and get to know them. If you
get everyone else involved, it’s never
going to come out right. It never has.
Rundgren: The producerandthe art-
ists are building their reputations on
the contents of the record, not on the
way it's marketed. It’s very dishearten-
ing when someone whaisn't involved
in the process and who is ultimately
going to walk away from it after it’s
finished and not have their name on it,
comes in and tries to manipulate it
into something that will make their
job easier. It doesn’t really do any good
to pressure an act to be something
different than what they actually are. 1
don’tunderstand why record compan-
ies sign some of these people in the
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A producer should
be involved with the
project on every level
10 see it through the
way you feel

JAY KING

first place if they're not going to let
them realize their potential as arists
rather than just as merchandise. In
some cases it can be kept to an endur
able minimum. In some cases it can
degrade the quality of the album and
even possibly cause it to be less suc-
cessful than it would be.

A case in point was when “Dear
God” was arbitrarily removed from the
XTC record because someone didn't
like little kids singing on records. [The
song was released as a B-side on a
single, became immensely popular,
and the album was re-released to in-
clude the track.] There’s also the other
situation that most major labels have
been conglomeratized, absorbed into
greater entertainment corporations,
and their policies are run from ac-
counting offices somewhere and have
nothing whatsoever to do with music.
Titelman: I've been at Warner Bros. a
long time and there’s a creative atmos-
phere there that’s really good. The guy



who's the president of the company
[Lenny Waronker] was a producer.
Lanois: I think it’s very important for
the music to see itself to its own con-
clusion. The musicians and the pro-
ducer have a responsibility to the
songs. Ultimately, it is not the job of
record company executives to be in-
volved in the creative process unless it
is at the level of a cottage industry
whereby a scene develops from a small
seed and at that point the record com-
pany interest is, in fact, in the interest
of musicand not money. I think, when-
ever possible, finance your own rec
ords. That way, you don't have to bor
row from a record company. It makes
it a lot easier in the end. Otherwise,

you have to sell an awful lot of records
before you ever get your share because
the loan repayment plan is very severe.
So get the money from your father or
somebody else. It doesn’t always take
a lot of money to make records. You
can do it in a small way with the best
quality you can and get on with it.
King: When you control your own
destiny, you will find a lot more energy
than when other people are telling
you what to do.

Using her psych degree from Berkeley
as office manager for Mix Publica-
tions, Rachel McBeth also explores the
neuroses of British rock, German films
and American politics.

FROM PAGE 80, JELLYBEAN
This Planet, on Chrysalis Records. A
year in the making, the sessions were
squeezed in around Jellybean’s hectic,
bi-coastal schedule, which has in:
cluded projects for Whitney Houston,
Stacy Lattisaw, The Spinners, a couple
of films, and his own Jellybean/War
ners acts.

Looking tired but happy, Jellybean
discussed his studio techniques, his
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film projects, his goals and ambitions,
and tried to put it all in some per-
spective.

Mix: You are the first club DJ to make
the Top 20 as a performer. Was it a
good training ground for you?

Jellybean: The best. I happened to
be around when all the hip-hop, rap
and electronic black sounds were start
ing to cross over, so I was able to go

into the studio and analyze and dissect
all these hot tracks and find out exactly
what made them tick. Really, I was very
lucky, 'cause I learned from the best in
the business. There I was, remixing
tracks by all these Grammy award
winning producers, guys like Quincy
Jones, George Martin, Giorgio Mor
oder, Jimmy lovine, Reggie Lucas, Bob
Clearmountain, Phil Ramone. Thaten
abled me to learn how they recorded
sounds and how they went about build
ing up tracks. The other aspect was
psyching myself up for what I knew I
wanted to do. I'd look in the mirror
every morning and say, “You're going
to be a successful record producer
one day.”

Mix: How would you describe your
new album?

Jellybean: Well, it’s not a hardcore
club record, although obviously it’s
heavily influenced by the club scene
and the urban radio sound. I basically
set out on Wotupski, my first album as
aproducer/artist, todocument the club
scene and put a twist on it. I wanted
Just Visting This Planet 1o further ex-
tend that idea, but to also function as a
showecase for the other writers, players
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nedy, Jocelyn Brown. You always seem
to work with women.

Jellybean: [Laughs] It just seems to
work out that way, although I do love
working with women. It's really a case
of working well together, and you
bave 1o, to be successfal with a record.

Mix: What about times when it doesn't
work out?

Jellybean: Yeah, there have been
those, too. | remember when 1 re-
mixed Sting’s “If You Love Somebody
Set Them Free.” I brought in Paulinho
DaCosta to add some percussion and
bongos. I thought the result was great,
‘cause it took it in a completely differ-

ent direction, and made it this great
dance track. But to my great surprise,
Sting didn’t like it at all. He felt he'd
made this very '60s record, and I'd
turned it into this hot dance track that
was very '80s. 1 still think it's the best
dance cut Sting’s ever made, though.

Mix: Your first production was Madon-
na’s “Holiday,” and then you produced
her number one hit from the film
Vision Quest, “Crazy ForYou,” and co-
produced “Borderline.” How did you
hook up with her?
Jellybean: At a show I put on at the
Funhouse [in NYC]. We just clicked
and it was very exciting to work with
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her at that time and see her whole act
come together. People have accused
her of being a little Hitler in the studio,
but she was great with me. Another
artist at that point in her career might
have been far more nervous with me,
as it was my first production, but she
trusted my instincts.

Mix: You eventually lived together for
ayear and a half. Are you still friends?
Jellybean: Oh sure. The thing is, we
were working together before we be-
came lovers, and then she became this
huge star and it all got blown up by the
media. But we're still close. Right now,
I'm putting together a package of her
greatest hits, including “Holiday,” “Into
The Groove,” a new song called “Spot-
light,” and some other tracks, and
segueing them all together in a hot
remix. That'll be out later this year
sometime, and it'll be great for a real
club or party atmosphere.

Mix: What radio do you listen to?

Jellybean: A lot of urban, black sta-
tions. I like crossover hits with more
mass appeal, songs that get played on
both black and white stations. Radio is
still very segregated and a lot slower
than the clubs to pick up on some-
thing. To hear new music, I always hit
the clubs—that's where it's happening.

Mix: While you worked on your new
album, you also found time to pro-
duce Whitney Houston, Stacy Lattisaw,
The Spinners and your own Jellybean/
Warner acts.

Jellybean: Yeah, and time is always
the problem. It took a year from cut-
ting the track to finishing the mix to
complete “Love Will Save The Day’ for
Whitney, although we actually only
spent eight days doing it. And that was
because of our schedules. Thank God
she’s 50 easy to work with, a very giv-
ing singer who warms up very quickly.
But that was typical in that we recorded
in both LA. and New York—at Larra-
bee, Sigma Sound, the Hit Factory and
Sound Track, and then mixed it at
Sound Track.

I produced “Nail It To The Wall” for
Stacy Lattisaw much quicker, record-
ing at 39th Street Music and Sigma,
and then mixing at Sigma. And the
Spaceballs theme was recorded over
one week at Sigma and then the Vil-
lage Recorders in LA., and mixed at
Larrabee.

Mix: What about your film projects? In



addition to Spaceballs, you're also mu-
sic supervisor in the upcoming The
Principle.

Jellybean: It’s an area I really want to
expand. Of course, before I was in-
volved in Vision Quest and then Fast
Forward with the track by Siedah Gar-
rett, but The Principle is the first time
I've served as the music supervisor,
and it's been very enjoyable. I'm work-
ing out of Lion Gate Studios, and I've
also been involved since before prin-
cipal photography began back last
March. That’s unusual, but to me it
makes far more sense than just push-
ing in songs at the last minute as they
usually do.

Of course, film is really a director’s
medium, and I don't have the same
control I have in the studio. But I'ma
very visual person, and it’s an area I
feel very comfortable in. I think in
terms of colors in the studio, picturing
sounds mentally, so it’s a natural pro-
gression for me to do this.

Mix: What about the future?

Jellybean: 1 definitely want to work
on more film projects, and keep devel-
oping the acts on my label and my

own solo career. I think it's very im-
portant to keep upgrading your goals
asyou go. When I startedasa D] in the
South Bronx, that was all I could see.
And all my opportunities came from
being a DJ, and I took them as they
came. | never dreamed I'd become a
producer, an artist, and have my own
record label and publishing company.

And I really owe most of it to my
days in the clubs. You have to know
what to play, and howto entertain peo-
ple, and be prepared to take chances.
That’s why I believe that by the end of
the ’80s, the most successful record
producers will all be former club DJs.
They're the wave of the future. Before,
it’s always been engineers, and then
musiciansand arrangers who've turned
producer. Now it’s the turn of the club
DJs. Look at the charts—their influence
is everywhere, and it's only just begin-
ning to be felt. ]

“Count” lain Blair, British writer, musi-
citan, and author, was an original cast
member of theRocky Horror Show and
the film version for 20th Century Fox.
He’s currently writing screenplays in
Los Angeles.

—FROM PAGE 87, WERMAN

song right in pre-production, you're
going to be able to get away with very
few tracks and have records that sound
like they are not layered from Hell. It
has to be different with every band. 1
don'tspend a lot of time in pre-produc-
tion. We just rehearse the basic tracks.
But I like what happens in the studio,
and I like to be able to change direc-
tions quickly, in mid-stream in the stu-
dio, to take advantage of mistakes, go
with things that weren’t planned and
to be very flexible and pragmatic. And
I love to have a good time.”

Werman gives a lot of the credit for
his recent success to his engineer,
Duane Barron. “For the last two years
I've been working with Duane,” he
says. “I got him, actually, when he was
very new—well, not new, but he was
pretty young at the time, just 24. He
had just done two Quiet Riot albums.
We just started working together then;
[Motley Crue’s] Theater of Pain was
the first thing we did, and we've been
working together ever since.

“I'mtone deaf when it comestothe
technical side of things,” Werman
adds. “I'm in tune with the technical
side of things only so far as I know
what they do. I rely, almost 100%, on

Duane for operational performance.
He'll get the sound that he wants on
something, then he’ll tur to me and
say, ‘Well, how do you like that?’ And
I'll say, ‘Twant that a little darker, I want
italittle lighter, a little brighter, [ want
a little more reverb on it,  want to put
it through something,” and he’ll do it,
or he’ll come up with an idea of his
own. The longer we work together, the
less I have to say. My end is restricted
much more to the musical—arrange-
ment, the lyric, the concept end.”
Werman cites Nugent as a case in
point. Through 1975, Nugent had been
a disappointment to his record com-
panies, both as a solo artist and with
his legendary '60s band The Amboy
Dukes. “When I happened upon Ted
Nugent in 1976,” Werman points out,
“I'signed him to CBS, for whom [ was
working at the time. I thought that it
would be easy to make records with
this guy. I didn’t understand why his
records hadn’t sold a lot up to that
point. So I just went into the studio
with him, and we had five platinum
records in a row. It was real easy for
me. I just went into the studio and
made a record that I thought was natu-
rally right for the artist I was working
with. And it worked. It was natural. |

HITMAKERS
deserve hitimaking
studios =

Congratulations Narada

- -
Chipa Donria
LEDE DESIGNS INC.

Consultantsin Acoustics
Circle #0469 on Reader Service Card

Masters

0
Duplication.

{3 CANETLE WO
Audio ‘& Video Duplication
Callor Write for Free Services Kt

PO Bc Pasadena. 91102

_1y 1-800-972-TAPE &1

Circle #070 on Reader Service Card

OCTOBER 1987, MIX 97



Sound Designs

Grammy-Nominated
Projects
Sony Digital Recorders
24-Track & 2-Track

Fairdight Series I
Neve Cusiom 8038

Automatic Mixing

Studer A 80-H11
244rack

MIDI Composition Room
with TASCAM 8-track

Professional Recording in
Beautiful Santa Barbara

Sound Designs

8059653404
Call for brochure

Circle #071 on Reader Service Card

AP

\

G

FOR FREE
CASSETTE
& BROCHURE
CALL OR WRITE

NOW!

888 Seventh Avenue
New York, NY 10106
(212)977.5680

EXCLUSIVE REPRESENTATIVES

NEW
COMPACT

DIS(S

v
ASSOCIATED PRODUCTION MUSIC

6255 Sunser Biv
A Hollywoed. Ca 90028
- (2131461 2200

Circle #072 on Reader Service Card

98 MIX, OCTOBER 1987

didn’t try to put any artificial force in
there. It worked too, for Cheap Trick
and Molly Hatchet, and everybody
else.”

There also have been a few failures,
records that were frustrating to make.
One of Werman's most recent and in-
furiating experiences involved Krokus.
Werman was called in to produce their
last studio album, Change Of Address.
Not only wasn’t this the album that
made Krokus an international hard
rock force to be reckoned with, it was
an abysmal failure, panned by critics
and the faithful alike. Worse than this,
though, was the reaction of the band’s
lead singer, Marc Storace, who went
around blaming Werman for the rec-
ord’s failure.

“This guy never said a word to me
during the session, and then six
months later, all of a sudden, 1 read
this garbage,” Werman fumes. “In fact,
Marc Storace is the only person who
has everbad-mouthed me in printafter
the record was done. Every other artist,
every other band that I've worked with,
has had at least reasonably nice things
to say. Anything from reasonably nice
to absolute raves.”

As it turns out, it was a bad situation
all around. Krokus leader Fernando
Von Arb wanted to try to make a more
accessible record to try to change Kro-
kus’ image as AC/DC clones and rock
dinosaurs. And so they tried some-
thing different from what the band
and the producer were used to. “I'm
not used to doing pop records,” Wer-
man admits. “I usually do more aggres-
sive records. Naturally, Krokus is a rock
and roll band. Many consider ita heavy
metal band. So 1 wanted to make a
heavy metal record, a record that had
songs on it like ‘Eat The Rich’ and
‘Long Stick Goes Boom.” But Fernando
and Marc both said, repeatedly, ‘We
don’twant to make a slam-bam record.
We want to make a record for the "80s,
with all these great sounds. A thinking
man’'srecord.” That’swhen they finally
came up with ‘Burning Up The Night,’
which was, as far as Duane and I are
concerned, a horrible song. It was ex-
temely wimpy and never should have
been on the record in the first place.
They wanted it, their label wanted it,
they didn't listen.”

On cheerier fronts, one of Wer-
man’s most recent projects was a rec-
ord that he regards as one of his
best—the new record by Motley Crue,
Girls Girls Girls. Werman feels this is
the disc that will establish the bad

boys from LA. as heavy metal con-
tenders, and so far the sales seem to
bear him out.

“With Theater Of Pain,” Werman
comments on the previous Crue effort,
“we were casting around a little bit. It
was not our favorite. It wasn’t my favor-
ite, itwasn’t [bandleader] Nikki Sixx’s
favorite. 1 know the band thinks that
the first two albums, Too Fast For Love
and Shout At The Devil, were much
more aggressive. This one is back in
the pocket as far as aggression. It’s just
agreatalbum. I'm not going to hype it.
It’'s wonderful, and I think it’s way be-
yond themselves in terms of where
they started out. I think once people
hearthis, they'll understand that they're
going to be around for a while.”

While Werman is after a muscular
quality in his music, he is not trying to
make records exclusively for head-
bangers. “I don’t think that Motley
Crue is necessarily headbanging,” he
says. “And Ted Nugent. . .1 suppose be
was headbanging. But really, I think
it's more like hard rock, what I do. 1
don't think I'd be comfortable doing
an Accept record, or Iron Maiden. 1
don’t even have any Iron Maiden in
my collection. T don't even listen to
heavy metal in my off time. I listen to
ZZ'Top more. To me that’s hard rock. 1
think there’s a difference there.”

Coming off the success of the new
Crue record, Werman has several po-
tential projects, including records with
Poison and—what’s this?>—the Motor
City Madman himself. “I'm going to
work with Ted again, on three new
songs,” he says. “Here's an honest guy.
I left him years ago. He didn’t want to
change the way I wanted him to
change, so 1 said good luck and we
remained friends. And he comes back
and he says, ‘I think this material I'm
writing now warrants your approach
with me, solet’s doitagain.’I said, ‘I'm
honored, so let’s do it again.’

“Aproduceris simplyahired hand,”
he concludes. “He’s there to assist the
artist or band in making their record.
You make the record the band wants
to make. You don't tell the band what
kind of record they're going to make.”

Hank Bordowitz is a NYC-based writ-
er, editor, and critic who cut bis teeth
in 8-track recording studios. He writes
Sfor a multitude of mags, from Mix to
High Fidelity, and currently is editing
a new magazine, Rock Fever.



—FROM PAGE 87, JAM & LEWIS

This philosophy has led Jam and
Lewis to half-jokingly propose the
Jam/Lewis Music Business Academy.
Here, aspiring stars could reconsider
the rocky road of a performer and in-
stead come to grips with something
more behind-the-scenes but equally
rewarding. Like what Lewis and Jam do.

“We try and educate as much as we
can,” Jam maintains, “but we see a
lack in the management field. Espe-
cially of black managers and black
entertainment lawyers and that type
of thing. I would hope that people in
their respective fields would try to
encourage people to go into those
fields.”

The Flyte Time team owes a lot to
their own manager. In a time rife with
stories about artists—particularly black
artists—being used and spit out by
bad management, Jam and Lewis have
nothing but praise for their current
manager, Clarence Aamons.

“Interesting story about Clarence,”
Jam relates. “Talk about a man who’s
fair. We once had a manager who
didn't really know what she was do-
ing, although I do give her credit for
giving us the initial push into produc
tion, because she was the one who
got people to listen to our demo tape.
She’s now a very successful manager,
but she went in and made a deal for
us. Clarence called us into his office:
Yeah, I talked to your manager about
this deal. And I got a question about
this money that she’s asking.’ Now I'm
thinking, ‘Oh, god. She went in and
asked too much and now he’s pissed
off.” And he says, ‘1 don't think she
asked for enough money. Here’s what
I think is fair, here's what I'm going to
pay you.” We were really stunned.

“That was the beginning of the re-
lationship,” he continues. “At the time,
Clarence was getting ready to get out
of the record business. I don’t know
what he was going to do, but he was
just fed up with the record business.
We told him, ‘Clarence, you'd better
stay in. We're going to make it worth
your while. We’re going to have fun.
You're going to have fun with the
record business again, and you're go-
ing to love it And that’s what we've
done. He’s been an inspiration to us
in every possible way. Business-wise,
he makes our deals for us. That's one
end that we don't have to worry about,
because he really watches out for us,
and hopefully that’s a two-way street,
because hopefully we're making him

AUDIO & VIDEO EQUIPMENT
SALES
CONSULTATION /510N

AND VIDEO
INSTALLATION roraupiO
SERVICE

SALES 513°281-5535 @ SERVICE 513-281-3629
CINCINNATI
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TRUST THESE GUYS
WITH YOUR EDUCATION.

Fred Munch Larry B. Cook

During the past five years as Director and Chief Administrator of a
Los Angeles-area recording school, Fred and Larry have
guided the education and placement of recording
engineers, studio managers and video
technicians. The culmination of their
experience has resulted in the
Recording Academy.

For Information Call:
(213) 254-1756

. Career training for the recording industry.
Audio and Video
@
Recording

Los Angeles, California I NS TITUTE
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Complete Disc Cutting Services
Analog and Digital Sub Masters for:
Compact Discs
Cassette Duplication

Mastering Engineers:
Bernie Grundman - Brian Gardner - Chris Bellman

\ \
6054 Sunset Blvd., Hollywood, CA 90028 (213) 465-6264
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AKAI DIGITAL INTRODUCES
AUTOMATION TO THIS ...

THE AKAI DIGITAL PATCHBAY SYSTEM
ADDS COMPUTER CONTROL TO YOUR
AUDIO AND VIDEO SWITCHING NEEDS

The DP2000 Audio/Video Patchbay and DP3200 Audio Patchbay are
switching and distribution systems for audio and video use. The DP Series
will perform signal routing of up to 640 audio and video patch pattems
automatically under SMPTE and MIDI control.

For complete details
ey ¢.\ | DiGiTAL
Akai Dealer, or write:
PO Box 2344 Fort Worth, TX 76113 817-336-5114
FAX 817-870-1271 Telex: 163203 IMCTX UT
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happy by being successful in the busi-
ness and stuff.”

So all Lewis and Jam have to con-
centrate on is getting it right in the
studio. While their success in that
endeavor speaks for itself, it doesn’t
happen without a little help. They get
most of this from their engineer, Steve
Hodge.

“We had a good thing happen to
us,” Jam says. “We had an engineer
walk out on us when we first built our
studio. So, we had to learn to work
the studio by ourselves. We engi-
neered the Cherrelle LP, which went
gold, we engineered Janet’s LP. Steve
Hodge came in at the end and fixed
it. So, we do know about that. We
don’t know why things work, but we
do know how to work in the studio.

“Steve Hodge has a fantastic history
of acts before us,” Jam enthuses about
their aural fix-it man. “One of the rea-
sons we got turned onto him was that
during one year, a producer named
Leon Sylvers had an incredible string
of hit records. Steve Hodge mixed on
every one of those records. We
recognized at that point that an engi-
neer is very important, because we’d
worked with a lot of different engi-
neers, and have had the most success
with Steve Hodge.

“I like to say, if it's a shoe or a car, it
doesn’t matter how good a shoe or a
car it is, if it’s not shined up, nobody’s
going to buy it. The engineer, Steve,
puts that final gloss on everything. He
takes what was a good song, and
makes the song presentable in its final
form, takes it from the rough stage to
a polished stage. He does it in a very
non-technical way. He has a very tech-
nical mind, but his sensibilities are
very human. He doesn't get into a lot
of technology for technology’s sake.”

Nor do Jam and Lewis. They prefer
to make things easy on themselves, if
not with their work schedule, then in
the studio itself. They play a great deal
of what you hear on Flyte Time pro-
ductions, and their approach to the
instruments, like their approach to the
music, is straightforward.

“As far as keyboards and things like
that go, I'm pretty much a pre-set
guy,” Jam says. “I figure that when you
buy a Yamaha keyboard, these people
get paid money to come up with these
factory programs. If the guy who'’s
getting paid can’t come up with de-
cent programs, I'm not getting paid
for coming up with these programs.
So if I can plug in a synthesizer or




sampler that has already got a great
library of sounds, I'm happy with that,
because I like to just turn it on and go
for it. But we use a lot of old analog
keyboards like the OB8, and we use a
lot of cheap samplers, like the Mirage.
To Steve Hodge’s credit, he makes
everything sound good and blend
together.”

While many producers come from
the ranks of engineers, Lewis and Jam
have performance backgrounds. Both
once belonged to The Time, one of
the most successful bands to come
out of the Minnesota soul scene of
the late '70s. Ironically, it was their
urge to produce that ultimately did
the band in.

“During the time we were perform-
ing, we were writing,” Jam says. “Some
of our best ideas come from perform-
ing because it's an instant feedback
situation. We would try to be spon-
taneous. We would always try to play
songs a little different. I would try to
do a bass part and I would be able to
see if it worked. It was just a natural
progression for us to do something
different. So it was natural for us to
produce, to just sit in the studio and
make songs. We sort of fell into the

producer thing because we were
writers.

“I feel that a producer is somebody
who can bring the best out of a song
and make it sound good. I think what
we are is writer/producers. 1 think
there are better producers than us—
pure producers—but I think that as
writer/producers, we do a good job
of bringing what we write out, of
doing a good presentation of it.”

It’s interesting to note that, while
much of the Human League material,
and all of Alexander O’Neal’s, was
performed by male singers, historical-
ly the Jam/Lewis formula seems to
work best with women: The SOS band,
Cherrelle, Patti LaBelle, Cheryl Lynn
and Janet Jackson all have fared well
with the writing/production of the
Flyte Time team.

“We write from a human perspec-
tive,” Jam maintains, “but our biggest
successes have come from writing for
females. We really like female artists
because we like melodies, and most
female voices sing melodies much
better than men’s voices. There are a
few cases where it’s not true, but most
of the time women got it.”

With male or female artists, their

writing and producing formula seems
to be working. At one time last year,
they had six songs on the charts at
once. And now they've found that one
advantage of making the grade is they

can be more choosy in the future.
“Right now we like doing whole
albums,” Jam says, “but when we first
started out, it was a matter of trying to
get as many things happening as we
could. One of the questions we had
to address was whether we were going
to bum out because there’s going to
be so many Jam and Lewis things.
There probably isn't ever going to be
six on the Hot 100 again. There you
had a situation with a Patti Austin
album where we only did three songs,
a Force MDs record where we only
did one song. Now, by doing whole
albums—the Human League, for exam-
ple, was a three-month project—there’s
no way to have that much product
out. So now, when we take on a proj-
ect, we like to do the whole album.
We like to have a full picture of what’s
happening. In the beginning, we did
it because it gave us a chance to gain
experience working with a lot of dif-
ferent artists in a lot of different situa-
—CONTINUED ON PAGE 103

MOVING FADERS:

AUTOMATION UNCOMPROMISED

Sonic Purity:

Now you don't have to
sacrifice it by routing audio
through VCAs, just to be
able to automate your
mixes. MOVING FADERS
uses a completely passive
audio path through Penny
& Giles motorized faders.
Ten bit conversion ensures
accurate level tracking. I
your console has a sepa-
rate fader panel, its fully
compatible with MOVING
FADERS.

Creative Freedom:

The DISKMIX automation
storage and editing soft-
ware raises it to new
heights. Unlimited num-
bers of mixes stored on
hard or floppy disks, driven
by your SMPTE time code
track. Start and end any-
where within a mix, make
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any number of update
passes without accumulat-
ing delays. Offline "splice”
and “merge” facilities for
whole mixes or specific
faders. Logical on-screen
menus and color windows
show you exactly where
you are at every point in
the process.

MOVING FADERS

Diskmix Automation System
For full information on
how you can combine the
highest levels of automated
freedom with the utmost in
audio performance, con-
tact your Digital Creations
dealer, or write us direct:

Digital Creations Corp.

50 Werman Court
Plainview, NY 11803
(516) 756-9620
Telex 510-600-5040
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902 de-esser with auto threshold sensing 911 Type I noise reduction, 1-channel encode/decode
903 OverEasy® compressor/limiter, stereo strappable 941 A Type Il noise reduction, 2-channel encoder

904 Fully adjustable noise gate expander 942A Type Il noise reduction, 2-channel decoder

905 Precision parametric EQ with “infinite notch” mode FO00A 9-slot mainframe, modular power supply

933 1-3/3-1 distribution amp/mixer FS900 Two-bay powered mini mainframe

What next—the 9 __??! The future IS modular!
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—FROM PAGE 101, JAM & LEWIS

tions. It worked out well for us.”

Of course, with an embarrassment
of riches come missed opportunities.
They were put in the position, for
example, of turning down an offer to
work on a song with Lionel Richie.

“We were in the middle of the Hu-
man League project when he called,”
Jam says. “But the main [reason we
didn't do it] was, to us, there wasn't a
need to do it. I mean, one song was
not going to sell a Lionel Richie al-
bum. Let’s say, hypothetically, that he
was going for the black audience, and
our song was the only song the black
audience liked. They're going to wait
until it comes out on the 12-inch and
buy it on the 12-inch. I would like to
work with Lionel Richie, or any other
artist, when there is a need to work
with them, and when it's not an after
thought—not when the album is
done, ‘I'd better get one song.” ”

Likewise winning the Grammy is a
double-edge sword—while the little
gold-plated statuette can be a boon to
business, it can also be a great mill-
stone around an artist’s neck.

“We put a lot of pressure on our-
selves to do well,” Jam says, “but [the
Grammy] just gives us something to
uphold the standards of. Where peo-
ple like Quincy Jones or David Foster
have won, they've gone on to continue
producing good records and be suc
cessful. That’s something we want to
uphold. We don't want, ten years from
now, for people to say, ‘Yeah, Terry
Lewis and Jimmy Jam were Producers
of the Year, but they were just a fluke.
They weren't really legitimate.’

“What happens is, your impact
diminishes. At first you're successful
and it’s a big surprise and everybody’s
happy. Then people expect you to be
successful. You have a gold record
and a gold record, and they say, ‘Oh,
they're supposed to do that.” Then, if
you don't have one, it's a negative
thing, and they don’t remember that
not everything you do is gold or
platinum.”

If the past is a prologue, this is not
something that Jam and Lewis have a
great deal to worry about. ]

The NYC-based writer, editor and cri-
tic Hank Bordowitz cut bis teeth in
8-track recording. He writes for al-
most everybody, from Mix to High
Fidelity ro Rockbill, and currently
edits a new magazine called Rock
Fever.

THE BOTTOM LINE

If you've ever managed a facility, you know what it means.
Keeping it under control can make or break you. At Pristine
Systems, we believe our Studio Management System can help.

But you don’t have to take our word for it:

“The instant accessibility to financial information is extraordinary. It
used to take days to compile information of this detail and clarity. | don't
know how we managed all these years without it. This is definitely the
way to go. | would recommend it to anyone without reservation!"
—Paul Camarata, President - SUNSET SOUND

“As a studio owner, | find this is the

only system that addresses our par-

ticular industry and helps keep you on

top of it...An essential tool for
today's studio businessman.”

—Angel Balestier, Owner

GROUP IV RECORDING

“By computerizing our A/R and Studio

scheduling into a system that's

already designed for a large-volume

recording studio, we save endless
hours of labor each month.”

—Laura Straus

WAVES SOUND RECORDERS

From the initial booking through billing all the way to financial
statements, let us show you how Pristine Systems can help you
be more successful. And really. . .isn’t that the bottom line?

—

Pristine Systems, Inc.

6515 Sunset Blvd. » Suite 201B » Hollywood, CA 90028 « (213) 461-2819
In Canada: Tele-Tech ¢ 920 Denison St., Unit 11 ¢ Markham, Ont. L3R 3K5 « 416-499-3242

None of the above studio executives have received any compensation for their endorsements.
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Check out a few of the 4,827
items listed in the NEW
Technology Trader!

NEVE EQ, 1066, 3-band EQ .. ....ciniiiiiiiiii ittt $850
FAIRCHILD 670 LIMITER .. ... ittt iietin e ttneneeeaennns $3,000
NEVE 8048 CONSOLE, 4-bandEQ ...ttt $53,000
SSL 4048 CONSOLE, plasma, recall .. ..vvvve e ieeieneneeneaeennnnns $185,000
SSL 6048 CONSOLE, plasma, recall. .. .. .vnvinin it $245,000
NEVE 8024 CONSOLE, 3-band EQ, 24 in,24mMON .......covvviiiennennnn. $33,000
OTARIMTRIO MKII, 24-trk, 1 y@ar ...ttt et it iiiieeeeiennnneeeennnnns $31,500
NEVE 8108 CONSOLE, 56 in, Necam |, mint ..........coeiiiieennnnnnnn. $137,000
MITSUBISHI X-850, 32-trk dig., 1¥€ar ......oovviiininiiinniiniininnnnnn. $117,000
MITSUBISHI X-80, 2-rk dig. . . .o ov et ittt i e eenens $10,000
AMEK 3500, 12 year, 56 N AUID . .. ..ottt ve vttt iine et eeinenens $110,000
SOUNDCRAFT TS24, 40 in, MasterMix auto . .......ooieeeniienenennnnn. $65,000

MCI JH-556C, JH50, plasma, 48 channel . ...... $60,000

MCI JH-528B, JH50, plasma, 28 channel . ...... $25,000

MCI JH-636, JH50, plasma, 36 channel ........ $33,000

> 4),‘1 o

s All this PLUS a computer listing of
‘o:,:@ 4,812 additional gems. Call for your
Technology Trader today!

OCEAN AUDIO INC.

—/,\:__.."'{:‘:;"
TLX (316706)

213-459-2743
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THE ONLY
EARS YOU'\VE GOI

by Susan R. Hubler

Anatomy of the Ear

Packed into an egg-shaped chunk on
each side of your head are the struc-
tures of hearing, balance, taste, saliva,
smiling, frowning and crying, as well
as two major blood vessels that supply
the brain.

“Anatomically, there is more variety
in the temporal bone than any other
area of the body,” explains Dr. Fred
H. Linthicum, who specializes in the
study of ears.

Inside this wedge of head is the
smallest bone in the body-—the stapes,
or stirrup of the middle ear. Here, t0o,
is the body’s hardest bone, the otic
capsule—a case that encloses the
membranous labyrinth of the inner ear.

The membranous labyrinth con-
tains cochlear membranes, vestibular
membranes and fragile hair cells.

“All of these are exceedingly deli-
cate,” says Dr. Linthicum. “That may
be why they are protected by the
body’s hardest bone.”

The ear’s sophistication is yet un-
matched by the most advanced audio
technology. For a puff of air through a

saxophone to become the recognition
of quarter-note G by someone’s mind,
significant transformations are re-
quired. Failure of the physiology at
any stage can affect the quality of
hearing.

Outer Ear

Sound, or vibrating air, is collected by
the outer ear and aimed through an
inch-long tube to strike the taut, tym-
panic membrane we call the eardrum.

The ear canal is open to the out
side world and therefore vulnerable
to invasion and infection. It twists and
turns—both to warn what lies ahead
and to protect it. The skin is lined
with hairs to stop airborne particles,
and thousands of wax glands exude a
natural glue to immobilize bacterial
critters and fungi.

Ordinarily, the skin of the eardrum
migrates outward, eventually to be
shed along with the waxy lining of the
ear canal. Left alone, the ear is self-
cleansing and efforts to remove ear
wax, or cerumen, merely push it far
ther in. Such self-help also tends to
irritate the protective coating, thereby
making it vulnerable to infection.

\Y
Mastoid
. Bone
W
ng\‘ s I

Three Ear Bones
(in middle ear)

B Balance
Canals
_- (in inner ear)

Facial N.

Hearing &
Balance N.

Hearing Canal
(in inner ear)

\\ Eustachian
.~ . Tube

If wax does build up, it can cause
itching, temporary hearing loss, or a
sense of pressure. When there is ab
solutely no puncture in the eardrum,
no sensitivity to touch or pain, no
infection, you can try to loosen excess
wax with drops of baby oil or a com:
mercial preparation such as Debrox
once or twice a day. After several
cycles of this regimen, you may be
able to flush out the softened wax
with a bulb-type syringe.

Moisture is usually a culprit in outer
ear problems. When the weather is
hot and humid, or when the ears don't
fully dry after swimming or shower
ing, bacteria multiply in the warm,
dark dampness of the ear canal. The
resulting otitis externa is widely
known as Swimmer's Ear. Prevent it
with a few drops of isopropyl alcohol
or Swim Ear solution after swimming
or showering.

A narrow or sharply curved ear
canal, skin irritation, allergy, conges-
tion, or chemical imbalance of the
skin increases the risk of swimmer's
ear. Symptoms range from mild itch
ing to severe swelling, throbbing pain,
fever and discharge. Stay out of the
water and see a doctor. Otitis media
can spread to the middle ear, the inner
ear, the mastoid cavity and the brain.

Surfers and cold ocean swimmers
frequently develop growths in the ear
canal over time. These bony exostoses
protude and deform the canal. They
are surgically removed if they constrict
the ear canal more than about 80%.
Some evidence suggests that properly
fitting ear plugs or ear putty shaped to
the ear canal will protect against bony
€Xx0stoses.

Gnats, moths, mosquitos, and roach
es are most prone to find their way
into the ear. Gnats get trapped in ear-

CONTINUED ON PAGE 108

The cochlear implant uses an
electrode in the cochlea to pro-
vide the sensation of sound. An
external coil is held on the skin
by magnetic attraction to the in-
ternal electrode just under the
skin. Sound is captured by an
ear-level microphone, sent to a
signal processorwom in apouch,
encoded electronically and
transmitted through the coiis on
a 16,000 Hz carrier wave.
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Perhaps you’ve heard that Neotek has a
switch problem. That's an understatement. And
an oversimplification.

Some elite consoles began to experience
problems after a few months of use. Switches
that passed our internal inspections became
intermittant in the field. Working with the
manufacturer in search of the cause, we changed
our production parts and processes many times
but the problem would eventually reappear.
Finally the shadow of suspicion rested firmly on
the design of switches themselves.

Tracking down and correcting the problem
was an agonizing ordeal. For us, for our dealers,
and most unfortunately for our customers. We
are now in the process of replacing well over
100,000 switches from several thousand modules
in consoles in North and South America,
Europe, and Asia.

We are doing this without regard to the time
limit of our warranty, which is already four
times longer than the industry’s standard. At the
same time, we are offering special prices on our
unique MIDI/SMPTE mute automation system,
including free module updates and installation.

We are absorbing the cost of replacing every
switch, intermittant or not, because they don’t
meet our standards. And because all of us at
Neotek are committed to customer satisfaction.

Should you still choose an elite? Absolutely.
They continue to be remarkably successful
wherever users demand exceptionally high
performance. For themselves, for their clients.
Industry opinion is unanimous: the elite quite
simply, is the best sounding console you can buy.

Since September every switch in Neotek
products has been a completely new design
from an Asian manufacturer who consistently
produces the quality we demand. Now elites
and elans also have new pc board refinements.
We confidently challenge any manufacturer to
produce consoles with better real world
performance. And wait until you see our new
designs for film and video post.

If you need candid answers about our
switches, our replacement program, or about
any of our fine consoles, call Susan our sales
manager, Harry our service manager, or me. My
name is Craig and I'm the president. We want to
hear from you personally.

A NEOTEK

1154 west belmont avenue
chicago, illinois 60657
(312) 929-6699
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In search of total
creative freedom
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sand-box \'san(d)-baks\n:

a box containing loose sand for children
to play in, promoting imagination, spon-
taneity, and creativity. b: an automated
48 track recording studio in Fairfield
County, Connecticut.



Spectral Music Corpo-
ration of New York City
has opened its fully
integrated MIDI studio
in Fairfield County,
Connecticut. The basic
premise in the design of
the studio was to create a
48 track facility in which
no compromise was allowed in integrating the systems.
At THE SANDBOX all synthesizers, sequencers, drum
machines, computers, samplers, tape machines, and the
NEVE “V” SERIES console are interfaced at all times.

This allows for any complex, computer controlled
MIDI configurations to be applied easily for an immedi-
ate response. Great care was taken to ensure that tradi-
tional recording techniques were addressed equally.

As the name indicates, the result is a beautiful work-
ing environment were spontaneity and creative freedom
come together, the technical side of which is transparent
to the client.

Although THE SANDBOX has been open for only
six months, it’s no surprise that “word-of-mouth”
has already brought us such industry greats as Russ
Titelman, Daryl Hall and John Oates, Gary Katz, Elliot
Scheiner, Glenn Frey, Average White Band, Felix
Cavaliere, Chris Jasper, and many more. Never has a
new studio seen more acclaim or such extraordinary
clientele so quickly.

THE SANDBOX surpasses all competition in nearby
New York and delivers at a fraction of the cost. There are
none of the distractions and hassles of the city to inter-
fere with the progress of your project. Whether it is the
privacy of the luxurious retreat, the beauty of the accom-
modations, or the unsurpassed technology, we promise
you the most fulfilling recording experience anywhere.

If you are interested in our rates or would like to see
the facility, phone Spectral Music in New York City at
(212) 757-0110.

s8x
80 Rack Mounted Beow
Simmons MTM
&— Poland Super Jupiter
Yamaha TX816 {two)
MSB 16/20
MSB Plus
Aka S900 Samgler
The Mapper

I mlltllllu

T

Circle #080 on Reader Service Card

Control room layont




—FROM PAGE 104, EARS
wax and wash out or fall out with the
dried-up wax. Larger insects which
can't turn around or crawl backwards
can be drowned in mineral oil for five
to ten minutes. If they don't slide out
when you drain the ear, a physician
can remove them.

Middie Ear: The Amplifier

The tiniest whisper across a room will
set sound-bearing airwaves in motion.
The diameter of an eardrum is less
than that of your little fingernail, it
will vibrate less than a hair's width,
but you will hear that whisper. A lot
happens first, however.

The moving column of air in the
external ear canal pushes the eardrum
against the first of three tiny bones on
its other side: the malleus, incus and
stapes. What we learned in grammar
school to call the hammer conveys
the eardrum’s motion to the anvil,
which passes it on to the stirrup. These
three bones, or ossicles, comprising
the middle ear amplify the mechani-
cal energy of the vibrating eardrum as
much as 20 times before the stapes,
in tumn, thumps against an oval win-
dow leading to the inner ear.

The middle ear is subject to viral
and bacterial invaders through the
eustachian tube, which opens to the

Our music library is anything but this.

Just mention the words stock music and many people think of
music as bland as white bread.

Now there's an alternative to stale stock music. The Air Craft
Music Library. Designed for people who want stock music
that gives them an edge. That gives them the uniqueness and
personality good music is supposed to create.

Give a listen. Then give us a call at 1-800-343-2514. Why settle
for white bread when you can get fresh baked goods?

See us at AES booth #915

77 North Washinglon St., Boston, MA 02114 (617) 367-0510
25 East21st Street, New York, NY 10010 (212) 420-6010
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throat where microbes abound. Nor-
mally, this tube opens about every
three minutes to equalize pressure be-
tween the body and the environment.

During air travel and other pressure
changes, a healthy eustachian tube
will open more often. The “pop” you
feel when a plane gains altitude occurs
because expanding air from the mid-
dle ear escapes through the eustach-
ian tube. You can hurry the process
along by pinching your nostrils shut
and blowing through your nose, but
never try this with a cold or fever! You
will blow the germs right into your
ears. Respiratory or ear infection and
allergy can affect the body’s pressure
equalization process to produce se-
vere pain at take-off and landing,

If you have to fly with sinus or nasal
congestion (and you will do it willing-
ly only the first time), take precautions.
Take a decongestant such as Sudafed
an hour before you leave and during
the flight. Eat lightly and avoid alco-
hol. Chew gum and yawn a lot. One
hour before landing and during land-
ing, use a nasal decongestant spray.

When all else fails, a kindly flight
attendant may microwave a couple of
dampened wash cloths in styrofoam
cups for you to hold against your ears
during landing. This may or may not
ease your anguish, but the novelty of
it may distract you for awhile.

Otitis media, the fluid-in-the-ear
infection, is second only to colds in
children’s ailments, but most people
outgrow susceptibility as their eusta-
chian tubes lengthen and drain more
efficiently. It is always serious because
potential complications include mas-
toiditis, brain fever, or hearing loss.

Aside from infection, the main dif-
ficulty with the middle ear occurs
when one or more of the three little
ossicles undergoes a tissue change
known as otosclerosis. Here, progres-
sive deterioration—either hardening
or softening—in the quality of mid-
dle ear bones influences their ability
to process sound properly. They be-
come fixed, cease to vibrate, and no
longer conduct sound from the tym-
panum to the inner ear. The quantity
of sound diminishes, though the qual-
ity may remain unchanged. This is
known as conductive hearing loss.
Conductive loss rarely exceeds 60 dB.

The bony changes and progressive
hearing loss of otosclerosis can be
controlled by medication if diagnosed
soon enough. If not, the nonfunction-
ing stirrup can be cracked loose



(stapes mobilization), or removed
and replaced with a tiny steel pros-
thesis (stapedectomy). Hearing is
usually restored in both instances. In
fact, surgery is performed under local
anesthesia and the patient hears again
on the operating table.

Otosclerosis appears to be heredi-
tary, so if one of your parents has it,
be sure to inform your physician and
be alert for signs of hearing loss.

Inner Ear: The Converter

Sound energy is converted to me-
chanical energy by the eardrum and
stepped up by the middle ear. Acting
as a piston, the stapes pushes against
the round window of the inner ear
and mechanical energy becomes hy-
draulic. It goes like this:

The otic capsule, or bony cavern of
the inner ear is filled with fluid and
contains the cochlea, a spiral-shaped
tube also filled with fluid. Inside the
cochlea are 15,000 to 25,000 micro-
scopic hair cells. Their location along
the cochlear curves appears to corre-
late with the frequencies to which
they are tuned—they range from just
a few cycles per second to 20 kHz.

External
Transmitter

| ~T+wires to Processor

Hearing
Nerve

Sound Is scooped up by the shell of the outer ear, funneled Into the
ear canal where It pushes the eardrum and moves the malleus,
Incus and stapes of the middle ear. The stapes moves against
another membrane which activates waves In the fluid-filled capsule
of the Inner ear and cochlea. Finally, electrical signals are sent
along the hearing nerve to the brain.

Music & Health—Feeling Befter

Music is a healer, a balm, an ener-
gizer, an answer to a lot of what
ails us. Playing music is also a re-
warding spiritual experience for
serious musicians who sometimes
forget about health in their quest
of creating sounds. We musicians
sometimes push too hard and then
experience aches and pains that
we have to deal with. I've experi-
enced a lot of medical problems
in my career as a studio musician,
from arthritis and digestive prob-
lems to temporo-mandibular jaw
joint syndrome (TM]J) and disk de-
generation, that directly and indi-
rectly resulted from my 10,000-plus
recording dates. Through my own
experiences, stories from other
musicians, and consultations with
doctors, chiropractors, osteopaths,
neurologists, orthopedics, dentists,
acupuncturists, reflexologists, iri-
dologists, nutritionists and oral sur-
geons, | have gained valuable in-
formation on staying healthy and

fit. Following are some healthy
ideas that you can use nowto start
on your path towards fitness and
health. If you bave a serious prob-
lem, please consult a doctor, as this
is not meant to take the place of
proper medical treatment.

A discomforting health problem
or pain isn't always immediately
noticeable or that acute. You can
continue to perform while using
drugs (legal or illegal) to hide the
pain and temporarily alleviate the
symptoms. But that will only dis-
guise and postpone the problem.
And the situation most likely will
get worse. You'll have to deal with
it eventually, so don’t procrastinate!
Martyrdom has gone out of style.

There are several methods of ef-
fectively dealing with aches and
pains that result from playing your
instrument: yoga-type breathing
and relaxation exercises, posture
corrections (adopting better pos-
ture habits, using posture aids,

etc.), finger and limb warm-ups
before playing, and long neck,
waist, arms and legs stretches after
playing.

The neck usually is the first area
to have problems from tension and
pain. For relief, try rolling your
head slowly in all directions while
pressing your head against your
hand as you tilt your head (iso-
metrically) in all four directions.
In those long body stretches, re-
member, don't bounce. Move slow-
ly and hold each stretch for at least
ten seconds.

After you've been sitting in the
studio all day, moving your body is
very important. I've found that a
few simple shoulder rolls, especial-
ly backwards, can help relieve any
subtle ligament, muscle or nerve
damage build-up. Another good
muscle exercise is to stand hunched
over with your hands on your
knees (like an umpire). Exhale all
your air, pull in your stomach
towards your backbone (don't in-
hale yet!), then press hard on each
knee (alternating) for five to ten

—CONTINUED ON PAGE 110
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Otosclerosis immobilizes a stapes, but a surgeon can break it off and replace it with a stainless steel

wire that will still do the job.

Step 1:
Stapes Otosclerosis

By physical-chemical means which
are still mysterious, the cochlea is able
to break music down into its consti-
tuent frequencies. Each frequency then
excites a small segment of cochlear
hair cells. Each stimulated hair cell
sends an electrical signal to a nerve
fiber, which then transmits it to the

FROM PAGE 109, MUSIC & HEALTH
seconds. This strengthens vital or-
gans, intestines and stomach. Fun
stuff like the hula can strengthen
the lower back (all right, let’s see
those tummy rolls!). And if you're
looking for something a little more
active to get the whole body pump-
ing, walking fast (for an aerobic 30
minutes daily) is much better for
your body than a joint-jamming run.

Pressing acupressure points,
especially on the left side, until you
feel relief (about two to five min-
utes) is also very good. Even if
you're a Mr. or Ms. America type, be
careful when lifting. Always bend
your knees and use plenty of
leverage.

If you're looking for a quick fix
or some instant energy, the follow-
ing nutritional and herbal aids pro-
vide short-term help:

—Cranberry juice and Perrier
(bubbly water of any kind is fine,
but I've found that Perrier works
best for me).

—Clove or peppermint teas alone
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Stapes removed

brain where the signal is finally inter-
preted as music.

We start losing hair cells the min-
ute we're born. They are fragile fila-
ments, and do not regenerate when
damaged. When they die, the frequen-
cies they sensed are lost to us forever.
The major threats to hair cells are in-

or in black coffee (not much cof-
fee for your daily consumption).
—Ginseng-Goetu kola and vitamin
B-12 combinations.

—A Lipo combo (choline-inositol-
methionine-betain) occasionally
after a heavy meal for easier
digestion.

—Herbal allergy combinations,
such as Golden Seal (comfrey, gin-
ger, licorice root, cayenne, rose-
hips) and/or Paco D'Arco teas. Teas
come in capsule or bulk form.
—Garlic pills.

These are harmless, general pur-
pose aids that will naturally help
your body to sustain health and
equilibrium. If you indulge in “sub-
stances,” eat greasy foods, load up
on sweets, breads, gravies or heavy
beef meals, you might want to
consider a change of diet. Instead
of ordering steak and potatoes, try
substituting more vegetables, fruit
and fish. Not only will you quickly
notice the difference in your over-
all health, but you'll also notice an

—CONTINUED ON PAGE 113

Wire replacing stapes

fection, drugs and noise.

A high fever, or one good blast of
impulse noise can mow them down
like hay before a scythe. The high-
frequency sensors in the larger, open
end of the cochlea are the first to go.
Stubble may remain for awhile, but
finally atrophies and is metabolized
away, perhaps leaving behind a pesky
ringing in the ears that can be matched
to the frequency of the hearing loss.

Twenty-five centuries ago, the Greek
city of Sybaris prohibited metal work-
ing within the city limits because the
noise caused hearing loss. In Roman
times, Pliny the Elder reported pro-
gressive deafness among people who
lived near white water rapids on the
Nile. Our auditory system will handle
frequencies from 50 to 15,000 Hz com-
petently. In a world of garbage dispo-
sals (80 dB at 3 ft.), chainsaws (108
dB), and jet planes, (140 dB at take-
off), we can no longer cope.

Hearing damage due to prolonged
noise exposure begins at 90 dB,
though more sensitive people can
sustain loss at 75 to 85 dB. To reach
retirement as a hearing person, keep
the decibels below 85 dB—about the
intensity of an electric razor. Wear ear
protection around diesel trucks, lawn
mowers, power tools, guns, factory
machinery and anything else that
hurts or makes you irritable. Listening
to live rock music more than two
hours per day without protection can
easily cause permanent, irreversible
hearing loss.

—CONTINUED ON PAGE 114




How much Fairlight
do you need?

If all these Fairlights look the
same it’s because they are.

Each one is designed and hand-
built to the same exacting standards,
with the same 16 bit sound quality, as
our much-praised 16 voice, 14 mega-
byte Series III.

The difference is, now there’s a
Fairlight to suit your exact need and T T4
budget.

We call them
a-b-l-e Fairlights.

Not a set model range. Instead a
series of compatible options that
allow you to choose any configuration
and expand its capabilities. Right on
up to an 80 voice, 140Mb RAM Ser-
ies II with Gigabytes of Hard Disc
and Optical WORM Disc Storage.

There are no limitations. You
don’t pay for features you don't need.
But you do get the exact Fairlight for
the job.

Just decide what you require for
your composition, arrangement or
production role and we’ll build the
Fairlight to suit.

Even our basic Fairlight is far
from basic.

For $39,950* you will start with a
rack-mounted or portable Fairlight
that is unchallenged by anything near
its price.

16 bit Digital audio quality with
oversamﬁling capability ensures the
sound that has made Fairlight the
world’s leading digital audio produc-
tion system.

Eight voices provide the versatil-
ity required for most session work.
And, if required, Fairlight’s multi-port
MIDI capability allows the control of
up to 64 external, sampled or synthe-
sized voices.

Advanced software.

This is sampling in its purest form
from the people who invented it.

Stereo sampling, Page R and CAPS
Sequencers, Waveform Editing, FFT
analysis and resynthesis, and an extensive sound library
are all included.

SMPTE chase/lock provides the ideal setting for
structuring musical scores, laying-in sound effects, and
synchronizing to multi-track tape and disks.

A time-code trigger/event generator also lets you pro-
gram complex SMPTE cue lists for film and video post-
production.

Real time effects allow complete control of attack, de-
cay and vibrato for a realistic acoustic feel.

You have at your command every major section of the

e-x-p-a-n—d-

$39,950 system does not include music keyboard.
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$175000"

40 VOICE 50Mb RAM
600Mb DISC, 400Mb WORM*

*Prices effective as at July 1, 1987 subject to change without notice. Systems above 16 voice require external rack-mount units (not shown), delivery late 1987.

$39950°

8 VOICE4Mb RAM
DUAL 20Mb FLOPPY =

A MALAIRABIRALIELZRALARIARAIC AL

$75,000

16 VOICE 14Mb RAM
150Mb DISC, 60Mb TAPE

orchestra, and just about any synthetic and composite
sound you could ever use.
Design your own Fairlight.

For full details of the new e-x-p-a-n-d-a-b-l-e Fair-
lights, call your nearest Fairlight oth)ice. Los Angeles (213)
470-6280, New York (212) 219-2656, Toronto
(416) 964-1885. Fairlight dealers — Chicago: Gand
Music and Sound (312) 446-4263. Miami: Limelite
Video (305) 593-6969.
San Francisco: AIC (415)
686-6493.

MORE FATR/0036




SOUNDS INCREDIBLE!

THE WORLD'’S BIGGESTSELLING LIBRARY
IS NOW THE WORLD’S BIGGEST LIBRARY?
The Sound Ideas’ Series 1000 sound effects library
iS @ premier collection of over 3,000 stereo effects
on 28 compact discs. It's also today’s biggest
selling library.

Now, with the introduction of the Series 2000, an
additional collection of over 2,000 all-new digitally
recorded stereo sound effects on 22 compact
discs, the Sound Ideas library gives you more selec-
tion than any other library. Each sound effect can

\
\

\‘.

be found instantly, because the new full
Size Sound Ideas catalogue provides
both a fully cross-referenced alphabeti-

cal listing and a CD track and index listing.
Own for the incredible sounds...

Buy for the incredible value!
CallaSound Ideas Account Executive today
AN

In Canada-(416)977-0512.

In U.S.-1-(800) 387-3030.

86 McGill Street, Toronto, /

Ontario, Canada, M5B TH2. ( =i

THE WORLD’S MOST St
LIBRARY

INCREDIBLE SOUND
EFFECTS LIBRARY.
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increase in your energy level.

A few other aids I've found use-
ful are: Fenugreek herb ablets for
sinus and mucus (peppermint tea
works also): cranberry juice and
juniper tea for kidney and bladder
difficulties; eucalyptus oil and/or
mullein oil for muscle rubs (ex-
ternal use only); uvtophane (an
amino acid) tor pain or a good
night’s steep; rhubarb root herb
capsules for occasional constipa
tion; and biotin (a B vitamin) for
calming and depression. Scullcap
also helps those “downer™ mood
episodes.

Much has been said about bran
as u needed tiber. Another good
fiber option is popcorn. To add a
little spice, try a sprinkling of par-
mesan cheese and maybe a little
garlic in some mehed margarine,
instead of salt. To alleviate bad
breath, try clove and mint teas or a
bit of parsley. Comtrey and chamo-
mile are also good for calming the
digestive tract.

The jaw joint is the trickiest joint
in vour body. It moves up, down,
torward and backward everytime
you speak, chew or yawn. The jaw
develops problems from abnormal
posture, wear and tear, teeth grind-
ing, bite problems, stress and even
a bad diet. If you grind your teeth,
vou'll eventually develop an un
even bite or even lockjaw prob-
lems. If vou hear “popping” or
“clicking™ when opening your
mouth or chewing, have a ringing
in your ears, along with pain in
your neck, shoulder, ear and back
aches and facial pain, chances ure
you have some sort of TMJ problem.

Dentists and doctors are just be-
ginning to get a basic understand-
ing of T™M] (temporo-mandibular
jaw joint syndrome). This confus-
ing and painful condition (1 went
to 200 doctors before 1 was diag:-
nosed) seems to be prevalent
among electric bassists and guitar-
ists because of the stress resulting
from the shape of the instrument.
According to chiropractors, the vital
vagus nenve system and trapezius
muscles seem 1o be involved.

TM™MJ, a relatively new medical
discovery, mimics a number of

health problems, including ear and
eye problems, while symptoms like
indigestion, abdominal and stom

ach spasms, mental confusion, co-
ordination problems, dizziness, de

pression and cranial problems do
occur with TMJ.

Acupuncture, while helptul in
treating muscle spasms, does not
realign teeth and related body
structures—only a dentist and chi-
ropractor jointly can do that.

A good dentist can balance your
bite to relieve TMJ syndrome. Pres-
sure is then relieved and the strain
on the adjoining muscles, liga
ments and nerves clears up. Not
only will you feel better, but you'll
have more energy and you'll be
able to deal more effectively with
evervday stress when your mouth
is balanced.

Select your dentist and chiro-
practor (who is also needed to
help correct the TMJ balance prob-
lem) carefully. The field is still
highly experimental, so the most
expensive doctor isn’t necessarily
the most knowledgeable. And re-
member, surgery is not always the
solution. My surgery didn’t work.
(In fact, there is much controversy
surrounding the benefits of sur-
gery.) It's also wise to make sure
that vou don’t have an underlying
jawbone infection masked by TMJ
problems. And if you have false
teeth—don’t worry, you can still
be balanced and your problems
relieved.

By all means, take steps to save
your teeth now by flossing, and
keeping vour gums healthy by
brushing the gum tissue (toward
the teeth and in circular motions).
I take ten to 12 grams of vitamin C
crystal (good for the gums) every
day with cranberry juice and a lit-
tle aloe veru juice.

A few last tips: When traveling,
V-8 juice is a great snack and lemon
in water is not only a quick water
purifier, but also aids the liver.

Take care of yourself! ]

Carol Kaye served for many years
as one of L.A’s most in-demand
session bassists, with credits includ-
ing The Supremes, the Beach Boys,
Quincy Jones and Glen Campbell.
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If you spend most of your day in a
recording studio or in live sound
situations, vou can cut out as much as
30 dB of excess sound using inexpen
sive foam cushion ear plugs, such as
those made by Cabot Corporation of
Indianapolis. You can also juggle the
amount of time you are exposed to
potential hearing damage. The 85 dB
level is the recommended maximum
for people who listen for eight hours
per day. Every time vou cut vour ex
posure time in half, vou can increase
loudness another 5 dB. In other words,
it toudness is 90 dB, limit exposure
time to four hours; if 95 dB, limit

exposure time to two hours; and listen
to 100 dB one hour per day or less.

Inner-ear hearing loss is called ser
sorinenral, or “nerve-type” loss. There
are two forms of sensorineural deaf
ness. Sensorv loss occurs when dam
aged hair cells can no longer stimu-
late the auditory nerve. Neural loss
occurs when actual fibers of the audi
tory nerve are dysfunctional.

When the loss is sensory, a new
device called the cochlear implant
may be helpful. Electrodes are im
planted in the cochlea, where they
stimulate the hearing nerve when ac
tivated by sound in the environment.
At present, the cochlear implant sel

“With BBE,

you're in Aurz

It is magical
the way the dynamic BBE

process will restore the harmonic balance,

increase intelligibility, and give the total sound image a

fresh, sparkling clarity. The BBE 402 and 802 Processors are

ready to perform their aural “sleight of hand” the moment you

insert them into your recording studio, live sound, or broadcast

audio chain. Both units will dramatically improve the overall
reproduction of program transients in any audio system.

The BBE processors achieve time-alignment of harmonic and
fundamental frequencies that were present in the live perform-
ance but became re-shuffled in the often convoluted paths of
recording, playback, and broadcast of audio.

To hear how BBE can work its magic for you, call us toll free at: 1-800-233-8346.
(In California call 1-800-558-3963) or 1-714-897-6766. Or write us at:

BBE cocroncs .

5500 Bolsa Ave., Suite 245, Huntington Beach, California 92649
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dom permits speech recognition, but
does allow profoundly deaf users to
read lips more easily and recognize
most environmental sounds.

Brain: The Central Processor

The most sensitive ears in the world
merely collect and process data. It
takes a central editor to collate and
interpret the signals of sound. The
auditory nerve carries these signals to
the brain, which mukes sense of the
motion in air waves, membranes,
bones, fluid and molecules. In some
cases, the ears may work normally, but
sound doesn't reach the brain because
bleeding, blood clot, or a tumor on
the nerve interferes with transmission
of the electric signals from the car.
Brain injury or stroke can disrupt the
mind’s ability to interpret a sound
stimulus properly.

Any central impairment is serious
and should be monitored by a spe
cialist in otology or neurology.

Music was David Pack’s life. He
went from Ambrosia to solo work and
was recording “You're the Biggest Part
of Me." Life was looking good. Then
he woke up with a cold one morning
and two days Later all the hearing was
gone from one ear. Panic, hopeless
ness, and defeat came first, but even
tually gave way to determination. He
learned to manipulate the headphone
back and forth to alternate tfrom voice
to soundtrack, and now believes, *1
get better use out of one ear than a lot
of people get out of two.”

Through the years that followed
Pack continued writing and produc
ing. Recently, his original recording
“Prove Me Wrong” from his Anyiobere
You Go album was featured in the
movie White Nights. Pack is now pro
ducing from his own studio and just
completed a tour with Michael Mc
Donald.

Pack now contributes a great deal
of his time and energy to the cause of
hearing health. “Hearing damage adds
up, and by the time you notice, it may
be oo Lite,” he says. “Your ears are
on call 24 hours a day. Take care of
them; they're the only ones you'll
ever have.” ]

Susan Hubler, a bebavioral scientist
specializing in program design, is a
medical writer at the House Ear Insti-
tute. A sufferer from “noise-induced
hearing loss,” she’s interested in edu
cating the public to the dangers of
environmentdl noise.




New Carver Amps
for permanent

installation, studio,
and concert use.

PM-175 and PM-350.

NOW THAT THE CARVER PM-1.5 IS PROFESSIONALLY SUCCESSFUL,
IT’S STARTED A FAMILY. INTRODUCING THE NEW CARVER PM-175
AND PM-350.

Month after month on demanding tours like Bruce Spring-
steen’s and Michael Jackson's, night after night in sweltering
bars and clubs, the Carver PM-1.5 has proven itself. Now there
are two more Carver Professional Amplifiers which deliver
equally high performance and sound quality — plus some re-
markable new features that can make your life even easier.

SERIOUS OUTPUT. The new PM-175 delivers 250 watts RMS per
channel into 4 ohms. As much as 500 watts RMS into 8 ohms
bridged mode. The larger PM-350 is rated at 450 watts per
channel into 4 ohms. Up to a whopping 900 watts in 8 ohm
bridged mode. Both with less than 0.5% THD full bandwidth at
any level right up to clipping. Plus 2 ohm capability as well.

SERIOUS PROTECTION. Like the PM-1.5, both new amplifiers have
no less than five special protection circuits including sophisti-
cated fault interruption against dead shorts, non-musical high
frequency, and DC offset
protection, as well as low
level internal power supply
fault and thermal overload
safeguards. The result is an
amplifier which is kind to
your expensive drivers —as
well as to itself.

OUTBOARD GOES INBOARD.
Each PM-175 and PM-350
has an internal circuit card
bay which accepts Carver’s
new plug-in signal process-

TOARVER

CARVER

ing modules. Soor to be available is an electronic, program-
mable 2-way stereo crossover, with 24 dB per octave Linkwitz-
Reilly phase -aligned circuitry, a built-in adjustable high-end
limiter and balanced outputs. And more modules will be avail-
able in the near future to further help you streamline your system.

PRO FROM CONCEPTION. The PM-175 and PM-350 inherited their
father's best features. Including siow startup and input muting to
eliminate turn-on current surge, 11-detent level controls, phone
jacks, power, signal, clipping and protection indicators as well

as balanced XLR input connectors. In a bridged mode, both
amplifiers will drive 70-volt lines without the need for external
transformers.

MEET THE FAMILY AT YOUR CARVER DEALER. All remarkable Carver
Professional Ampfifiers await your own unique applications. Hear
their accuracy and appreciate their performance soon.

SPECIFICATIONS: CARVER PM-175 Power: 8 ohms, 175 w/channel 20-20kHz both channels driven
with no more than 0.5% THD. 4 ohms, 250 w/channel 20-20kHz both channels driven with no more
than 0.5% THD. 2 ohms. 30C w/channel 20-20kHz i20th channels driven with no more than 0.5% THD
Brndg\i'?%: 500 watts into 8 okms; 400 watts into 16 ohms. THD-less than 0.5% at any er level from
20 mW to clipping. IM Distortion less than 0.1% SMPTE. Frequency Bandwidth: 5Hz-80kHz. Gain: 29
dB. Input Sensitivity: 1.5 V rms. Damping
200 at 1kHz. Slew rate: 25V/ micro second.
Noise: Better than 115 dB below 175 watts
A-weighted. Inputs: Balanced to ground, XLR
or TR phone jacks. Input Impedance: 15k
ohm each Ie%.NCorn tible with 25V and 70V
systems. 19"Wx 3.5"H x11.56"D

SPECIFICATIONS: CARVER PM-350 Power

8 ohms, 350 w/channel 20-20kHz both
channels driven with no more than 0.5%
THD. 4 ohms, 450 w/channel 20-20kHz

both channels driven with no more than
0.5% THD. 2 ohms 450 w/channe! 20-20kHz
both channels driven with no more than 0.5%
THD. Bridqing: 900 watts into 8 ohms: 750
watts into 16 ohms. THD-less than 0.5% at
any power level from 20 mW tocligping M
Distortion less than 0.1% SMPTE. Frequency
Bandwidth: 5Hz-80kHz, Gain: 31 dB. Input
Sensitivity: 1.5V rms. Damping: 200 at |
1kHz. Stew rate: 25V/micro second. Noise
Better than 115 dB below 350 watts,
A~wel§hted. Inputs: Balanced to ground, XLR
or TRS phone jacks. Input Im ance: 15k
ohm each leﬁ.”(:orn tible with 25V and 70V
systems. 19"Wx3.5""Hx11.56"D

« Powerful * Reliable « Versatile o Stackable  Rugged e Easy to Install e
Compact e Lightweight « Cool Operation e Bridgeable « Quiet o
Affordable e Multi-Function Protection ¢ Superb Sound

-~
(\A[{VU{ PO.Box 1237, Lynnwood, WA 98046

POWERFUL
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work inconspicuously. Thus, at no point
would that become the focus of the
session, because, after all, it’s not. The
focus is to make music and get the work
done.”

And Skies does virtually run the ses-
sion as far as controlling the instru-
ments. He changes routing, auditions,
edits and loads sounds, documents the
use of instruments and sounds, edits
sequences when needed, fixes prob-
lems—all without leaving his chair. If
an artist wants to use the Steinway
(which has the Forte MIDI mod) or the
drum pads, or an Octapad, or even but-
tons on a drum machine as a controller
in lieu of the KX88, Skies enables the
chosen controllerat the touch of abut-
ton. In this case, the button he touches
is on a'Yamaha DX100 which sits at his
station. The DX100’s audio outputs are
never used, it is used only as a system
controller. Accessing different MIDI
controllers and instruments is a com:
mon application for the DX 100, which
changes routing of the MIDI data by
sending a program change command

e =} . to the MSB 16/20. Repatching is never
(Lto R): Ron Skies (chief synthesist and computer programmer), necessary. Another use for the DX100 is
owner Spencer Taylor and Ron Bacchiocchi (chief engineer). to edit or transpose part of a sequence

GUESS WHAT FORAT OVER 2000 INSTANT VOICES

COMES WITH 512 FREE SOUNDS

HAS IN STORAGE
FORYOU?

TN

G

yaoa s 59 5 00
Dealer Inquiries Invited I: []HM

11514 Ventura Boulevard, Studio City, CA 91604 7818) 763-3007
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from its keyboard.

Skies also can relieve the artist from
having to deal with MIDI hassles. If an
artist leaves a controller, such as a sus-
tain pedal, engaged, Skies has a foot-
switch at his workstation to tum the
offender off. “The artist doesn’t neces-
sarily think in terms of how Note On
and Note Off information works. If a
sustain pedal sticks on, he may forget or
not care—and he doesn't have to care.
If something happens I don't say, ‘Oh,
don’t do that,’ 1 just take care of it. I
don't tell the artist what to do or what
not to do, because he doesn’t want to
know about it, plus it could make him
uncomfortable or make him think
about that instead of the music.”

The purpose of the twin Macintoshes
alsoisto keep options open at all times.
With the heavy MIDI orientation, artists
typically record to the computer before
putting anything on tape. This fact, com-
bined with Performer’s multi-track re-
corder emulation, leads Skies to refer to
Performer as his “MIDI recorder” as
opposed to calling it a “sequencer.”

Sandbox Equipment
List

Consoles

Neve V series console w/Necam 96,
24-input keyboard submixer

Tape storage systems

(2) Otari MTR-90s, Studer A820, (2)
Revox B215 cassettes, Nakamichi
DMP1000/Sony SL2001 Beta VCR
Monitors

JBL 4435, Tannoy NFMB8, E-V Sentry
100, Visonik David 9000, Yamaha
NS-10M

Outboard signal processing
Yamaha: REV7, SPX90, SPX90-2;
Scholz R&D Rockman: Sustainor,
Stereo Chorus/Delay; Deltalab
Effectron 2; (2) TubeTech EQ:
Publison Infernal Machine 90 with
MIDI: 22 sec/channel; UREL: (2) LA-
3A. (2) 1176LN; Roland: (2) SDE3000
DDLs, SDE2500 MIDI DDL; Lexicon: (2)
PCM70, Prime Time, 200, 224XL:
Drawmer DS201 dual gate; dbx: 900
rack, (3) 903 c/1, 902 de-esser, (4)
904 gates, (2) 160 c/1; Audio Design
and Recording: Panscan, Vocal
Stresser; Aphex Systemns Compellor;
Korg SDD3000 DDL: Eventide 969
Harmonizer and 910 Harmonizer
Synchronization

Southworth Jam Box/4; Garfield Time
Commander; Roland SBX-80;
Adams-Smith 2600: LTC, parallel ifc,
serial ifc; (2) Lynx TimeLine

Performances are only quantized or ed-
ited at the artist’s request. But the desire
of an artist to hear a new sound, for
example, should not interfere with his/
her ability to record at any time. This
apparent conflict is resolved by dedicat-
ing one Macintosh (which we will call
Mac A) to recording, leaving the other
(Mac B) available for Skies to do what-
ever else needs to be done. “I always
have things ready to go,” he says. “Just
like with a tape machine: when a cli-
ent’s inthere, he expectsitto be upand
loaded with the tape. It’s the same
thing.”

It also is necessary to avoid delays
caused by waiting for a new application
to boot up. Both Macs have 4 Mbytes of
RAM and a hard disk (20 Mbytes on one
and 74 Mbytes on the other), so Skies
uses Switcher extensively to keep as
many as seven or eight applications,
one of which is Performer, immediately
accessible on Mac B. If he needs to use
more applications than can be held in
Mac B, he saves the current Performer
file from Mac A to disk and transfers it to

(2) Macintosh Plus, 4 Mbytes RAM
each; hard disks: AST 4000 (74
Mbyte). Apple HD20 (20 Mbyte)
Software (partial list)

Blank Software Drum File; Opcode
Systems DX/TX Ed/Lib, Matrix 6 Lib,
Matrix 12 Lib, OB8 Lib, MKS80 Lib,
and D50 Lib; Kurzwell QLS;
Digidesign: Sound Designer S900, FX
Designer, Softsynth, Sound Designer
Emulator II; Mark of the Unicorn:
Performer, Professional Composer;
Intelligent Music Upbeat
Controllers

7' Steinway Series B w/Forte MIDI
mod; Yamaha: KX88, DX100 (not
used as synth); Roland Octapad; set
of Simmons and Pearl drum pads;
Dyno-my-Piano with custom MSC
MIDI mod

MIDI interfaces/

Simmons MTM, JL Cooper MSB 16/20,
JL Cooper MIDI Blender, Axxess
Mapper w/custom software by Brian
Parsonnet

Samplers

E-mu: Emulator Il w/Optical Media
Systems CD-ROM, SP-12 Turbo; Akai
S900; Kurzwell 250 expander
(Publison Infernal Machine 90 with
MIDI)

Synthesizers

Yamaha: (2) TX816; Oberheim:
Matrix 12, OB-8 w/MID!; Roland: MKS-
80, D-50

Yamaha CD2000M CD player
Mitsubishi 35" hi-definition monitor

‘‘More Musicians use

IBM compatibles than
Atari or MAC”’

Keyboard 1987 user survey

Don't be fooled by claims of lower prices
or ease of use. CMS offers IBM com-
patible systems with MID{ for under
$1,000! Sequencer software that's
Mouse driven with windows and color,
For professional use AT or XT Rack
Mount hard drnive systems and
portables

Hardware
*Turbo motherboard 8 slots
+640k memory *AT keyboard
eH! RES graphics sAmber monitor
ePrinter pont *Mouse Port
Software

eCakewalk Sequencer 256 tracks
*Step and Aural Editing
*Pull down menus and windows
*Mouse support and 100 help topics
eMusic Notation interface with
Copysst or Personal Composer

CMS has IBM compatibility with over
12 sequencers and the bes! affor
dable software support for any
computer
Call Today for a Computer Music
System with Professional

Performance

800-322-MIDI

382 N Lemon Ave. Walnut. CA 91789
714/594-5051

Exclusive_U.S. Distributor

for Cakewalk™ 12 Tone Systems
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Mac B, making Mac B the “sacred” re-
corder. Mac A, which generally holds
additional applications in Switcher, is
now free to perform the required task,
and the antist is able to record again
with a delay of no more than a minute
or so.

The MIDI recording system is also
one reason for the sheer quantity of
instruments. With a large number of
instruments, the client can amass many
tracks of music before committing any
ofthem to tape. It is not uncommon at
the Sandbox for the multi-tracks to sit
unused for hours at atime, in fact, mixes
often are done directly from the MIDI
recorder to 2-track without ever going

“m not partial to

anything; 'm not a
Yamaha man or a

Macintosh man...”

to multi-track. Further, Skies can work
with sounds on one instrument and the
client will still have a plethora of others
1o use. Again, the emphasis is on instant
gratification and not slowing the proc-
ess to deal with the machines.

STATE OF THE AR

“CF 2000 on axis andchoic résponse measured at the National Research Coupcil

v -
288 -7
’
~oy
K4

Ruler flat frequency response is the realization of an ideal for high
definition monitoring in the digital age. The CF Series Acoustic Align
Studio Reference Monitors have achieved this ideal through multi-way,
active systems that are capable of sustained high power output in
constant professional use. Imaginative design and exacting technology
have resulted in these all cone systems, integrally designed with the
phase corrected filters of the AAX 1 Active Crossover System. The
CF Series Monitors provide your client with the analytical monitoring
environment essential in today’s market, and they are already in use
in studios all over the world, from Hamburg to Los Angeles.

The CF 2000 (shown) and CF
1000 feature:

4 Way all cone active moni-
toring system with computer
matched drivers

Ruler  flat frequency
response on reference axis
with excellent off-axis per-
formance

Wide dispersion with
symmetrical polar pattern for
a broad listening window

Continuous output of 122 db

SPL in a typical control room
with 130 db peaks

43-1010 Polytek St. Ottawa, Ont, Canada KiJ 822

Dealer inquiries invited
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Of course, each instrument offers its
own set of strengths and weaknesses
and they are chosen and used accord-
ingly. One TX816 rack, for example, may
be used to make a single composite
sound, while the other usually will be
used multitimbrally. Intelligent Music’s
Upbeat program allows Skies to select
and use the best drum sounds from
different instruments. Device lists might
be constructed that used, for example,
toms from the SP-12, snares from the
Akai $900, and Llatin percussion from
the Emulator II, all driven simultaneous-
ly from the set of Simmons and Pearl
pads in the piano room. (The piano
room and a vocal iso room both have
MIDI patchbays to facilitate connection
to the main MIDI system.)

But Skies is ruthless in choosing equip-
ment; a piece must be functional and
not just the latest thing to find a home
in the Sandbox. “I'm not partial to any-
thing; I'm not a Yamaha man or a Macin-
tosh man or anything else,” he empha-
sizes. “Aslongas it doesthe job and can
be used ina musical sense, it’s fine with
me—I don't really care. If something is
a hassle to use, it ends up collecting
dust. I don’t use any of this stuff just for
the sake of using it. There are many
times where, almost to a fault, I'll let
those ‘technological opportunities’ go
by in order to let the best parts of the
artist come forth, rather than saying,
‘Hey, I could tweak that to death.” And
sometimes I could truly enhance it,
but....”

But it’s not enough for Skies to have
control over all the instruments, he also
has to keep track of Sandbox’s massive
sound library, a major chore in a MIDI
studio, just as in a film sound studio.
Having a command ofthe sound library,
asserts Skies, “is a matter of homework.
It's a time-consuming thing to learn,
and it's something you acquire over
time, When it comes down toit, a sound
is really indescribable. If you are going
to be the person making the criteria (of
what sounds will be used), the barome-
ter person, there’s no escape—you have
to give some degree of direct aural at-
tention to every sound that you have.
Unless you do, there’s really no way to
know when that sound would be ap-
plicable and/or whether the sound is of
good quality or even worthwhile, 1
could not give that job to anyone else,
because how could they describe a
sound to me?”

Once the music leaves Skies’ domain,
Ron Bach takes over in a similar vein,

—CONTINUED ON PAGE 170
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*KEPEX Il (Noise Gate/Expander)—Nothing
eliminote leokage on drum tracks. The secret

logarithmic release shape option is ide use with extremely fost release
times fo preserve naturol decoy and sounds, suth as snare overring, while
eliminofing *’popping”’, which is common in less sophisticated gotes.

*GAIN BRAIN |1 (Variable Ratio Limiter)—Other limiters struggle with
Peok or RMS detection schemes that squeeze the life out of music, but GAIN
BRAIN’s response is variable and dependent upon the degree of woveform
complexity, thanks to proprietary LINEAR INTEGRATION OETECTION dircitry.
L.1.0. allows the GAIN BRAIN Il to distinguish between the absolute voltage
fevel of o signal and its loudness os perceived by the humon ear. As o result,
0 vu mefer monitoring the output of a GAIN | indicote o constant
output signal level, while the listener wi (ve the dynomic range
inherent in the progrom maoteriol

qualizer)—Moximum equalization

ivers. Each of the unit’s 3 bands moy be

e peaking or shelving mode or the “out” position, so
the t moy employ only the needed portion(s) of the equalizer.

he MAXI Q’s varioble ““roll off”” rate in the shelving mode provides the

opportunity fo create artificial tonol or *“phosing”” effects. The exclusive TUNE

mode of the MAXI Q ollows the operator to disconnect the main audio feed,

leaving only the output of the one filter selected. This feature provides

exceedingly accurate set-up and opplication, since the only part of the oudio

spectrum which is heard is the portion passed by the selected filter.

*DSP (Oynamic Sibilance Processor)—Users of de-essers have found thot the
devices ore literally “’ess removers,”” o high frequency limiter of sorts, quite
effective on spoken word, but virtuolly unusable on votal musical trocks ond
especially offensive on mixed progrom. The DSP’s praprietory circuitry ollows
the unit to “seek out’” sibilance, which is chorocterized by sinusoidal signal
content. When sinusoida! information is detected, the unit’s control circui
inverts the fone, ond sums it with the original signal, t

o

IQUE SIGNAL PROCESSORS...

“’holing’” or coloring the original signal. The unit’s TUNE mode allows the
DSP to be adjusted simply by listening ond observing the control status indicators.
*LEVELLER (dudio Level Controller)—The wide spectrum of sounds, from
musicol instruments and voice to mixed progrom moteriol, comes out just the

way the human eor wants to heor it, sonicolly correct, when processed
through the LEVELLER, thonks ogain to LINEAR INTEGRATION OETECTION.
Fost, effective results are easily obtained with the LEVELLER. More or less
““levelling”” action is achieved with the unit’s threshold control. There are no
attack time or release time controls to adjust on the LEVELLER. AUTOM
PROGRAM OEPENOENCY circuitry outomotically optimizes the unit
time, release time, and ratio dynomicolly os the prog ‘
*COMANDER (Compressor/Expander)—Our Sil

reedom from noise level recovery,
LINEAR INTEGRATION OFTECTION
oie mointained in the processed
materiol, whil REVERSION CORRECTION circuitry compensotes for
discriminotion oWainst low frequencies to eliminate *“pumping”” or “’breathing,”
0 common occurrente in conventional compressors.

Even the enclosures for the 800 series modules ore special. The PR-2 is
idea! for those jobs requiring only one or two processors. Identical modules,
appropriate for stereo processing, may be linked vio o convenient front
panel switch.

The PR-10 houses up to 10 modules and hos o beefier power supply than
any other rack system on the market today. Its two-section bipolar supply
offers improved regulation, RF filtering ond heat dissipation. And, in the
unlikely event of regulator failure, five of the ten modules endosed in the
PR-10 remgi

thanks to the unit’s j
ensures that cotr

series is unsurpossed in quality, you will find it fiercely com-

us fo obtoin on immediote demonstration.

1-800-367-2879
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SED PERFORMANCE.

)/ VALLEY

PO. Box 40306 ® 2817 Erica Place
Nashville, TN 37204 ¢ (615) 383-4737
FAX (615) 269-5441

Export: GEXCQ INTERNATIONAL, INC. FSC
Jersey City, NJ/TELEX 285261 GEXCI

INTERNATIONAL. INC,
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puk recording studios
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EXCEPTIONALLY WELL EQU I
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Studio facilities Accommodation facilities

The two large control rooms, each of ~ The accommodation facilities consist
950 sq. ft., provide you with ideal of 4 self-contained 3-bedroom
working conditions with perfect houses, equipped with the very best
acoustics, the most fantastic moni in Scandinavian furniture design,
toring system ever installed in a studio,  video/TV (satellite dish), etc. All in
plenty of daylight, stunning view, and exceptional standards of luxury.
silen?, yet pewerful air conditioning, Our very own in-house chef boasts a
Both studios are equipped with: cuisine of top international standards.

- 56-channel automated console
(CALREC LUA-8000 or SSL 4064) Leisure facilities
at least 64 digital tracks (2 Mitsubishi ~ Our leisare facilities are housed in

X-850 or 3 Sony 3324) and around the 3,000 sq. ft. leisure
vast amounts of outboard gear (e.g. hall containing 34’ x 20" indoor swim-
2 AMS's, and 8+ digital reverbs) ming pool, jacuzzi, sunbed, snooker,
Fairlight Series IlI table ternis, etc.
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Recent clients

Among our recent clients are George
Michael, Depeche Mode. Danny
Wilson, Ga West, Jean Beauvoir
am.o.

Rates

Due to favourable currency exchange
rates we are able to offer you this
stunning package at an extremely
competitive rate. Please ask for a
quote for your next recording pro-
ject.

4

Promotion video

For your infcrmation we have pro-
duced a video showing all the unique
facilities at puk as well as a complete
list of equipment and clients. Please
call ard ask for a copy.

‘ 10

()

uk
Ecording studios

Kaerbyvej 65, DK-8983 Gjerley, Denmark.
Phone: (+45) 6474600

Telex: 65124 puk dk

Telefax: (+45) 6474611

JPburesu 8708862



espite the fact—or perhaps because of it—
that the cavernous Tunnel disco located
beneath the desolate streets of Manhattan’s
West Side has no stage at all, it is never-
theless an appropriate subject for this issue
of Mix. Sound reinforcement in clubs and discos (the latter a
term that has been socially rehabilitated recently and is now
politically correct again) has grown considerably more
sophisticated over the last several years; not an unfathomable
evolution considering that the technology that creates ever
higher fidelity in music requires that the music’s

by Dan Daley
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reproduction systems keep up.

Tunnel is a linear version of a laby-
rinth, the club itself occuping 15,000
square feet of a 630-foot-long by 35
foot-wide subterranean catacomb.
What Tunnel was, for the last nearly 60
years, was an anonymous, abandoned
25,000-square-foot hole in the ground.
Before that it served as a railroad termi-
nus for the West Side piers that bustled
a century ago. Originally known as the
Terminal Warehouse Company, the
arched brick and mortar demi-monde
was built in 1891 and provided shel
tered space large enough to accommo-
date two sets of tracks for trains of the
Baltimore & Ohio, the Lehigh Valley
line and the New York Central Rail
road, whose rotting trestles still tra
verse the nearby streets. A million
square feet of storage space altogether,
including the cavernous basements.

The Gophers and the Dead Rabbits,
the Irish street gangs of Hell's Kitchen,
used the area as free-fire zone in those
days and it served as a backdrop to
turn-of-the-century New York’s own
special brand of social Darwinism,
with immigrant groups using the
docks as a staging ground for a subse-
quent generation’s climb to affluence
and the American Dream.

From 1904 to 1915, the fledgling
movie industry took up residence
nearby in an old armory on West 26th
Street. Mary Pickford and John Barry-
more acted in flicks whose prints to.
day are as rough and grainy as the
cobblestones that still tenaciously
poke through the asphalt-covered
streets.

The neighborhood’s renaissance is
on, led by the nearby Jacob Javits Con:
vention Center and trendy downtown
development that creeps ever north-
ward. The Dead Rabbits are gone, re
placed by other, more subtly vicious
varmints in three-piece suits whose
limos line the narrow streets at night
since Tunnel opened last December.
The place’s current status is the brain
child of Elli Dayan, the fashion entre-
preneur who founded Bonjour Inter
national. That $250 million garment
business allowed him to move into
real estate, Tunnel being the latest
move. [n a voraciously trendy city, Tun
nel has managed to remain the pre-
eminent disco in Manhattan since its
opening ten months ago, no small feat
in a local culture that devours and spits
out monumental undertakings like
some hip Godzilla with Eagle Snacks

airline peanuts.

History and haute couture aside,
though, what sound system designer
Robert Drake found upon his arrival at
this narrow underground canyon was
a potential sonic disaster. “I arrived
here the same day another [sound sys-
tem) contractor arrived—nearly ayear
and a half before it opened—and he
was insisting on using diffusors,” says
the bearded former club DJ. “He want-
ed to diffuse the sound more than it
would already be by the physical
things in the room, like the supporting
columns and steel beams. He wanted
to use wooden diffusors, which would
have made the sound even more diffi-
cult to control. My approach was to
use absorption rather than diffusion.
The owners thought they already had
a handle on what they wanted to do
with the room, sonically speaking.
They had listened to the other guy
first. So I volunteered a demonstration
and brought in two small satellite
speakers and two subwoofers and set
them up using the close-proximity ap-
proach. I said to them, ‘Stand right
here and listen to it for a minute and
then walk to the bar area and listen.’
They immediately heard what I was
talking about.”

What Drake was referring towas the
direct sound or near-field approach,
an acoustic philosophy that uses sonic
targeting rather than high decibels to
fill the parts of the room that need it
most. This approach has worked well
for Drake over the years, including in-
stallations he has done at both the
New York and Dallas Hard Rock Cafes,
Tapis Rouge and Cafe Roma restau-
rants. Sonic treatment of the walls
would have impaired the aged brick
effect that was critical to the decor of
the club, so Drake lobbied for what he
felt was the only useful alternative toa
room whose reverberation characteris-
tics would turn any high dB sources
into mush.

Dayan and company still required a
bit more convincing, though, Drake
recalls. “So I did a private party here
for Elli before the club opened. They
brought in a real big sound system,
serious brute force. It was overkill as
far as I was concerned, but that demon-
stration convinced him I could do it
the way [ said.”

Drake got Howard Smith of the Cali-
fornia-based Smith Fause Associates to
crunch some mathematics for him.
(Smith collaborated with Drake on the
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Hard Rock installations.) What Drake
referred to as “a conflict of philoso-
phies” continued with the architect and
general contractor, George Schwartz
and Jonathan Disick, respectively, un
til Dayan and his associates were once
and for all convinced that Drake’s ap-
proach was sound. The installation
wentahead, budgeted atan estimated
$120,000.

Once the philosophy was agreed
upon, Drake began choosing compo
nents to suit the room. Using SD cabi
nets made by Drake’s company, RDA,
three way enclosures were spotted
around the dance floor. The speakers
are mounted on swing arms that allow

them to arc up to 18 inches from the
wall, maximizing their directionality.
Drake also eschewed horns for the
gig. “With horns you're asking for trou
ble in a situation like this,” he says.
“There’s a long throw distance and a
lot of information that’s going to satu
rate the room faster and give you a lot
less control. The owner wanted to con
centrate the music on the dance floor
and minimize spillout. Normally you
would suspect that in any kind of a
tunnel—aroom like this—you’d have
a big problem with reverberation and
early reflections and the bounce get-
ting to certain parts of the room before
the original sound does, and that’s ex

| ~ SIMPLY THE BEST!

—

Simon Systems is setting a new standard of excellence in
' professional audio signal processing equipment. It
| began with the DB-1A Active Direct Box. Boldly designed
and independently powered*, the DB-1A delivers
performance that blows every other DI away. The uni-
que design of the DB-1A is based on totally active
(transformerless) circuit with no insertion loss. And
with features like line level output, rechargable
battery capability, and automatic power system check
circuitry, it's easy to understand why so many profes-
sionals refer to it as simply the best direct box money

can buy!

outputs

power transformer.

JEFF PORCARD o REO SPEEOWAGON o UNIVERSAL STUDIOS o TITO JACKSON o JOHN COUGAR

§SIMON SYSTEMS

707 Clear Haven Drive, Agoura Hills, CA 91301. (818) 707-9980

Then came the CB-4 Headphone Cue Box. With four
independently controlled by conductive

plastic stereo power controls, the CB-4 allows up to
four headphones to be driven from the same amplifier. A
three position switch selects left mono, right mono, or
stereo mix, and XLR input/output connectors are provided
for paralleling additional cue boxes. It's no wonder why
| the CB-4 has become a standard in the industry.

And thetradition of excellence continues with the RDB-400
Integrated Direct Box. Based on the same design technique
which made the DB-1A the premier direct box of the
industry, the AC powered RDB-400 is four direct boxes in
one. It can be rack or floor mounted and has countless
uses. It features line level output mode with infinitely
variable trim, attenuation mode with stepped variabletrim, input overload
LED, speaker level input pad, balanced and unbalanced buffered outputs
with frontand rear XLR connectors, ground isolation switch, and a toroidal

So the next time you think signal processing equipment, think like a pro:
| Simon Systems — Simply the Best!

Thanks for setting the trend:
I PAUL ANKA SHOW o GLENN CAMPBELL o FLEETWOO0 MAC o KENNY LOGGINS o JEAN-LUC PONTY
|
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actly the case. Based on that theory, 1
stayed away from horns because you
only have about a distance of 25 feet
from the speaker locations to the cen
ter of the dance floor.”

Onthe 2,000-square-foot dance floor
Drake employed two types of sub
woofers, each crossed over at the same
frequency—his SW cabinet and a small
er enclosure called an SX. The larger
one is capable of an additional lower
octave due to its 18-inch speaker and
handles ranges down to about 38 ¢y
cles. “That’s what gives you that great
harmonic bass that really vibrates the
room and gets people moving,” says
Drake. “But we have separate control
over the two types.” The DJ can cut
either type of subwoofer out at any
point, allowing him or her the ability
to vary the dynamics of a record, thus
providing an additional kind of control
over the kind of character a DJ can
bring to a room.

The DJ booth, located on a structural
platform that houses a bar and serves
as the bridge between the entrance
and the dance floor, is a modified pi
ano bar effect styled after European
type booths. Not surprising, since
Drake did a six-year stint as a club D)
overseas.

“I use Rane MP 24 mixers on most
of the disco installations that I do
now,” says Drake. “It uses slide pot
faders which are cleaner and more ef
fective than the rotary pots [which he
refers to as “antiquated”] most of the
other popular mixers for these applica-
tions use. 1 can't see the advantage of
using a rotary pot. | had Jellybean
Benitez in another club and he insist
ed that he wouldn’t work there if he
didn’t have a UREI mixer with rotary
pots. But I found that there was a
marked difference in not only sound
quality but in operation.” Drake likes
the ALPS faders in the Rane. “They feel
good, they operate well, they're trou
ble-free and they're real faders™ as op
posed to sliders connected to rubber
bands controlling rotary pots.

What he’s looking for in the next
generation of mixers are program
sends and returns for each channel
like the ones found on recording con
soles. “What that enables you to do is
send an effect from any one of your
sources and not have it come back [as
part of the mix]. When you're doing
your mix, you can return the effect
alone without the input source. That's
anice capability to have.” Drake points
out that DJs don’t use signal process
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SOUND - ON

by Linda Jacobson

AID

- STAGE

& (COMFORT

FOOD FOR THOUGHT

Shirley
Maclaine asks
the well-fed
audience, “May
I say this is the
best dinner I've
had in over
4,000 years?”

irst (and briefly), the bad news: the
AIDS epidemic continues to grow.
The “good™ news is that there’s wide-
ly spreading acknowledgement that
private funds must be raised to fight
AIDS. This led 14 top San Francisco
Bay Area restaurants to throw together
“Aid & Comfort,” an AIDS fundraiser
of epic proportions and spirit, held

N

this summer on a dock by the Bay.

The restaurants and their staffs do-
nated food and time. California’s best
vineyards donated wine and cham-
pagne. The nine-course gourmet feast
was served in Pier 3 at San Francisco's
Fort Mason by over 500 waiters and
waitresses. Talent donations came
from entertainers as varied and stellar
as the meal, including Linda Ronstadt,
Shirley Maclaine, the San Francisco
Ballet Orchestra, Bobby McFerrin, SF
restaurant owner Boz Scaggs (his first
local performance in years), Carlos
Santana and many more.

Over 1,000 people each paid $250
to wine and dine. For $175 apiece, 500

Sound designer
Roger Gans (be-
low) at work
during the Aid &
Comfort live
broadcast.
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SOUND - ON - STAGE

by Mark Herman

ON THE ROAD

SOUND COMPANIES, EQUIPMENT, ARTISTS & PERSONNEL ON TOUR

Artist
Sound Company
Tour Dates

Region

The Bangles
Audio Support

Grateful Dead
Ultra Sound

Billy Idol

Electrotec Productions
July-Aug

U.S.-Australia

Huey Lewis & The News
Sound on Stage

Aug ‘86-Sept ‘87

U.S.. Japan, Europe

Motley Crue
Tasco

House Console
Monitor Console

Midas Pro 40 32 ch
TAC Scorpion 40x12

Gamble HC 40x16
Gamble SC 40x16 +
Yamaha PM1800 32 ch

Soundcraft Series 4 40x16
Soundcraft Series 4 40x16

Gamble Series EX 56x30
Gamble SC 32x16

Midas Prob 40 + Midas
Pros 32
Soundcraft Series 4 40x16

Crossovers Monitor Speakers
Main Speakers Monitor Amplifiers
Subwoofer

Main Amplifiers

Meyer Audible/Compact
24 Meyer MSL3 Crest

12 Meyer 650

Crest

Meyer

64 Meyer MSL3
18 Meyer 650
Crest

BSS Electrotec Floor
76 Electrotec Lab-Q JBL, UREt
8 Electrotec Lab-Q low bas

Crown, UREI

SOS Power Physics Custom
24 Power Physics 842 Wedges

Crest
Crest

SG Engineering
108 Harwell

Tasco Wedges
Crown

Crown

House Mixer
Monitor Mixer
System Engineers

Steve Botting
Andy Chapsl
Anthony Stabile,
Henry Cohen

Dan Healy

Harry Popick

Don Pearson, Mike Brady,
Bernie Granat, Chub Carrier

Robert "Dansir’ McCulloch
George Barnes
Bill Chrysler

Mark Deadman
Jim Moran
John “JT” Taylor, Roger Rif-
kind, Bob Goodwin,
Ricardo Caltagirone

Larry Quigley
Brian Hendry
Arthur Kemish
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SOUND - ON - STAGE

of them snapped up commemorative
art/recipe portfolios. San Francisco’s
public TV station KQED broadcast part
of the event live, in telethon mode.
Thus, over half a million dollars were
gathered and given directly to five AIDS-
related organizations in the Bay Area.

Substantial corporate donations,
along with $20,000 from the Grateful
Dead’s Rex Foundation, helped pull
off the meal. That was enough to tumn
Pier 3 into a gastronomical pleasure
palace, but not enough to transform
the cavernous, steel-and-glass struc-
ture into an acoustical environment
suitable for speeches, video clips, and
live music. The need for full band-

WASHINGTON/BALTIMORE AREA

Complete Tour Support Coordination
SOUND REINFORCEMENT

LIGHTING
VIDEO EQUIPMENT RENTALS
MUSICIANS
FACILITY BOOKINGS
PUBLIC RELATIONS
LIMOUSINES
HOTELS

width audio reinforcement for the
highly publicized, well attended, star-
studded TV show was compounded
by the gpe of audio—classical and
acoustic music need a reinforcement
System as transparent as possible.
After three days of pre-production,
the sound crew created a system with
wide, even dispersion. Their con-
trolled, coherent coverage of the live,
crowded area contributed to the over-
whelming success of Aid & Comfort.
This all started when the co-owner
of a popular SF cafe lost five friends in
one month to AIDS. He decided to do
something about it. His idea for a sit-
down dinner/fundraiser appealed to
the restaurant community (hard-hit by
the epidemic) and 13 other restaurant

MO GOES EVERYWHERE

Dual 24-Track Studio
Now with Dolby A

Live Recordings

Remote Broadcasts
Audio for Video

Most Competitive Prices
Digital 2-Track Recording

PRO-AUDIO, INC.

BIG MO — MOBILE RECORDING L
12255 VIERS MILL ROAD

ED EASTRIDGE
WHEATON, MD. 20906

(301) 946-7364

Circle #097 on Reader Service Card
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owners joined the effort. So did vari-
ous entertainment producers, includ-
ing rock impresario Bill Graham and
director/choreographer Michael Smu-
in. Smuin approached the SF Opera
Association for help with the event’s
sound reinforcement. That’'s when
operatic and theatrical sound designer
Roger Gans—the Opera’s engineer for
the past decade—took over as Aid &
Comfort’s sound designer.

Gans designed a system similar to
the one he uses on tour with Luciano
Pavarotti, which he developed with en-
gineer/designer Drew Serb. Serb runs
Pro Media, a San Francisco sound rein-
forcement company and system sup-
plier/installer (which primarily serves
corporate clients, but also travels
around the world to handle sound for
everyone from Pavarotti to the Pope).
Pro Media donated the system hard-
ware and staff to Aid & Comfort. An-
other Bay Area sound company, Sound
on Stage, volunteered stage monitors
and staff for the rock and roll sets.
Gans also brought in freelance audio/
video engineer Alexander “Thomy” Yuill-
Thornton 11 for his Precision Room
Equalization (PREq)™ (a technique
with foundations in John Meyer's
Source Independent Measurement).
Gans, Yuill-Thomnton, Pro Media sound
engineer Lori Bolender and their 19-
member crew set up a system based
on their unusual methods and gear.

When A&C was in full swing, the
long, narrow, rectangular hall held
1,040 diners, served at 115 large round
tables. The orchestra played on. Hun-
dreds of servers hustled trays of deli-
cacies. When one dumped his tray of
gooey dessert in front of the stage, the
first who jumped to clear the mess was
ex-waiter Bill Graham (an incident in-
dicating the spirit of the entire even-
ing; those eating andworking smiled
all night).

The 80 foot-wide, 42 inch-high stage
was built along the middle of one long
wall. Flying 21 feet above it were three
wide-throw, point-source Meyer Sound
speaker clusters each holding four bi-
amped MSL3s (a high-power arrayable
system) and four biamped UPAs (a
more compact, high-power two-way
system). The clusters tilted down-
wards to help control reflections off
the close opposite wall. The center
cluster held an extra backfill UPA, the
only stage monitor until Sound on
Stage set up the rock and roll show.
Beneath the stage were four Serb-de-




Listen to it

Really, there’s nothing we can say about we continually refined it to stay well ahead of our
our JF-500 that will induce you to buy it except this: imitators. And, true, our single-box system is still
try it. Because the evidence provided by your awn the qualitative standard of the industry.
two ears will be, as it should be, far more convincing But, enough words. You can buy any-
than anything you'll read here. body'’s single-box reinforcement system you choose.
True, we invented the horn-loaded single- We're utterly confident you'll choose the one that
box reinforcement system over a decade ago. True, sounds best to you. Our JF-500.

Eastern Acoustic Works, Inc., 59 Fountzin Street, Framingham, MA 01701 « (617) 620-1478
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BY MARK HERMAN

SOUND

REINFORCEMENT NEWS

Andrews Audio Tours of NY, NY pro-
vided equipment support for The
Cure and Grateful Dead/Dylan
tours. For The Cure, a complete Meyer
monitor system was provided. Twen-
ty-four Meyer cabinets powered by
Crown MT-1200LX amplifiers aug-
mented Ultra Sound’s main PA for the
Dead/Dylan tour. . . A TAC Scorpion
30/12 monitor console was also pro-
vided for Ultra Sound’s Hipsway
May-June tour. According to owner
David Andrews, “I believe we are the
first company to purchase the new
Crown Macrotech 2400. We just re-
ceived six of them.” Andrews also is
an equipment supplier for television
—they recently sold NBC the moni-
tor system for the popular Late Night
with David Letterman show. . .Mike
Sinclair, formerly of See Factor, is
now actively working with Andrews
Audio. . . For everybody attending the
October AES show in New York, you
should be aware that they are, as in
past years, responsible for all the
sound equipment used for the various
seminars and workshops. Remember,
these guys are working while the rest
of us are conventioneering.

Rock in Russia? Again? You bet.
Following in the footsteps of Bill
Graham’s successful July rock for
peace concert in Moscow with San-
tana and the Doobie Brothers, Audio
Analysts supplied the first large scale
American-type sound system ever em-
ployed in the Soviet Union for the
Billy Joel tour. After several shows in
the UK, the equipment was flown to
Russia to do three dates at the Olym-
pic Stadium in Moscow and three
more at the Lenin Sports Complex
in downtown Leningrad. The stage
featured monitors placed underneath
the stage for clean sightlines. Billy
Joel has been touring since September
'86 and plans a short break after the
Soviet Union shows before continu-
ing the international tour. ..Audio
Analysts is keeping busy supplying

systems for Roger Waters, Heart,
Run-DMC and Freddy Jackson. The
Roger Waters tour uses five separate
PA clusters running off a special cus-
tom quad console with quad pan pots
designed by Albert Leccese head
engineer for AA. The quad console is
fed by a Soundcraft Series 4 and a
Yamaha PM3000, while the monitor
system also features two consoles, a
Gamble SC and a Soundcraft Series
4...Gamble consoles are also being
used on the Run-DMC and Freddy
Jackson tours.

From Canada, CADD (Creative Au-
dio Design + Development Inc.) lo-
cated in Brossard, Quebec, is pleased
to announce that their programmable
digital crossover for sound reinforce-
ment is now being manufactured and
will be used on several of Audio
Analysts’ fall tours. The unit features
16 programmable crossover points,
built-in delay line, digital limiter, and
is designed for any pro sound system.
On the mixing console front, Shane
Morris is heading the development
of house and monitor consoles that
should be ready for release in late '87
or early ’88.

Up in the great Northwest, Cana-
dian-based Jason Sound Industries
is building another custom touring
system to match their new J-60 sys-
tem currently out with fellow Cana-
dian Bryan Adams. After the North
American leg ends on the East Coast
in mid-September, they plan to ship a
slightly smaller version to Europe to
complete Adams’ 1987 tour schedule.
Upcoming touring in '88 includes
Canada, Australia and Japan...The
second J-60 system, featuring custom
designed 5-way hom-loaded cabinets
with JBL components, is for another
Canadian-based act, Loverboy. The
J-60 system actually is composed of
three boxes. The J-63, a 3-way high
and midrange enclosure, and the J-
62, a low frequency enclosure, are

—CONTINUED ON PAGE 136
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signed sub-woofers, dual 18-inch Altec
cabinets, loaded with JBL 2245s. Two
more UPAs provided sound to people
milling at the “cocktail” end of the
hall.

Along with 12 Sennheiser MK4s, four
AKG 451s, and four handheld Shure
SM85s, Pro Media supplied six custom
Shoeps BLM-3 “plate mics,” hung from
trusses over the 60-piece orchestra.
Gans notes, “70 to 90 percent of the
sound in the place was from on stage.
There wasn’t all that much going
through the sound system. That sys-
tem was set up mainly for coverage.

“We developed the specialized ar-
rays and mic plates,” continues Gans,
“between working with Pavarotti and
the Opera company. We developed
our techniques and this particular sys-
tem for classical music, but I think the
mic plates would be good for any kind
of music played in an acoustic ensem-
ble setup.”

Gans explains, “In the middle of a
40-inch plate is a Schoeps Boundary
Layer Mic [BLM], which is somewhat
like a [Crown] PZM™ except it has a
quality condenser element for better
frequency response. The plate lets us
suspend the mic, but it also creates a
larger boundary for improved re-
sponse, and it provides rejection from
the rear end from the speakers, like a
cardioid mic would. We angle the
plates when we hang them sothat they
provide as much direct rejection to the
loudspeakers as possible. The BLM has
a hemispherical pattern; if it were
hung in space, it would almost be om-
nidirectional, which is why you can’t
use it in a sound system without some
sort of rejection. Otherwise you
wouldn’t have any gain.

“The main goal is for the different
orchestra sections to be able to blend
before they get picked up and put in
the sound system, so the conductor
has a better chance of balancing the
orchestra. The hemispherical pickup
means the off-axis response is pretty
smooth. A trumpet in the back of the
orchestra that leads into the micro-
phone doesn’t sound really ragged,
and because of the mic’s proximity to
the weaker instruments, there’s more
ofablend.”

Gans sets up the stand-mounted
AKG 451 and Sennheiser MK4 mics to
sweeten the basses, percussion and
harp. He likens his technique to “a
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cross between sectional miking and
what a recording engineer would do
in a space with maybe two or three
omni mics in the sweet spot, so the
conductor is the one who controls the
orchestra, not the guy who’s mixing.”

When the Schoeps BLM came out,
Gans and Serb experimented with
bolting it onto plates of different sizes
and materials. At first cut in a square
shape, the plate’s corners were sliced
off for cosmetic and safety reasons.
The 40-inch diameter, notes Gans, is
“acompromise, because anything larg-
er would be too unwieldy. 1deally, the
plate would be six feet across to get
full frequency response.” He adds that
the plates, usually mounted on 8-foot
stands, cause some controversy:
“Wherever we go, we have trouble
with them visually. The video people
always complain, even though the
plates are made of frosted Lexan so
they don't reflect much light. At Aid &
Comfort, though, people liked them,
whereas at classical music concerts,
they complain, ‘what are thosethings?'
They're just not consistent with what is
normally seen on a classical music
stage.”

Out of sight from the audience, Yuill-

Thoray Yulll-Thornton calls up
some room curves on a PC for
his Precision Room EQ process,

the day before Aid & Comfort
took place.

Thornton’s PREq techniques gave a
handle on room response, using Fast
Fourier Trarsform (FFT) analysis to
calculate the effects of electronics up-
an acoustics. At the heart of his system

is his own interface/switcher which
hooks up with a Hewlett Packard PC,
an HP 3582A spectrum analyzer, and
six Meyer Sound CP-10 parametric EQs.
Yuill-Thornton uses this system to
continually make measurements, com:-
paring reference signals with “un
known” variables, then uses the CP-10s
to correct the room’s amplitude and
phase effects, then makes more meas-
urements to confirm the results of the
room EQ. Since Pier 3 was not treated
acoustically, there wasn't anything that
could compensate for the inevitable
reflections and echoes. Yet, using the
PREq techniques, Yuill Thornton
worked his way around that. As he puts
it, “I don’t care what the EQ is; just that
the system is flat when I'm done. This
PREq process is pretty young, but I
think it contributes substantially to
sound quality during the show.”
PREq is based upon the ability to
measure and compare two time-coin-
cident signals. Yuill-Thornton checks
and compensates for differences in fre-
quency response between them. One
measurement pits amplifier input (“the
naked room”) as the reference against
a room mic as the unknown. He also
—CONTINUED ON PAGE 136
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Voice Processor delivers it all
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Ultra-clean Mic Preamp with 48V phantom powering. Sweepable De-esser.

Compressor/Limiter with *'soft kree'" transition. Downward Expander to increase
dynamic range ancd decrease noise. Fifteen-dB-boost/30dB-cut Parametric EQ/
Notch Fil:er. Even a fast stew rate Automatic Drip Coffee Maker with switchable
de-caf iimiter.

Plus output gain control, 8-LED VU-calibrated output and gain reduction dis
plays, balanced line input and a groven track record with demanding studio and
sound einforcement engineers worldwide.

All for under $650 And all in a single rack space.

Perfect for breathy vocals, juicy voiceovers, persistent PA. problems or any-
where else you need to draw on an arsenal of state-of-the-art signal processors.

Call Doug Schauer today for a detailed brochure on the Symetrix 528. You'll
agree that no other praduct has ever racked up as many useful features in a
single space.

Mic preamp, De-esser,
Compressor/Limiter,
Parametric EQ/Notch
Filter and much more!

Symetrix

(206) 282-2555

4211 24th Avenue West

Seattle, Washington 98199

TELEX 703282 SYMETRIX UD

In Canada call S.F. Marhketing (51.4) 733-5324

Circle #099 on Reader Service Caid

OCTOBER 1987, MIX 135



—FROM PAGE 134, NEWS
both designed to fly. The third box is
the dual 18-inch J-1 sub-woofer that
remains on the floor.

Southern California’s Electrotec
Productions Inc. always seems to
keep busy and this season was no
exception. Explains Pierre D’Astu-
gues, “We have been very busy doing
the Psychedelic Furs, Tom Petty
& the Heartbreakers, Billy Idol
and Air Supply, in addition to the
sound and lighting for Alabama. In
Europe we're doing Def Leppard,
and a lot of outdoor stadium shows
with Spandau Ballet. The Def Lep-
pard show is a very interesting situa-
tion with a heavy rock band going in
the round. Yes did it a long time ago,
but this will be the first time for a
band of this type.” The Billy Idol
tour features flying sidefills and over-
head monitors. Electrotec is also slat-
ed to do Bob Dylan/Tom Petty and
Alice Cooper in Europe.

Hurrah!! The buzz that has haunt-
ed engineers for at least seven years

on the right side of the house PA at
the Greek Theater in Los Angeles is
finally gone! Hats off to Jim Gamble
who, dropping in before an Oingo
Boingo concert, decided enough was
enough and proceeded to eliminate
the troublesome noise.

Pink Floyd is out with Maryland
Sound Industries using 130 MSI Hi
Pak/Lo Pak boxes along with an addi-
tional 80 quad boxes to augment the
special quad mix. ..Patti LaBelle
and hot selling Whitney Houston
continue to remain strong touring
clients through the summer and fall.
Other MSI acts include Crosby, Stills
& Nash, Anita Baker, Luther Van-
dross, Dan Fogelberg, Frankie
Valli, The Cure, Roberta Flack,
Peter Allen and Kenny G.

On the rise. . .F & M Sound Pro-
ductions out of Memphis, Tennessee
recently hired sound reinforcement
veteran Tim Lawrence as chief en-
gineer. In a move to upgrade into the
touring market, owner Scott Fuell-
ing purchased a 52 box main, 10 sub,

house PA from Z Systems out of
Miami. The all-Gauss loaded system
is powered by Phase Linear amplifi-
ers. lawrence says, “I've used this
same PA system before and I know
what it can do. That’s why we bought
it. This PA was originally the Cameron
system out with ZZ Top years ago and
it still sound great. We're aiming for a
strong regional act that needs total
production; sound, lights and trucking.”

Sound reinforcement for Pope
John Paul’s September 17 visit to
Candlestick Park stadium and St.
Mary’s Cathedral in San Francisco was
provided by Pro Media. At the sta-
dium, Meyer MSL 10s were used for
the point source and MSL3s for side-
fills.. .An August 30 concert in Bue-
nos Aires, Argentina with opera star
Pavarotti was also on their agenda
.. .Pro Media has recently provided
stadium PAs for Stanford University
in Palo Alto, and the Rose Bowl in
Pasadena. .. At Stern Grove in SF, the
Opera, Symphony, Ballet and others
all benefited from Pro Media’s clean

—FROM PAGE 135, AID
measures the results of EQ’'ing, which
“tell me how good I've done my job;”
comparing the input of the EQs and
the “unknown” mic input lets Yuill-
Thornton see the effects people, ta-
bles, and temperature have upon room
acoustics.

The computer stores room curves
so Yuill-Thornton can recall them on
the ’scope and adjust the EQ to match
specific curves. The interface/switcher
takes a minimum setup of three mics,
and provides gain controls, headphone
preamp and switch, switch matrix to
select measurement mode, mic in-
put(s), and line input(s), and an IEEE
488 interface for the PC.

Two of the six Meyer EQs are used
on one of the speaker clusters, select-
ed as the "master” system. “I establish
it as a known system and bring up
each slave system [which each have
two CP-10s] and manipulate the slave
so it fits in with the master.

“The key to the whole concept is
the CP-10's complementary filter,
which was designed for this kind of
use. It cancels out one filter with an-
other. Often, room resonances appear
very similar to the CP-10 filters in equal-
izing; so if you set a filter for the com-
Dplement of the room resonance, you
can compensate for both amplitude

and phase effects of the room reso-
nance. I identify the resonances and
then set the filters.”

Gans remarks, “we need PREq be-
cause room acoustics are always chang-
ing and different resonances develop,
and especially because our system is
not high gain; its low end is very close
to the edge. The more tuned it is, the
more stable it is.” He adds that the
technique doesn't apply to all kinds of
music; it wasn't used during the rock
and roll sets, “because there was too
much sound coming off the stage that
was not in the sound system; you can't
make measurements because they’re
contaminated by extraneous noise.
The PREq system cannot discriminate
between an amplified system and live
sound, so you can'’t tune them.”

Gans mixed the acoustic perform-
ances, including the Orchestra, Linda
Ronstadt, Bobby McFerrin and Shirley
Maclaine at a 40-channel Yamaha
PM3000 console. So that no one would
have to repatch cables for the rock
music sets, a Yamaha PM2000 console
was set up next to the larger board,
and run by the bands’ engineers. Ron-
stadt delivered the poignant “Desper-
ado,” and Bobby McFerrin stopped the
show with his 10-minute performance
of The Wizard of Oz, complete with
all tunes, famous lines, and audience

participation. When Boz Scaggs and
his band performed, samba lines of
servers and tuxedo-clad diners sa-
shayed through the tables. The event’s
emotional peak came when the Chan-
ticleers were joined on stage by 500
swaying, clapping staff volunteers for
an a capella rendition of “Lean On
Me.” Even the walls had goosebumps.

Aid & Comfort marked a first for the
food community and industry. Aside
from raising money, the event carried
symbolic weight—only a couple of
years ago, until people learned that
AIDS can not be spread by casual con-
tact, some feared that it might be
spread through food, particularly at

_ restaurants with gay employees. The

exuberance and community concern
experienced by all who took part in
Aid & Comfort—especially those who
made it possible—will be felt until
someone finds a concrete way to fight
AIDS. As Shirley Maclaine put it, “this
event should ripple across the world
as an example.” ]

When technical writer and Mix assist-
ant editor Linda Jacobson goes out to
eat in San Francisco, she usually seeks
Thai cuisine, a Tex-Mex meal, or vege-
tarian enchiladas—items not readily
available in ber bometown Rockaway
Beach, NY.

136 MIX, OCTOBER 1987



sound in an 11-part series of jam-
packed free concerts for the public.

Phoenix-based Stage Sound Inc.

installed a permanent summer lawn
sound system for the Starwood Am-
phitheater in Nashville, TN. “With
18 Meyer MSL3s and six 650 subs we
can handle just about any act that
comes through,” says Rob Pierce of
Stage Sound. “We're also doing com-
mercial shows and the Colorado
State Fair with some of our other
equipment. When the Pope comes to
Arizona State University Sun Devil
Stadium we will be providing equip-
ment for that as well. For the fair we'll
be using two Midas monitor boards,
our new Gamble EX 56-channel house
console and a Yamaha PM3000 40-
channel.” Some of the acts headlin-
ing for fair include Stevie Ray
Vaughan, Charlie Daniels, Greg
Allman, the Beach Boys, Charlie
Pride and the Everly Brothers.

My personal nomination for this
past summer’s best show goes to
Oingo Boingo July 18 at the Greek
Theater in Berkeley, CA. Great mix
and a great band. Sound reinforce-
ment for this date and the rest of the
July tour was provided by Schubert
Systems Group of Gardena, CA.
Peter Varco was responsible for the
excellent house mix while Kevin
Korecky handled the onstage moni-
tor chores. Assisting engineers were
Gary Whitelock and Don Barron.

English equipment manufacturers
Martin Audio and Midas Audio
Systems recently announced they
have merged. Last year Martin Audio
bought a 10,000 sq. foot building out-
side of London to keep up the de-
mand generated by a 40% yearly in-
crease in sales. The new company is
parent to Martin America located in
Chatsworth, CA.

Texas-based Showco supplied a
custom designed delay system for the
Pope’s September 13 visit to San An-
tonio. The system was designed to
cover one million people. “This will
be the only one of the Papal visits that
will be televised worldwide, so we
will be heavily involved with all the
interfacing,” says Wil Sharpe of
Showco before the visit. He adds, “We
will be providing all the services for
Farm-Aid 3 this year in Lincoln,
Nebraska.”

George Thorogood and the
Destroyers polished up some new
tunes for their upcoming recording

session by taking a 15-venue, three-
week long tour from New York to
Minnesota. Ultra Sound’s East Coast
office supplied a complete Meyer
house and monitor system with 20
MSL3s and eight 650 subs. Sometime
soon Thorogood is supposed to begin
a long fall/winter tour. Asked when it
will start, production manager Kevin
Korecky, fresh off the Oingo Boingo
tour, says “We're not going out until
after the World Series because George
is such an avid baseball fan.”

Schubert Systems Group’s four
touring sound systems were kept busy
this summer. This year’s popular
Bruce Hornsby and the Range
wound down a year-long tour in late
July. Engineering were house mixer
Mike Ferrara and monitor mixer
Alan ‘Loon’ Bonomo. SSG has en-
gineered every single show Homsby
has ever done in public...Other
summer tours included Al Jarreau,
David Sanborn, Oingo Boingo,
and the Doobie Brothers Reunion
Tour . . .Console rental company Hi-
Tech Audio announced that it had
leased its new Gamble Series EX 56
house console to SSG for a long-term
period.

This year’s Budweiser Superfest
tour in the southeast and east was
handled by Linear Sound Systems
of Oakland, CA...Patti LaBelle,
Luther Vandross, Atlantic Star,
Ashford & Simpson, the Whispers,
the Gap Band, and Gladys Knight
& the Pips were some acts that per-
formed on the tour. The main PA
consisted of 32 Turbosound TMS-3s,
eight EAR M-1000 3-way cabinets and
six double 18” EAR subs with a 40-
channel Soundcraft Blue Board house
console. Engineers were Michael
Graphix, Greg Rehberg, Kent
Kline and Joshua Roberts. . .Some
of the artists Linear has been doing
locally include Kool & the Gang,
Los Lobos, Jazz Explosion, the
Lost and Found Amer-Asian Chil-
drens Benefit, and for the fifth year
in a row the Strawberry Bluegrass
Festival near Yosemite.

A benefit to raise money for a re-
search center seeking to cure a here-
ditary form of blindness was held in
August at the Dorothy Chandler
Pavilion in Los Angeles. Ultra
Sound supplied the sound equip-
ment at the event which featured

—CONTINUED ON PAGE 170
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OHN HIATT

ohn Hiatt is 4 happy man thesc

days. Tucked away in a secluded

corner of the A&M lot in Holly

wood, the 34-year-old singer
songwriter (and one of America’s
best-kept secrets) is reflecting on the
critical acclaim greeting his latest
album Bring the Family, and the long
and winding road that has brought
him to this point.

“The weird thing is, in the past when
I've planned and agonized over re
cording, it's never really come out
right,” he says. “This time, we did the
whole album in four days, with a pick-
up band, and everyone's going crazy
for it.”
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Finds
Peace
With
His
Family

by Iain Blair
T ————'

But what a pickup band. Hiatt and
producer John Chelew went back-to-
basics with three of the most sympa-
thetic players they could have assem-
bled anywhere—Ry Cooder, Nick Lowe
and Jim Keltner—and the result is Hi-
at’s most appealing, compelling al-
bum in years.

“A lot of it's autobiographical,” he
admits, “but | wouldn’t want people to
read too much into every line. 1 still
write fiction. On the other hand, I sup-
pose everything I've gone through,
both in my private life and my career,
shows up in some way in my music.”

And in both areas, Hiatt has gone
through a lot in recent years. There
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was the untimely death of his first wife,
his continuing struggle with alcohol-
ism (“it’s a battle you never stop fight
ing”), his remarriage and move to
Nashville. Professionally, there were
also plenty of ups and downs—early
albums for Epic, then two for MCA and
three for Geffen before being uncere-
moniously dropped late last year.

Now with A&M, Hiatt is at peace
with the past, and more optimistic than
ever about his future. “When we fin-
ished Family,a bunch of lubels wanted
it—that’s when I knew we had some-
thing,” he says.

Mix: Are you pleased with the new
album?

Hiatt: Absolutely thrilled with it, veah.
In the past, I've usually gone to the
studio with a game plan, and had all
the arrangements worked out, along
with harmonies. But thistime it was all
totally spontancous. I just put myself
in the hands of John Chelew, the pro-
ducer, and went with the flow:

Mix: It's a very stripped down sound
from your past albums.

Hiatt: Again, credit where credit’s due.
The idea was all John’s. He's the book
er for McCabes [the top LA. folk club]
in Santa Monica, where 1 play occa
sionally, and he just came to me and
said right out that he felt that my rec
ords never captured the honesty and
integrity of my live shows, but that he
also wanted to do more than just a
solo album of me and my guitar. And
that got me thinking. That's really how
it all came together.

Mix: How did you go about deciding
what players to use?

Hiatt: A lot of that was John’s impetus,
too. He knew that I'd toured with Ry
Cooderand that we worked rezlly well
together. And then he felt Jim Keltner
wis simply the most sympathetic
drummer for what we wanted to do.
Basically, he came to me and said, “Get
Cooder, get Keltner, get a great bass
player, and then go in to the studio
and just do what you o live with vour
voice and guitar. Choose ten songs,
don’t waste a minute, and just lay 'em
down.”

Mix: What about bass?

Hiatt: Well, originally we'd been con-
sidering using a guy in a local band in
LA, who'sa great player, but for some
reason we just couldn’t make up our
minds. In the end, John asked me who
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my favorite bass player was, and I said
‘Nick Lowe.” The next problem was
finding him—this was literally two
days before we werc due in the studio

you understand—and when we even

tually got him on the phone in Britain,
he said “Sure,” and hopped on the
next plane. He walked in the studio
without having heard any of the songs,
while Ry and Jim had only heard my
demos for the first time a couple of
days earlier.

Mix: So there was hardly any time to
rehearse the material?

Hiatt: None a1 all. I'd just sit there with
my acoustic guitar, and say, “This is
how the song goes!” Then we'd play it
a few times and work out the arrange
ments on the spot, and then start tap
ing. It could have gone horribly wreng,
but I hac the right players, and every-
one was excited It was really putting
your music where your mouth usually
is, you know: Shut up ard just play.

Mix: So it was essentiallv recorded
live?

Hiatt: Yep. All the vocals are live,
There are no overdubs, apart from a
couple of harmony parts, some mara-
cas, and Cooder’s electric sitar parts on
“Your Dad Did.”

Mix: There’s a lot of dark and light in
the album in terms of your songwrit

ing. How would you describe your
music?

Hiatt: Funnily enough I tend to think
ot myself as a blues singer, although
I'm nostudent of the blues and I don’t
really immerse myself in that kind of
music. I just like the idea of singing
and accompanying yourself on guitar
as a means of getting inside some-
thing, or perhaps outside something.
That's what blues is all about to me.
I'm not really a folkie, though people
tend to put me in that category. Per
haps I'm more of a troubadour. But
certain songs sound folky to me, like
“Purple Rain” ifyou want to stretchit. 1
could hear George Jones sing that.

Mix: What about your own songwrit-
ing? You seem to be fairly prolific.
Hiatt: Fairly, though unfortunately not
quite as prolific as I've made out some-
times! I guess I average about 20 to 30
songs a year, provided I'm not on the
road for months at a time. Then it's
difficult. I can’t write in hotels and on
the road. I've tried, but the songs just
lack focus. Some people do their best
writing on tour, but not me. I think it’s
‘cause I'm a homebody at heart. I'm
too on edge when I'm touring, which
is fine for performing, but not for
writing.

Mix: What about the songs on Bring
the Family?




Hiatt: Most of them were new and
four ofthem—“Memphis In The Mean-
time,” “Thing Called Love,” “Your Dad
Did” and “Stood Up”—were written
the month before. The rest were writ-
ten during '86. Writing is basically very
enjoyable for me and a lot of fun. It’s
like that guy in the garage, making a
tiny boat in a bottle. It’s tinkering.

Mix: Do you usually demo songs first?
Hiatt: Yes. I'll get three or four songs
together, and sing ’em into a little Sony
cassette recorder—that’s just so Idon't
forget 'em. Then I'll go over to this
friend’s 16-track demo studio and lay
‘em down. It has real simple equip-
ment—a Fostex recorder, a Tangent
board, and some Yamaha digital out-
board gear. First, I'll program a drum
track on the Yamaha machine for each
ofthe songs. Then I'll record arhythm
guitar track and a vocal, and I'll usually
keep both. Then I'll add bass, and start
filling it out with some other textures—
perhaps some cheesy organ chords, or
some incipient noodling, anything un-
necessary!

Mix: Do you have a demo studio at
home?

Hiatt: No. I'm ashamed to admit it, but
I have all the equipment—a Teac 4-
track and a board—and I've just never
set it up. I just don't like the idea of
recording at home. It’stoo close to the
family, 1 guess. And to be honest, I'm
also quite lazy. 1 work hard, but rigging
all that up doesn’t appeal to me.

Mix: So you're no tech head.

Hiatt: Definitelynot!ljust don’t get it,
mainly. 1 got into programming the
drum machine because 1 always fan-
cied myselfa great drummer, like most
rhythm guitarists. And it's actually
something 1 can do quite well, and 1
enjoy it. But when it comes to stuff like
synthesizers, players usually hate me,
>cause the only sound I've ever wanted
them to make is a good, old-fashioned
organ sound.

Mix: What guitar do you play?

Hiatt: A Yamaha acoustic, I don’t even
know which model. For strings I use
Guild M450s, because they’re the only
ones that don't break on me. And 1
change them before every show, which
gets expensive.

Mix: In the studio, do you take an

active part in the recording process, or
pretty much leave it to the producer?
Hiatt: 1 leave the technical stuff to the
producer and engineer. 1 krnow how
my guitar should sound, but I don’t
supervise mic placement. And having
done this for quite a while now, I'm
pretty convinced that what comes out
of any recording is mainly dependent
on the music being played and the
chemistry between the players. The
technology can help get it across, but
you've got to have the rest first, or it’s
much ado about nothing in my book.

Mix: So what do you listen for in the
studio?

Hiatt: A feel, that magical performance
that just captures the essence of the
song or whatever you're trying to do.
On this album, we left all the mistakes
in—we quite liked them—as long as
the take was the one. We did an aver-
age of just three takes a song, and we
were also unanimous about which
tracks were the hottest takes. The best
thing was being able to immediately
hear a complete performance. We'd
cut the track, go in and listen to the
playback, and there it was. It’s a great
way to record!
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Mix: This is your eighth album, which
must make you some sort of veteran.
Do you ever feel jaded?

Hiatt: Not at all. [ feel more like a cat
with nine lives. Every time I get ready
to take a long vacation, my pesky ca:
reer kicks back in. But seriously, [ have
no complaints. Before this album, I
considered calling it quits. My priori-
ties have changed over the last few
years—I have a wife, two kids—and |
didn’t know what sort of album [ want-
ed to make, whether it should be folk
or harder. At one point I even toyed
with the idea of putting out my demos
as an album. That lasted about two
weeks, when I realized it was far too
self-indulgent. Then Chelew appeared
and everything fell into place without
my even trying, which must say some-
thing.

Mix: What sort of music do you listen
to these days?

Hiatt: A lot of different things, though
I haven’t bought anything very current
in a while because I've been so busy
on the road. I'm pretty eclectic. I'll
stick on Al Green, then perhaps the
Chieftains or Prokofiev, and finish up
with Howlin” Wolf. The only period I

never seem to go back to much is late
'G0s pop and rock, though I iore
Hendrix.

Mix: What music tums you off?
Hiatt: | have a real hard time with
hyper funk-pop, with all those synthe
sizer lines and percussion. It’s way tco
busy for my taste.

Mix: Who are your favorite producers?
Hiatt: I just love Nick Lowe—and not
just because of this album and Riding
With the King which he co-produced.
His work with Rockpile, Elvis Costello,
his solo albums—all great production.
1 also really like Don Covey, whodid a
couple of Howard Tate albums I love,

~CONTINUED ON PAGE 171
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