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As we march off this

month to the annual Audio Engineering Society Conven-
tion, overflowing with shiny new products and technical
presentations to set the course for years to come, we’'d
like to offer a salute to another of our important industry
organizations—SPARS, which celebrates its tenth birth-
day this year.

The Society of Professional Audio Recording Studios
was assembled by some of the leading studio owners to
be a pipeline between the industry’s users and manufac-
turers, as well as an open forum for studio people.
There is a critical need for communication and shared
information among those who run studios and face the
pressures of today’s tight budgets and changing technol-
ogies. There is less and less room for studio profession-
als to make costly mistakes, whether by choosing a
short-lived format or being unaware of a cost-saving
business practice. It is no longer realistic to operate a
studio on a limousine budget, as many disenchanted
entrepreneurs have found out all too painfully.

The concept of friendly competition has never been
more important in the studio business. While sharing
information with the studio down the street may seem
as strategic as giving away the family jewels, those who
take the time to discuss mutual problems with others in
the same workplace usually find there is much more to
gain.

It is no coincidence that the recording industry is
composed of many people who have little or no real
business experience. The majority of people who start
studios do so more because of their love for and in-
volvement with music and recording than because of
their love for business. For these people, as well as
seasoned business professionals, it is indeed fortunate
that SPARS was created, providing studio operators with
invaluable assistance with the rugged business realities
of the recording industry.

We wish the new SPARS Board, which is coming into
office during AES, the best of luck in their efforts to
improve the business and creative climate of this industry.
Keep reading,

David M. Schwartz
Editor-in-Chief
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WHEN ASKED WHY THEY LIKED THE AUDIOFRAME,
EXPERTS LISTED ITS 24 BIT AUDIO BUS,
CONSTANT RATE SAMPLING, DIGITAL MIXING
AND SIGNAL PROCESSING.

We can give you all kinds of technical reasons to buy
our new AudioFrame Production System. But if it
doesn't deliver excellent sonic quality, will you care?
Not likely.

That's why we designed the AudioFrame with
notjust your productivity, but your ears in mind.
Whether you're doing music composition, sound
effects design, mixing or general post editing, sound
quality is critical. So we packed the AudioFrame with
unique features that keep your sound completely in
the digital domain. That way, you can keep your ears,
and your clients, completely captivated.

Plug into technology with a

present and future,

The core of the AudioFrame is our Digital Audio
Bus™This 24 bit, 64 channel bus works in conjunc-

tion with our Constant Rate Sampling technology
to provide a true digital environment for your work.
Dramatic non-aliased transposition, virtual editing,
digital mixing and processing can all be accom-
plished without sacrificing timbral integrity. Phase
coherency is maintained throughout the production
process. So listening fatigue is reduced and artistic
values are preserved.

Make the connection.

Another one of a kind feature of AudioFrame is its
communication capability. Our Universal Digital
Interface(UDI) is multi-lingual, speaking most profes-
sional digital standards. Plus it gives you the advan-
tage of formatand sample rate conversion in real time.
The DSP is a unique module in our system. It's a
24 bit, 16 channel mixer/processor that plugs right
into the Bus. The equalizer is capable of 60 dB cuts



OF COURSE, THERE MAY BE A
SIMPLER EXPLANATION.

with Qs up 1o 100. All control moves are fully de- from those who own one. People like Rob Arbittier,
zippered and real time. So you get analog feel with programmer/synthesist for Stevie Wonder, or
digital power. Plus you get features vou'dexpectona ~ Grammy award-winning film composer James

full function mixer, coupled with many vouwouldn't.  Homner. When it comes to the best sound, thev can
Like dynamically automatable contro! settings and really give you an earful.

user-definable stored set-ups. Complete systems start at $48,900. Lease pack-

Make a sound investment. ages available.

The AudioFrame also gives you creative tools that
streamline the production process trom beginning
to end. You get Texture, our full-featured MIDI
sequencer and EventProcessor, our SMPTE/EBU
(VITC/LTC) based time code Edit Decision List. Plus
we offer the graphic signal editor and powerful
sound design tools of SoundProcessor. . e
Put it all together, and vou've got a package that WaveFrame Corporation =
will really set people on their ears. Give us a call Boulder New York Los Angeles
and we'll send you the raves AudioFrame has gotten 303-447-1572  212-719-0100  813-981-9235

—
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CHRYSALIS

COMPLETES RECORD
PLANT BUYOUT

Chris Stone has moved out and
Chrysalis Group plc has moved
in, but it’s business as usual at
Record Plant in L.A. Exercising
an option agreed to in Decem-
ber 1987, Chrysalis purchased
the remaining 50% of Record
Plant from Stone and became
sole owner of the studio opera-
tion, including remote and rental
divisions, on August 28.

“I have nothing but good
feelings about our arrangement,
Stone says. “The studio is
stabilized in terms of direction,
and our equipment has been
totally upgraded since Chrysalis
arrived. Under the supervision of
George Martin and John Burgess,
Record Plant is sure to grow and
prosper.”

Martin and Burgess manage
studio operations for Chrysalis in
London. The staff at Record
Plant remains unchanged except
for Stone. David Ellman has
been appointed executive vice
president and chief operating
officer; Bill Dooley, general
manager chief engineer; Rose
Mann, studio operations execu-
tive; Norman Dlugatch, director
of technicul engineering; Mark
Eshelman, manager of remote
division; and Dan Moskey,
manager of rental division.

“It’s going to be a team
effort,” Ellman says. “The people
Chris brought together all have
expertise in certain fields, so
we're putting our heads together
as one group and we're going to
run this place like that. It’s a
family atmosphere because we'’re
not only business-oriented, but
we’re business friends also.
Clients will still be catered to as
if they’re part of our family.

“Our main concern is
making a smooth transition,”
Ellman continues. *We want

everybody to know that Record
Plant is still here.”

STUDER ACQUIRES IMS
They're now answering the
phones “Studer Editech” over at
Integrated Media Systems. Studer
International A.G. has completed
the acquisition of the Menlo
Park, California-based IMS,
makers of the Dyaxis
workstation.

Studer Editech Corporation, a
wholly owned subsidiary of
Studer International, is headed
by president and CEO Lee
Cochran, considered the driving
force behind the merger. Gerry
Kearby has stayed on as market-
ing manager, and lain
Everington will continue
as sales manager.

*We are particularly excited
about the long-term prospects
for SEC,” Cochran says. “Much of
the future of the professional
music recording, broadcast and
post-production industries lies in
the digital domain. The next
twelve months will be an
exhilarating time

for all of us at SEC.

CONFERENCE NEWS

The 131st SMPTE Technical Con-
ference and Equipment Exhibit
convenes at the Los Angeles
Convention Center October 21
25. Contact Nancy T. Engel at
(914) 761-1100 for more
information.

Appic¢ Computer will be on
hand for the fifth annual Gand
Musictech '89, to be held
October 7-8 at the Hyatt Hotel in
Lincolnwood, 1ll. (near Chicago).
Contact Gand Music & Sound at
(312) 446-GAND.

More than 2.700 attendees are
expected to visit the third annual
CD-ROM Expo 89, October 2-6,
at the Sheraton Washington
Hotel in Washington, D.C. For
registration information,
contact Dorothy Ferriter
at (508) 879-6700.

Lighting Dimensions Interna-
tional ‘89 will be held November
17-19 at the Nashville Conven-
tion Center. Contact
Paula Harris or Jacqueline Tien
at (212) 353-1951.

MIX ANNOUNCES
INDUSTRY
MARKET SURVEY
Mix has just completed an exten-
sive market survey of the audio
production industry. Called
“Audio Production '89: A Bench-
mark Survey of U.S. Audio
Production Facilities,” it consists
of four parts: statistics on Equip-
ment Brands in Facilities; U.S.
Music and Recording Industry
Data; U.S. Consumer Audio
Electronic Sales Data: and the
results of Mix’s own Audio Pro-
duction Facilities Survey 1989.
The information contained in
Part 1, Equipment Brands in
Facilities, was compiled from a
facility-by-facility analysis of the
directories published by Mix

during 1988 and 1989. Busi
nesses surveyed for this data
include those companies identi-
fied by Mix as Recording Stu-
dios, Tape/Disc Mastering Stu-
dios. Tape Duplication Facilities
and Video/Film Production and
Post-Production Facilities.

Part 2 of Audio Production '89
contains a wealth of pertinent
information to Mix readers, in-
cluding annual sales figures for
prerecorded music and musical
instruments. Part 3, U.S. Con-
sumer Audio Electronic Sales
Data, consists of annual sales
information on consumer
products relevant to our industry.

The final part of this year’s
survey contains the results of the

-CONTINUED ON PAGE 9
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Artists’ expectations,
engineering limitations, and other
myths of digital recording.

D igital. The word itsell conjures
up visions of a totatly perfect

recording process where anything is
possible,

Nothing could he
further from the truth.

For example. if you
treat vour digital tape
as we've shown helow
sou'llikely end up with
exactly what you'd ex-
peet. Useless tape

And how about
sound: that nebulous.
very subjective quality
that is. for cach one of
us. the raison d'étre?
After all. even though
we huild what we believe
o be the world's finest digital ma-
chine, the 32-track DTR-800B. some
audio engineers would stack our
analog multi-track machines up
againstil in terms of sound quality
dam day.

So why did we build the digital
DTR-900. and then tollow it up with

significant new features and im-

provements in the second generation
DI'R-900B? And why do we believe it

may be the single most important

purchase vou will ever make in your

business? simple. 1L will solve prob-
lems for vou that no
other svstem can solve.
It can cul hours from
session times. And it can
make your lile as a
professional magnitudes
casier uud more reward-
ing. Here's how.

Just imagine a
session where after only
a few 1akes vou can send
the talent home. You gol

The DTR-90013's new Locator Remote Lheir best when they
features improved hardware and \
software that make the machine
faster and easicer to operate.

were fresh, and now you
can do your best when
vou're fresh.and cre
ative. You use the DTR-900B's ses-
sion controller o eleet ronically
assemble the final master from the
tracks with no—that's zero—sound
degradation. (\s one studio owner
put it. “Often a record becomes what
analog makes it—not so with digi-
tal.”) And no matler how intense the
mix-dow i, the PD format with its
powerful Reed-solomon error correc-
tion scheme means you could lose up

N A The world standard Professional Digital (PD) format employs Reed-Solomon coding, mechanical dis-
[ . ,crsion, and cyclical redundancy In avirtally foolproof ervor correction scheme for data loss recovery.

orld Radio History

1o 8 tracks ol data and still record
and play all 32 channels! So. i you
were o lay a cigarette down. .. no.
no. just Kidding!

Jut there's a down side 1o digi
1al. too. Kor one thing. there's no
riendly Lape noise Lo cover up nis-
takes. or 1o add that mysterious
“something™ to the mix. And the
initial cost for a digital machine can
be scary.

S0 what's the final mix, or the
bottom line, if you prefer? The costis
high. and even though the Otari
DTR-9001 is a powertul client draw,
ir's important to consider your return
on investment.

But then, a great sounding
record is hard to put a price on,
isntit?

I1's vour decision. but we can
help. Mter all, Otari can ofter you
the bestin digital. and the best in
analog. Call Otari at {415) 3 H-5900.
for more information. (\nd it you
owna DTR-900. ask us about how
the new features on the “B7 can be
added to vour machine.)

0/T/AR/I}
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Your

In much the same manner that our large format twin 15"
FSM-U and our T.E.C. Award winning PBM Series monitors
have greatly improved upon accepted industry standards,
our new SGM-15B establishes a higher level of perfor-
mance for compact primary monitors.

Whether in a near field environment or soffit mounted,
the 15B possesses the unique ability to resolve the subtlest
of details at both high and low sound pressure levels with
music as diverse as full blown rock to a string quartet. Pin-
point imaging, extended bandwith and exceptional transient
capabilities are benefits of the patented Tannoy Dual Con-
centric transducer known by audio experts around the world.

Of course, any primary refetence loudspeaker should be
able to satisfy a wide variety of musical demands, but as is
all too painfully obvious, many popular monitors only per-
form well with certain types of music and generally must
be pushed relatively hard to achieve “THEIR SOUND”.
Understanding the need for a true mid-sized high SPL
reference monitor Tannoy engineers have achieved a de-
sign that it non-fatiguing, accurate and above all MUSICAL.

Go For The

Tannoy North America, Inc. ® 300 Gage Ave., Unit 1 ® Kitchener, Ont.,
Canada, N2M 2C8 o (519) 745-1158 @ Telex 069-55328 o Fax (519) 745-2364

Got The |

n
ues?

FEATURES

e Tannoy's Dual Concentric design incorporates the flare
of the 15" L.F. cone as a direct extension of the H.F. com-
pression driver. This patented design results in the purest
point source and eliminates the need for the typical horn
assembly and its associated “Non Musical” imperfections.
® Gird acoustic reinforced LF. cone assembly with high
compliance rolied surround, providing extended low fre-
quency response with strong but balanced punch.

® Sync-source time compensated, gold plated hard-wired
crossovers provide finer detail resolution and three bands
of adiustment.

¢ Internally braced medite cabinet critically damped with
TF-1 lagging to eliminate unwanted resonance, and is
sized to retro-fit existing soffets.

e High power handling capability to take advantage of to-
days advanced digital formats and high current super
amps.

m Professional Products

Circle #4571om: Reader Service Card



FROM PAGE 6, CURRENT
largest, most comprehensive
facilities survey cver done by
anyone in the business. This
Audio Production Facilities
Survey asks questions never
asked before, especially con-
cerning matters of education and
employment. Of the 1,000
uestionnaires mailed, an im-
pressive 42% were returned,
indicative of an active, con-
cerncd industry.

Completed on july 17. the
Mix Audio Production Facilities
Survey 1989 wus designed to
gather information on trends in
the audio production industry.
Areas of focus include a profile
of facility revenue sources,
expenditures, personnel, em-
ployment hiring practices and
staff education.

FACILITY REVENUE
SOURCES

The survey asked respondents to
compure revenue sources from
three years ago to present
revenue and anticipated revenue
over the next three years from
five general business areas:
audio recording and mixing,
audio post-production, film
video post-production, manufac-
turing and other activities.
Among the facilities surveyed,
audio recording and mixing
continues to be a major source
of income, with an anticipated
upwiard trend in all areas except
recording tor demos. Recording
for TV/video and for film
appears to he the area of fastest
growth—studios expect to make
as much money from TV/video
work over the next three years
as from records, the traditional
revenue source for audio
recording. However, earnings
from records are anticipated to
remain at present levels in the
next three years.

In the area of audio post-pro-
duction, editing and A/V sound
production contribute in equal
amounts to the bulk of income
over the entire six-year period in
question. A downward trend in
disc-cutting and a simultaneous
upward trend in CD mastering
confirms the movement of the
industry away from vinyl toward

compact discs.

For those facilities that do film
and video post-production work,
audio swecetening provides a
lion's share of total revenue.
While the overall category of
film and video has experienced
significant growth in the last
three years, the share occupied
by audio sweetening has in-
creased even more dramatically:
of a total of 416 respondents, 70
reported significant revenue
from audio sweetening three
years ago, while today that
figure has more than doubled to
162, and 187 anticipate future
significant activity from this
source.

Those studios engaging in
manufacturing operations report
that, while real-time and high-
speed audio duplicating will
continue to comprise most of
their business, the most signifi-
cant growth is expected in the
area of DAT duplicating. A
continued gradual decline in disc
pressing again emphasizes the
croding popularity of vinyl.

Some interesting observations
can be made from evidence
gathered concerning other activi-
ties, particularly in the area of
MIDI production. Following a
three-fold increase in activity
over the last three years, studios
report that they expect to be
doing slightly less MIDI produc-
tion three years from now.
Respondents also reported
significant income from creative
services; i.e., producer services,
svstems design and talent
brokering, almost at the same
level as for MIDI production.
And finally, there is a trend
toward education as a source of
revenue.

When asked to describe their
single most significant revenue
source, facilitiecs confirmed their
continued commitment to the
record industry. More than twice
as many studios consider audio
recording and mixing of records
as their bread and butter over
any other single category, not
only today, but through the next
three years. Evidence also
indicates that the industry has
seen demo work decline over

CONTINUED ON PAGE 148

IT's
HILARIOUS!
IS
FRIGHTENING!
IT'S LARGER
THAN LIFE!
IT's
“HOLLYWOOD”
FROM
SOUND IDEAS!
OVER
2,200 DIGITAL
“SILVER SCREEN"
SOUNDS
FOR YOUR
PRODUCTIONS!
“HOLLYWOOD”
SERIES 4000...
IT’S HOT!
IT's
HAPPENING!
IT"S WORTH
A CALL!

SOUND EFFECTS
. LIBRARY /
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CANADA [4B 1C6
PHOINE: (416) 836-5000
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INDUSTRY NOTES

Eclco Wolf joined Agfa Corp. (Ridge-
field Park, NJ) as vice president, corpo-
rate communications. Dr. Kurt Metel-
mann moved up to executive vice pres
ident, administration and services. . . In
Westlake Village, CA, Guy Costa an-
nounced the start of Quadim Corpora-
tion, which will specialize in real-time
audio cassette duplication. . . Crispin
Herrod-Taylor joined Focusrite Audio
Engincering as product manager. . .
Video Services Corp. acquired Martin
Audio Video Corp. in Northvale, NJ. . .
Audio Video Trends 89, formerly
Sound Stage, will be held at the Minne
apolis Convention Center from Qct. 27
28. Call (612) 832-3238. . . Studiomas-
ter Inc. moved to 3941 E. Miraloma
Ave., Anaheim, CA 92807. . .Underwrit-
ers Laboratories Inc. and British Stand-
ards Institution signed a Memorandum
of Understanding, which will assist U.S.
manufacturers who want to gain access
to the European Community after 1992
... In Redwood City, CA, Ampex pro
moted the following: Richard A. An-
tonio, vice president, sales and custom-
er service, US,; George F. Armes, gen-
eral manager, instrumentation products;
Clara R. Munley, corporate controller;
Eugene R. Nyland, vice president, oper-
ations; Phillip M. Ritti, general manag-
er, audio/video products. . . Shure Broth-
ers Inc. (Evanston, 11.) changed its ros:
ter of corporate folks: John F. Phelan,
director, technical markets; Donald S.
(Sandy) Schrocder, manager of Shure
mic lines worldwide; Michael Petter-
sen, director, mixer products; Alan B.
Shirley, product line manager, wired
microphones; Robert Gilbert, vice pres-
ident, sales and finance. . . Singularity
Enterprises Inc. (New York) is the new
tech support and installation rep for
Audio Kinetics (UK). . . Participate in
the Video Expo Orlando, Dec. 11-15,
or find out about an expo near you by
calling (914) 328-9157. Outside NY call
(800) 248-KIPI. . . East Side Sound will
sponsor free workshops on the new
Harrison SeriesTen console, scheduled
for the second week in October and
supervised by Gary Thielman of Harri-
son, To register, call (212) 226-6365. . .

In Hollywood, Image Entertainment
Inc. and North Communications plan
to develop interactive programming on
laser videodisc. . . Contact W. Damian
Mazur at Audio Market Place (Planta-
tion, FL) for new and used pro equip-
ment. . . In Atlanta, GA, Bedford Audio
Marketing will be the Southeastern rep
for British companies Amek Systems &
Controls Ltd. and Total Audio Con-
cepts Ltd.. . .Charles M. Salter Asso-
ciates moved to 130 Sutter St., Sth
Floor, San Francisco, CA 94104 . . . 27th
Dimension Inc. relocated to 2312 S.E.
29th St., Okeechobee, FL 34974 . . .B &
B Systems (Valencia, CA) redesigned
and moved International Video Enter-
tainment’s post-production facility from
Newbury Park to Van Nuys, CA. David
N. Bartolone joined B & B as systems
engineer. . .Sonopress Inc. promoted
Ron Harris to president in Weaverville,
NC...Barry C. Jackson will manage
the new audio-visual division of Audio-
Video Supply Inc. in Sun Dicego, CA. . .
The new manager of Buena Vista Sound
(Burbank, CA) is Christopher Carey. . .
In Quincy, 11, Harris Corp.’s broadcast
division has a new VP of manufactur-
ing, Harvey Baker...Gary Taylor
joined Amek in North Hollywood, CA,
as broadcast sules coordinator. . .In
Newbury Park, CA, Alexander Publish-
ing announced that Korg MIDI School
will offer classes at various locations
this fall. Call (800) 6331123 outside
CA, or (805) 499-6200 inside CA. . .Ev-
erything Audio (LA.) is Digital Audio
Research’s California dealer for the
SoundsStation I1. . . In Chicago, Colnot/
Fryer Music changed its name to Terry
Fryer Music. . . Noel Smith now works
at Videomix as audio engineer in NYC
...In Universal City, CA, Gip E. Noble
Jr. was promoted to VP of WEC Indus-
tries, Alonzo Miller is the new presi-
dent of WEC’s recorded music division,
and Darryl Coit joined WEC'’s record-
ing studios as production manager. . .
JCI relocated its corporate offices to
21550 Oxnard St., Suite 920, Woodland
Hills, CA, 91367. . . Tentel Corp. moved
10 4475 Golden Foothill Pkwy., El Dora-
do Hills, CA 95630. ]
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THERE'S A
BIG IDEA
BEHIND
OUR NEW
PCM-3324A
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It's the PCM-3348, Sony's 48-channel
digital breakthrough. The technology
behind our new PCM-3324A.

The PCM-3324A is Sony's second
generation DASH 24-channel multitrack
recorder, incorporating key technologies
developed for the PCM-3348. Like 2X
oversampling with digital filters for
enhanced sonic performance. Reduced
power consumption. And upward com-
patibility with the PCM-3348.
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But as remarkable as the technology
of the PCM-3324A and PCM-3348 is, the
true beauty of the family of DASH prod-
ucts is that they complement the way
music is made. Tracks laid down on the
PCM-3324A play back tlawlessly on the
PCM-3348. And are undisturbed as the

SONY

PROFESSIONAL AUDIO

PCM-3348 adds up to 24 more channels
of digital audio to the original recording.

Clearly, the creative possibilities are
limitless. To explore them, call your
regional Sony Professional Audio office:
East: (201) 368-5185. West: (818) 841-
8711. South: (615) 883-8140. Central:
(312) 773-6001.

Sony Communications Products Company, 1600 Queen Anne Road,
Teaneck, NJ 07666. © 1989 Sony Corporation of America. Sony isa
registered trademark of Sony.




THE POSSIBILITIES

" lexability, no matter how you spell it,

" means power. It's the power to meet
varied needs. To meet budgets with
optimum performance. To efficiently ac-
commodate system growth. Long into the future.

Flexibility is the essence of Rane's new FLEX
System. The first universally compatible, cost
effective, modular approach to signal processing
and routing. With no special requirements. And no
dead ends.

Each Flex module is an HR (Half Rack) com-
patible, UL/CSA/VDE approved, self-contained
processing unit. Each capable of being E!A rack-
mounted either horizontally or vertically, with
inexpensive, readily available hardware. Or simply
set on a shelf, stand-alone fashion.

HIGH-POWERED COMPATIBILITY. Using
standard 3-pin, Y4" or barrier strip connectors,
FLEX modules are directly compatible with
professional audio gear. And since they are remote
powered—via Rane’s proposed power supply
standard—troublesome ground loops, hum and
agency approval problems are solved up front

RNy
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by design.

ENDLESS POSSIBLE COMBINATIONS FOR
CUSTOM DESIGNS. The FLEX non-exclusive
modular concept makes it inherently expandable




ARE STAGGERING!

and upgradeable. It boasts a
large and growing number of
functions and components to
choose from. Mixers. Preamps.
Splitters. Crossovers. Dynamic
controllers. Equalizers. Ampli-
fiers. Line drivers. And much
more under development.

And thanks to Rane’s efficient
bus design, system wiring is
greatly simplified in even com-
plex mixing and splitting layouts.

COST EFFECTIVE CAPABILI-
TIES. Modular flexibility. Un-
compromising performance. All
withouta premium price. That's
the FLEX System manifesto.
There is no expensive main-
frame to buy; you only pay for
the functions you want, when
you want them.

Say, for example, you only
need a 3 channel mixer with one
channel of crossover. The FLEX
System delivers. And when your
needs expand, just add more
modules. No need to obsolete
old equipment for a loss.

Whether you use two mod-
ules or twenty modules, the
FLEX System remains cost ef-
fective. And supremely flexible.
Year after year.

SUPERLATIVE PERFORM-
ANCE, RANE RELIABILITY. The
design and performance of each
and every Flex module is, in a
word, superlative. Every model
carries top-grade studio spec-
ifications, utilizing the best com-
ponents available. The result is
unsurpassed performance and
reliability.

Our HR compatible modules may
be compact, but they're stuffed with
more top-notch features than you
would have thought possible. For
example, the FMI 14 Mixer input
module measures only 1.75" x
105", yet it boasts a —128dB EIN
mic stage, switchable phantom
power, true 20dB pad, powerful
3-way EQ section, insert loop, two
source-selectable Aux sends and
balanced master channel outputs.
A single DIN cable, supplied with
each module, routes the Master and
Aux buses from unit to unit for quick
and clean hook-up.

The FMM 42 Master Module not
only provides Aux returns and mix-
ing, but features extra mic and
stereo line inputs with ducking
capability for paging and other
applications.

For even more mixing flexibility,
the FPM 44 Program Mixer aflows
4 separate mic or line inputs to be
mixed to 4 output programs, with
pre or post fade switch selection for
the Aux sends. Both the direct
balanced/unbalanced terminal strip
and the DIN Flex bus inputs and
outputs can be used simultaneously
for easy expansion and integration
into larger systems.

Carrying on a fine tradition of
innovative equalizer technology,
Rans sets yet more new standards
with the Flex Series. The FPE 13
Parametric Equalizer provides 3
separate bands, each capable of

+15/-20dB boost/
cut, 2-octave down
to 13oth-octave
bandwidth range
for notch capabili-
ty, and a full 10Hz-
20kHz frequency
sweep range for
unprecedented
flexibility.

The FME 15 Mi-
croGraphic Equal-
izer brings Interpolating Constant-Q
filter performance to the Flex line,
pioneered by our full-sized GE 30

model which has set new industry
standards. Minimized filter inter-
action, smooth combined response
and fully balanced three-pin and
terminal strip input/ output are but
a few of the features. Both the FME
15 and the FPE 13 also provide an
exclusive Patch 1/0 jack which allows
direct connection to an insert loop
jack with a single %" TRS patch
cable.

The FAC 24 Active Crossover is
the next generation to follow in the
respected footsteps of our AC 22
and AC 23 designs. In addition to the
proven 24dB/octave Linkwitze-Riley
performance, the FAC 24 features a
true 24-position frequency selector
switch to provide plug-in card ac-
curacy and repeatability with the
convenience of a knob. Add to this
a built-in CD Horn EQ section,
electronic phase alignment, sum-
ming LF input and three-pin high-

current balanced outputs, and
you've got a powerful, flexible new
crossover standard.

This is but a sampling of the
innovative Flex Modules to be re-
leased this year. We encourage you
to obtain separate, detailed data
sheets on the many FLEX System
modules. Then compare these with
the best standard equipment avail-
able. You'll discover that FLEX offers
the best of all worlds: compact, cost
effective, flexible, uncompromising
performance.

FLEA

MODULAR SlGNAL PROCESSORS

SCTIES
RANE

10802-47th Ave. W.
Everett, WA 98204
(206) 355-6000
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“In blindfold listening tests with the best
software sequencers, the Alesis MMT-8
won hands down for the best feel.”

Personal computers are great for editing notes and
sorting out the MIDI spaghetti in a complex
composition. But when it's time to play your latest
song they often miss the beat.

There’s a reason. Personal computers have to deal with
many tasks simultaneously. The notes in your
composition have to fight for time on a computer that’s
busy updating a screen, checking a mouse, and doing
other non-musical tasks. Even if you quantize your
music, this results in random timing errors during
playback, which is readily perceived as a loss of feel.
We call it MIDI siop. You wouldn’t accept sloppy
playing from a triple-scale studio band, so why accept it
from your computer?

The MMT-8, on the other hand, is the best sequencer
you can own because it was designed to perform only
one task: making music. It plays back notes exactly as
you played them in, or exactly how you
want them quantized. All with pin-point
accuracy, so your songs will have the
exact rhythmic feel you intended.

The same meaning.

— Jay Graydon.
Producer, Engineer,

Songwriter, Studio Guitarist.
Grammy Winner.

At less than the price of the average sequencer
software, you can’t afford not to add the MMT-8

to your MIDI studio. Plus, its logical 8-track layout and
tape recorder style controls will keep you gravitating to
the MMT-8 for all your songwriting. And some
astonishingly comprehensive editing too.

And now your work can be stored and retrieved
instantly on 3.5 inch floppies with the Alesis Data Disk.
It's a direct MIDI to disk, 800K capacity, universal data
storage medium for the MMT-8 and virtually any other
MIDI hardware — like Alesis drum machines and
progammable effects processors.

- ALsis -

- v =
The Alesis Data Disk

The Alesis MMT-8 MIDI Sequencer won’t do your taxes
or spreadsheets, but it will play your music in the
pocket. And that's the musical

bottom line.

See your Alesis dealer for
a demonstration.

LOS ANGELES: Alesis Corporation, 3630 Holdrege Avenue Los Angeles, California 90016 LONDON: 6, Letchworth Business Center Avenue One, Letchworth, Hertfordshire SG6 2HR
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SESSIONS

AND STUDIO NEWS

SOUTHERN CAL

Alyssa Milano, of TV's Who's the Boss? was
at Kingsound Studios in North Hollywood
working on an upcoming release for Ja-
pan’s Ponv-Canvon Records. Jocy Carbone
and Tom Milano co-produced, with Eddie
King enginecring and Chris Winter assist
ing...Mr. Mister stopped in at Sunset
Sound Recorders in Hollywood to track
their latest for RCA/BMG, with Paul DeVil-
liers producing and engineering and Neal
Avron assisting. . .Maurice White wus at
Lion Share Recording in LA, producing
Earth, Wind & Fire's album for CBS Rec-
ords. Paul Klingberg engineered with as-
sistance from Jesse Kanner. . .Pop Flash
Productions selected Dodge City Sound
in Burbank to record the “Positive Image
Awards” presentation honoring Jheryl
Busby, president of Motown Records.
Among those contributing their talents
were Jeffrey Osborne, Stephanie Mills,
Bobby Womack and New Edition. . . Pro-
ducer Larry Robinson was at the Rock
House in LA. with rapper The Real Rox-
anne, who is appearing as a guest on the
next Burt Robinson single tor Capitol.
Gerry Brown enginecred with Donald
Jackson assisting. . Vocalist pianist Michael
Feinstein was at Group IV Recording in
Hollywood laying tracks for his upcoming
Elektra Records release. Hank Cicalo was
at the console, with Rick Winquest and
Dann Thompson. . . Capitol Records artist
Amy Sky was in at Skip Saylor Recording
in LA. mixing her next album with pro
ducers Kim Bullard and John Capek. Paul
Lani was at the board, assisted by Chris
Puram. . .The Record Plant (LA.) reports
a “record” vear, with a list of projects in
cluding Wayne Newton, Diana Ross and
Neil Young...Camper Van Beethoven
was at Ameraycan Studios in North Holly-
woud recording for Virgin Records. Dennis
Herring produced, C'Saba Petocz handled
the controls, and Mark Hermann and
Shawna Stobic¢ assisted. . .Luther Van-
dross was seen tracking new material at
Westlake Audio in Los Angeles, with Ray
Bardini engineering and Steven Harrison

assisting. . . At Galaxy Sound Studios in
Hollywood, French recording artists Pas-
sion Fodder finished overdubs and mix
ing for their fourth album. Engineering
was handled by Dan Bates, with assistance
from Bill Zalin and Matt Pakucko. Steve
Soles produced. . . I.A. Reid and Babyface
were at Elumba in LA. tracking Pebbles’
upcoming LP, with Jon Gass engineering
and Donnell Sullivan assisting. . .CBS' Epic
Records artist Teena Marie was at Summa
Music Group in West Hollywoad self-pro
ducing a project with Bobby Brooks at the
faders, assisted by Paula “Max” Garcia. . .
At Artisan Sound Recorders in Hollywood,
engineer Greg Fulginiti mastered 1Ps for
Rick Springfield with producers Springfield
and Keith Olsen, and Randy Newman with
producer Lenny Waronker. . .Producer
Tim Hauser was at Devonshire Audio and
Video Studios (North Hollywood ) mixing
a project for Manhattan Transfer. Stanley
Johnston engineered with help from Larry
Goodwin. . . The folks at W.E.C. Record-
ing Studio have been busy tracking Hot
Property’s album release, with J. Jarrett
and Gip Nobie producing, Darryl Coit at
the controls and Ronnie Cea assisting. . .

In West Hollywood, Larrabee Sound Stu-
dio’s Taavi Mote mixed cuts for Jimmy
Somerville’s (Bronski Beat) solo album
on London Records. Stephan Haguce pro-
duced. ..

SOUTHEAST

Nashville’s Sound Emporium saw produc-
er Paul Worley and engineer Ed Seay mix
ing on Warner Bros. artists Highway 101's
latest project. . . It was a busy month for
Seay and Worley, who were also at Treas-
ure Isle tracking and overdubbing on a
project with the Desert Rose Band for
MCA/Curb. . .Also in Nashville, George
Jones was recording vocals for CBS at Mu-
sic Mill with producer Billy Sherrill and
engineers Jim Cotton and Paul Goldberg
... Kerry Livgren, formerly of Kansas, fin
ished up tracks on a self-produced instru
mental album at The Peach Recording
Studio in Covington, GA. . . The Savannah

Producer Taavi Mote (front) and
L.A’s Larrabee Studios owner
Kevin Mills at a 72-input SSL G
Series console, mixing tracks for
Smokey Robinson's latest album.
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Mass Choir cut an album live on the sound:
stage at Atlanta’s Musiplex, with Larry
McDuffie producing and directing the 35-
voice choir and band. George Pappas was
at the conuols and Dale Abbott assisted
... Bobby Bare mixed his album with co
producer Chet Atkins and engineer Mike
Bradley at Soundshop Recording Studios
in Nashville. . .Niko could be heard mix

ing Kenneth Jackson’s forthcoming album
at Cotton Row Recording in Memphis. . .
Also in Memphis, The Georgia Satellites
were working on their next LP for Elckira
Records at Ardent Recording. Joe Hardy
produced and engineered, assisted by Tom
Laune. .. Dr. Hook stopped in at New Age
Sight & Sound in Atlanta to overdub vocals
tor their upcoming album. Engineering the
session was Joe Wasser. . Former Cameo
keyboardist Kevin Kendrick recently put
down album tracks at Atlanta’s Master
Sound Studios. The A&M project was pro
duced by Kendrick with assistance from
Charlic Singleton. Ron Cristopher engi

neered the sessions. . . New River Studios
of Ft. Lauderdale, FL, reports that PolyGram
Records atist Nestor Torres was in mixing
the final cut tor his debut release. Engi

neer Mike Couzzi was at the controls, as

sisted by Dave Barton. . . Recent activity at
Polymusic Recording Studios (Birming

ham, AL) included Michael Panepento and
Marc Phillips producing the soundtrack
for the upcoming movie Elis’ Grave. Pane

pento engineered the project, while Dan
Whiteside handled the Synclavier program

ming and editing . ..In Talluhassee, FL.
Bonnic¢ Pointer was working on her new
album at E Systems Technologics, with
Rick Jarvis arranging, Jeff Bowen produc

ing and Dave Engelke engineering. . .AC
Black cut a track for their MCA Motown
CD at Cheshire Sound Studios in Atlanta,
Tom Wright engineered the session. . At
Criteria Recording Studios in Miami, leg

endary producer Tom Dowd stopped in
to oversee demos for Epic Records artists
The Groove Thangs. Patrice Levinsohn
lent her engineering expertise, with assist

ance from Roger Hughes. . .Stevie Ray
Vaughan recently returned to Kiva Record-
ing Studio in Memphis to record tor Epic

CBS. Jim Gaines produced, assisted by
Kiva's staft engineers. .. Folks from Walt
Disney World were at Pare Studio at Full
Sail in Altamonte Springs, FL. mixing audio
for The New Mickey Monse Club TV show.
Dana Salyers produced with Andy DeGan-
ahl engincering. .. The Crossing was at
Musiplex in Atlanta to work on tracks, over

dubs and mixing for a self-produced proj
ect. George Pappas ran the console with
Dale Abbott assisting. . . Mississippi's new

est recording facility, Delta Recording Serv-

ice (Clarksclale), reports that Rooster Blues
producers Jim O’Neal and Patty Johnson
were hard at work on the debut album of
Arkansas singer/guitarist Lonnie Shiclds
...The Goldens were at The Bennett
House Studios in Franklin, TN, cutting
demos. Blake Chancey produced, Joe
Scaife enginceered and Roy Gamble assist

ed. . . Polaris Recording Studio in Atlanta
reports a flurry of activity, with R&B group
Yog-E putting finishing touches on their
long awaited project and rapper Bernard
Holyficld completing his project.. . . Randy
Everett, producer with Future Audio of
Dallas. flew to Charlotte, NC, to record the
Eastway Church of God with Reflection
Sound Studio's remote truck. Everett en-
gineered in the truck and back at the stu

dio with Mike Edwards and Jim Perry. . .

NORTHWEST

In Sausalito, CA, producer/engineer Dan
Levitin was at The Plant’s new Synclavier
room working on keyboard overdubs for
Slings & Arrows, which will be mixed by
Bob Missbach at The Site (Marin County).
Manny LaCarrubba assisted, with Greg
Shaw serving as MIDE/Synclavier consult

ant. . . A busy guy, Levitin was also mixing
Rhythm Riot’s second album at Starlight
Sound in Richmond, CA, with engineer
Ken Kessie and assistant Lynn Levy . . . Also
a starlight, Arhoolie Records stopped by
to work on CJ. Chenier’s zydeco album
with engineer Mike Coogan, producer
Chris Strachwitz, and assistants Ray Floyd
and Josh Roberts. . . At $-R-O in San Fran-
cisco, engineer Lisa Baney turned out six
60 minute radio spots tor Gallo Winery in
one short afternoon, and Phill Sawyer
mixed TV commercials for Nally’s Stew
and Chevron. . . In Seattle, engincer Paul
Scoles and producer Jan Kurtis celebrated
the release of the only authentic live Em-
est Tubb album in existence. Recorded in
1965 by Kurtis, the album was recently
remixed by Scoles at Ironwood Studio. . .

The Celtic rock group Tempest was at
Poolside Studios in San Francisco mixing
their debut EP, with producer Paul Carlsen
and engineer David E. Nelson. . .Also in
SE, the folks at Little Wing Recording
were doing all dialog and eftects editing
for Kinescope Productions’ film Aeer the
Superberos. . .

SOUTHWEST

Joce Ely rolled into Fire Station Studios in
San Marcos, TX, to mix a portion of his
latest live album. Also, Bo-Dock, Just the
Boyz and Ed Gamblin and Northern Lobo
recorded tunes for a compilation album
(entitled Flow Like a River) to benefit Na-
tive American youths. . .Sarah Hickman

was at Planet Dallas with folk artists Mariah
o lay down tracks on their upcoming al
bum. Patrick Keel produced with Rick
Rooney at the faders. . .Rooney was also
seen at Planet Dallas working on a new
release for NYC hand The Daylights during
their stay in Dallas. . . Engineer Steve Dady
of Rivendell Recorders worked on pro-
ductions for Rock 'N Learn, with Richard
Caudle producing. ..

NORTH CENTRAL

Sandi Patti was at Pinebrook Recording
Studios in Alexandria, IN, doing some
work on a video that was shot in Dallas
during her Make His Praise Glorious tour.
Mark Aspinall, Mark Hood and Jeff Aebi
engineered. . .New Chicago band Big
Spender headed north to Smart Studios in
Madison, WI, to record with producer
Butch Vig of Atlantic Records group Fire-
town. . .Batmania! Engincers at Paisley
Park in Minneapolis were called in to edit
the Batmar soundtrack album and single,
“Batdance,” while production of the music
videos was already underway on the West
Coust. They finished the project in record
time with a little help from an AMS Audio-
File digital hard disk system...Lorrie
Kountz and Dawn LaRue took their new
band, Surrender Dorothy, into Paragon
Recording Studios in Chicago. The recent
project, which reflects a harmonic and
acoustic twist to their previous heavy met-
al endeavors, was engineered by George
Warner with Andy Casey assisting. . . Phil
adelphia native Tamika Patton was at Stu-
dio A in Dearborn Heights, MI, laying
down vocals for her debut album on Or
pheus Records. Eric Morgeson produced
for EMP Productions, with John Jaszcz en
gineering. . . Grrrr/Ocean recording artists
Rez Band were at Tone Zone Recording
in Chicago cutting rhythm tracks for their
tenth album release, frinocernt Blood Twist
ing the knobs were Roger Heiss and Roy
Montroy. . . Fiction Records’ new artist
Destry was at Chicago Trax Recording
tracking songs for his first album. Dave
Sears engineered with Vinee Lawrence pro-
ducing. . . Georgy Porgy tracked his hot
new number, “Girl You Are the One,”™ at Chi-
cago’s Scagrape Recording. Peter Black
attended to keyboard programming, while
Mike Konopka and Haban tag-teamed en-
gineering tasks at the Neotek. .. Temple
of the Dolphins completed tracks for a
new age record at Re-fraze Recording Stu-
dio in Dayton, OH. Gary King and John
Hughes engincered the sessions with help
from Pete Mayer. . .

NORTHEAST

At Acme Recording in Mamaroneck, NY,
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Sound Tools

Affordable Digital Recording and Editing

Available
Now!

If you've heard the elarity of sound produced
by a compact dise, you can appreciate the exceptional
quality of 16-bit digital audio. Imagine producing your
own musie with this fidelity and unequaled editing
flexibility. At an unprecedented price. Introducing
Sound Tools."

Sound ‘Tools is a complete digital recording and editing
svstem hased on the Macintosh® 11 or SE personal computer.
Featuring the Sound Accelerator™ Digital Signal Pro-
cessing Card, the AD IN"™ Analog to Digital Converter
and Sound Designer 1™ Audio Editing Software. Sound
Tools gives vou high quality stereo hard disk recording and
sophisticated. vet easy to use editing power.

Sound Tools can solve virtually any audio production
problems vou encounter. Use Playlist editing to create multi-
ple edited arrangements—30 second radio spot; 3 minute
single: 10 minute dance mix—without altering vour original
recording. Got a dull sounding 33 second commercial? Use

Circle #153 on Reader Service Card

Sound Tools™ Parametric £Q and Time Compression to trans-
form it into a brilliant 30 second spot. Need to syne it all up
to tape? Sound Tools provides full SMPTE synchronization
via MIDI Time Code. For owners of digital samplers, there's
stereo waveform editing and universal sample transfer.

With these leatures. compare Sound Tools to any audio
editing svstem. You'll find one difference.

Price.

Visit vour Digidesign dealer today for a personal
demonstration and call 800-333-2137 for a free calalog.

TECHNCAL EXCELLERE BCRATIVITY

1929 NOMINEE

digidesign
1360 Willow Road Suite 101
Menlo Park. CA 94025
115.327.8811

Macintosh iz a registered Tndemark of Apple Computer, 1ne.



guitarist Doug Munro recorded his debut
album for Real Live Records with Joe Ferry
producing and Peter Denenberg engineer-
ing. . .At Crystal Sound Recording in Man-
hattan, producer Jack Douglas worked with
solo artist Debra Greenfield on her new
'60s-flavored dance track, “Get Up and Go-
Go." Engineer Chuck Cavanaugh was as-
sisted by Beatrice Winkler on the project
... Warner Bros. artist The Skillet Turtles
stopped by Island Media Services to remix
their new single, “Dog in the Road.” Prince
Paul produced, with Curt Frasca at the
faders. . . Under the supervision of Round-
er Records, Northeastern Digital Record-
ing has been busy remastering portions of
the historic catalog of Folkways Records.
Already completed are CD masters from
such notables as Leadbelly, Phil Ochs,
Terry and McGee and Ella Jenkins. . .Ja-
maican singer Sanchez mixed Number
One at Lion and Fox Recording in Wash-
ington, DC. Ras Records produced the proj-
ect, which was mixed by Jim Fox. . . While
on tour with the Doobies, The Rainmakers
stopped in at Trod Nossel Recording Stu-
dios in Wallingford, CT, to record a live-to-
2-track acoustic set. Richard P. Robinson
and Rob Cavalier engineered. . . KK Prof-
fitt was at Normandy Sound in Warren, RI,
working on her new album with engineer
Bob Winsor and assistant Joe Pires. ..
Murray Elias was at Prime Cuts in New
York City working on overdubs for Sly &
Robbie’s Dance Hall (Island Records).
Mark Partis engineered and Eric Kupper
was on keyboards. . . Singer Melba Moore
dropped by 39th Street Music Productions
to cut tracks with producer Gene McFad-
den for EMI/Orpheus Records. Ed Douglas
engineered with Ed Oliveau assisting. . .
New York's Power Play Studios was proud
to host Hugh Masakela and his interna-
tionally renowned trumpet. Two tunes
were mixed for his upcoming RCA Records
release. Assisting were Mike Nuceder and
Yianni Papadopoulis. . . In Richmond, VA,
Alpha Audio’s creative staff was brought
in to record, mix and perform a lively Ca-
jun-style jingle for Welch's Frozen Fruit
Juice Bars. (Jambalaya-flavored ice cream,
anyone?) Rita Mattia produced the spot
with help from engineer Joe Horner . . .Ja-
pan’s hottest metal band, Loudness, locked
out the Neve room at Quantum Sound
Studios in Jersey City, NJ, to track their
latest for Warner/Pioneer. Max Norman
and Roger Probert produced, Bill Freesh
engineered, and Steve Sisco and David
Carpenter assisted. . . Trumpeter Jon Fad-
dis took his lively quartet into The Edison
in NYC to record and mix his new jazz
album, Into the Faddisphere, for Epic Rec-
ords. Engineer Gary Chester mixed to 2-

track digital with Dolby SR. . . PSI Record-
ing Studios (Boston) created a 4-track ac-
companiment for use by The Who during
their U.S. tour. Co-engineered by Vin Parla
Jr. and drummer Simon Phillips, the ses-
sion consisted of restructuring an existing
tape with additional sounds from a Korg
M1 onto a Dolby SR-encoded 4-track mas-
ter. . .In New York, pianist/composer Michel
Camilo completed final production of his
second album, On Fire, at Clinton Studios
.. .Also in Manhattan, at A&R Recording,
producer Ruby Fisher completed editing
a Sovereign Records album, Feelin’ Good,
Yeah, which features jazz DJ Al “Jazzbeaux”
Collins and The Lew Anderson Big Band.
Marc Fredericks assisted in production,
and Charles “Chaz” Clifton engineered
.. .Zanzibar Records artists Post Mortem
finished recording their LP Festival of Fun
at Alphastar Studios in McKeesport, PA.
The album was produced by the band and
Scott Warner and engineered by Nuson
Gieg. . .Force Field’s David Iglar and Shari
Richards recently finished recording and
mixing their acoustic-based album, Unbe-
liecvable Where Probibited by Law, at Gamut
Studios in Latrobe, PA. Robin Leachman
Baluh was at the console. . .At Howard
M. Schwartz Recording (New York), audio
mixer John Alberts added his expertise to
complete the audio post-production for
three separate video versions of last spring's
Broadway success story, Barry Manilow at
the Gershwin...Omega Recording Stu-
dios recorded the soundtrack to the ABC
series A Man Called Hawk, featuring a vo-
cal guest appearance by Valerie Simpson
of Ashford & Simpson...Chung King
House of Metal reports nonstop activity
with Def Jam's Walking the Panther, the
new L.L. Cool J album engineered and
co-produced by Steve Ett and Dwayne
“Muffla” Simon. . . At Iris Sound in Royers-
ford, PA, Beat Clinic worked with produc-
er David Ivory to complete mixdown of
eight cuts for CD release. . . In New York,
Island Records was at Sound on Sound
Recording tracking basics for guitarist
Marc Ribot's latest release. Artie Moor-
head produced the jazz artist, with Hugo
Dwyer engineering. Peter Beckerman
assisted. . .

STUDIO NEWS

Another Sembello studio? Mike and Dan-
ny's older brother, John Sembello, recently
opened Alpha Wave Studios and Produc-
tion Co. outside Philadelphia in Edge-
mont, PA. . . Ready or Not Productions has
opened a second video studio in New York
City, next to the Apollo Theatre. Called
On the Spot Video, the studio is fully
equipped for music and dance videos. . .

Hatchery Studios in Warren, MI, announced
acquisition of a 28-input transformerless
Neotek console with built-in patch bay and
4-band sweepable EQ. Also new are two
Lexicon LXP-1s, a Fostex 4030/35 synchro-
nizer and a Mac Plus. . .In the Big Apple,
in celebration of its 20th anniversary, Elec-
tric Lady Studios has completed the rede-
sign of Studio A. A 64-input Focusrite re-
cording console is the centerpiece of the
George Augspurger-designed control room
. . . Body Electric Studios in Bolingbrook,
IL, updated their equipment list with a
Fostex 4030 auto synchronizer and Fostex
4035 synchronizer controller. The system
will be hooked up to a PC with Fostex
Automated Media Editing software. . . At
the recent Philadelphia Ad Club Creative
Awards show, Baker Sound Studios took
four awards in the Radio category and
swept the Media Self Promotion category.
The studio is celebrating its 25th anniver-
sary this year and plans to upgrade its facil-
ities. . . The Music Factory in Norristown,
PA, announced installation of a Panasonic
$V-3500 DAT recorder and new Technics
905 cassette mastering decks in its main
studio. . . Location Recording Service in
Burbank added CD submastering to its
lacquer mastering facility with the addition
of a Sony PCM 1630 digital processor, two
DMR-4000 %-inch recorders and a Sony
PCM-2500 Pro DAT recorder . . . Dreamhire
(NYC) recently took delivery of a Sony
PCM-3348 48-track digital recorder. . .New
Atlanta recording studio Polaris Studios
purchased the Casio FZ-10M sampler, Ro-
land R-8 drum machine, Audio Logic para-
metric EQs and a Roland Octapad. . . Nash-
ville's Sound Emporium added a Trident
80B, two Tubetech PE-1Bs and a pair of
Westlake BSSB-10 monitors...A Sony
MXP-3036 console and APR-24 multitrack
recorder were delivered to Lebanon Valley
College in Annville, PA, in an effort to up-
grade the college’s Studio B facility, Blair
Music Center. . . In the Soho area of New
York City, a new multitrack studio, The
Magic Shop, has opened its doors. The
facility features a custom 40-input auto-
mated Neve console and tons of outboard
gear in an oversized control room, and an
acoustically designed live room with 20-
foot ceilings. The studio was designed by
Carswell Design in Massachusetts. . . Prime
Cuts Studios in New York has expanded
to include 24-track MIDI recording and a
12-track pre-production studio. . . In Boga-
lusa, LA, Studio in the Country has com-
pletely redesigned its facilities. New addi-
tions include a 56-input, 48-bus Neve V
Series console with Necam 96 automation
and moving faders, and a Studer A820
multitrack recorder with Dolby SR. |
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““No one will ever
buy a console with a
television In 1it”’

Visitor to AES, 1977

Studia Computs

It is hard to believe that a modest VDU could attract much attention. Today,
even effects processors use visual displays. Why have they become so necessary?
Quite simply, the greater the number of functions in a system, the more

flexibility there must be in showing its status. In the recording studio the
central piece of creative hardware is the console. To unlock its full potential,
Solid State Logic gave engineers digital control of its facilities. The VDU was a
side effect of this plan.

In the intervening years our designs were
enhanced, incorporating the suggestions of the
many leading studios who had adopted our
svstem. Ultimately, the G Series Master
Studio System evolved.

G Series offers the fastest execution of
complex commands by storing the entire
operating program in 2Mbytes of on-board
RAM. Itsremovable Data Cartridges preserve
mobility of data, without the capacity
limitations of floppy disks. Each cartridge holds
20Mbyvtes of removable RAM-the equivalent of
80 floppy disks.

Because G Series software represents over
ten vears of evolution in some of the busiest
recording studios in the world, itincorporates an unparalleled degree of user
experience. Advanced facilities like Selective Rollback and Group Set make mixing
faster. Rapid comparison can be made between mixes. Large or complex mixes can be
handled effortlessly on or off-line.

Throughout, SSL has preserved compatibility with earlier systems, creating a
functional standard for the industry. By providing a realistic upgrade path, the
investment of studio owners has alsobeen protected. Mostimportantly, G Series
remains at the forefront of audio production technology.

Solid State Logic
MASTER STUDIO SYSTEMS

Begbroke, Oxford, England OX5 1RU (0865) 842300
London (01) 706 4948 @ Paris (1) 34 60 46 66 ® Milan (2) 6121720 ® New York (212) 3151111 ® Los Angeles (213) 463 4444
® Toronto (416) 363 0101 ® Tokyo (03) 320 1101
U.S. Toll Freg/Number ;00343 0101




[ts no surprise who the innovator

Without a doubt, Yamaha is one of the biggest names
in the music industry. Our reputation for being on the
leading edge of technology is especially amplified in our
new line of digital audio products.

Lets start with the DMP7D.
Also known as a digital mixing
processor. Better knownasa
landmark in sound technology.
From input to output, the
DMP7D is fully digital. Its MIDI-
controllable. And its applications

. DbmpP7D
Digital Mixing Processor.

track recordings, digital track

include mixdown of digital multi-

bouncing, and CD mastering, In short, its the ultimate
performing and engineering tool.

Our lat- g =
est break- EEE—.
through in SPX1000 Signal Processor.
digital signal processing is the SPX1000. Its packed with
40 professional effects and effect combinations preset
in ROM. Another 60 of your own creations can be stored
in RAM. In addition to 20 KHz bandwidth on all effects,
the SPX1000 boasts a new reverberation algorithm and
dramatic new panning effects.

Among digital equalizers, the Yamaha DEQ7 is
unequalled. Theres both digital and analog [/0.




in digital audio technlogy IS.

[ts loaded with 30 different EQ and filter =
configurations, in stereo.

And the most unforgettable feature is
its 60 user-programmable memory locations.

For clear communication, the FMC1 Format Con-
verter allows direct transfer of Yamaha digital output
signals to other standard digital formats. So you elimi-

nate the need for D/A and A /D conversion, while maxi-

mizing the sound quality of the final recording If you
need to
convert
digital to
analog,

A D808 Format Converter.

DIEQ7 Digitul Equalizer.

0 theress the DA202. Or, if
youre going from dndloq
to digital, the AD808
will get vou there. Either way, you achieve sound that'll
please even the most discerning ear.
Once again, its easy to see when it comes to innova-
tion, there’s nothing new about the name Yamaha.
Yamaha Corporation of America, Professional Audio
Division, P.O. Box 6600. Buena Park, CA 90622. In
Canada, Yamaha Canada "
Music Ltd, 135 Milner YAM AH A
Avenue, Scarborough,
Engineering Imagination™
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THE FAST LANE

by Stephen St. Croix

I HAVE SEEN
THE FUTURE AND

ITIs Lt

h ]

LE

eal little. It seems that as technology
grows, displacement goes. Sony has
shown its new 555 Diskman; it is
essentially as small as its last hyper-
condensed model, but with a differ
ence. This CD portable has onboard

DSP, giving you compression, EQ, spe-
cial bass boost and a “surround” ster-
eo imaging of sorts. The control sur-
faces are scattered everywhere (how
many square inches of interface area
do you suppose you can find on the
front edge of a miniature CD player?),
and there is even a good-sized LCD
display on the top door that shows
EQ curves and other DSP modes. Nice.

Small. Impressive.

I just got a new handheld phone
again. I guess my rule seems to be
that I should add one to the collec-
tion whenever the features double or
the size cuts by more than half. I still
have my first one, which must be 50
or so years old by now (or was that 50
weeks?). It has a handset with a coiled
wire connecting to a transmitter/bat-
tery pack that is about the size and
weight of a girl I dated in high school.

I looked cool with that phone. They
were new, I took mine everywhere
and it actually worked. It is probably

that phone that got me into body-

building, as some course of action
was necessary to build up the left side
of my body to match the right side—
the side that I carried that phone on
for a year or so.

Then came my second phone, a
true handheld. My previous phone

A study in
contrasts: at
left, technician
in machine
room at
Capitol
Records in
1951; below,
the new Studi
041 Synclavier
production
room at The
Plant in
Sausalito,
Calif.
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HOW TO
GET CLOSE

AND STILL
KEEP YOUR
DISTANCE. i

For any application that demands fidelity
andinvisibility at the same time, our new line of
CK-X condenser capsules is ideal. Their high-
quality F.ET. circuitry and specially shielded
triaxial cables mean that capsule and pre-amp
can be separated by as much as 200 feet
without signal degradation or noise. Add in a
complete range of mounting adapters, suitable
for any mono or stereo technique, and you can
cope with anything, from church choir to
podium to fishpole.

The AKG CK-X Series gives you that big
microphone sound in a small, easy-to-conceal
package; no more trading off quality for size.
And with cardioid, hypercardioid, omni and 4.2
ounce short shotgun versions, there’s a
capsule that’s right for any application.

=

@AKE -

77 Selleck Street
Stamford, CT 06902

© AKG 1986 ® Akustische und Kino-Gerate GmbH, Austria



INSTALLERS OF SKYWALKER TECHNICAL BUILDING

David C(arroll Electronics
EXCELLENCE IN ENGINEERING

From complete post-production facilities to circuit design and
custom mechanical fabrication, DCE offers the highest possible
quality, performance and reliability for all audio, film, video and
broadcast applications.

PROVEN PERFORMANCE

Customers such as Lucasfilm, Ltd., Dolby Labs, Zoetrope Studi-
os, and Russian Hill Recording all rely on David Carroll Elec-
tronics for custom engineering on any scale.

COST EFFECTIVE
DESIGN « FABRICATION « INSTALLATION

All DCE’s products and services are tailored to meet the custom-
er’s requirements. We work with your engineering staff to ensure
that the best engineering is also the best value.

David (arroll Electronics
805 Gilman St. - Berkeley CA 94710 (415) 528-8054
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suddenly lost its official “portable,
handheld” status and became a “trans-
portable” on the day that the smaller
handheld came out, according to the
literature. I guess the real truth comes
out when a manufacturer can afford
for the truth to come out (both
phones were made by the same
company). This thing was amazing,
One-fifth the power, twice the per
formance, all due to advancements in
antenna design and conversion to dig:
ital cellular service. But by now the
thrill was fading; everybody seemed
to have some sort of cellular stuck to
the side of their heads.

Now comes TA.C,, a new sorta-cel
lular system that offers phones that
literally drop into your shirt pocket!
That is what this newest one is. It has
so many features and cool lights that
vou can use it as a handheld video
game during those long airport lay-
overs when you can’t find anyvbody to
call; and it is a phone to hoot. Nice.
Smuall. Impressive.

Curs. It's always nice to talk about
cars. Today’s technology promises to
put engines on the public roads with
more than one horsepower per 10cc
of displacement, at a price less than
the previous low-power, overheated
heavyweights. Nice. Small. Impressive.

But we are now facing a terminal
gridlock situation that is no joke.

In response, highway management
committees are busily studying direct:
satellite, dynamic cockpit mapping.
What? You get in your car and drive
around, and without doing anything
at all, you show up as a little dot on
your own dash-mounted screen.
There you are, on a map that shows

SONEX CONTROLS SOUND

With its patented anechoic foam wedge, SONEX absorbs and diffuses unwanted sound in
your studio. And it can etfectively replace traditional acoustic muaterials at a fraction of the
cost. SONEX blends with almost any pro audio decor and looks clean, sharp, professional.
Check into this attractive alternative for sound control. Call or write us for all the facts

the surrounding roads. As you drive,
the view updates to show new territo-
ries that you enter. Nice, but not real
interesting to anybody but cab drivers
and traveling satesmen (did you hear
the one about the traveling salesman
whose satellite tracking system failed,
so he had to spend the night
with...?).

Luckily for the rest of us, the real
value of such a system has not been
lost on these planning people: as traf
fic increases, and jaums jam, you are
automatically shown highlighted, pro
posed alternate routes to get you
where you are trving to go—while
avoiding as many jams as possible.
You only have to show the system
where vou are trying to go by touch

and prices.

AlphaAudio y

Acaustn:s

2049 West Broad Street Richmond, Virginia 23220 USA
(804) 358-3852 FAX: (804) 358-9496

Acoustic Products for the Audio-Industry
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SONEX 1s manufactured by llbruck and distribured
exclusively to the pro sound industry by Alpha Audio.
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ing your target on the wide-view
mode or by calling it up from memo-
rv. “Home, same as yesterday at this
time,” should do it. As conditions
change, these escape route sugges
tions automatically update, and as the
system tracks vou, the updates are op
timized from your current position!

Since it will never again be possi
ble for the highways to be the open
roads that we remember from a few
vears back (the government planners
are only trving to stow down the in-
crease in congestion, as they state that
it is simply not possible to repair exist
ing roads and build new ones at a rate
that can hope to match the growing
traffic load), a little help from above
might be very welcome if you want to
get home trom work in LA. before
sunrise.

What does all this have to do with
recording? Not much, but some.

We are at a point today where mini
aturization can actually help us pro
duce a better-recorded product jiest
by virtue of the miniaturization itself!

Electronic miniaturization has ben
efits that we are already beginning to
feel in the studio. Smaller chips mean
faster chips. Toduy’s newest 1-micron

ER Pl

... G SERIES
AY ﬁrﬁfﬁk‘mdd_ aasaacoustical dcsigm/d midi/mix suite, with overdub
comfortable controf room, packed with all the outboard gear and

y0|r could possibly want. -

technology means that the old elec
tron bump and grind has only one
half as far to go to get any given job
done than it did with last vear's 2
micron chip. Since this game tikes
- Electronic
miniaturization has
benefits that we are
already beginning
to feel in the studio.
Smaller chips mean

faster chips. .

place at considerably less than the
speed of light, and since it may have
to be played billions and billions of
times betore you get what you are
waiting for, all of these little jumps
add up real fast. Shorter jumps, faster
computing

maybe even real-time

79# "

.POWERFdL...”

FIR equalizers.

Smaller. Smaller means that the in
ternal electrical paths are shorter, as
mentioned above. But this has aroth
er advantage: “coolth.” Now | don’t
mean the newest red Nike high-tops;
I mean thermal efficiency.

Since we currently do not make
superconducting digital systems, all
electrical paths still have some inter
nal resistance. With all other factors
constant, the longer the path, the
higher the resistance. The higher the
resistance, the more energy is convert
ed to heat.

So, smaller chips with shorter paths
generate substantially less heat. This
means cooler-running chips (now fol
low along here, it gets real good real
fast).

Believe it or not, it is very often the
case that the physical size of an inte
grated circuit is not dictated by the
actual chip that hides in the center of
that plastic spider, but by the need to
make the package big enough to be
able to dissipate its own heat! But
now, with smaller, cooler chips gener
ating less heat, the outer surface area
needed to get rid of said heat is much
less. This, coupled with smaller head

:‘-V,/'."’]""lm"‘ B0ty

I
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THE FAST LANE

er structures and the new super-small,
surface-mount designs, mukes for im-
pressively smaller parts in general.

Now it seems we have advantages
causing advantages causing advan-
tages. Smaller chips run cooler, so we
can in turn make them smaller still.
Right?

This in turn means that the entire
product will run cooler, so now the
chips can be packed together much
more tightly, as there is now less need
to provide spuce for heat-removal air
flow around the chips. This means a
smaller (and therefore faster vet)

overall circuit board layout. (Remem
ber: give 'em an inch and they'll tke
a while.) Since speed is power, and
power is what it is all about, we win.

Oh, ves, all this newfound efficien
¢y reduces the power demands, so
power supplies can be smaller. This,
along with new concepts in switcher
supplies, means that those loud 125-
pound linears are but a memory.
Again, less heat and less noise.

Noise. Did I mention that one of
the great causes of noise, if not the
great cause of noise, in audio systems
is thermal junction noise? Well, it is.
So even if you have an all-digital sys-
tem, vou must still convert to digital

The MIDI Studio at Manny's.

Manny’s didn't get to have the
most respected pro audio division
by living in the past.

To keep on top of today's
music technology, you need a
reliable source of knowledge as
well as equipment. At Manny'’s,
you get both. That's why
producers, engineers, and top
recording artists have been shop-
ping there for decades.

Each department at Manny's is
a store within a store. With the
latest innovations in music and
recording. A complete line of

products, parts, and accessories.
All at competitive prices.

Best of all, Manny's staff peo-
ple are among the most knowl-
edgeable in the industry. So
you're not only getting the best
equipment, you're getting the
best advice.

Stop by Manny's at 48th
Street, or call (212) 819-0576.
And find out what the future of
music looks like.

Manny’s Music

PROFESSIONAL AUDIO DIVISION

Manny’'s Music Inc., 156 W. 48th Street, New York, N.Y. 10036

(212) 819-0576 FAX: (212) 391-9250

up front. New, smuller, faster, cooler
converters have much less junction
noise, less current reference noise,
less switching noise, and so on, with
use of these smaller, faster internal
structures.

Let’s take a moment to make a
quantum leap. We will jump from the
micro to the macro. What, you might
say, is all this theoretical miniaturiza-
tion going to do for me? Well, let’s
take a fast look at the control room.
Put all this new, smaller, faster, cooler
technology to work in a digital direct
to-hard disk recorder/editor, and add
to it a good automated control sur-
face and a suitable virtual environ
ment, and you have a. ..well, a sort
of...well, recording studio. Yeah,
that’s it, a recording studio. Nice.
Small. Impressive.

You have a dynamic, virtual work-
ing environment that outperforms all
previous recording systems, edits fast-
er and better, yiclds supcrior audio
quality, is infinitely more powerful
and versatile, and (here it comes) is
50 damn small that for the first time in
the history of man, you can work in a
room that is designed purely for
acoustic reasons, 70t hardware rea-
sons. You won’t be forced to work in
a space with acoustic properties that
are severely compromised by the
need to put huge pieces of heavy re-
flective metal in front of you.

Just think about it—working in a
quiet, cool, acoustically optimized
room with everything you need virtu-
ally at your fingertips. No huge con
sole, no bulky and noisy tape trans-
ports, no...well, you get the point.
Less space (more working rooms in
the same old floor space), fewer
bucks (these virtual studios will cost
a lot less than all that obsolete hard-
ware) and (just to show you that the
future has arrived) they will network

This next generation of direct-to-
hard disk recorder/editor/DSP ma-
chines will literally redefine the re-
cording industry. Your room will work
around your; you will no longer be
forced to work (and listen) around
your room.

In fact, we are already at the point
where control surface sizes are limited
only by the size of human fingers. Wl

All you genetic scientists take note:
there is cledarly a future in engineer
ing smaller people for these smaller
virtual environments. Call me when
they are ready,
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More Toys!

Why Come to Columbus?
For starters, there’s a 60 input Neve V series
with GML automation.
(could a 72 input VR be far away?)

Not to mention 2 Studer A-820 24 tracks
loaded with Dolby SR.
(a Mitsubishi X-880 is also on the horizon.)

We're also adding a second room for overdubs,
centered around a Neve 8232.

Outboard toys? There’s plenty to keep you
amused & confused.

Curious about sequencing, sampling, and
other such fare?
MIDILAND is the rig for the gig. A whole bunch
of way-wow stuff set up in a central room with
complete ties into both studios.

And while our downtown condo and private
limo may not make your project sound better,
they do tend to make the
whole experience a little more fun!

So call, write, or FAX us for the complete
details, and keep watching for more new toys
on the way soon!

(Sorry, the race car is the Big Guy’s toy.)
=

394 Mt. Vernon, Columbus, Ohio 43215
614/228-2389

SISAPA

RECORD CO.

6200 Eiterman Road, Amlin, Ohio 43002
614/226-2228 - FAX: 614/228-2422

Thonks, Bob

© 1989 SISAPA Record Co., inc.
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Agfa salutes those
who reach for excellence

AUDIO VIDEO PROFESSIONAL AGFA @
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JUXTAPOSITIONS

by Mel Lambert

OUR INDUSTRY
AT THE CREATIVE
(CROSSROADS

AN AES CONVENTION PREVIEW

PHOTOS: GEORGE PETERSEN

onventions are strange gatherings. In
the months/weeks/minutes before-
hand, manufacturers feverishly pull
out all the stops to put finishing
touches on the sparkling new hard-
ware from their R&D departments. At
the same time, the marketing and
sales teams perfect the images that
will attract you into the booth and
send vou on your way with a pleasant
memory of the encounter. Perhaps
less obvious is the task of developing
a strategy for gathering the necessary
feedback for the R&D crew, to allow
the inevitable process of fine-tuning
the “market” needs for products or
services.

On a personal front, my antennae
at the AES Convention will focus on
hardware developments that enable

us to be more creative and efficient in
the recording studio and in live sound
production. In terms of consoles, 1
expect to see a4 widening in the cost/
performance spectrum. Analog de
signs can now be produced extremely
efficiently, and they can incorporate
circuit topographies whose perform
ance is truly breathtaking. Now that
we know how to build a clean-sound-
ing console, I'll be looking for designs
that demonstrate a basic understand
ing of the way that front panel con-
trols should be laid out, with clear
labeling, sensible ergonomics and
more than a hint of system integration.

With Esbus interfaces now pretty
much established as the way to con
trol audio and videotape-based trans
ports, time code synchronizers and
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JUXTAPOSITIONS

similar hardware, isn'tit high time that
a basic controller scheme was devel:
oped? I'd like to see an optional com:
mand center in the console, 1o issue
the appropriate system wide com
mands, rather than having to find
more space on an already crowded
control surtace for vet another com:
plex box. And, while we’re at it, how
about a programmable, multidialect
ESAM port, or something similar, that
allows tor audio-follows video com
mands?

As more digitally controlled analog
designs come to market, 1 expect a

growing consensus about the number
of assignable control blocks that we
can manipulate simultaneously (for
me, two ain't enough and six is too
many; any ideas?). [ also expect to
see a growing interest in the devel

opment of “personality” modules for
external control from a dedicated con

trol surface. Why don’t manufacturers
publish the command protocol for all
to see, and hence encourage outsid

ers to come up with digitally control

lable EQ, preamp, dynamics and ef
fects sections? (Who knows, your in

terface might even be fast enough to
support total system control in the
studio, thereby allowing the centrali-

BRING YOUR MUSIC
UP TO DATE

NORTHEASTERN DIG/TAL RECORDING, INC.

Services: Transfers from 1/4" and 1/2" analog (Dolby A, Dolby SR, dbx)
S to Sony PCM-1630 or DAT for CD mastering or archiving.

Digital transfers from other digital formats: PCM-F1, -501, -601, B
-701 (Beta, VHS), DAT, dbx 700, others.

Digital Editing and Compact Disc tape mastering.

Complete Compact Disc services. . ) .

Credits:

David Bowie, Frank Zappa, Richie Havens, Arlo Guthrie,

Rykodisc, Rounder, Newport Classic, Omega, Folk Era,
Biograph, Titanic, Bose, Lotus, Polaroid.

Digital mastering and editing performed by
Dr. Toby Mountain, PhD. Music
Jonathan Wyner, B.A. Music.

CALL: 508-753-1192

for information, prices, and our PR package.
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zation of more functions from the
logical focal point.)

I have always felt that beyond a
handful of specific applications the
all-digital console has a limited life

time. In these days of aftfordable dig
ital workstations, there is little distinc-
tion made between signal manipula
tion and record/replay functionality.
If a recording already exists in the
digital domain—on tape or a hard
drive—then the extended creativity
and sheer adaptability of a workstation
makes more sense than a hardware
intensive console design.

There are, of course, exceptions:
including certain 2-track mixing, EQ
and dynamics functions, and multi
channel remixing—where we need
simultaneous access to all channel
taders, and speed of operation dictates
a fixed-architecture design. However,
once we begin to see rapid develop-
ments in the MIPS-per-dollar war, vir
tual console designs with capabilities
far beyond even today’s workstations
will sound the death knell for hard
ware-based digital consoles.

I expect to see one or two innova
tive developments in analog master
ing and multitrack transport designs.
Despite the major thrust of worksta-
tions, a significant number of facilities
will continue to emphasize analog
technologies, primarily to satisfy their
existing customer base, but also be-
cause of the high cost of current sys-
tems. We are already taking for grant-
ed the fact that microprocessor-con-
trolled transports should offer some
degrec of auto-alignment potential, if
only the recall of stored operating
level, EQ and bias parameters for dif-
ferent tape formulations. With RS-232/
422 and other serial control protocols
now allowing us to streamline ma-
chine alignment before a session, how
long will it be before the transports
can hook directly into the console
automation system, and the appropri-
ate setup parameters can be stored
and off-loaded from the master com
puter?

In addition, I expect to see 4 grow-




Confused About “Exciters”?
Read the Facts.

Seems like a good thing always leads to
imitators. Which is why there seems to be a
rash of so-called “brightness enhancers;’
“phase correctors” and “exciters”

The Aphex Aural Exciter ® is a patented audio
process that will recreate and restore missing
harmonics. When added, they restore natural
brightness, clarity and presence, and actually
extend audio bandwidth. All without adding
any appreciable power to the signal.

As aresult, the Aural Exciter has become a
standard tool in the recording, film, broadcast
and sound reinforcement industries around
the world. It has been licensed for use in prod-

All Aphex products are designed and manufactured in the U.S.A.

© 1989 Aphex Systems Ltd.
Aphex and Aural Exciter are registered trademarks of Aphex Systems Ltd.
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ucts sold by Yamaha, Numark, AKG, Proton,
Gentner Engineering, MacKenzie Labs,
and Vestax.

Other “brightness enhancers” only boost
existing high frequencies, pumping as much
as an additional 12dB, which can distort the
amp or even blow your speakers. . . in addition
to sounding unnatural. In fact, you could
probably achieve the same effect more flexibly
and economically by using any equalizer.

Don't be confused by hype. Listen to any
device claiming to do what only an Aphex
Aural Exciter does, then listen to the real
thing. Your ears will hear the difference.

e

AURAL excrr—en“
TYPE C

APHEX

SYSTEMS

11068 Randall Street
Sun Valley, CA 91352
(818) 767-2929
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29 B. Ethel Avenue
Hawthorne, New Jersey 07506
Telephone: (201) 423-4404
DETROIT:

2669 Guoin St

Detroit, Michigan 48027
Telephone: (313) 961-9111

LOS ANGELES:

1111 Rancho Conejo Blvd

Unit 303

Newbury Park, California 91320
Telephone: (805) 499-5932

PENN FABRICATION
(USA) INC.
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ing trend toward placing more intel-
ligence within the tape machine chas-
sis, so synchronization functions can
be integrated within the transport’s
central microprocessor system, there-
by optimizing search-to-cue speeds
and lockup times.

Despite their falling cost—at least
for last year's models-—1 foresee the
market for reel-to-reel digital tape ma-
chines being eclipsed by disk-based
systems. Aside from those situations
where you need to track a large num-
ber of discrete sound elements (dur-
ing live recording, perhaps, or to lay
down several simultaneous mono,
stereo/surround mixes and their con-
stituent mono/2-track DME and/or
LCRS stems), random-access systems
win hands down in both cost-effec:
tiveness and versatility. [ expect to see
somebody offering a stripped 24/32
48-channel machine without A-to-D
and D-to-A converters, to allow fast
uploading and archiving of multiple
digital sound elements into a central
workstation equipped with the hard
optical drives.

I am still attracted to the packing
density and reasonable access speed
offered by %2- and 1-inch reel-to-reel
digital recorders. Until low-cost mag-
neto-optical drives appear, with or
without data compression and 4/8/16
real-time archiving modes, we could
do better than look at wider applica-
tions for existing technologies.

I'd also like to see more informa-
tion made available about the degra
dation of digital tape and its projected
lifespan under less-than-optimal stor
age conditions.

Turning to effects processors, 1
expect to see more digital sound bend-
ers featuring direct digital in/outs (at
least AES/EBU, although I could live
with a “standardized” SPDIF optical
port should the idea become reality),
and maybe a high-speed control pro-
tocol. MIDI is now accepted as a via-
ble way of controlling program chang
es and other system commands; as
long as we can run enough parallel
channels from a centralized MIDI
based sequencer following (prefera
bly) time code, real-time continuous
changes of parameters can also be
effected. Again, 1 find it bewildering
that more console automation systems
do not integrate additional informa
tion beyond their internally generated
fader level, mute on/off and other

real time and/or snapshot changes.
How much number-crunching power
would it take to have the master auto
mation processor scan the MIDI ports
every video frame, digitize and store
the incoming bit stream?

I like what 1 see and hear from
monitor speaker manufacturers. In re-

sponse to what I consider to be a real
istic reappraisal of user needs, the
major innovators in this market now
offer a wide selection of excellent
sounding transducers and cabinet de
signs, including systems that work
well in both the mid- and nearfield.
Cable design and amplifier technolo-
gies also have advanced by leaps and
bounds, and I expect the major play
ers in this market to come to AES with
some attention-grabbing offerings.

Now we come to the technology
that 1 consider worthy of greatest
examination at AES conventions: dig-
ital audio workstations. Although we
have witnessed rapid developments
in earlier systems, the past six months
saw few extensions on the basic con-
cepts. [ would say that some designs
came to market up to 18 months too
early, and only now offer the reliabil-
ity, user features and system integra-
tion capabilities that we need to take
for granted.

A year ago in this column, I waxed
lyrical about “connectivity” and the
need to agree on a logical and effi-
cient way of inputting and outputting
digital data to “enhance the system’s
upward, downward and lateral com-
patibility.” To date, the AES3-1985
Digital Interface Standard has gone a
long way in establishing a meaning-
ful, easily implemented hardware for-
mat for data exchange. The ongoing
work of the new Sub Working Group
(now examining input/output inter
face anomalies that users might en-
counter while attempting to exchange
signals between pieces of digital hard
ware) is worthy of our support. It
would be useful if we all made a point
of quizzing manufacturers regarding
their awareness of the Sub Working
Group's deliberations, and what their
experience has been in interfacing to
outside hardware. With more complex
systems just around the corner, who
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IT'S THE
LITTLE THINGS
ABOUT THE
IL SERIES
THAT YOU'LL
APPRECIATE.

Take a close look at the Soundtracs IL
Production console. An outstanding console that's
achieving acclaim amongst commercial recording
studios around the World. Designed to meet a
production climate that's radically changing with
engineering that matches efficiency with vision.

More important, though, listen to the
way it sounds. This 32 bus console offers very low
noise, minimal crosstalk and a degree of sonic
transparency that sets new standards.

Combine these attributes with a
sensitive yet effective equaliser section to create
one of the sweetest sounds to be found anywhere,

perfect for high quality track laying.
And while our crystal
clear layout is
free of gimmickry,
we've included a number of
unique features and sophisticated circuit
designs which, together with Soundtracs
Tracmix fader automation, provides versatility
to set your creativity free.
Little things in themselves. But
in the Soundtracs IL, add up toa
rather special production console.

L4832
IL3632
| SOUNDTR/CS::

CREATIVE ENGINEERING

SOUNDTRACS PLC, 91 EWELL ROAD, SURBITON, SURREY
KT6 6AH ENGLAND. TELEPHONE: (01) 399 3392/8101
FAX" (01) 399 6821, TELEX' 8951073 STRACS G

SPECIFICATIONS:
0 48 OR 36 CHANNELS O 104 OR 80 INPUTS ON REMIX
OINTERCHANNEL CROSSTALK RETTER THAN —88dB @ 1kHz
0 MIX NOISE 32 INPUT ROUTED BETTER THAN —82d8

EXCLUSIVE US DISTRIBUTOR:

SAMSON:

Technologies Corp.

SAMSON TECHNOLOGIES CORPORATION, 485-19
SOUTH 8ROADWAY, HICKSVILLE, NY 11801, USA
TELEPHONE (516) 932 3810. FAX (516) 932 3815
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is going to implement MADI for work
stations that currently offer, siay, more
than 16 channels of simultaneous re-
cord/replay fron hard disk?

I still view with skepticism those
workstation designs that center on a
“glass console.” Even elegant key-
board, trackball and mouse-driven
software doesn’t cut it when the time
comes to adjust a full-on mixing/re-
cording system via a monochrome or
color video display. A hybrid Muc-type
screen display of system status and
overview configurations that connects
to a companion work-surface equip-
ped with familiar switch, fader and
rotary controls for extracting reul-time
mixing, EQ, dynamics and other con
tinuously variable data from the user
would be more reasonible. I've exam-
ined at least three examples of fledg:
ling systems oftering such intuitive
functionality; it’s the only way to go.

I shall also investigate the develop-
ment of standardized directories and
TOC formats for hard disks, optical
drives and the emergent magneto-
optical recorders. 1 detect a strong
need for our industry to develop a
single disk format, so we can exchange
large amounts of data from one sys.
tem to another via removable platters,
without the need to transfer the data
digitally in real or accelerated time.

All in all, 1 greatly anticipate the
AES Convention. If nothing else, we'll
all have the opportunity to play tech
nology pundit. But remember that all
this new technology needs to earn its
keep. How ure you, the users of this
gleaming hardwure, educating your
current and prospective client base
about the cost-effective nature of
emergent console, tape muchine,
signual processor and workstation
designs?

Nothing will ever replace creative
talent in the control room. If a pro-
duction engineer wants to stiay one
step ahead, he or she needs to be
able to do more than just run the mix
ing board or roll a trackball. Try to
bring yourself up to speed on some
other dimensions of life in the tech
nology fast lane, and offer some al
ternatives for your paying customers.
See you in New York!

Mel Lambert is the bead of Media&
Marketing, a bigh-tech consudting and
marketing service for pro audio firms
and facilities.

'

..Right now, 'm mixing my record”

Trevor Rabin of “YES”
on J.L. Cooper Automation

“Since | installed J.L. Coopers MAGI Mixdown
Automation System, I've found myself with quite
a bit more leisure time on my hands”

-

“For the last 10 years I've been very involved in studio productions as
bath producer and engineer. These projects have involved a number of
veiy high priced and sophisticated automated recordirig consoles. | am
amazed at the fexibility and simpiicity of ].L. Coopers automation system.
They have maraged to design a r2al user-friendly systern at a more than
reasonable price. I'm also astounded by the quietness of the VCA units.
The bottom line is that it works perfectly, without the need of a sequencer
or sync box. MAGI has saved me numerous hours mixing”

The MAGI System is comprised of several components which can be mixed
and matched to meet your individual requirements. High quality auto-
mation for the 16 to 56 input console has never been more affordable. Prices
start at just $346800!

Also available from J.L. Cooper is MixMate!
Eight channel, self contained fader and
mute automation for the 8 to 16 track
studio and audio/video post produc-
tion facility. Many applications, ene

low: price - $995.00!

See and hear what automation can do for your mixes!

13478 Beach Ave., Marima del Rey, CA 90292
(213) 306-4131 o FAX: (213) 822-2252

Intermational Distributers: Switzerland, Austria, W. Germany: Jacques Isler AG 43-1-432-1444 ¢ England:
Evenlode Soundworks 44-99-389-8484 ¢ Italy: Musi Sound Technology 39-2-9501-8031 ¢ Belgium,
Holland: Synton 31-34-65-67424 » Sweden: AB Creg Fitzpatrick 46-8-308070 ¢ Australia: Tradepower
Intl 64-3-560-9111 ®» Denmark: New Musik 45-6-190899 * Norway Pan Studios #7-6-84-33-30 e Israel:
RBX Intl 972-3-298252 » Malaysia: Meteor Sound 603-291-6559 ¢ Singapore: ParaDi 65-3388-252

Circle #100 on Reader Service Card

OCTOBER 1989, MIX 37




INSIDER AUDIO

(A)

RS T UVW MODE ITEM contents

Q0. Q1(2 frames)

Data Field

FIGURE 2

’—4 1 frame (588 channel bits)

14 — 8 (EFM demoduldation)

Sync (75 Hz)

L Q@ R S T

V] v w
_]l Subcode Sync (2 frames)
- .

: PACK (24 Frames)

|

|

1 PACKET PACK (24 Frames) subcode block
=96 frames =98 frames

PACK (24 Frames)

PACK (24 Frames)

_I_J_[__
[_I

FIGURE 1




medium, and record labels generally
agreed 1o use DAT to draw the line
against home recording. Morcover,
sales of DAT, both blank and prere-
corded, were seen as a destabilizing
force in a golden goose market of CDs
and prerecorded cassettes. As Karl
Marx would never have said, “When
you're making billions in profit, why
rock the boat?”

But finally, because the pressure
from DAT makers was persistent and
because recordable CD technology
was looming on the horizon, the rec
ord industry decided it was time to
deal with the problem. Its stall cam-
paign had been entirely successful,
but now it was time to set a prece:
dent. The solution to the impasse was
a simple technical compromise that
has been on the table for years. The
SCMS system, proposed by Philips,
limits the number of copies that ¢an
be derived from a DAT tape. Here's
how it works: vou can digitally copy
from CD or prerecorded DAT (for
example) to a DAT, but a copy-inhibit
flag is set in the DAT cassette’s sub-
code so that it is impossible to dig
itally copy from that DAT to another
DAT. Thus, an SCMS-equipped DAT re-
corder allows you to make any num-
ber of digital copies from a source,
but you cannot copy the copy. That
stops the digital chain short. SCMS
does not atfect analog copying in any
way. SCMS is a good solution because
it allows a user to make a digital copy
of purchased software for compilation
of favorite songs, but helps prevent a
second party from copying music it
never paid for. Moreover, SCMS solves
the problem of the absence of the
44.1kHz recording sampling rate on
consumer decks. This means profes-
sionals could use economical con-
sumer DATSs, with their digital inputs
and 44.1kHz recording ability, for
many applications—but only if the
digital copy was not meant to be
copied. Previously, there was talk of a
tariff on blank DAT cassettes (o help
defray the cost of anticipated lost
revenues on prerecorded music, but
the hardware makers strongly op
posed this.

Other news along digital audio lines
focuses on compact disc technology.

After an carly and premature introduc-
tion, CD subcode is back with a new
name and a more sharply defined mis-
sion in life. CD+G and CD+M (known
4s CD+G, M) are the names for discs
encoded with either graphics or MIDI
software, in addition to regular audio
data. Of course, a special player is
required to access this data; apparent-
ly the first player reaching the U.S.
market is JVC's XL G512BK. It is impor-
tant that CD+G/M data is stored dig-

with 14 channel bits of subcode; in
other words, subcode occupies about
3% of every disc. Following EFM de-
modulation, the subcode yields eight
bits of data, arranged as eight inde-
pendent channels of data, designated
asP, Q,R, S, T, U, Vand W. To provide
useful information, these channels are
accumulated over 98 frames; each 98-
bit subcode word is output at a 75Hz
rate. Subcode sync occupies the first
two frames, so a subcode block con-

| 1 message
=320 microseconds

MIDI signal format

piniinnans

|
I
1 ST - START BIT

ST01234567SIP
FIGURE 3

STP : STOP BIT

itally and uses a universal format in-
dependent of television format. Thus,
the graphics on a CD+G/M disc are
playable on NTSC, PAL, SECAM, etc.
Data on every CD is stored in a
frame consisting of 588 channel bits,
replayed at a frame rate of 7.35 kHz.
Euch frame contains a subcode field

FRAME (R 5 T U V W
0 o ololo MODE/ITEM
00 n3 N2 nln0 BYTES
nsNumber of
2.3 PARITY Q0. 1 MIDi bytes
- 8 MIDI Byte 1|
5 B2 MIDI Byte 2
6 Bl3 MIDI Byte 3
? e —
8 B4 MIDI Byte 4
9 8,5 MIDI Byte 5
0 B|6 MIDI Byte 6
n
12 B 7 || iy
3 slal MIDI Byte 8
& B, 9 MIDI Byte 9
15
16 T‘I_D—_‘—_‘ MIDI Byte 10
7z [ 481 | MID) Byte 11
8 812 MIDI Byte 12
19
* EHHC S
PARITY PO ~ 3 max. 125 bytes
23 Al bits of unused
bytes are zero.
FIGURE 4

tains eight channels with 96 data bits,
as shown in Fig. 1. This data block is
called a “packet,” and each quarter of
a packet is called a “pack,” which is
generated every 3.3 milliseconds. On-
ly P and Q are reserved for audio con-
trol information (actually the P code
is ignored by players, and only Q is
used) such as track numbers, timing,
copyright information, etc. The remain-
ing channels, R through W, are used
for CD+G/M.

The internal structure of each pack
is shown in Fig. 2a. Both Mode and
Item switches are three bits; five dif-
ferent Mode/Items are presently de-
fined, as shown in Fig. 2b. Model/
Item1 specifies TV graphics informa-
tion, and Mode3/Item0 defines MIDI
information. “Instruction” further de-
fines the nature of the “Data Field,"
and Q and P are error detection and
correction codes independent of the
audio data’s Reed Solomon codes.
The player decodes the G/M data
separately from the audio data.

The TV graphics mode displays text
and graphics with image units called
“fonts”; they comprise 6x12 pixel
character units. A full screen consists
of 50 vertical by 18 horizontal fonts.
Outer rows and columns are intended
for scroll action and are not visible.
Thus the total visible picture contains
(50-2)x6=288 vertical by (18-2)x12=
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Software that
solves audio
production
problems.

A family of programs for IBM
AT compatibles that automate
many of the record keeping
chores of audio production
work, especially for film and
video post production

Sound & Music Cataloging

. Organize Tapes, Samples,
CDs, DATs, Film & Records

* Enter your own data or use our
free catalog listings of CD
sound & music libraries

o Search with multiple words
using "and” “or" & "not

Q Control CDs via interface to
Sony CDK-006 jukebox

EFffects Spotting

J Manage spotting lists
referenced to reel, scene
timecode or feet/frame

. Search, copy & paste from
effects catalog to spotting
lists

cue Sheet Pnnting

. Prints standard re-recording cue
sheets in feet/frames or
timecode on any size paper

. Shows title, description, ID
number, position, fades, handles
& internal events

* Allows 96 tracks per premix

L Extensive conformation functions
facilitate picture changes

. Multiple fonts & colors

ADR Printouts

. Simply enter basic spotting
information once to print
standard cuefline sheets as
wel! as a variely of other forms

. Sort and refine before printing
fo create specific printouts by
character or reel

. Transfer spotting information
into Cue Sheet program for
easy Cue Sheet printing

Leovardo Sohtvare

b= 10378 Holman Avenue
Los Angeles, CA 80024

L] Phone (213) 277-5161
Fax (213) 277-9086
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192 horizontal pixels. Font data is
given a channel number from 0 to 15,
and cach channel can store individual
images. For example:

channel 0: Graphics

channel 1: English lyrics

channel 2: French lyrics

channel 3: German lyrics

channel 4: Guitar chords

channel 5: Rhythm guide

Color is obtained through the use
of CLUT (color look-up table), and
cach screen can display 16 colors from
among 4,096 colors, with 4-bit grada-
tions for each primary RGB color. In
addition, CD+G instructions can pre
set a memory with color, preset the
border with color, write a font using
two colors for foreground/back
ground, exclusive, or a font with two
colors, load the CLUT and soft-scroll
the screen.

CD+M adds MIDI control conforma-
tion to the subcode area for applica-
tions such as control of MIDI instru-
ments or other music processors, mu-
sic minus one, reorchestration by
users, printing or display of a score
and creation of a personal music data-
base. MIDI messages are sent over any
of 16 channels, using the familiar sig-
nal format shown in Fig. 3 and adher
ing to MIDI protocol. The hardware
MIDI interface operates at 31.25 (£1%)
kilobaud, asynchronous, using a start
bit, eight data bits (D0 to D7) and a
stop bit. This makes a total of ten bits
for a period of 320 microseconds per
serial byte. The start bit is a logical 0
and the stop bit is 4 logical 1. Bytes
are sent LSB first. Communication
uses multibyte messages consisting of
one status byte followed by one or
two data bytes (real-time and exclu-
sive messages excepted). All common
MIDI messages such as note off, note
on, polyphonic key pressure, control
change, program change, channel pres-
sure, pitch bend, and system common
messages and system real-time mes-
sages are all supported.

MIDI data is recorded into CD sub-
code using the same data packs as in
CD+G, with MIDI data arranged in
bytes 0 through 12 within packs, as
shown in Fig. 4. To maintain the baud
rate specified by the MIDI standard,
12 consecutive packs may contain no
more than 125 MIDI bytes. If playback
on equipment with up to +12.5% pitch
bend is used, it is recommended that
the data be limited to a maximum of

110 bytes in any 12 consecutive packs.

CD+G/M plavers have a variety of
outputs, including video, S-video,
MIDI out and, of course, audio. Euro
pean versions will have a Eurocon
nector for digital RGB output. Clearly,
CD+G/M is a “valuc-added” kind of
feature; few people would buy a CD
plaver for these options alone, but
they do enhance a CD plaver’s desir
ability and utility. One thing is for
sure: if CD+G/M catches on, it will
serve to further integrate professional
audio with the video and MIDI indus
tries, providing more projects for
evervbody.

[ An SCMs-
equipped DAT
recorder allows
you to make any
number of copies
from the source,
but you cannot
copy the copy.

*

One CD format that never provided
much work for anybody and will now
provide none at all, is the CD-3 for-
mat. This cute little disc was supposed
to compete against the 45 rpm disc
and the cassette single, but was not
successful in the record stores. Per-
haps people thought short-play, regu-
lar CDs served the cause better, per-
haps the young segment of the market
buying those products just hasn’t dis-
covered CDs yet. At any rate, despite
very strong sales in Japan, CD-3 was
officially abandoned in the US. mar-
ket by all concerned, including Sony,
its strongest proponent. CD-3 thus
becomes the first real casualty of the
CD phenomenon, and earns the par-
ticularly unenviable acronym of CD-
3-RIP. a

Ken Pobhlmann is author of The
Compact Disc: A Handbook of The-
ory and Use and Principles of Digital
Audio, both available from Mix Book-
shelf with no strings attached.




Merge, filter, channelize,
echo, transpose, map
and scale, up to
128 different MIDI devices

simultaneously. . .

Introducing MIDInet™, the ultimate MIDI studio integration
tool for all New England Digital workstations, including the
new Synclavier® 6400. MIDInet combines the functionality
of a fast, powerful 8 port MIDI processor with an expand-
~#==_ able 8-in by 8-out patchbay. MIDInet’s unmatched process-
ing capabilities mark the difference between professional performance and hours
of wasted time and frustration. Your incoming and outgoing data can be handled
simultaneously on all 8 ports, with a dazzling range of processing functions
available. What’s more, even the most complex system routing and processing
routines can be programmed simply by drawing lines between device icons.

Kid’s stuff! For more information on the MIDInet ’//
option call 1-800-848-4400 ext 356 (9 to 5 EST). % gfgg}gland

MIDInet and Synclavier are trademarks of New fngland Digital 1989 New England Digital, 49 N, Main Street, Box 546 White River Junction, VT 05001
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From
CARUSO
TO HENDRIX

A Brief History
of the

by Dan Daley

im & Andy’s was where musicians

went in between recording ses-

sions in New York in 1958. This
restaurant and bar, situated on West
48th Street at Sixth Avenue, held mes-
sages, ran tabs, cashed checks when
the bank wouldn’tand basically made
life a bit more bearable for musicians.
And A&R Studios was right upstairs,
so the jukebox got all the records
from the studio before they were
released.

PHOTO: JOHN WORAM
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Those were heady times in New
York for the recording industry. The
1940s had seen the rise of major label-
owned studios, and the eclipse of
these grand rooms, like Decca’s Py-
thian Temple, Columbia Studios and
Capitol, paved the way for a slew of
independents. Rock and roll fans were
demanding records by the dozens,
and everybody was talking about
another passing fad: stereo. With the
advent of multitrack, Local 802—
alarmed at the dangerous practice of
overdubs—stationed enforcers in

studios to ensure that if one player
was needed, the whole orchestra was
paid.

Looking further back, opera singer
Enrico Caruso and RCA founder
General David Sarnoff supposedly
opened a recording studio in Camden,
N.J., in the early 1930s. It may well
have been the country’s first dedi-
cated recording facility (although New
Yorkers have trouble awarding New
Jersey primacy in anything except
noxious odors and questionable driv-
ing habits). Nonetheless, it points up
the fact that the New York studio
world extends beyond Manhattan.
Rudy Van Gelder built a seminal jazz
studio in Englewood, N J.; today, such
studios as the Sandbox and Carriage
House in Connecticut, and House of
Music in New Jersey, can be consid-
ered part of the larger New York
scene and its history.

But Manhattan is where the ground-
swell began and where it continues.
RCA’s facility on East 24th Street moved
to 1133 Sixth Avenue (Avenue of the
Americas) in 1967. Decca’s Pythian
Temple, Capitol Records’ 46th Street
studio, Columbia’s famous East 30th
Street facility and RCA’s “satellite”
facility, Webster Hall in Greenwich
Village, are all gone now, victims of
developers and economics. In these
rooms the big bands made their rec-
ords—live and in glorious mono. Quite
often the mothers for the pressings
were created in the same places where
the recordings were made.

Ifyou disregard the end of the Great
Depression and the onset of World
War Il (which is possible if you squint
hard and drink a /ot of bourbon), it
was a comfortable time for the major
labels. Their own acts were recorded
in their own studios, produced by
staff producers and engineered by

Way back when at Webster Hall,
an engineer (hame unknown) runs
an early rotary-knob console,
sometime in the early *60s.

TITLE PHOTO: ROBERT KRISTOFIK/THE IMAGE BANK



staff technicians. Any spillover was
farmed out to other label-owned
studios in the way Hollywood film
studios traded stars.

The only competition—if you could
call it that—was from radio stations.
WHOM, WNBC, WOR, WABC and
WCBS all had house orchestras, which
meant a plethora of gigs around town
available to musicians. The stations
also hired technicians to venture out
with the weighty recording equip-
ment of the time to handle remote
broadcasts and recordings in the
ballrooms of the hotels that were part
of the Manhattan landscape and lore.
(Actually, the labels did the same—
Capitol had a lease on the Barbizon
Plaza Hotel ballroom and recorded
Fred Waring and Stan Kenton there,
among others.)

These same radio stations laid the
groundwork for the rise of the inde-
pendent recording studio; i.e., inde-
pendent of label affiliation. Some
radio stations began doing jingles for
other stations on electrical transcrip-
tions on wax, the precursor to tape,
and the realization began to take hold
that New York’s booming music
market was getting too big for the
status quo.

One pioneer was the late Fortune
Pope, who owned WHOM, New
York’s premier Spanish-language
radio station. By all accounts Pope
was a character (a condition appar-
ently inherited from his father, who
once gave New York Mayor Jimmy
Walker a check for $1 million and
later described it in a judicial hearing
as “just something that was in my
pocket™). Fortune Pope also owned a
cement manufacturing plant, which
may have been of interest to certain
organized crime types Pope was
reputed to associate with; one story
tells of Pope walking alongside
mobster Frank Costello as a spate of
bullets ventilates Costello’s fedora.

Pope opened Coastal Recorders in
1953 on W. 52nd Street, and it was

MAPS: (TOP) ROAD ATLAS

one of the early successful independ-
ent studios. He later bought Fulton
Recording at 80 W. 40th Street. Known
as Coastal Times Square, this second
Coastal room was a favorite of early
rock acts. Bill Haley, Patti Page and
then-engineer Tom Dowd all worked
there, and the seminal rock track “Sh-
Boom” was recorded there. Bob
Daugherty, who later produced The
Carpenters and similar acts, started
there. Many of Atlantic Records’ “race
records” were recorded in the large,
ambient room at Coastal, as were
manv jingles. The room boasted a
past other than music—it was origi-
nally a penthouse apartment used by
publisher William Randolph Hearst
and actress Marion Davies. Coastal
Times Square later became Olmstead
Sound, owned by Dick Olmstead.
At one point, Coastal operated in

three locations simultaneously; the
third was the Audio/Video studio at
Fifth Avenue and 57th Street. This
room became National Recording in
1959. (Audio/Video opened in 1949
on Broadway and in 1951 moved to
730 Fifth Avenue. In a time when
acetate was a leading format, A/V
went to tape early on and for a short
while was the sole Ampex franchise
east of the Mississippi.)

In 1959 Coastal engineer Al Mirchin
(with partners) bought the 52nd Street

Midtown Manhcman

. ABR Studios, original
location
2. Fulton Recording/
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Coastat Times
Square, later Olmstead
Sound

3. Coastal A/V Studio,

i —C—t—| " IoerNational Recording

(until ‘81)
. Fine Sound (now Parker
Meridien hotel)
National Recording
(since 1981)
6. A8R's second facility
(opened '67), now
Columbia Studios
Hit Factory (since 1975)
Hit Factory/Times
Square (site of former
Chelsea Sound)
9. Mediasound
(opened 1968)
10. Power Station
(opened 1957)
11. Ationtic Studios
(opened 1957)
12. Record Plant
(opened 1968)
13. JAC Studios
{opened 1954)
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Coastal and turned it into Aura. Later,
in 1972. they also bought the former
Allegro Studio and turned it into

Generation. In a play characteristic of

New York real estate machinations,
Equitable Life Insurance Company
showed Mirchin how to really make
money in the studio business, by
making him an offer he couldn't re-
fuse: they bought the building that
housed Aura for a hefty sum. After
Mirchin sold Generation, he bought
and now operates a hotel in Haiti,
perhaps an indication that voodoo
economics works in New York.

Bob Fine's Fine Sound opened
with two rooms in 1951 at 711 Fifth
Avenue, then moved in 1959 o the
Great Northern Hotel at 118 W. 57th,
where the Parker Meridien Hotel now
stands. A pionecr in recording tech-
niques including sterco ping-pong-
ing, Fine used the hotel's penthouse,
ballroom and catering hall for sw-
dios. A 2-channel Gates console
modified by Fine became New York's
first stereo board. according to Bob
“Red” Eberenz, an engineer there for
many years who now runs Magna-
Tech. Fine's film work led him to use
3Smm film stock as a recording
medium in many cases, and Eberenz
maintains that film is still superior to
analog audio tape because of its lower
S/N ratio and absence of print-through.
Fine. who died in 1984, also pro-
posed 1/4-inch videocassettes, but
lost out to the 1/2- and 3/4-inch
tormats.

INDEPENDENTS

In the late 'S0s, as rock and roll
established itself, independent stu-
dios blossomed. In the '40s, 78 rpm
singles generally preceded the 10-
inch LP. But in the 50s and "60s the
advent of the 45 rpm single and the
concept of making the 12-inch LP
tirst, then releasing multiple singles
to promote it, meant a tremendous
increase in the need for recordings.
All these recordings received more
airplay as more radio stations opened
up. The cyele had begun.

The major label studios were not
positioned to react quickly enough:
they had union employees and those
contracts were economically and
ergonomically constricting. The inde-
pendents had no union contracts and
considerably lower overhead (this
was prior to the real estate madness
that envelops New York).

Bell Sound, owned originally by Al
Weintraub, started out doing radio air

checks in 1930 from a one-room
basement in Chinatown. According
to Dave Teig, presently studio man-
ager of Servisound and Northeast
coordinator of SPARS. Bell's Magna-
Tech deck was lugged around for
weddings and bar mitzvahs until a
less transient facility opened in 1952,
uptown on 89th Strect. There, Tito
Puente, Frankic Lymon & the Teen-
agers and Mahalia Jackson cut tracks.
A vear later Bell moved o W. 46th
Street and “came to civilization,” as
Teig puts it. Buddy Holly & the Crick-
ets recorded there. In 1958 Bell landed
on W. 54th Street with three studios
and five cditing rooms; it was later

sold to the Viewlex Corp. For a brief

time before closing in the late "70s,
Bell was the country’s largest inde-
pendent studio.

Blues in the '40s centered around
the old Belltone Studio in the Hotel
Walcott, located in the East 30s, ac-
cording to songwriter Doc Pomus.
R&B found a home at Coastal Audio
Video, where engineer Hal Lustig
worked nights and weckends (the
fact that R&B dates tended to pay
cash didn’t hurt). Lustig also hired
New York's first black staft engineer,
Mack Anderson. to work at the stu-

dio. which by then was named N
tional Recording. Lustig became an
owner of the facility and in 1981
moved it to its present location on W
42nd Street.

Toward the end of the '50s, places
like United Recording, Herb Moss
Gotham Studios and Bob Liftins
Regent Sound Studios were regular
stops for many of New York's work-
ing musicians.

A&R Studios is perhaps most em-
blematic of the boom days of the late
'50s through the late "70s. 1t was
founded by Phil Ramone and Arthur
D. Ward in 1958, and NBC Radio
mixer Don Frey came on board in the
carly '60s. Originally located at W'
48th Street and Sixth Avenue, A&R
had one big room and one smaller.
Artists such as Connie Francis, Ray
Charles, Leslie Gore and Ruth Brown—
Atlantic acts who preceded Atlantic’s
own studios—recorded there. Pro-
ducers Quincy Jones, Creed Taylor
and Neshui Ertegun also worked there,
and Tom Hidley was its maintenance
enginecr.

In 1967 A&R opened a second
tacility on W. 52nd and Seventh
Avenue (now the Columbia Studios
site). the same year RCA Studios

Mediasound, a.k.a. "The Church," circa 1969; senior engineer Joe
Jorgensen, president Harry Hirsch and senior engineer Fred Christie.
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opened on Sixth Avenue. A&R built a
new control room (designed by an
ABC broadcast engineer. a last link
with the past) overlooking the huge
film stage recording room. There,
A&R went from 8-track to 24-track by
1969. The Four Scasons recorded
there, engineered by Roy Cicala, who
later went on to buy Record Plant
Studios. Peter, Paul & Mary and the
Young Rascals were among the newer
acts using the rooms. Today, the
facility at 322 W. 48th still functions,
though the 52nd Street facility closed
in 1984. Ramone left in the early "80s
to pursue his career as an independ-
ent producer.

Columbia’s studios operated at 799
Seventh Avenue, while its E. 30th
Strect studio (located in what was
once a church) worked with the

Broadway show cast albums that its
large interior enticed. along with such
recording artists as Simon & Gar-
funkel and Frank Sinatra. The church,
built in the early 19th century by a
German designer famous for his
acoustical work, was designed so the
minister’s voice could be heard any-
where in the room. Columbia used it
from the '40s until its closing in 1983,
at the same time shutting two of the
32nd Street rooms for economic rea-
sons. The 30th Street structure was
sold to a private developer who
knocked down the church and built
an apartment building.

Songwriter Jerry Ragavoy opened
Hit Factory in the '60s on W. 48th
Street. Eddie Germano bought Hit
Factory in 1975 and moved it to W.
S4th Street, where it stands today.
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Germano, one of the original Record
Plant owners, built four rooms there
and added two more to a satellite
facility on 42nd Strect. site of the
former Chelsea Sound.

Mediasound  still occupies the
premises of the old Manhattan Baptist
Church on W. 57th Street. Founded in
1968 by Harry Hirsch, Bob Walters
and partners, Media has true cathe-
dral ceitings with a 2,000-square-foot
main room and a film room with an
organ loft. The Media mail room
spawned Mike DelLugg. Bob Clear-
mountain and Tony Bongiovi. Mich-
ael Hektoen bought Media in 1983,

Tony Bongiovi and Bob Walters
started Power Station in 1977. Media-
sound alumni, including Clearmoun-
tain and chief electrical engineer Ed
Evans, came along. Power Station
helped resurrect the live room con-
cept that once dominated New York
studio design, before the dead room
effect swept in from California during
the "70s.

Atlantic Studios occupied the same
site on Columbus Circle from 1957
until its recent closure Isee Mix Sep-
tember 1989 “Current”]. Before that,
Atlantic operated a 2-track room else-
where in Manhattan.  Atlantic Stu-
dios—Ahmet and Neshui Ertegun’s
jewel—handled all the rock and R&B
classic acts that built Atlantic Records
over the last four decades, including
Aretha Franklin, The Rascals, the Bee
Gees and George Benson. The first
studio in New York to go 8-track, it
contained two main studios, a mix
room, a Synclavier room and nine du-
plicating/mastering rooms. (Atlantic
remains something of an anachro-
nism—it still handles mastering and
disc cutting for Atlantic Records, much
as studios did years ago.) General
manager Tony O'Brien attributes
Atlantic Studio’s 32-year run to a
combination of piecing together
appropriate technology and the vi-
sion of the Erteguns.

Jimi Hendrix originally wanted
Electric Lady, on Eighth Street in the
Village, to continue existing as a
nightclub when he bought it. The
building had housed the Generation
Club and before that, the Village
Barn, a big-band dance venue once
owned by Rudy Vallee. But Hendrix’s
associates conducted a feasibility
study, found that his block-booking
practices at Record Plant cost stagger-
ing sums and determined it would be
more cost-effective to simply build
his own studio.




Hendrix bought the Village build-
ing for $30,000 in 1968 and initiated
the trend of artist-owned studios.
Architect John Storvk was brought in
to design the room according to
Hendrix's main directives: make it
comfortable and make it round. The
initial $350.000 construction budget
ballooned to over $1 million by the
studio’s completion in August 1970.
Storyk's  structural design featured
gently curving, solid concrete walls,
which helped buffet the sound from
an adjacent movie theater and sub-
way line. But that was nothing com-
pared to the construction crew’s 1968
“discovery” of the underground
Minetta Creek spring, which flooded
the room. The aquatic nightmare sent
Storvk buck to the drawing board,
andto this day three types of pumps—
electrical, mechanical and manual—
are always working or at the ready.

Phil Ramonce and Bob Hansen were
brought in to Electric Lady as techni-
cal consultants, and chief engineer
Eddie Kramer oversaw Electric Lady's
development into a state-of-the-art
studio, including the implementation
of what Kramer asserts was the first
24-track setup. Sixteen tracks were all

Hendrix ever worked on at his studio;
however, less than a month after
Electric Lady opened on August 27,
1970, Hendrix died. The tragedy ini-
tially caused financial havoc at the
studio. "No one wanted to use it at
first,” Jim Marron, president of Elec-
tric Lady from 1968 10 1972, said inan
interview several years ago. It was
like going into Jimi's living room after
he was dead—it was his studio, after
all.” But a massive block-booking by
Stevie Wonder saved the day. In
1977, currentowner Alan Selby bought
Electric Lady from the Hendrix estate,
and a recent $2.5 million renovation
has left intact two Hendrix legacies:
the psychedelic Lance Jost mural in
Studio B's foyerand the purple carpet
on the wall.

If Electric Lady’s inception pulled
Hendrix from Record Plant, there
were plenty of other stellar names
working that venerable complex,
including The Who, Acrosmith, Kiss
and John Lennon. Record Plant was
opened as an 8-track studio on W,
44th Strect in 1968 by Gary Kellgren,
Chris Stone and Enke Johnson. In
1969 it was sold to Warner Communi-
cations. Royv Cicala began at Record

Plant as an engineer in 1970, and two
years later he bought the studio and
upgraded it to 16 tracks. (The short-
lived quad recording format was also
added.) Inthe carly "70s. 24-track was
implemented.

It was at the New York Record
Plant that Chris Stone began experi-
menting with his “Living Room™ at-
mosphere, which he transplanted to
the Los Angeles Record Plant inan at-
tempt to create an environment con-
ducive to all-night sessions. Cicala
later tightened the loose vibes, ac
cording to songwriter Lori Cicala,
whose records Roy Cicala produced
there for years and who now operates
the studio with her ex-husband. John
Lennon virtually set up shop in Rec-
ord Plant, using it as a refuge during
his turbulent times. Record Plant still
displays the “world’s largest acoustic
guitar” (strung with piano strings)
that was a gift from Lennon (Cicala
had the 12-foot, 6-stringer built, then
presented it to John after a session in
which the musician demanded “a hig
guitar sound”). The studio also dis-
plays the Mellotron that Lennon played
on Sgt. Pepper.
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EQUIPMENT
“Recording studios felt secure in the
'30s and '40s because their engineers
built all their own equipment,” recalls
Don Frey. formerly of A&R and now
with BMG (formerly RCA) Studios.
According to Gene Cattani, who's
spent over a quarter-century at RCA's
various studios and manages the
present one, “At RCA on 24th Strect
we had two rooms and 18 mainte-
nance engineers, 12 of whom did

nothing but build equipment. All of

us independents would drool over
the equipment that the major label
studios could afford. We would go
over to Columbia Studios [on E. 30th
Street] and just sit there looking at it.”

Later, in the "60s, the tables turned
somewhat when the major label stu-
dios—technologically neglected as the
independents garnered much of the
decade’s rock and roll work—looked
to those independents to point the

Tapes a'duping at RCA's East 24th Street facility, which closed in1967.
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The true meaning of "pre-fader’: a Neve console, circa 1973.

way toward the equipment of the
future. Of course, they still had the
battleship budgets. “If we bought a
Pultech equalizer, they bought ten of
them, " says Frey. “But more and more,
the independents were being relied
on by the equipment manufacturers
to determine trends.”

Early consoles were radio desks,
like the modified Altec FM radio
console at AXR, or you built your
own, like the one built by the con-
struction department at CBS’ 30th
Street room. As dedicated recording
desks became available, the Langevin
console was an early favorite. It was
a mono desk with a wire-wound
rotary knob where faders are now.
But Electrodyne was considered the
first dedicated recording console used
in New York. Then MCI moved to the
tront of the pack in the late '60s. Bell
Sound built its own consoles, too. In
1958 Bell was the first facility to

implement a solid-state console—20
inputs, no waiting.

Tape decks developed their own
mythology over the years. Frey says
that 24-track recording originated with
Bob Goldman of Mira Sound, who
during the carly '60s picked up a pair
of old Ampex 2-inch video decks and
asked the company to fit them with
audio heuads. (The claim to 24-track
primacy is made by a number of
studios.)

Nonetheless, mono was king prior
to the "60s. In those days you did
three or four songs in three or four
hours. According to Frey, those were
the days of the “union cops™ who
guarded against dreaded overdubs,
which back then were done with two
mono decks. The orchestra was re-
corded to the first deck, then that
track and the live vocalists were sent
directly to the second muchine, mixed
live.

(Local 802 of the American Federa-
tion of Musicians was a powerful
force in New York throughout the
"40s, "S50s and early '60s. You did it
their way or you didn't do itat all. But
the advent of rock and roll and self-
contained bands croded 802°s influ-
ence on contemporary music, and
the Local spent the next two decades
wishing rock would “just go away,” in
the words of onc¢ union official. It
didn’t, and despite 802’s half-hearted
rapprochement attempt a few years
ago. to this day Local 802 is consid-
cred a joke—if it's considered at all—
by muny New York rock musicians.)

Irv Joel, who was chief engineer at
A&R and earlier worked at the old
Capitol Studios, says he introduced
stereo recording to Capitol. In 1956
he prepared a demo to illustrate dual-
channel recording to the corporate
powers, but found the response chilly
The irony of the high-level resistance,
however, lies in the fact that EMI, a
leader in stereo recording’s develop-
ment in the carly 1930s, had recently
purchased Capitol. Joel's carliest ef-
forts involved a pair of X-Y micro-
phones into an Ampex 352 deck,
essentially a standard Ampex 351
mono deck outfitted with an extra set
of electronics to achieve sterco. The
recordings were made through a pair
of RCA OP-7 radio consoles. Joel
(who currently owns an audio con-
sulting firm) and engineer Tom Dowd
also dubbled with a Magnacord “stag-
gered stereo” deck, which Joel recalls

s “a bit of a nightmare.”

Muintenance also became impor-
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tant, due to the large-scale introduc-
tion of the transistor and the prolifera-
tion of new equipment it spawned.
Where studios had once supported
staff engineers, they now supported
staffs of technologists to care for the
increasingly complex, “store-bought”
equipment.

Multitracks came in a dizzying array
of formats during the carly '60s. Bell
Sound started out with a mono Mag-
nacord and moved up to an Ampex 2-
track in 1955. Bell went through 3-
track, 4-track and finally to Ampex 1-
inch 8-track before Mort Fuji, then
Ampex’s chief engineer, developed
the first 2-inch machine at Bell—a 12-
track deck. Like virtually all other
major rooms in New York, Bell’s 16-
track led to 24-track by the early '70s.
Mediasound also began its life as a
12-track facility. And you think there
are format headaches today?

INDEPENDENT JONES AND THE
RAIDERS OF THE LOST ENGINEER
“Back then, engineers were made of
somewhat sterner stuff,” says Irv Joel.
Considerable electronic moxie was
required in an era when so much
equipment was quasi-experimental

Throughout the '50s,
the individual sound
of a studio depended
less on the equipment

than the engineer.

(and considerably simpler). The mid-
to late-'60s saw the rise of the inde-
pendent engineer, a natural outgrowth
of the spread of independent studios
and very much a New York phe-
nomenon. Despite its huge popula-
tion, New York was (and is) a small
town in many ways, and whole new
vistas for engineers could open up by
simply crossing Broadway.
Throughout the '50s, the individ-
ual sound of a studio depended less
on the equipment than the engineer.

The staff engineer became the archi-
tect of a studio’s sound, aided by the
acoustic qualities of the room. Studio
owners were rather possessive of
their house engineers, but the rise of
another phenomenon—the independ-
ent producer—inevitably led to pro-
ducers taking certain engineers along
when they worked at other locations.

Names like Bob Fine, Bob Liftin
and Phil Ramone, all engineers whose
personnae intertwined with their
facilities, gave way to names like
Mike DeLugg, Bob Clearmountain
and Shelly Yakus, who used Media-
sound, Power Station and A&R as
springboards to launch independent
careers.

One technologist who could serve
as a model of the early independent
engineer is Harry Hirsch. Hirsch started
JAC Studios (located next to the Plaza
Hotel) with Charlie Layton in 1954. A
young Phil Ramone learned his edit-
ing chops there, according to Hirsch.
Jingles and jazz were the studio’s
mainstays; Altec mixers were ganged
up to make a console. No EQ, just
level. In 1956 a 24-input Langevin
was added to go with the Presto tape
decks as JAC got into film work.

@ (2) Studer A 800s, SSL 4000E Console
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Carlos Alomar, Laurie Anderson,
Hiram Bullock, Taylor Dane, Rick
Derringer, Elliot Easton, Bernard
Edwards, Roy Halee, Iggy Pop,
Bill Laswell, The Latin Rascals,
Mantronix, Branford Marsalis,
Meatloaf, Nocera, Joyce Sims,
Najee, School Daze, The System.
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GREENE STREET ]
RECORDING
NEW YORK CITY

KEITH SWEAT
URBAN BLIGHT
OFRA HAZA

RIOT

JOHN ROBIE
STANLEY JORDAN
RUN/DMC
ALLISON WILLIAMS
LL COOLJ

JACK BRUCE
DIONNE WARWICK
PUBLIC ENEMY
MANTRONIX
B-52'S

PAULA ABDUL
MADONNA

BOB BASE

KEITH RICHARDS
ORAN "JUICE" JONES
PAUL SHAEFFER
COOKIE CREW

GECORGE MASSENBURG LABS

GEORGE CLINTON ARETHA FRANKLIN
JODY WATLEY PHILIP GLASS
MICK TAYLOR CHAKA KHAN
COVER GIRLS DAVID GILMORE
SLICK RICK SAM BROWN

THE WAILERS MALCOLM MCLAREN
BAR KAYES FAT BOYS

NEVILLE BROTHERS DAN HARTMAN
SONIC YOUTH WHOODINI

THIRD WORLD BEE GEE'S

DOUG E FRESH SALT N PEPA

EU SARAFINA
VERNON REID FRED FRITH
BETTE MIDLER KURTIS BLOW
JAMES BROWN G E SMITH

STETASONIC
AFRICA BAMBATTA
ZIGGY MARLEY
SARAH MCLACHLAN
NEW ORDER

DEBBY HARRY

TOWER OF POWER

AWB

BRECKER BROTHERS
BRANFORD MARSALIS
JOE COCKER
VANESSA WILLIAMS

GREENE STREET RECORDING, INC.

112 GREENE STREET, NEW YORK, NY 10012
TELEPHONE; (212) 226-4278

FAX: (212) 431-4156

PRESIDENT: STEVE LOEB

STUDIO MANAGER: DAVID HARRINGTON
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After several years, Layton and
Hirsch parted company. Following
various engineering and musician gigs,
and a stint as a travel agent, Hirsch
met Bob Walters in a band. Hirsch
and Walters, along with John Roberts
and Joel Rosenun, opened Media-
sound in 1968. Hirsch designed much
of Media and engineered there as
well.

Hirsch wandered again in 1973,
and three years later opened Sound
Mixers in the famed Brill Building
located on Broadway, midtown. After
the Great Disco Disaster of 1980-
1981, Hirsch sold his stock and built
GRP Records' corporate studio for
owners Larry Rosen and Dave Grusin.
He later built Sound Tracks on E. 21st
Street.

Hirsch also had a brief fling as
dean of the audio division at the
Center for Media Arts (which still
produces many of New York's sev-
eral hillion assistant engineers cach
vear). He now runs a consulting
company called Digital House, Ltd.

OUTBOARD GEAR

Outhoard gear from the "30s through
the early 70s consisted mainly of
chambers, plates and ashirays. Al-
though ashtrays probably were used
more often, the chambers and plates
generally produced better reverb
results. “The closest thing we had o
a plate was a Hammond reverb cham-
ber.” remembers Dave Teig of Servi-
sound.

New York has no shortage of hall
ways, which served as early echo
chambers for countless sessions (and
still do. for purists). You might be
able to approximate a Brill Building
stairwell in a 480L, but it just isn't the
same without the cigarette butts and
the roaches running over the mic
cables.

Iy Joel recalls Capitol's famous
echo chamber: "It was an acoustic
chamber,” he says. “It you listen 10
any Capitol stuft made during the *50s
and "60s, you'll hear that chamber. It
was unique in that it wasn't actually
designed:; it was constructed. The
back hall at Capitol was where Muzak
wus recorded and we needed a cham-
ber. The hallway was 26-feet high—
two stories. It was tairly narrow and
long. We brought in a contractor to
construct an echo chamber. He had
apparently done some [similar] work
for another company. He said, in a
broken Ttalian accent, "You wanta
one of those cock-eved rooms?” He

looked and said we can't do the
ceiling easy so we'll do the floor. And
he unloaded some debris off the
truck and put it on the floor at an

angle and poured cement on top of

that. They used a special thin cement
used in organ chambers back then.
The hall was dead-ended at one end
and we left it that way. The partition
wall that made this room was also
installed at an angle. So both the floor
and wallwere at odd angles. That was
the beginning of that amazing room.
All kinds of measurements were taken
later, and acoustic experts came in

and tried to reproduce it but they
couldn't.”

Harvey Radio (later Harvey Sound)
was the main act in town for equip-
ment in those days. according to Don
Frey, and owner Harvey Sampson
introduced the EMT plate to New
York. But the plate wasn't an initial
success. As Frey tells it, Sampson sold
eight plates to a major studio, which
simply couldn’t get them o sound
good. Sampson called Frey at A&R
and said if Frey could get them 1o
sound like a live chamber, Sampson
would give one to A&R. Frey and Phil

John M Storyk, Inc.

WE’RE CELEBRATING OUR 20TH YEAR

Jis@

1929 NOMINEE
A&A Recording New York
Jeft Aldnch New York
Ray Armstrong Recording Champaign
Kathy Amoid Fairtax
Atlantc Recording New York
Audiotechniques Stamford
Aura Recording New York
Bearsville Recording Bearsville
Bearsville Theater Compiex Bearsville
Chartes Benanty New York
Biue Rock Recording New York
Sonny Blueskyes Los Angeies
Tony Bongiovi New York
Jerry Brandt New York
Jim Bredouw Los Angeles
Broadway Recording New York
Hamittcn Brosious Stamtord
Malcolm Cecil Malibu
Celestial Sound New York
Cantet Video Boston
Century lll Recording Boston/Ortando
Chipping Norton Recording England
Ross Cibella Boston/Orlando
Contex: Music New York
Critena Studios Miami
Peter D'Antonio Largo
Def-Jam Records New York
Drfterent Fur Music San Fransisco
Earmark Sound Recording Phriladeiphia
Electnc Lady Studios New York
Mac Emerman Miami
Encore Video Los Angeles
Josh Feigenbaum New York
Fifth Floor Recording Cincinnati
Al Firgstein New York
Tobe Fitterman New York
Forum Productions Covington
Fonovision international Bogota
Don Frey New York
Full Sail Orlando
Ace Frehiey Wikon
Gandee & Partners Charteston
Generation Studios New York
Giant Sound Rehearsal Studios New York
Pat Gleeson San Francisco
Gokd Coast Recording Lagrange
Rich Goldman Cincinnat
Arthur Gorson Los Angeles
Phil Graziano New York
Albert & Sally Grossman Bearsville
Isaac Hayes Memphis
H&L Recording Studios Enplewood Cirffs
Hijooriti Recording Studios Reykjavik
Claude Hill Nashvilie
The Hit Factofy New York
Steve Horelick New York
Honzon Studwos Stamford
Bill Horwitz New Ctty
Whitney Houston Mendham
lcon Studics S5t Louis
Institute of Audio Research New York
Isley Brothers ML Kisco
Bob Kaminsky New York
Katy Recording Studio Belgium

KBK/Earth Cty Sound Studios  St. Louis

Bran Kelly New York
Don Kettier New York
Eddie Kramer Katonah

OF
MEDIA FACILITY DESIGN
THANKS TO EVERYONE

Mark Krantz New York
Michael Laskow Los Argeles
The LA Studios Los Angeles
Ned Leben New York
Lions Gate Studio Los Angeles
Alex Major London
Bob Margoukef! Los Angeles
Bob Marley Kingston
Jim Marron Ardsiey
Master Disc New York
MC, Inc. Ft Lauderdale
Griff McRes New York
Alan Mirchin New York
MJI Broadcasting New York
Metropolis Studio New York
Natonal Recording Studio New York
National Video Industnies New York
Oasis Music New York
Ochos Recording Studios San Juan
0.0.0 Recording New York
Jonathan Phelps Orlando
Plaza Sound New York
Plus 4 Productions Atheistan
P&P Studios Stamtord
Quad 5 Studios Merrick

Ci
Record Plant Los Angeles
Willis A Ramsey Austin
Marcy Ramos & Assoc New York
RCA Studios New York
The Riz Nightclub New York
Roadshow Records Corp. New York
Ted Rothstein New York
Aick Rubin New York
Todd Rundg 8
Loon Russell Tulsa
Joe Schick New York
Howard M. Schwartz New York
Sharc Productions Trinidad
Shefter Church Studios Tulsa
Howard Siegal Los Angeles
Margot Siegal Los Angeies
Sigma Sound New York
Sound Market Chicago
Sound Mixers New York
The Sound Shop Nashwiie
Bob Spangler Northumberiand
Startrack Sound Studio Philadeiphia
Studio A Dearbom Heights
Studio In The Rockies Yail
Susquehanna Sound Northumberiand
Percy Sutton New York
Syncro Sound Boston
Tapecom Stamford
Joe Tarsia Philadeiphia
Telstar Studio Sarasota
Trackmaster Audio Buftaio
Venture Records Somerville
Viscount Records Cranston
Westrock Communications New York
W. Va Public Broadcasting Charleston
West Virginia State Coliege  Charleston
WGUC-FM Radio Cincinnat
Windmill Lane Recording Dublin
WNYC Municipal Radio New York
Sid Woloshin New York
Robert Wotsch Designs New York
Wondedand Los Angeles
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Ramone jumped at the chance. After
a week, Harvey's was parading pro-
spective customers through A&R to
hear the new plate sound. Frey says
the secret was in tuning the plate by
tightening the springs, a procedure
which to this day is part of the EMT
manual.

JINGLE JUNGLE

Jingle and other commercial work
has been a mainstay of New York
studios since the beginning. Radio
stations, the progenitors and ances-
tors of recording studios, used to

create spots for their own shows. As
time passed, they realized that spare
time could be turned to profit by
doingspots for other, lesser-equipped
stations.

On radio, many if not most com-
mercial spots were done live, an an-
nouncer reading copy while the or-
ganist played an underscore or prod-
uct signature theme.

According to Linc Diamant, a pio-
neer in recorded jingles and now
president of Spots Alive, a consulting
firm specializing in broadcast adver-
tising cost management, the first re-

This is the new Quad Penthouse Mixing Suite.

Michael Brauer says “This room really makes the bits.”
So does Quad Studio A.
And so does Quad Studio B.

SSL 56 inputs with Recall, Studer tape equipment,
and all the goodies included.

Go for it!
K

08
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corded radio jingle in New York was
this one, written by Alan Kent:

Pepsi— Hits the Spot

Twelve full ounces, that's a lot
Twice as much for a nickel, too
Pepsi-Cola is the drink for you
Nickel, nickel, nickel, nickel...

Cut sometime in the late 1940s,
this ditty became the forerunner of
what is now a multibillion-dollar-a-
year industry with New York as the
hub. Manhattan’s Madison Avenue
became synonymous with the adver-
tising world decades ago; hence,
New York Dbecame capital of the
commercial music scene. Not that
Madison Avenue embraced the jingle
animal—even gray-flannel giant
David Ogilvy of Ogilvy & Mather
resisted the introduction of jingles on
a philosophical level.

Throughout the periodic droughts
that besieged the music industry,
advertising work kept a lot of studios
alive. The 1950s through 1970s were
the heyday of jingles for independ-
ent studios.

REAL ESTATE

You can’t talk about recording stu-
dios in New York—in fact, you can’t
talk about anything in New York—
without the subject of real estate
rearing its ugly head. New York is a
vertical city by necessity. With two-
bedroom condos in Manhattan going
for $1.5 million, real estate becomes
a factor long before choice of con-
sole or the digital-vs.-analog debate.

Large rooms belonged to the ear-
lier studios in town, like Nola Sound
and the old Vanguard studios on W,
23rd Street, before the real estate
game acquired the stratospheric
stakes it has today. But New York,
which was once described as being a
nice town if they ever got it finished,
constantly renews itself by tearing
down and rebuilding.

Fine Recording disappeared when
the Great Northern Hotel was demol-
ished in 1970. Aura Sound was also a
casualty of location. The security that
comes with owning your location
was and is only a dream to the vast
majority of New York studios. W

Dan Daley is a Mix contributing edi-
tor. He tried to pry the brass sign off
the old Columbia Studios before it
was torn down and damn near suc-
ceeded before the cops showed up.




Introducing the New Technique for
keeping your studio up fo date.

It's called knowledge.
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David Prentice, AudioTechnigues sales engincer; Tony Arfi, Power Play Studios; Bill Dexter AudioTechniques sales manager.

udio technology is chang- industry. So when you buy association with Manny’s
Aing by the minute. To keep from AudioTechniques, it’s Music, New York's most
ontop of it, you need an like having a top notch audio respected musical instrument
audio dealer who not only sells consulting firm working for retailer, gives us even greater
equipment, but also understands  you free of charge. buving power and selection.
it. One who can demonstrate it. AudioTechniques is on the Next audio purchase, stop
Install it. Service it. verge of the biggest expansion by AudioTechniques at our con-
At AudioTechniques, our in its history. An increased venient midtown location.
sales engineers are among parts inventory and servicing  You'll see why professionals in
the most well-known and department are already being  the know are doing business
experienced audio pros in the implemented. And our new with us.

Audiolechniques

A Manny’s Music Company.
AudioTechmques, 1619 Broadway, New York Citv, NLY. 10019
(212) 586-5939 FAX: (212) 4894936
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. INDUSTRY HONORS ITS FINEST
NEVE, HEIDER AND MARTIN IN TEC HALL OF FAME

Celebrating their fifth year, Mix magazine’s Technical Excellence & Creativity

(TEC) Awards will be held on Thursday, October 19 in New York City. Voted

on by Mix ’s readers, the TEC Awards this year will honor achievement in 20 —
categories of technical, institutional and creative achievement. Over 700 E
members of the industry are expected to attend the ceremonies, with record

proceeds going to hearing research and audio education scholarships.

The TEC Awards will take place at the historic Manhattan Center Studios,

site of the 1987 TEC Awards ceremony. Originally designed and built by Oscar TECHNICAL
Hammerstein I, and home to the Manhattan Opera, the facility now offers a

world-class, dual 24-track studio along with its classic ballroom.

Besides announcing the winners in the three major categories, the producers A\

of the TEC Awards are proud to be honoring industry legends Rupert Neve, —

Wally Heider and George Martin with their induction into the TEC Awards EXCELLENCE &
Hall of Fame. Neve, Heider and Martin have all played substantial roles in the

technical, institutional and creative development of the recording industry. %_-,
. 3 . . 2 J"
Rupert Neve’s name first became internationally known with the development Q&

of his state-of-the-art Neve console. The late Wally Heider was one of the first
studio owners to purchase commercial 8-track and 16-track recorders when
they became available. Perhaps more than anyone else, Heider defined and CRE ATIVITY
personified the recording studio entrepreneur. George Martin is co-owner of

AIR Studios, one of the world’s most successful studio operations. He is recog-

nized as one of music’s most versatile and imaginative talents, producing all of

the Beatles’ records and those of numerous other artists.

Fifty percent of the proceeds of the TEC Awards will be donated to the House
Ear Institute, which will use the funds for hearing aid research and the explora-
tion of ways to deliver high-frequency amplification to patients, and the Hear-
ing is Priceless (HIP) campaign. The HIP campaign, co-sponsored by Mix
magazine, is targeted toward young people, encouraging them to listen to
music at safe volumes. The campaign’s honorary chairman is musician and pro-
ducer Jeff Baxter. Twenty-five percent will go to the winner of the Qutstanding
Recording School/Program, and 25% will be contributed to the AES Educa-
tional Foundation for audio scholarships and grants.

HINNY3E X3V

At press time, celebrity presenters scheduled to appear at the awards ceremony
include engineer and Grammy Award-winning producer Neil Dorfsman, engi-
neer Bruce Swedien, NARAS president Mike Greene, SPARS president Bruce e e )
Merley, synthesizer inventor Bob Moog, Power Station owner Tony Bongiovi, congratulates last year's inductee Les Paul.
legendary guitarist Les Paul, and representing the House Ear Institute, Jeff

Baxter. Emcee for the TEC Awards will be comic Richard Belzer.



1989 TEC Awards
Hall of Fame
Inductees

Rupert Neve

THE 1989 TEC AWARDS

Emcee: Richard Belzer
Welcome: Norman Lear

Presenters:

Laurie Anderson
Craig Anderton
Tony Bongiovi
Mr. Bonzai

Neil Dorfsman
Mike Greene
Bruce Merley
Bob Moog

Les Paul

Stephen St. Croix
Howard Schwartz
Bruce Swedien

Thursday, Oct. 19, 1989
6:00-10:30 pm

Manhattan Center Studios
311 West 34th Street
New York City, New York

Don’t miss the recording
industry’s most prestigious annual
event, on the second evening of the

AES Convention.

World Radio History

To order tickets

to the 1989

TEC Awards

call Karen Dunn
at (415) 653-3307,
or write:

TEC Tickets,

Mix magazine,
6400 Hollis Street #12,
Emeryville, CA
94608.



RECORD
PRODUCERS
DISCUSS
THEIR WAYS
AND MEANS

R
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As regular readers of Mix’s
“Producer’s Desk” column know, there are nearly as many
styles of music production as there are producers. Some are
autocratic, others “invisible.” Some have great engineering
chops, others leave the tech end to engineers. Some write
material for the artists they produce, others are out there
scouring tapes to find songs. What do Jimmy lovine and
George Martin have in common? Probably not much except
the high caliber of each one’s work.

In this issue’s special focus on producers we take a look at
five highly individualistic producers, in part to show some of
the range of backgrounds and approaches found in this in-
creasingly complex profession. In Kevin Killen we find a rep-
resentative of the new breed of engineer-turned-producer,
technical wizards who have worked their way up from assist-
ing on projects to calling the shots themselves. George Duke
was a highly successful session musician and keyboard ace in
several bands before he got into producing himself and oth-
ers. Teresa Trull, likewise, comes from the performing end;
she’s best known as a singer. Michael Masser is a hit-making
songwriter/producer who works exclusively with artists cover-
ing his songs. And KRS-One is one of the most influential rap
producers on the urban music scene.

Over the course of the five articles you’ll see similarities and
differences, but they all have at least one thing in common—

they’re doing it right.
ey're doing it rig —Blair Jackson

T R T T N g T TR R I A e s A e e

by Dan Daley

\,‘ 7, i

A.‘t

Kevin Killen, with his light brogue,
pear-shaped ears and tangled black
hair could have stepped out of one of
Parnell’s mobs a century ago, or from
any of 200 annual Saint Patrick’s Day
parades that follow the green line
down Fifth Avenue each March. But
five years ago the Dubliner came to
New York with a few years at Joyce’s
own Trinity College and engineering

—CONTINUED ON PAGE 63
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PHOTO: HENRY DILTZ

by Linda Jacobson

One of the San Francisco Bay Area’s

best-known and well-liked independ-

ent producers possesses 1 voice from

heaven, hails from Durham, North

Carolina. and manages a horse ranch.
CONTINUED ON PAGE 64

by Robin Tolleson

George Duke finished a stint as musi-
cal director of David Sanborn’s Sun-
day Night and quickly flew back to
the West Coast to remix a 12-inch sin-
gle of “All Or Nothing At All” for Al

Jarreau. Dance singles are not Duke’s
favorite thing to do, but the 43-year-
old was having fun with this funky,
rapid-fire groove and the singer’s solid
and soulful spryness. His beef with
12-inch singles is that often real mu-
sic is sacrificed for gimmickry. And
Duke’s musicality is well-known in
the music business. Jeffrey Osborne
once joked to his producer, “You
know what'’s wrong with you? You're
too musical.”

Duke is now called frequently by
Anita Baker for arranging ideas. Natalie
Cole called him for assistance on a
Billie Holiday song. Sadao Watanabe
and Hiroshima had him produce re-
cent releases. He introduced Philip
Bailey of Earth, Wind & Fire to the
world as a solo artist, and he’s worked
on several Deniece Williams projects.
He did Smokey Robinson'’s album and
a track for Miles Davis this year, before
taking his old friend Jarreau into the
Top Five in the jazz and R&B charts
with Heart’s Horizon.

This well-rounded musical knowl
edge results from training—some on-
the-job—in a variety of styles. He
graduated from the San Francisco
Conservatory of Music, studying clas-
sical piano and trombone, but grew
bored with it when instructors chas-
tised him for wanting to change notes
in classics that he learned. He re-
ceived his master’s in music composi
tion from San Francisco State Univer-
sity and taught classes in contempo
rary improvisation and jazz in Ameri
can culture. He led the house band at
S.E’s Half Note Club from 1965 to
1970, frequently backing a yet-un
signed Jarreau.

After moving to Los Angeles, Duke
got his first taste of playing electric
piano with Jean-Luc Ponty, and was
soon asked to join Frank Zappa’s
Mothers of Invention, where his trom
bone skills were put to use as was his
growing keyboard prowess. Zappa
forced him to use a synthesizer for
the first time, for which Duke is prob-
ably quite grateful. Between separate
two-year stints with Zappa, Duke
played with Cannonball Adderley’s
band from ‘72 to '73.

Duke began recording as a solo art

CONTINUED ON PAGE 66

Michael
Masser
working with
singer
Natalie
Cole.

by Blair Jackson

“I've just been fortunate to have found

5o many talented people to record my

songs through the years,” Michael

Masser says. “Astists like Whitney and

Diana and Natalie can bring so much
-CONTINCTD) ON PAGE 72

by Dan Daley

We didn’t know it at the time, but as

KRS-One—aka Kris Parker—and I sat

in his high-rise apartment on Manhat-

tan’s East Side, a huge comet hurtled

past Earth at 46,000 miles per hour,
-CONTINUED ON PAGE 75
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Its a lot easier to be done than to be satisfied.
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You've been there — locked in the
hattle hetween perfection and reality. There’s
always one more thing you'd like to try. And
the last thing you need to worry about is the tape.
So choose ours. Because, n our products and service, ar”
3M 1s committed to one goal: We won’t be satisfied until you are.
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FROM PAGE 60

credit on U2’s The Unforgettable Fire
under his belt, only to have to seck
emploviment as an assistant engineer
for the third time in his life.

Since then, though, Killen has fos-
tered his own Irish luck and is now
making the transition from engineer
to producer. His console credits in-
clude U2, Bryan Ferry, Roy Orbison,
Howard Jones, Patti Smith, Hall &
Oates and Kate Bush. As a producer,
he co-produced Mr. Mister’s third RCA
LP, Go On, Peter Gabriel’s “Biko” sin-
gle from the film Cry Freedom and
Elvis Costello’s Spike, released earlier
this vear. Three successive nomina-
tions as “Recording Engincer of the
Year” in this publication’s TEC Awards
are testament to his chops.

At Trinity College, he studied con:
struction engineering while function
ing as “the world’s worst drummer”
in one of the many punk bands pro-
liferating in Dublin in the late '70s.
Audio engineering entered the picture
in 1979, and Killen signed on as an
assistant engineer at Lombard Studios
in the Irish capital. He quickly moved
into engineering dates on the studio’s
unique Helios console, doing jingles
in the morning, rock and traditional
music in the afternoons and scores of
demos into the wee hours.

But Ireland is a small place. Killen
moved over to Windmill Line Studios
—as an assistant engineer once again
—where a neighbor’s band was about
to begin recording its third LP. “I sup-
pose it was inevitable that we would
wind up together at some point,” re-
calls Killen of the U2 sessions for War,
on which he assisted. “We did the
whole record top to bottom in seven
weeks. It was fast, but that's [produc-
er] Steve Lillywhite’s style. The first
day we started at 11 a.m. and left the
studio at 6 a.m. the next morning, and
it went on like that virtually every day
for the next seven weeks. That was
my first initiation into what it took to
muke a great record.”

By 1984 Killen moved up to co-
engineer the band’s The Unforgetta
ble Fire LP after working with engineer
Shelly Yakus and producer Jimmy
lovine on live U2 dates in the U.S. and
Europe. “U2 had a reputation for
using young engineers,” explains Kil-
len. “The fellow they had been using
moved on to other things, and the
band approached me as the engineer
and Brian [Eno] to produce.”

The eclectic Eno was at first reluc-

tant, but a long phone conversation
with U2’s charismatic singer, Bono,
soon changed his mind. Eno brought
along his own engineer, Daniel Lanois,
and the two engineers set upon work:
ing with Randy Ezratty’s mobile Effa-
nel equipment (brought over from
the States) in Slane Castle, where the
band had rehearsed. They moved
back to Windmill Lane for final over
dubs, vocals and mixing.

Still, a band like U2 can subsume
the personalities around it, and Killen
acknowledged this when he decided
to move across the Atlantic to New
York City in 1984. “A lot of producers

ST AT AT L

“I’'m not really a
musician in my own
right; what I play is

the console, and 1
interpret the ideas
and get them on tape.
My instincts so far
have been pretty
good.”

—Kevin Killen

were now coming to Ireland, but they
were bringing their own engineers,”
he says. “I didn’t like London, and
New York seemed like a fairy tale after
listening to Jimmy and Shelly talk
about it. The fairy tale part changed
real quickly after I arrived.”

Kilten knocked on doors with little
success before landing a shot assist-
ing Ed Stacey at Electric Lady. Stacey
recommended him for more work,
and things began to happen.

A recommendation from Peter Ga-
briel to RCA A&R-type Paul Atkinson
resulted in Killen’s co-production of
Go On with Mr. Mister at the Village
Recorder in Los Angeles. While he was
at first hesitant, his attitude changed
after a two-day session with the band,
where he found their passion for their
own music irresistible. “That’s what
muakes it so attractive to me, really,”
he says. “You need a great perform-

ance and a great song, but equally you
need passion for the music.”

The Mr. Mister experience, and the
LP’s subsequent less-than-spectacular
sales, also exposed Killen to the unique-
lv American way of marketing records.
“In the US,, radio has such a strong
hold on music that people have to
succumb to the formula of muking
commercial records,” he declares.
“The radio scene in England and Ire
land is the other extreme: in the US.
there are established artists who will
get airplay no matter what; in Europe,
people like Paul McCartney and Elvis
Costello have trouble because it’s all
the new acts that get a lot of airplay.
In England, it’s a very fashionable in
dustry, and if you’re part of the trend
vou get the airplay.”

Costello’s name conjures up agree-
able bunshees in Killen’s mind. The
Iyrical bad boy of British angst-rock
had done a soundtrack for an English
film called The Courier, in which his
wife (Cait O'Riordan) had a role. The
music was all instrumental for the
film, and Costello enjoyed the free-
dom of not having to be constrained
by lyrics. “He wanted that same feel-
ing on the new record [Spike], and
T-Bone Burnett recommended me to
him,” Killen says. “So I wus sitting in
my apartment one day in New York
and the phone rings. I pick it upand a
voice says, ‘Can I speak to Kevin; this
is Elvis Costetlo.” I put my hand over
the receiver and barely suppressed a
gasp. Costello was one of my all-time
favorite artists, and T-Bone didn’t give
me any indication at all that he might
be calling.”

Killen found that the well-docu
mented asperity of Costello’s charac-
ter is counterbalanced by a pro
nounced sensitivity and passion about
music itself, “I went to his hotel room
and spent four hours listening to him
tatk about music,” he recalls, “and
after that, I left feeting musically illit
erate. That's how brilliant Costello is.
I really wanted to work with him.”

Killen feels Costello never made a
great-sounding record up to then; he
notes that most Costello records had
been somewhat thin-sounding. “I
wanted to make a record with some
bottom to it,” he says. “What frustrated
(Elvis] initially about the Spike record
was that we didn’t have a really strong
nucleus of players, and as a result it
was rather fragmented over the first
couple of months. But things picked
up as players came on, and we made
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alot of rapid progress.

“Elvis didn’t like to spend a lot of
time on sounds and ideas,” Killen re-
members. “If it wasn’t happening with-
in ten minutes, he would stop and
move on to the next thing. You liter
ally had to be in ‘record’ at all times.”

The sessions took place at AIR Stu-
dios in London, in the big room with
the Neve 8078 console, a tavorite of
Killen's. Prior bookings forced them
to move to the mix room with a Neve
V Series, where they mixed for a week
until they played the tracks elsewhere,
and it came out sounding quite dif-
ferent. They stopped abruptly and re
turned to LA’s Ocean Way, where
tracking had been done on an old
Neve 8038, and they proceeded to mix
the tracks there manually. “Me, Elvis
and the assistant Mike Ross just took a
group of faders cach and did it.”

Killen is a man whose career is on
a fulcrum; the producer in him can
be seen emerging from the engineer.
The strong engineering and technical
background, which he considers less
an advantage than an essential com-
ponent for production, has given him
a perspective about his chosen field.

“The term production is in some
respects nebulous,” he says. “Making
records is a team effort. Certain pro-
ducers have very strong feelings about
how a record should sound, and they
choose their engineers very carefully
because they know that those people
are going to bring certain aspects to
that record. And whether vou call that
person an engineet, a co-producer or
a producer, its all nomenclature at
that point. The industry likes to put
things into nice little boxes, but most
engineers do feel that they play a large
part in the artistic end of a record. It's
difficult to quantify their rotes and
their input into a record.”

Killen regards himself as an instine
tive producer. “I'm not really a musi
cian in my own right, what 1 play is
the console, and 1 interpret the ideas
and get them to tape. And my instincts
so far have been pretty good.”

He has his favorites when it comes
to equipment, like “old Pultecs and
old Neve 1076s, as well as tape slap.
And the GML systems. I also like to
chain effects together through a multi
in the patch bay rather than individu-
ally bring them back through the fad-
ers every time. Sometimes you find
certain combinations work well to-
gether that way, such as a Dimension
D going into an EMT 140, or using

tape slap as a predelay before a reverb
unit. Then you take the sum of that
and bring it alt back on stereo faders.”

Many of Killen's credits on records
list him as “mixer.” But he’s quick to
point out that his approach to mixing
is more traditional than the current
perception of the mixer as the one
who functions similarly to a post-pro-
ducer. 1Us a matter of bringing a new
perspective and point of view to a
track, rather than a bunch of tovs to 4
mix: "I take away rather than add ina
mix. The human ear can only accept a
certain amount of information.” The
less-is-more eftect is evident on his
most recent mix job, a re-release of
“Great Bulls Of Fire,” the Jerry lee
Lewis classic from this summer’s
movie of the same name.

Uttimately, Killen acknowledges the
influence of his ancestry, even as he
pursues a career in America. I think
the Irish people are a very musical
people,” he savs. “But they're also a
lot of fun and have a great spirit. I try
to bring a lot of fun to a record. The
thing about making records is some-
times it gets all too serious. Some-
times people do their best work when
they're goofing off. But what { think 1
get from my heritage is that 1 under-
stand acoustic instruments and can
record them well, and [ have a sense
of melody. That comes from being
Irish. Being Irish makes you rather
even-tempered. There's a lot of what 1
guess you'd call paranoia in America,
and so far that’s not rubbed off on
me. And [ suspect it never will.” 1
Dan Daley is a Mix contributing edi-
tor. His furorite outboard effect is

Jameson'’s.

FROM PAGE 61, TRILL
She once hoped to live in Africa to
paint and draw the continent’s exotic
heasts. Instead of animals, she's chased
music . . .and atong with blue ribbons,
she’s taken home gold records.

Teresa Trull has earned accolades
for her vocal talents as a performer
and session player (she's gigged with
Sheila I, David Sanbom, George Duke
and Stanley Clarke, Bonnie Hayes,
Alex DiGrassi, and more). Folks rave
about her songwriting capabilities, her
upbeat, self-produced solo and duo
records, and her productions of other
artists” albums—mostly independent
releases from people tike Deidre Mc-
Calla and Cris Williamson.

Today, Trull only half-jokingly likens
producing recording artists to work
ing with animals. Producing an artist
is like breaking in a horse, she says:
“You really have to have a sense of
what’s going on in their mind. I've
been on the other side of the glass;
I'm a singer. [ know what it feels like
to be in a recording booth where
vou're doing a really difficult take and
vou see people in the control room
laughing and carrying on. You get mad
and vyou think, ‘Damn it, somebody
let me know what's going on here!” It
gets blown up and your emotions fly
high, because it’s so important to you.
So when someone’s behind the glass,
i's important to give them a lot of
attention. And if they need it, a tot of
direction so they feel like they're on
solid ground. Then you put them in
the right environment and people
blossom. People give you as much as
they can. But people have to wantto
do what you need.”

Trull brings to the studio the exu
berance and energy that draws ador-
ing crowds to her stage gigs. With that
she brings empathy. Trull believes a
producer’s top priority is to help the
artist “maintain dignity” throughout
the process of song selection and re
cording. “When you work with some
one who's real talented and can make
a mediocre song scem like a great
one, it’s harder for them to make
those kinds of decisions about mate
rial, because it’'s so cusy to please
people with their talent,” Trull ex-
plains. “You need to allow a person
their dignity. Instead of saving, ‘Don’t
do it this way,” it should be, “What
about if we went to this part of Dis
neyland and went on thisride?” ”

This approach to production could
be called holistic: dedication to mak
ing a record by dealing with the artist
as independent of, and greater than,
the sum of the session’s parts; com-
bining talent and songwriting abilities,
studio acoustics and equipment, en
gineering chops, budget and “star po-
tential” (or proven “chartability”).

“You have to have the flexibility to
allow a recording project to live and
breathe,” Trull advises, “and take it in
the direction that’s best for the song,
not that’s best for the market. By the
time you get around to copying a fad,
it’s over. The only thing that makes an
artist have longevity and appeal is
their believability and emotional im
pact. T go for that every time. There
might be a slightly hipper way—'hip
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hop might be nice’—but it has to ring
true for that song. [ go first for the
heart and second for the muarket, and
hopefully the market's somewhere in
the region of the heart.”

Trull visited the marketplace most
recently with Couwntry Blessed, an al-
bum that pairs her voice with that of
Olivia recording artist Cris William-
son. Trull produced. She had wanted
to produce Williamson for vears, she
says, because, “If you're into making
jewelry and you see some gold that's
real special, vou say, ‘Ooh! I want to
fashion that? ™ (One of independent
music’s biggest successes since the
mid-'70s, Williamson has performed
in every major concert hall and sold
about one million records.) Their
spring release on Second Wave, a
subsidiary of the pioneering women'’s
music label, Olivia Records, features
tastily pop-oriented country tunes and
ballads. Reviewers hailed Trull for
“combining diverse musical strains
into a scamless personal sound™ and
for “recruit[ing] superb musicians
and craft[ing] a deeply layvered,
gleamingly defined sound.” The al
bum was cut at the SSL-equipped Stu
dio A at Fantasy Studios in Berkeley,
Calif., with the help of Trull’s longtime
board buddy, engineer Tom Sizc.

Trull started out singing gospel in
church and launched her professional
career at age 16 when a local rock
band hired her as lead singer. She hit
the circuit of bluegrass, R&B and the
blues, spent a year in New York and
almost two in LA, then settled in the
hills of Berkeley at age 20. Before long
(1977), she released the first of four
solo albums (on Olivia, Second Wave
and Redwood Records). Her collabo
ration in 1983 with Windham Hill art
ist Barbara Higbie ({/neapected) made
several critics” Top Ten lists around
the country. Trull earned a 1985 nom
ination for Best Producer of an Inde-
pendent Album (Deidre McCalla’s
Don'’t Doubt It) at the NY Music
Awards. And she won a gold record
for co-writing two songs on The Whis-
pers’ Love for Love 1P, including the
title track.

In a newspaper interview, Trull
once explained how she became in
terested in sound. As a child, she re
membered, “1 had an addiction to
Captain Kangaroo. . . he would always
be on television cutting paper, and
his clip-on microphone would pick
up and amplify the sounds of the scis
sors. 1 got hooked on that sound. It

was my first experience of the power
of the PA. system. I'd try so hard to
get that sound at home with my scis-
sors, but it never was quite the same.”
Producers Trull names as her influ
ences include Tom Bell, Jay Graydon,
Jeremy Lubbock (“he’s like my string
arrangement person from God™) and
most of all, Arif Mardin (“especially
his work with Chaka Khan™). Along
with emotional impact in a song, she
identifies her studio priorities as au-
thenticity in the music (hence her
reputation for assembling red-hot stu
dio bands) and fidelity in the audio.
Critics nationwide have compared
Trull's material and presentation to

Huey Lewis'. They use words like “en

ticing” and “infectious,” wondering
why her market exposure is limited
to feminist audiences. Well, Trull’s first
big break came when a radio station
sent her demo tape to Olivia Records.
The small, collectively run company
offered a job to Trull, who was barely
out of her teens. She moved to the
San Francisco Bay Area to take it, with
the notion that Olivia was “like a
women's Warner Bros.” During and
after the making of two well-received
solo LPs and the successful Trull/Hig

bie release, Trull developed important
working relationships in women'’s mu-
sic circles. She says she didn't identify
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herself as feminist, but she disdained
the often inane, sexist lyrics of Top 40
songs (especially those in the late '70s
and early "80s) and aimed to present
music with thoughtful, sociatlty aware
and responsible lyrics. That, and her
concerts on the women'’s music cir-
cuit, have attracted a largely feminist,
mixed-gender audience.

Trull's extensive singing experience
has honed her vocal recording pro-
duction chops. When the vocal is the
focal point of the record, she notes,
“You have to plan it from the get go.
So often 1 see people not leave a hole
for the vocal because they get so in
volved in the production of the rhythm
tracks. When 1 worked with Cris, 1
didn't want to put her voice on last

AT e T Dle

“You have to have the
flexibility to allow a
recording project to
live and breathe, and
take it in the direc-
tion that’s best for
the song, not the
market.”
—Teresa Trull

and have to limit and compress it o
make it fit in the track. If I have an
up-tempo tune, I might heavily com
press the snare so you can hear the
impact of it being hit, but vou don't
need the snare to be as loud in the
track to get that full effect. I work with
whatever | can and plan the place
ments. For instance, [ do some things
[like accompanying solo guitar or
piano] in mono to stay out of the
voice's way, but throw a really wide,
long delay on it so it sounds more
stereo.

“[ like the vocalist to have a really
good headphone mix. It's crucial in
the studio,” Trull continues. “Even if
it's a great rack, if your voice sounds
flat and up in vour face and you're
just using it so you know your pitch, it
doesn’t do much in terms of inspiring
vou to sing better. So 1 add what we
call ‘inspirational "verb.” You know,
vou can always tell the professional
jingle singers, because they come in

and say, ‘Take all the effect out of my
voice,” so they can be precise. But
most singers still neced some inspira-
tional reverb, so they can be inspira-
tional. When you hear your voice tak-
ing on that size—you inspire your-
self.”

Assistant editor Linda Jacobson works
at Mix headquarters on days that be-
ginwith T On other days she runs
Wordswork, an audio writing/editing
service based in San Francisco. Editor-
in-Chief David Schwartz interviewed
Trull for this article.

-IROM PAGE 61, DUKE

ist in 1974, with time along the way in
the Cobham-Duke bund and Clarke-
Duke project. On many recording ses-
sions, his name as a sideman has been
Dawilli Gonga. Almost overshadowed
by producing credits, his solo career
is again on the move with the playful
and far-reaching Night After Night.

His producing career started in 1977

with trombonist Raul de Souza’s Sweet
Lucyand Flora Purim’s Carry On. His
first big hits were with Taste of Honey
(““Sukiyaki™) and Jeffrey Osbhorne
(“On the Wings of Love™), and he’s
hoping for some of that same cross-
over magic with Jarreau’s new one.
Jarreau seems quite pleased to be col-
laborating with Duke again. “George
helped me get a breadth of material
like I've never had,” the singer says.
“He’s plaved this wide variety of mu-
$ic as an accompanist, and then ac-
companying himself as a soloist. There
aren’t any finer, you know.™

I spoke recently to Duke about his
work as a producer.

Mix: Do you think the groundwork
was being laid for your producing
career with vour early solo records,
the spectrum of music and the crazi-
ness like the “Dukey Stick™ that you
got into?

Duke: Without a doubt. Even my un-
dergraduate vears in school—all that
theory, composition and car training.
All that stuff has really helped me be
more flexible in what I'm doing now.
I know a lot of guys don't read music,
but reading has meant a lot to me in
terms of my pocketbook. As a produc-
er | don’t have to go out and hire
other people to write stuff out. Some-
times T don't have time and T'll get
somebody to do it, but in a4 pinch 1
can sit down and write a lead sheet

out, as opposed to trying to explain to
someone at a session that T want this
and I want that without knowing quite
how to say it. I say, “Listen, this needs
to be an A, this should be a B-flat.”
You can actually talk music language
with people that understand. And all
the technical stuff reatly makes a dif
ference. I learned a lot of that from
watching Frank Zappa, who secemed
to know so much about what was
going on in the studio. The first time 1
worked with him [ said, “Man, [ want
to be able to do that.” He could look
at the engineer and say, “This needs
less 2K."

Mix: Were there other producers who
influenced you?

Duke: 1 never really got into produc-
ers until later, because T always con
sidered myself an artist. I started get-
ting into production as a means of
making an alternate buck during the
disco era, when it looked like the
music 1 was plaving was going to be
blown away. Other than Frank, 1
would assume that Quincy Jones was
an influence in the late '70s, but I basi

cally just drew from whatever 1 heard
on the radio, from whatever [ liked
and all the experiences | had in the
past from the artist standpoint. [ never
really had a producer. [ was always in
there kicking around on my own. So
when I started producing other artists,
I wasn’t coming in like, “Okay, now
sing this note here, this is a song we're
going to do.” It was more like, “Okay,
what do you want to do with this rec-
ord? Where do you want to go?”" And
of course cach artist has a different
need, so it was all kind of pliable and
adjustable.

Mix: If somebody asked vou today,
could you pick out a Narada Michael
Walden- or Keith Olsen-produced
song?

Duke: Most producers have 4 pretty
identifiable sound. The main differ
ence between me and most of the
contemporary producers is that 1 do
so many different types of music that
it would be a little more difticult to
tell my productions from one another.
Going from Miles Davis to Smokey
Robinson, for example. If vou heard
the song I did for Miles and the one 1
did for Smokey you'd swear they're
produced by difterent people. That's
diversity. That's what I've always tried
to do in my playing and my music,
and I've tried to adapt that to produc

tion as well.

Mix: How do you explain being a
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great player and being able to cross
over to successful producing? Not
everyone can do that.

Duke: A lot of it has to do with just
being abie to get along with people
and being able to listen and perceive
what's going on in somebody's head.
Sometimes you get singers in and
they've got a thousand things going
through their mind, and they're not
putting out their best. You've got to
find some way to get a spark out of
them and get them into the song so
they're making the decisions. Even
though you may be making sugges

tions and guiding the ship along in a
certain way, you have to convince
them that they have made the right
decision. And once they make a deci

sion, it’s like something clicks on in
their head, something changes. As
soon as that confidence comes back,
it's like another singer stepped into
the room. And it’s the same way with
horn players.

Mix: You and Jeffrey Osborne seem
to work well together.

Duke: He was very involved with
what was going on in the studio. 1
learned as much from him as he
learned from me. When you're deal

ing with a singer like that, there’s

almost nothing to say. He goes in and
sings, and two takes later you've got
it. He had a lot of confidence and a
very innate sense about which way to
go with his own career. At that time
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“If you heard the song
I did for Miles Davis
and the one I did
for Smokey Robinson,
you’d swear they
were produced by
different people.”

—George Duke
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he was very unique, and I was glad to
have that opportunity to work with
him.

I have to admit that the third record
I did with him, Don’t Stop, suffered
from not having as much involvement
from Jeffrey as Stay With Me Tonight

did. I have to accept blame for that,
even though it was a successful rec
ord. He had gotten so hot and was
flying up to perform at Vegas and
Tahoe and wasn't around for enough
of the record.

Mix: What do vou spend the most
time on in the studio?

Duke: I'll spend a lot of time on a
vocal. I'll spend a lot of time on a
mix, too, but in the final analysis I'd
probably spend more time on a vocal.
Because if the vocalist is the lead and
we don't sell it with the vocal, we ain't
got a shot whether the mix is right or
not. A mix can be bad and the vocal
can be happening and you've still got
a record. So the basic pocket of the
record has to be there, which gener
ally doesn’t take that much time for
me. And as long as [ can get the artist
in that work mode, and really believ
ing that we're going for something
special, then we're generally okay.
Mix: How much of a good sound in
the studio is equipment, and how
much of it is the ears in the booth?
Duke: Whether you're talking about
samples or live musicians, you've got
to start with something that’s good. If
you've got a great sample then you
don’t need to use as much EQ or any
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thing else. So if you start off with a
good source, it's automatically going
to sound better. Plus 1 have a great
engineer, Erik Zobler.

Mix: If you had to choose, would you
prefer good equipment and a bad en
gineer or bad equipment and a good
engineer?

Duke: I'd rather have bad equipment
and a good engineer, because you
can't replace somebody that’s got an
ear. In my studio I've got what I call a
“Poor Man's Massenburg” setup. 1
have a Series 3B console, which is an
old Soundcraft, before they changed
over to the SSL people. The Series 3B
we use for playback almost exclusive
ly. There may be an occasion where
we record through the board, but very
seldom. Normally we go through
George Massenburg preamps, or an
other kind—one that was actually
built by my engineer—depending on
what we're recording and what we're
looking for out of the preamp; some
thing very transparent, not quite as
sophisticated or as wide, or whatever.
We go through various limiters or
other paraphernalia, depending on
what we need for the sound we're
dealing with, and go right into the
Mitsubishi. 1 have a 32-track digital

tape machine. And on occasion I'll just
record right out of the Synclavier into
the Mitsubishi.

Mix: What first piece of equipment
would you buy if you were starting up
a studio?

Duke: A Synclavier, because that’s a
studio all in one. The Korg M1 is great,
too. But when 1 recorded Jeffrey Os.
borne’s first record, all those great
songs except for a couple were done
in my office, where 1 had my secretary
working, my coffeec machine and my
refrigerator. I had switches put on so I
could turn the refrigerator and clocks
off. 1 used to put foam in the win
dows. I'd move my secretary’s desk,
and we would put Jeffrey over there
and put a mic up in front of him and
let him sing. Close the door. And 1
had to make sure my kids didn’t walk
on the floor up above. There was no
Synclavier at that time. In terms of re-
cording, you don’t always need some
thing real elaborate to make some
thing happen. But to bring it back to
the Synclavier, you've got a very strong
medium for recording, a strong work
station for doing everything you need.
Even without Direct-to-Disk , you can
definitely do a complete track on the
Synclavier. That's what I've been doing

for years.

Mix: I can understand a producer
having a core of musicians and want
ing to use them on a lot of different
records. Do you feel any obligation to
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“When I'm dealing as a
producer with other
people’s records, I've
got their money in my

pocket and I don’t
want to experiment
with it.”
—George Duke
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use new guys, keep bringing in fresh
players?

Duke: No, I don't feel an obligation
to do that. In terms of my work, my
responsibility is to the record com
pany and to the artist. And that's pretty
much where the buck stops. I have to
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give the artist, in the most efticient
way possible, the product they're look-
ing for, and that may mean using the
guys that I use all the time. I admit
I'm reluctant to use musicians 1 don't
know, because [ can call such and
such and they'll come over here and
be in and out in ten minutes. | coutd
call somehody else who doesn't read
as well or I don't know, and then |
just wouldn't know. I will experiment
more on my own records, because it's
my budget and that's different. But
when I'm dealing as a producer with
other people’s records, I've got their
money in my pocket and Tdon’t want
1o experiment with it.

Mix: Has MIDI changed things at your
studio?

Duke: Oh, tremendously. Without
MIDI we'd be in the Dark Ages. [ re
member going onstage and playing
without MIDI, and I don’t know how
1 ever did it. If we'd had MIDI when |
was with Frank Zappa, can you imag
ine what could have happened in that
band? I wonder sometimes. But in the
room here it's made it much faster to
do anything [ want to do. I think it's
just the greatest innovation of this
century. (laughs] I really think it's
absolutely essential. I've got every
thing going through a big Cooper
MIDI switcher, and evervthing is
hooked up to the Synclavier through
that, so 1 can switch it around any way
[ want to. I've got my Minimoog and
all my stuff MibDled up to this unit,
and [ can pretty much choose what 1
want to do and run it down any track
that I decide to use on the Synclavier.
I love the idea of rack-mounting ev
enthing and having it come through
one or two keyboards.

Mix: In what ways does your own
music benefit by you being a pro-
ducer?

Duke: | did a couple of songs for
Barry Manilow. A lot of people would
say, “Wow, that's weird.” But [ tell you,
from working with Barry you learn
something. From working with Frank
I tearned something. From working
with Miles. Whoever. From working
with Smokeyv Robinson recentty, I can
sce how he ooks at his own music
and what he’s looking for. And I'll take
a little piece of that and put it in my
music. Other than that, it's hard for
me to produce myself. I'm realty an
artist at that point. I don't get on my
self as hard as [ probably should, ex
cept about my vocals. My voice in
general has gotten a lot better because
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of that, but in terms of overall con-
cept of albums that’s kind of tough,
because I'm really an artist first and
the producer takes a back seat. I tell
him to sit down, because this is my
record, and my time to get crazy and
do what I want to do.

Robin Tolleson is a freelunce writer
and musician based in Marin County,
Cdlifornia.

—FFROM PAGE 61, MASSER

to a song, they make my job as song-
writer and producer a real joy.” That’s
Whitney Houston, Diana Ross and
Natalie Cole, three of the singing su-
perstars Masser has helped guide to
the top of the charts over the past 15
years. Masser was one of the first suc-
cessful writer/producers of the mod-
ern era—his first triumphs predate
better-known names like Narada Mich-
ael Walden, Peter Wolf and Patrick
Leonard.

His hits have sold in the millions
and are known the world over; some
are already bona fide standards. His
first hit (and first co-production) was
“Touch Me In the Morning™ for Diana
Ross and Motown in "73. The follow-
ing year she and Masser teamed up
for two more successes: “The Last
Time I Saw Him” and “Do You Know
Where You're Going To,” the Oscar-
nominated theme from the film Ma-
hogony, which he also scored. In the
late "70s he co-wrote and produced a
song called “The Greatest Love of All™
for the awful Muhammad Ali film
called The Greatest, and it became a
moderate hit for George Benson. But
a few years later Masser heard an up-
and-coming singer named Whitney
Houston perform the song, and he
knew he had stumbled onto someone
special. He began writing and produc-
ing songs for her, and they hit Number
One several times, with “Saving All
My Love for You,” “The Greatest Love
of All,” “All at Once” and “Didn’t We
Almost Have It All.” Most recently he
helped revive the career of Natalie
Cole with a song he produced and
co-wrote called “Miss You Like a
Crazy.” Not bad for a guy who had
been a successful lawyer and stock-
broker before turning to songwriting
in the late '60s.

Though his ballads are usually un-
abashedly sentimental, and in conver-
sation he has a slightly ethereal, “cos-
mic” air, Masser is a real taskmaster in

the studio, working long, long hours
to achieve the vision he has for his
songs. If the artists who work with
him occasionally resent his perfec-
tionism while they're in the studio,
they don’t complain about it later; his
track record speaks for itself.

Mix: Can you tell me a little about
how you make demos of your tunes?
Masser: I don’t make demos. Except
in a few cases where I've made a tape,
usually if someone wants to hear my
songs I'll play for them on the piano.
If it's really the song you're trying to
get across, even on a tape, it doesn’t
need a lot of instrumentation, and I'd
tell young songwriters to maybe just
do a piano and voice tape. I think a
producer who's really looking for the

ks RN RE/AIOLY (R EA S A AL BRI

“I meet these incred-

ible women and I fall
in love with them at
the highest place in
music. It’s very spir-
itual, very special.”

—Michael Masser

IR K TS et N A AT IR 1Y

best songs for a project—who’s not
just waiting for some ping-pong ball
to pop up in the air saying, “That’s the
hit!"—is going to respond very strong-
ly to writing that's really from the
heart. That's under the theory that
there’s no such thing as a “bad”
voice—just an honest or dishonest
voice, and honesty comes through,
whether it's Bob Dylan or Joe Cocker
or whoever.

Mix: You have a reputation for keep-
ing tight control over how your songs
are recorded. How do you manage
that?

Masser: Well, I produce them or they
don’t get recorded. Every hit I've had
I've produced, except one, which was
a cover—"“Nothing’s Gonna Change
My Love for You™ by George Benson.
My songs are very important to me.
They're my life, you could say. I spent
two years working on this song I did

with Natalie Cole. These things take
time. If you work mainly for a pub-
lishing company, they expect you to
come up with maybe 15 or 20 songs a
year. How about one good one? My
interest as an artist is to work on
something until I know it’s right.
Mix: You must be quite a perfection-
ist in the studio since you're so close
tO your songs.

Masser: That's true. It's real hard to
get an artist to share your vision. So
when I work with an artist, whether
it's Whitney or, in the early days,
Diana, I spend a lot of time in the
studio with them going over every
line. They're not leaving. [Laughs] 1
want them to be serious about it. After
all, it’s not just me; it’s in their interest
to do it right. But I think a lot of pro-
ducers won't take the time that a song
needs after a certain point, so they
take an easy way out. I won't do that.

With Diana, what I'd do—and I still
do this sometimes—is have her sing
the song again and again, maybe do
40 or 50 takes, and then put it together
word by word from different takes. 1
spent weeks here on this last one
[Natalie Cole] doing the same exact
thing. I try as much as I canto get it in
takes, but. .. .

At the same time, I want to be un-
derstanding of what an artist is going
through. With Whitney, when we first
did “The Greatest Love of All” some-
thing wasn't quite right. They heid the
album up for it, and six months later
she came in and she got it. It has to
come from the artist. Sometimes it's a
question of concentration, or know-
ing the song, or not getting dry on it.
And if it’s a different style than what
the artist is used to—it’s like a Fred
Astaire move: it might look simple,
but that's simple for Fred Astaire and
maybe not for someone else. On “The
Greatest Love of All” Whitney did two
takes right before she was going to
the airport to go out of town, and we
managed to get most of the song from
just those two takes. Sometimes an
artist needs some sort of catharsis or
some sort of experience that pushes
them in a certain direction and makes
them do their best work. Like Roberta
Flack had this sound—this special
sound in her voice—that she only got
when she was most vulnerable. And
sometimes she’d just stop; she was so
open, so in touch with her feelings. 1
try to keep an eye and ear open for
that. Sometimes it happens at the very
beginning and sometimes it happens
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in later takes.

I think people pick up on it if you
really care about something, and that's
why these artists are willing to go the
distance with me. Whitney has an in-
credible amount of spirit. 1U's like,
“Okay, Masser, tell me what you want!
Let’s go to it!”

Mix: [s it possible to be too much of
a perfectionist? 1 think there’s a lot to
be said for a "50s Sinatra session that’s
Iive in the studio, two takes.

Masser: | agree. Maybe it's an insc-
curity in me. People say, “Well, vou're
not going to hear that flat note in the
strings on the radio.” That may be
true, but it’s still flat and that bothers
me. [Laughs] [ think I've mellowed a
tiide in recent years. Working with
Whitney helped me in that area. We
went back to some early takes that
had a little rawness to them, or did
some tresh takes when she hadnt
heen in the studio for a while. With
Natalie, I've been uving 4 combina-
tion of things.

1 think being too much of a perfec
tionist can use up vour energy and be
very expensive.

Mix: | would think that because of
the way vou work with artists you
must establish very intense relation-
ships.

Masser: That's true. When I'm work:
ing with Whitney, or more recently
with Natalie, I just get mesmerized. |
fall in love. I meet these incredible
women and 1 fall in fove with them at
the highest place in music. It's a feel-
ing that's unlike anything clse. It's very
spititual, very special.

Mix: There's a growing trend among
artists to use two and three producers
on an album in search of a hit. Do
vou feel any obligation to the album
as a whole, or do vou only concern
vourself with vour songs and how they
sound?

Masser: That started when I was at
Motown. When 1 did "Touch Me In
the Morning™ for Diana, it sounded
different from the rest of the album.
Is that good or bad? Well, if the song
is good, then it's good. If it's not, then
it's bad.

I can see it when someone like
Sade wants to get in a mood and keep
in that mood. I agree totally that it can
get very weird when an album is a
mishmash and evervthing is a difter-
ent-sounding single, but my job is to
make the songs I do sound as good as
they can, and to a degree that's where
my responsibility ends. I think it

should be discussed in advance to
find out how the artist feels about it.

Mix: You must have pretty good tech
nical chops by now from running the
show yvourself for so long.

Masser: | uv 1o he involved in all
phases as much as 1 can. I'm looking
after the performance end to make
sure there are no mistakes, and I'm
involved with the mix, of course. As
soon as | record something I'll make
slaves of it; [ won’t touch the master.

Mix: [s there a danger of being too
close to it on a compositional level
that some of the technical aspects
might slide by you?

Masser: That is a danger, but I've
been doing it so long now I trust my-
self a lot, right or wrong. I've worked
in so many difterent studios with so
many different boards that T have a
pretty good idea what 1 like and don't
like, and what I need in a given situa-
tion. 1 would say, however, that it’s
probably not a good idea to go in
with an engineer who's not famitiar
with a room. 1 find that my training at
Motown was invatuable because 1
worked with the best musicians, and
people reatly knew how to make great
records. 1 work differently than most
of the people who were there, but
I've kept some of it with me. Mainly,
it's knowing how to listen for the hest
and to not stop until you've gotten
the best from the artist and vour
self. ]

Mix managing editor Blair Jackson
spliced this article together from three
different takes.

LROM PAGE 61, KRS-ONI:
coming within a mere half-million
miles of the planet. Had the comet
struck, it would have done so with an
impact of 20,000 megatons, enough
to make New York City a crater ten
miles wide and a mile deep. This is
the sort of news that makes one feel
small and vulnerable, at the mercy of
forces heyond control or comprehen
sion. It's 4 sensation one suspects is
not totally alien to Parker; he was a
runaway at age 13, lived homeless on
the streets of New York for six years
and had his close friend and mentor
gunned down in a hail of bultets on a
hot city night.

So the anticipated impression of
Parker has a certain urban consistency;
on the cover of his record By All
Means Necessary, completed under
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the auspices of his nom d'industrie,
Boogie Down Productions, Parker
peers cautiously through venetian
blinds, wearing a desensitized, deter-
mined expression on his face that is
as chilling as the Uzi submachine gun
he holds cocked above his head.

This is somewhat at odds with the
impression upon meeting Parker in
the flesh. Sprawled on a couch in a
pair of gray-patterned slacks and a T
shirt, he is unthreatening despite his
husky, 6-foot-plus frame, and he is
garrulous and eloquent, with little of
rap’s patois in his speech.

Asked about that LP cover pose,
modeled after a photograph of assas.
sinated civil rights leader Malcolm X,
Parker responds that it’s an image
understood immediately by his audi
ence and as integral to his approach
to creating and producing rap music
as a sampler might be. “The concept
is simple,” he says. “Are we for war or
for peace? War is stronger than peace.
Peace can't win with a flower in its
mouth. For peace to win it has to
annihilate war. It’s a common biblical
philosophy: stop the ignorance with
intelligence. Stop the stereotype of
peace being Edie Brickell [of New
Bohemians] and war being Run-D.M.C.

» Digital Multitrack
X850/ 3324

e SSL G Series / Studer Analog

PRESENCE

I'm talking to ghetto kids, and they
can make the distinction between the
image and what I'm saying.”

Parker is one of a very few major-
league rap producers. Signed to RCA/
Jive Records with an open-ended pro-
duction deal, Parker’s centerpiece
thus far is the record Self Destruction,
made by a stellar group of rappers
(under the aegis of “Stop The Vio-
lence™) who assembled to raise con-
sciousness and promote rap as a so-
cially aware genre, and to counter the
negative perception fostered by the
violent episodes that have become a
trademark of rap performances. Kool
Moe Dee, Doug E. Fresh, Chuck D,
Public Enemy, M.C. Lyte and Flavor
Flav are among the heavy rap hitters
on the record. Leading up to that is a
production discography that includes
Parker's own Criminal Minded, Jus-
tice's Ghetto Music, Cool and Deadly
and The Desolate One, Sly Dunbar and
Robbie Shakespeare’s Silent Assassin
and the upcoming debut album by
Ms. Melodie.

THE SOUND’S THE THING, MAYBE

Rap as an art form has established
itself unequivocally. But as a technical
medium, rap is a different entity. And
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my first question to Parker (after es-
tablishing the fact that I genuinely like
rap) is: why do most hard-core rap
records seem to revel in poor sonics?
Drum machines are totally unproc-
essed usually, and the sounds tend to
reflect older drum machine technol-
ogy. In many cases, technical deficien-
cies in the recording process are obvi-
ous. On the other side of the coin,
Run-D.M.C’s collaboration with Aero-
smith a couple of years ago boasts the
sheen that most pop records achieve.

“It all comes down to money,” says
Parker, rubbing his thumb and fore-
finger together. “The sound [of rap]
basically comes from a very poor
place. It was from a time when kids
never had a thought about actually
making a record. You'd create your
whole song by a DJ bringing back a
piece of somebody else’s song. So
these inexpensive ways of making
records cropped up. And record com-
pany executives saw this and said,
‘Why spend more than we have to?" "
Parker estimates the budgets of most
rap LPs to be between $20,000 and
$30,000 for independent label acts
and $40,000 to $50,000 for major la-
bels (including producer’s fees), a far
cry from the $120,000-and-up budgets
for major label rock and pop acts.

“You wind up with a subculture,”
Parker says, “a world within a world.
Rap doesn’t try to coincide with pop
and rock. It has, on a commercial level
with Run-D.M.C., but that was the first
time a rap group got what I call even
adequate engineering.”

Parker agrees with the notion that
rap exists in a technological ghetto
for many of its performers. “It’s like a
rose trying to be a leaf. The rose never
gets to understand the leaf, and the
two worlds of rap and pop don’t un-
derstand each other.”

But then, part of rap’s charm lies in
its very lack of technological sophisti-
cation. What an old, beat-up, six-string
Gibson box was to Robert Johnson,
an old Roland 808 is to rappers. If you
were to spend $100,000 on a rap rec:
ord, would it still sound like a rap
record? Parker’s emphatic reply:
“Nope.”

THE ENGINEER IS DEF—WE HOPE

Parker skips pre-production in most
cases, heading directly into the SSL
room at Power Play Studios in Queens,
N.Y. This room, he says, is really the
only one built with rap in mind. He
likes the SSL automation and com-
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ments, "It makes you lazy, but it
makes things quick, and with rap it’s
the feeling that you want to capture.”
The SSL provides what he calls an
“authoritative” sound. There is no
shortage of SSLs in NYC, but Parker is
comfortable at Power Play and feels
he is in the process of mastering it.
And given the budgets he's con
strained with typically, speed is of the
essence.

Parker says that engineers who
work rap dates should “take 75 per-
cent of what you've learned as an en-
gineer and throw it in the garbage.”
As an example, he proudly cites one
of his favorite recording techniques:
“1 like to distort the bass levels. |
know it causes the engincer some
problems but that's his problem.
There’s actually an art to distortion;
there’s an art to a kick drum that’s too
loud. If the kick isn’t ‘boom, boom,
boom’ you're not in the competition.”

Parker’s sound is self-defined as “a
reggae, hip hop type of sound, hard-:
based with social lyrics, and not
plaved on radio except for really com:
mercial stutt] like ‘I'm Gonna Get You,
Sucka.”’

Rap sounds scem to undergo peri-
odic evolutions, driven less by tech:

nological changes than by the intense-
ly personal aspect of what a sound
represents to an artist. Not that trends
don’t manifest themselves as cliches
—James Brown’s “oww™ is perhaps
the most sampled piece of sound in
creation. But, as Parker puts it, “Every-
one is always hunting for the new
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“The people who put
out rap hits need to
be in a positive set-

ting and make it
respectable. . . We
want to give rap a
better name.”
—Kris Parker

ST AN LA T AT TR L S

boom. In the rap industry, not having
an SP-12 [E-mu sampling drum ma-
chine] is like going to school with no
books. Get outta here!”

RAP AS BIZ
Parker savs that Run-DM.C’s forays

into rock were fresh, and as novel as
they were a novelty. However, he
won't disagree that “Walk This Way”
was as much a marketing move as an
artistic one. “You're either going for
the gold audience or the platinum
audience,” he remarks, “but usually
those who go for the platinum audi
ence will lose the respect of the core
rap audience.” Parker says some astute
legal moves by his attorney in negoti
ations with RCA Jive give him com
plete creative control over his produc
tions, thus insulating him to a large
degree from record company whims.

Interestingly, rap has responded to
the monolithic pop machine in the
form of a loose cartel that presents a
semblance of a unified front to the
biz while allowing for enough inter-
necine rivalry to keep things lively.
Parker sees the rap production world
divided into three “families”: his own
Boogie Down Productions, the esti
mible Def Jam and Cold Chillin’. But
he says that aside from the standards
of good ol' American capitalism and
survival of the economicully fittest,
they pull together under the philos-
ophy that, “If we don’t put rap out
right, it’s destroyed.”
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tee set themselves up as arbiters of
what's politically correct in an art
form? “We have, and we have t0,”
Parker replies. “The people who put
out rap hits need to be in a positive
setting and make it respectable.”

Parker sees Def Jam—producers of
Run-D.M.C.—as the most conservative
of the rap operations. But rap, like
rock, is renewing itself with an infu-
sion of new blood. The latest comes
from the West Coast: Delicious Vinyl,
a homegrown, hometown, homeboy
operation that has scored the biggest
hit of all, Tone Loc’s multiplatinum,
Top 40 “Wild Thing.” But its very suc-
cess to Parker is an indication of a
smudge on its purity. “Delicious Vinyl
became very big, very fast, but they've
already sold out to Island [Records],
50 now Island can become very big
[in the rap field]. I'm still the only
one that doesn’t own his own label.”

Parker says the difference between
East and West in rap is clear, and mani
fests itself in nuances like attitude and
accents—in vocals, that is. To Parker's
ears, the difference between “yall”
and “yaw'lIlI” is critical in tellmg one
coast from another. “The way your
voice sounds means a lot in rap,” he
says. “You can't fake that attitude. An-
other thing is that West Coast beats
are harder.”

Rap is music of the ghetto, but Park-
er acknowledges that rap also exists
in a parallel musical ghetto of sorts, as
heavy metal once did. While the hard-
core elements of both genres still re-
side in that ghetto with only the
(large-budgeted) tips of the icebergs
showing up in the mainstream, Parker
says that country music might serve as
a better analogy for rap’s status. Both
are music of class and economics rath-
er than race and color. “There’s such
a thing as blacknecks as well as red-
necks, you know,” says Parker.

As a producer, Kris Parker isn’t
going to let things like the laws of
acoustical and electrical physics, or
the orthodoxy of the record industry,
or time-honored production and en-
gineering approaches get in the way
of his personal Holy Grail—to get a
jagged-edged, emotional reality into
his records and, in the process, change
the perception of an entire genre of
contemporary music. “Rappers have a
longer way to go because we have to
knock off this negative image,” con:
cludes Parker. “Just getting past the
party image is tough, let alone the
violence thing. That’s the reason for

doing Self Destruction. 1 hope that a
record that powerful will get played
and cut through the emotional red
tape. We want to give rap a better
name.”

Dan Daley is a Mix contributing edi
tor. He lives in New York City.

Room for Rap
at Power Play

Rap has found a home at Power
Play Studios in Long Island City,
N.Y. (across the river from rap’s
lower Manhattan home, Chung King
House of Metal). The owner of
Power Play, Tony Arfi, says the fa
cility—especially his new SSL4000E-
equipped studio—is conducive to
all kinds of music. But rap works
here because the control room is
designed with lots of instruments
in mind. Rap doesn’t need a big,
live, recording room; it needs a spa.
cious control room for playing
synths, samplers and drum ma
chines comfortably, and for the crew
to do the hang without jostling.

According to Arfi, the 10-year-old
Power Play was the first studio to
develop the loop sampling tech-
nique, in which a portion of a rec
ord is sampled, looped within the
Publison Infernal Machine and then
synched to a drum machine, using
the Publison’s time compression to
change the tempo without chang-
ing the pitch. Arfi says he first used
it with rappers Eric B & Rakim. He
believes it is because of these sorts
of innovations and a willingness to
experiment that rap artists make up
over half his clientele. “They come
in expecting a staff in tune with rap
music,” he says, “and they get it.”

As an engineer and studio own-
er, Arfi says he tries to discourage
overloading equipment because of
the potential for damage. “But then
it’s played over a boom box where
it gets distorted in the end anyway,”
he adds. “I think rappers have got
ten 50 used to hearing the music
distorted that the distortion be-
comes a natural part of the music.
Rap has taken the cheap sounds-
the Roland 808s—and made them
popular. 1 try to give clients what
they want, but I know what it’s like
to have to repair a VU meter after it
gets slammed constantly.”

—Dan Daley
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Better yet, think of how good it will make you sound.

In a recent sonic purity comparison published in Britain,
top engineers judged the Elite #1 among all 15 leading
consoles. Including Neve, SSL, Harrison, and far ahead
of Amek, Soundcraft and the other lesser numbers.

And if you can live without four dozen identical limiters
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ebo Studios in New York is a

harbinger of the high-defini-

tion television world to come.

By producing HDTV progran:s

like Hurricane frene, last year's

ITS Monitor Award-winner for

best documentary, the company 1s

forging ahead in high-det produc-

tion, a practice sure to aftect the audio

community greatly as soon as the

Federal Communications Commission

decides which of the many compet-

ing broadcast standards will predomi-
nate in the United States,

Hurricane rene mixes politically
aware documentary with the music of
Peter Gabriel| Little Steven Van Zand,
Jackson Browne and Lou Reed, to
name a few. The production is evi-
dence of the growing importance and
prevalence of audio-for-video. HDTV
is the epitome of this trend.

Surely a television standard that
can deliver pristine images with twice
the resolution in a wide-screen for-
mat must pack the sonic punch to
mutch. In fact, many of the compet-
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ing. proposced broadcast standards
have allocated space for digital audio,
which should have repercussions on
audio recording studios and the music
industry.

Actually, the changes are alrcady
happening among the few HDTV
production pioneers. Rebo currently
uses first-generation Sony HD video
decks that offer 2-track analog audio,
and soon will upgrade to the latest-
generation decks with 8-track digital
recording capability. It is now pos-
sible to record digital audio right onto
the HD video tracks. The question
remains, however, how to deliver
that digital audio over the airwaves to
consumers.

This is only a small part of a raging
broadcast controversy that pits the
major players in television technol-
ogy against cach other in a battle for
format control of tomorrow’s broad-
cast standard. In Japan, the MUSE
1,125-line format has already become
the de fuctostandard. The Europeans,
meanw hile, have proposed a higher-
definition, 1,250-line standard under
their own Eureka grouping. And in

10 Hlar-DEFIMTION

2 Grsdt it and Sounds

the States, while a sizable contingent
pushes for 1,125 lines, others are
pushing NTSC-compatible systems
that will feature 1,050 lines.

WHO ARE THE MAJOR PLAYERS?
Major HDTV systems on the drawing
hoard include Sony's 1125/60 stand-
ard, Philips” HDS-NA (High-Defini-
tion System for North America),
Zenith's Spectrum Compatible HD'TV
System, Faroudja’s SuperNTSC, and
two systems known as ACTV-1 (Ad-
vanced Compatible Television) and
ACTV-2, which are being developed

a joint project by Sarnoff Research
Labs, NBC and RCA.

Fortunately for audio recording,
most of today’s proposed HDTV stand-
ards feature digital audio, in anticipa-
tion of that historic day when digital,
stereo sound becomes a broadcast
standard and consumers have the re-
ceivers to tune it in.

“Digital audio broadcasting has al-
ready been seen on a small scale by
satellite companies,” says Dale Cripps,
publisher of The HDTV Newsletter in
Portland, Oregon. “But receivers are
few and far between. We'll probably
see digital audio radio broadcasts
before we see it in HD'TV. Audio has
always been ahead of video: really,
FM is ‘high definition” audio, and
digital is *highest definition.” The video
world is just beginning to catch up.”

Wherever digital audio transmis-
sion takes off, it will necessitate all-
new receivers, new noise reduction
and new signal processing technol-
ogy. Itis sure to accelerate the trend
of digital recording in teleproduction
and post.

But before the industry rejoices
over a potential new profitcenter, the
ramifications of such trends need to
be considered. Digital sound broad-
casts will affect recording artists and
record companies, who will have to
combat a4 new wave of copyright
pirates. With consumers getting dig-
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ital masters piped into their homes
via HDTV sets, horizons will open up
for the capture and unauthorized du-
plication of copyrighted material in
an ultra-high-quality medium.

Not only will consumers be able to
capture master-quality audio with re-
cently legalized DAT recorders. they
will also have access toa video format
suitable for creating VHS masters.

“This is a major concern.” Cripps
says. “The motion picture industry is
very strong, but still, HD is a viable

VHS master. There has been a lot of
contention. The whole concept of

copvright is under strain; people are
saying il's restrictive 1o progress.”
Today, however, the issues remain
more fundamental: What will the FCC
decide? Which system will predomi-
nate? What can we do to make this
technology work for us today?

RIGHT NOW AT REBO

Rebo Studios is producing HD vid-
eos, documentaries, commercials and
specials destined largely for Japan.
Rebo uses the 1125/60 high-detini-

tion production standard, which gen-
erates 1,125 video scan lines at 1 G0Hz
field rate. The people at Rebo provide
insight into the audio facet of current
HD production:

“The industry needs an HD sweet-
ening house,” says Rebo editor and
engineer Bill Davis. “We would need
to buy a 16- or 24-track to do it
ourselves. We're even leaning in that
direction.”

Davis faces a sonic situation that
involves the difference between the
HD frame rate and that of standard
NTSCvideo. NTSCruns:at 29.97 frames
per second: Rebo's Sony 1125, 60 11D
decks run at 30 fps. While the differ-
ence is not a problem, it is imperative
that the speed be changed appropri-
ately when downconverting from
HDTV to NTSC, or vice versa. Any
slight changes in pitch must also be
addressed.

The current Sony decks, offering
only twotracks of analog audio. force
the Rebo staff to sometimes string
long rows of slaves together to mix
productions for the Japanese market,
where high-definition television is
being broadcast experimentally on a

daily basis.

Not that Rebo doesn't use audio
post houses. When they send out a
job. it's often to Howard Schwartz
Recording or Sync Sound in New
York City. John Alberts. engineer at
Howard Schwartz, has handled sev-
cral Rebo jobs, including a recent
image campaign for WNBClocal news
and a Fuji copier industrial. Alberts
builds the soundtracks using a Solid
State Logic 6048E console with G
Series automation and a Sony 3348
48-track digital tape machine.

“We were using a 3/4-inch
workprint and delivering locked, 1-
inch NTSC tape with Dolby AL It was
all in NTSC." Alberts reports. “They
sent it to Japan tor HD transfer, so
synchronizing was no problem.

I don’t think HDTV will change
the audio engineering world that
much.” Alberts continucs, summing
up the general consensus of audio
engineers who have done audio-tor-
HD video. "We'll get into the big
digital'—48 tracks.” He explains that
it is not problematic to adapt audio to
HD video because “the audio and
video are running on parallel courses.”
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From Alberts” perspective, HDTV
could accelerate the post-production
switch from analog to digital. “Really,
digital lets you be more tlexible in
post-production. It’s easier to work
with, and it's cleaner. faster. We're
developing the techniques of being
able to maintain the first generation
with more layers.”

Rebo mixed an HD feature film
production, White Hot, starring Robby
Benson, at Sync Sound. Studio co-
owner and mixer Ken Hahn talks
about the process: "My partner Bill
Marino and [ posted it completely on
HD tape. We used Sony 3324s and
edited the job on the AMS AudioFile.
Then we did a surround mix. Rebo
provided us with 3/4-inch NTSC
copies; we were completely in NTSC
and then slaved to the HD machine,
so synchronizing was no problem.

“We tend to handle the audio
digitally; we used an SSLE Series
console with G Series software, and
we automated everything we could,”
Hahn continues. “Some of the chuse
scenes had 100 tracks, but most of the
job was about 40 tracks.

“How will HD change things in the
audio business? We'll all have to buy
high-def machines. We'll use broader
stereo for the big screen. And you'll
have to find audio people who know
the difference between posting on
film and posting on high-def mag.
Basically, you're talking about a so-
phisticated medium, a sophisticated
audience and a sophisticated budget.
People expect the best.”

HDTV also offers benefits for audio-
for-video production. Hugo Gaggioni,
manager of product planning for Sony
1125/60. says the new-generation
Sony decks solve a digital audio
problem commonly encountered in
NTSC video. “Traditional video is not
fricndly to the 48kHz sample,” he
says. "Digital audio is not easily adapt-
able to the 59.94 field frequency.
Now, at 60 Hz, the video and digital
audio mix beautifully.”

It sounds like a production dream
cometrue. Here’s a production stand-
ard that generates “higher visual
eycfare” and casily integrates digital
audio. Yet Sony's 1125/60 production
format is not necessarily the broad-
cast standard that will ultimately gain
FCC approval—and it is not the only
one to offer digital audio.

In fact. SMPTE has decided re-
cently to deal with this issue by form-
ing the Ad Hoc Group on Audio for
High-Definition Electronic Production

(HD-EP). The ad hoc committee is

dedicated 1o defining the needs of

producers and the production appli-
cations of HDTV, and recommending
the most effective audio practices on
HD-EP masters, according to Richard
Stump. committee chair. The group is
expected to submit its recommenda-
tions by January 1990.

While some HDTV systems. like
Sony’s. are concerned primarily with
a production mastering system, oth-

ers directly address the means of

transmission to be used in the United
States. Some contain all the HD infor-
mation in a single channel; others
keep the NTSC signal compatible

with today’s television sets in one
channel and augment the data with a
low-power transmission over “guard-
band™ channels.

Philips is proud that its HDS-NA
system can notonly provide full NTSC
reception but can keep a low-power
digital augmentation signal ina guard-
hand channel in a way that prevents
interference. Furthermore, the HDS-
NA 1.050-line. 59.94Hz field rate sig-
nal can be delivered by terrestrial
broadcast, by satellite (DBS), cable.
tape or disc.

Currently, HDS-NA offers 4-chan-
nel digital audio capability, but Arpad
Toth, chief scientist of advanced tech-

.
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nology planning for North American
Philips, says Philips’ top priority in
audio is “reaching an industry con-
sensus acceptable for everyone.” He
explains that Philips is currently fol-
lowing the Dolby audio parameters;
in fact, Dolby SR is a common de-
nominator between most of today’s
high-def systems.

Larry J. French, vice president of
technology for NAP, says, “We get
real HDTV resolution and CD sound.
Our design objective is efficient in
spectrum, so there shouldn’t be inter-
mediate steps. But that doesn’t mean
there can't be a whole range of prod-
ucts. If our HDTV signal were broad-
cast, then TV manufacturers would
have options. We could build a tradi-
tional NTSC set that receives the CD-
quality sound, for example. It can
evolve.”

Philips’ low-power, 3MHz augmen-
tation channel is one solution. Other
HDTV proponents, however, have
concentrated on keeping all the infor-
mation in a single 6MHz channel. For
instance, Zenith’s Spectrum Compat-
ible HDTV System (SC-HDTV) offers
a 787.5-line progressive scan system
visually similar in effect to an 1,125-
line interlaced scan picture. The
59.95Hz signal is exactly three times
the rate of today’s 262.5-line field rate
of current NTSC scan. With digital-
quality audio, SC-HDTV can be com-
pressed into a single 6MHz channel
and aired simultaneously with a
standard NTSC broadcast on another
channel.

Zenith’s John Taylor explains, “We
wanted to start with a clean slate. The
Spectrum Compatible system works
by digitizing all the information under
200 kHz. The digital audio is included
in this portion of the signal and is
transmitted in the channel’s vertical
blanking interval.” Typically, infor-
mation such as teletext, sync pulses
and motion correction are broadcast
in the VBIL

Because NTSC transmission will
continue as is, unchanged, under the
Zenith plan, no FM audio information
need be broadcast on the HDTV
channel. “Essentially, we figured out
how to get 30 Hz out of a 6Hz
channel,” Taylor says. He reports that
the audio will be digital stereo with at
least two channels and SAP. Zenith is
developing a receiver with a chip
capable of digital audio reception as
part of its current Spectrum Compat-
ible program.

Another proposed system, Su-




-FROM PAGE 8!, CREED

applies visually to HD. I saw it in
the truck while we were filming,
and the color saturation was just
amazing. It really is like looking at
the highest-quality 35mm pro-
jector.”

The Rhythmstick project was shot
and recorded at Van Gelder Studios
in Englewood Cliffs, NJ., with vet-
eran jazz producer Rudy Van Geld-
er handling the audio end, using
Sony digital multitracks brought in
for the occasion. Directing the vid
eo was Tony Edgeworth, with three
Sony HD cameras at his disposal.
“They’re completely electronic and
have no moving parts at all,” Taylor
says of the cameras. “Because the
image is sent through cable direct
ly to the truck, there’s no film or
tape in the cameras; they’re abso-
lutely silent.” Gary Schefrin han-
dled the editing at Rebo Studios
and Laser Edit, both in Manhattan.

Clearly, Taylor's been bitten by
the HD bug, and his enthusiasm
for it is contagious. “The way I see
it, if the U.S., Europe and Japan ever
get together on HD, look out!” he

Dizzy Gillespie (left) with producer Creed Taylor during making of
HD special.

says. ‘But even if the U.S. and Eu
rope dont, Japan is going full steam
on it. It's still just getting going, bu
it's definitely here to stay. I don'
think there’s any question it will

be accepted in the US,; the only
question is, ‘When?'"
For Creed Taylor, the answer is

"

—Blair Jackson
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perNTSC from Faroudija, also concen-
trates on keeping the signal within a
6MHz channel. Faroudja marketing
director Ron Zimbrick says, “The sys-
tem consists of encoding the signal
before it goes to transmission, reproc-
essing it at the transmitter and de-
modulating and decoding at recep-
tion.” The picture can be a full 525-
line progressive scan or can be
doubled via interpolation techniques
to a 1,050-line, 2:1 interlaced picture
with a 15 to 17MHz bandwidth.

SuperNTSC was transmitted and
received on a TCS-owned cable tele-
vision station in Sunnyvale, Calif., last
April, and was first broadcast the
same month, While SuperNTSC is
capable of transmitting digital audio,
current tests involve only analog,
Dolby-encoded stereo transmissions.

Meanwhile, Sarnoff Research Labo-
ratories in Princeton, N.J.—working
in conjunction with NBC and RCA—
is proposing a two-phase approach
to NTSC-compatible, high-definition
television called Advanced Compat-
ible Television. The first step is ACTV-
1, a wide-screen system designed to
fit in a single 60MHz NTSC channel.
When the FCC frees the spectrum,
ACTV-2—which uses two full 6MHz
channels—will be unleashed. Both
ACTV-1 and 2 will offer CD-quality
digital audio.

Sarnoffs 1,050-line, 59.94Hz field
rate system was first demonstrated in
Ottawa in 1987. ACTV-1 was first
commercially broadcast (for the news
program Live At 5) on April 20, 1989,
from NBC'’s transmitter atop the World
Trade Center in Manhattan to Sarnoff
in Princeton.

No matter what system eventually
prevails in HDTV, the common de-
nominator is sure to be top-quality
audio to match the top-quality video.
As studios such as Rebo demonstrate,
audio/video integration is the key to
the new age of entertainment.

Fortunately, audio transmission for
HDTV is not a problem; the technol
ogy exists to make it happen. It is
simply a matter of waiting for the FCC
to choose a video transmission stand-
ard for North America—and coping
with the issue of consumers having
ready access to master-quality audio
and video. However it irons out, the
result will be richer, more complex
audio-for-TV. a
J.T. Way is a consultant and industry
analyst specializing in bigh-defini-
tion television.
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LUNCHING WITH BONZAI

by Mr. Bonzai

OB

CLEARMOUNTAIN

SOUND IDEAS

For those of you who have been
lunching elsewhere for more than a
decade, Bob Clearmountain is a
double-Grammy winner for his work
with David Bowie and Tina Turner.
He's the fellow who mixed the epic
ten years of live Springsteen. Bob’s a
hybrid producer/engineer known for
myth-defying stunts in the mix.

Produce a Bryan Adams or a Hall
& Oates over here, mix a Prince’s
Trust Concert over there, Saturday
Night Live here, a Huey Lewis song
tfor Back To the Future, some Rolling
Stones, some Crowded House and
how about Laurie Anderson? Sit down
at the desk with months, even years,
of recorded raw tracks and mix up a
batch of hits.

How do you land such a job? Well,
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Bob’s dad brought home one o’ them
newfangled tape recorders when the
lad was just four years old...he
grabbed the knobs and wouldn’t let
g0. As they say, you start young and
the rest is mystery.

Bob Clearmountain is leaving to-

morrow to mix around in London for
a few weeks, so no time for lunch this
time, folks. But we hooked up by
voice at one this afternoon.

Bonzai: Where are you?
Clearmountain: I'm in my apart-
ment.

Bonzai: In New York City?
Clearmountain: Yes, overlooking
beautiful Central Park.

Bonzai: You're leaving for London
tOMOrrow.

Clearmountain: Yes, I’'m going over
to mix a few things. 'm mixing Paul
Young, Climie Fisher, Paul Carrack,
and a band called Wet Wet Wet—
they're really big in Europe.
Bonzai: How do people get a strong
reputation as a mix engineer, as

opposed to a tracking engineer?

Clearmountain: In my case, I think
part of it is that I am also a producer.
People probably figure that if this guy
produces records, then he must be
more than justan engineer and is able
to add something. Also, people hear
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records they like. When people call
me, I ask them what turned them on
to me. They say, “I heard Springsteen’s
record,” or “Roxy Music, and I want
that vibe.” It seems to be that more
than anything else.

Bonzai: Do you ever get taken by
surprise by anartist you never thought
you would mix, but perhaps they or
the producer said, "Let's change our
sound”?

Clearmountain: Yeah, that’s hap-
pened a few times. I just finished
mixing a couple of tracks for Laurie
Anderson, which was fantastic. When
she called me, I thought, “Great,”
‘cause I'm a fan and have a good deal
of respect for her. I figure people usu-
ally associate me with Springsteen,
Bryan Adams and mainstream pop
artists. Laurie Anderson is a bit left of
center, the kind of thing I would like
to be known for as well, although I
did it because I like her music and |
thought it would be an interesting
mix.

Bonzai: What are your long-range
goals?

Clearmountain: I'm pretty happy
with what I'm doing. There aren't a
whole lot of artists I haven’t worked
with, other than Peter Gabriel, that |
can think of who I'm really dying to
work with. T just like to make good
records. I'd like to build my own
studio, because I have ideas about
what the ideal recording studio
should be.

Bonzai: Let’s backtrack a little before
we get to that. You started out as a
musician in bands, right?
Clearmountain: Yeah, [ played bass.
Bonzai: As a kid, did you feel you
would have a life in music, or did it
happen as a teenager?
Clearmountain: I always thought
s0. My older brother was a musician,
played guitar. I was always hanging
around his band practices, and I loved
listening to records and the radio.
When I was about four, my dad
bought a tape recorder for my mother.
She was an English grammar teacher
and wanted something to record her
kids speaking to show them how
badly they spoke. As soon as that
thing came in the house, I was totally
fascinated.

When I started playing bass, I was
the guy who had to record the band
because 1 had the tape recorder.
Then one day it hit me. I think I was
a senjor in high school. I was looking
through a copy of dB magazine and

suddenly I thought, “Wait a minute,
there’s a profession here! There's
someone other than the musicians
involved in the recording process.
Someone’'s making the guitar fly accoss
the speakers and the drums and bass
sound like thev're under water. This
is a job with my name on it!” Actually,
I hope my drums don't sound like
they're under water.

Bonzai: Has your musical backgroantd
helped you as an engineer and pro-
ducer?

Clearmountain: It's helped a great
deul. I don’t see how people try to be-

al Power Station when it opened in
1977. Were you involved with the
design of the facility?

Clearmountain: | helped them find
the building, and I was in on the
ground floor when we were laying it
out. I can't take all the credit, but I got
a few ideas in there. There are two
studios on the first floor. Originally
they were going to put the control
room for Studio A where Studio B is.
There were some columns in the
way, so if they had done that, Studio
A would have been bigger, but you
wouldn’t have had good visibility. 1
wasn’t a producer at the time, but I
always wanted to be able to see ev-

come producers or engineers with no
background in music. I can’t imagine
how I would have approached i,
especially when it comes to editing
and production. You have to know
something, otherwise you'd just get
lost. T remember an engineer who
had the hardest time editing. He'd
edit a “two” to a “three,” because he
wasn’t a musician and couldn’t visu-
alize it.

Bonzai: You started at Media Sound
in New York, 1972. How did you get
your foot in the door?
Clearmountain: Well, the last band
Iwasin. .. the lead singer was friends
with Michael DeLugg, a top engineer
at the studio. They wrote songs to-
gether and Michael wanted to get his
songs recorded. We were brought in
as an in-house production team for
making demos. The band split up,
and I started hanging out with Mi-
chael. He recommended me for a job
there and they hired me.

Bonzai: You were the chief engineer

cryone in the studio. My suggestion
also allowed for another studio space.
Bonzai: You mentioned that you
plan on building your own studio
some day. What would you like in the
ideal studio?

Clearmountain: I like a place that
doesn't feel like a factory. It should
feel like home. One big room with a
high ceiling so you get the big drum
sound. Another room that's smaller,
where you don't need all that space,
forasmaller band or overdubs. Large,
comfortable conirol rooms. Good
lighting and visibility—90 percent of
the studios I go into have bad light-
ing, like glare off the console so you
can't see the controls and you get eye
fatigue. It's a lot of little things that
people don't pay attention to.

This is going to sound silly, but I
think it's important that the bath-
rooms are nice. You have to go in
there, and there are some studios in
New York where I feel like I've walked
into the South Bronx when I go into
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LUNCHING WITH BONZAI

the men's room. How much cun it
cost to make the bathrooms pleasant?
How much does it cost to have a
comfortable lounge for the musicians
and the people you try to kick out of
the control room while you're mix-
ing? There should be a good place for
them, with good cotfee and tea.
Obviously. T feel technical things
are important. A lot of studios techni-
cally are very good, but you can do it
with much more class.
Bonzai: Proper maintenance must be
a priority with you.
Clearmountain: Maintenance is un-
believably important. The two things
besides the place itself are the main-
tenance and the assistant engineers.
The assistant engineers are a lot more
important than most studios realize.
They're the reflection of the studio,
the part of the studio the client must
interact with. Studio owners and man-
agers should listen more to their as-
sistants’ suggestions. And maintenance
guys should be creative. I don’t think
it's ecnough for the maintenance de-
partment to be able to set up tape
machines efticiently. or fix a micro-
phone or run wires under the tloor.
It's nice when they think creatively
and say things like, “What would you
think if we had infrared remote con-
trols for the tape machines?” or some
crazy idea. You want them to come
up with those kinds of ideas. to try to
make it better. It also keeps a vibe
happening.
Bonzai: Tell me about your transition
from engineer to producer.
Clearmountain: | think it's 4 natural
transition. Who spends more time in
the studio recording and mixing and
doing all the things that producers are
involved in?
Bonzai: Did vou getany flack at first?
“This guy's an engineer; he's not a
producer.” How did you establish
yourself? What artist made you rec-
ognized as a producer?
Clearmountain: When 1 started at
Power Station, Tony Bongiovi wanted
me to get involved as a producer. He
had a deal with Sire Records at the
time, and they were giving him punk
rock bands. This was around ‘77 to
'78. He said to me. *1f you'd like to co-
produce one of these bands, it'd be
great.” It was good for him because [
was the engineer, so he didn't have to
worry about that part, and it took
some of the pressure off of him. Tuft

Darts was one of those bands; The
Rezillos was another, and Jorge San-
tana, Carlos’ brother. So Tony got me
involved in these projects and I started
learning. 1 figure the first ten albums
I produced were part of the learning
experience, although I'm still learn-
ing and hope to continue.

Bonzai: Let's talk about some well-
known artists you've produced. Hall
& Outes...a pretty heavyweight act.

Clearmountain: They did twotracks
with me for a greatest hits album
called Rock and Soul, Part Two. Two
songs called “Adult Education” and
“Say It Isn’t So.” I don’t know how
they got turned on to me, but it might
have been through their drummer,
Mickey Curry, who 1 had worked
with on the G.E. Smith and Bryan
Adams albums. So we did those two
tracks and it just went so well; we had
a great time. So they said, “Great, let’s
do an album together.

They had this great band—T-Bone
wolk, G.E. Smith, Charlie DeChant
and Mickey Curry, one of the best
rock drummers in the world. We
ended up doing the whole album [Big
Bam Booml), except for onc-and-u-
half tracks, with LinnDrum machines.
Drum machines are good in their
place; for many songs they're great.
ButThad alot of trouble with it. There
are a few songs on that record that I
thought could have been so much
better if they just had the band go into
the studio and play them. Don't get
me wrong—I think it came out well
anyway, thanks to Jimmy Bralower,
who was programming the Linn.
Bonzai: In my experience in the
studio, the drums were the most dif-
ficult to record—hardest to get a
good sound that would satisfy the
producer, the drummer and every-
one else.

Clearmountain: To me, the drums
are about the casiest thing. I think
guitars are when it starts getting diffi-
cult.

Bonzai: Do you use a lot of mics on
drums?

Clearmountain: Yeih, maybe that’s
why it's easy. I use about 16 mics: 1
top- and bottom-mike the tom-toms,
two mics on the snare drum, two mics
on the bass drum. 1 will find two
different mics that sound different,
but I like certain characteristics of
each one, so 1 will use them both,
Bonzai: Would vou like to give away
4 secret or two?

Clearmountain: Well, for a snare

drum I will use a Shure SM57,’cause
i's got that “crack” to it, a midrange
kind of crack. But it doesn’t have a
high top end on it—you don’t get
much snare. So I combine it with an
AKG 451, which has a real crispy,
bright top end. I put them both on the
top, because when you mike a snare
drum underneath, very often it just
sounds distorted, like the head is
broken.

On bass drum I'll use 4 Sennheiser
421. 1 like the slap of the 421 on the
bass drum, but I also like the meaty
sound of an AKG D-12. I use both
mics, with only one head on the
drum. And then it’s a matter of plac-
ing the mics, moving them around to
find what works the best with which
one closer and which one farther
away. You can’t place them too far
apart, because you'll get into phase
problems.

But sometimes you can use the
phase difference, the time between
the sound getting to one mic und then
getting to another mic placed farther
back. to your advantage. On guitar
amps, that comes into play a lot.
Bonzai: When most people mention
your name, they associate you with
Bruce Springsteen. You started with
him when you mixed "Hungry Heart”
from 7he River.

Clearmountain: Yes, and the next
album I worked on was Born in the
USA, following Nebraska, which he
did at home.

Bonzai: The massive live collection
must have been quite a challenge,
using tapes from all over the place,
lots of engineers. ..
Clearmountain: Not that many en-
gineers, actually. Toby Scott recorded
most of it. Jimmy [ovine recorded
some of the carly stuff. Generally, it
all sounded pretty decent. [ did a lot
of snare drum sampling—ijust about
every song has a snare sample—
which is really a challenge.

Bonzai: Triggered by the original
snare?

Clearmountain: Yes, which is tricky
with someone like Max Weinberg,
because he’s an incredibly dynamic
drummer. He plays a lot of very fast
snare rolls. It can be tricky, especially
with all the monitor leakage and stuff
that goes on onstage.

Bonzai: Did you feel that you tam-
pered with the original sound in
creating the collection?
Clearmountain: No, becausc I know
Max well, so T know the kind of
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sound he likes and what he was
trying to get. Because the mics were
being shared by the P.A., I don’t think
it came across in the recording. Very
often T used his sound that came from
maybe Born in the USA or various
things I recorded him on. I try to be
very careful to keep it consistent. |
don’t want it to sound like a machine.
I take incredible pains to make it
sound as real as possible, to keep it in
character and follow the dynamics of
the original snare drum.

Bonzai: Have you worked closely
with Bruce through all these years of
mixing?

Clearmountain: Oh, yeah, Bruce
doesn’t let much get by him. As most
producers do, he gives me a few
hours to get my mix together and
listens to my concept. If he doesn’t
like it, he’ll just tell me it isn’t what he
had in mind. He'll point me in a4 new
direction. But usually he likes what |
come up with and he’lljust go through
a bunch of different options. He’ll ask
for a little more echo on the vocal, or
less echo on the guitar, things like
that. We’ll end up with 20 or 30 mixes
on tape, so he can listen to them on
his drive back to New Jersey and
decide which version he likes best.
He does really get involved, and is
always there.

Bonzai: Let's talk about digital audio.
What were your first experiences?
Clearmountain: [ think my first ex-
perience was recording a Dire Straits
show in London, at Wembley in '85,
which I mixed. We had two 24-track
Sony machines for a 48-track record-
ing. I learned a lot—first, that the
machines must be synchronized prop-
erly while you're recording 48-track.
When you're recording digital and it
will be locked to picture later, the ma-
chines should be locked to video
sync.

Bonzai: What’s happened since?
Clearmountain: There are a few
reasons [ didn't go headfirst into
digital. First, there is the expense. It's
hard to justify digital in a recording
budget, because the machines rent
from $400 to $1,000 a day. Many
times I'd rather spend the budget on
an extra two weeks of recording than
doing it digital. But the prices have
come down lately. I bought my own
machines, so it’s a lot easier for me
now.

Bonzai: What did you buy?

Clearmountain: I bought a [Sony
PCM-] 3324A and a 3348. They're fan-
tastic, especially the 3348—the ulti-
mate in tape recorders. The transport
is amazing. My only complaint about
the 3324 is that the transport is slug-
gish. That put me off, because I like
to work fast and I like the tape to
rewind right away. Sony and I have a
very good relationship; we have
meetings all the time. The first time |
used the 3348, I talked at length [with
Sony] about things I thought could be
better. Nothing major, just a few little
things.

Bonzai: Like what?
Clearmountain: My big bone of
contention is that they have changed
the format of the analog tracks. Most
people, when they edit, don’t really
bother with the analog tracks, so it’s
not a problem. They just edit on the
fly, then find their edit point by hitting
a button on the locator that stores a
number as the edit point goes by.
Then they just locate to that number
and do their edit.

I like to do that, but I like to scrub
the tape—rock it back and forth—
like you would with an analog tape,
which you do using the analog cue-
ing tracks. With the 3324 it works well
because it has analog cue tracks and
you just listen to those. You record
your monitor mix on those tracks,
then switch to them and rock it. On
digital, of course, you can't cue-rock
the tape; you don’t hear anything.
With the 3348 they changed the for-
mat of the analog tracks to a “pulse
width” recording, which is similar to
VHS Hi-fi. With that, you can rock the
tape, but it mutes when you're rock-
ing it really slowly and homing in on
the edit point. It mutes because the
signal degrades so much at very slow
speeds.

Bonzai: When you refer to editing,
are you doing an electronic edit?

Clearmountain: Yes, I'm not actu-
ally cutting the tape; I'm recording
from one tape to another. You record
your first segment over to the new
tape and when you get to your first
edit point, you record past it and stop,
then find where you wanttoeditto ...
say, a different take. Then you cue to
your spot on the piece you want to
edit in from the playback machine.
You synchronize the two machines,
which is very simple with the Sony
machines. You just press the “slave”
button and they find an offset right at
the spot where they're parked. The
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two machines lock at that point and
then you can store that as a drop-in
point. Then you press auto-punch,
the machines rewind a bit, lock up
and when they get to the edit point,
just drop in automatically.

Bonzai: What will happen in digital
during the next few years?
Clearmountain: [ think the next
thing is recordable CDs. If the record
companies thought that digital cas-
settes were a threat, wait 'til they get
a load of recordable CDs. If they can
somehow work out the bootlegging
problems, it'll be nice to be able to
take a CD home from the studio.

I own four DAT machines, which
have been wonderful. 1 actually mix
albums on DAT, transfer to Sony 1630
and do my editing in the mastering
room. They're so convenient, and [
can have my machine at home to
listen to the mix. It's exactly right; no
more listening to a cassette that's
running slow, or the top end isn't
quite the same. 1 listen to DAT and my
mix soundsexactly asbad asitreally is!

I think Sony has taken linear tape
as far as it can go, with 48 tracks on
half-inch tape. Past that is solid-state
memory, hard disk, optical disks...
other types of storage.

Bonzai: With all this new technol-
ogy, do you think you'd like to go
back and redo one of the records you
gained fame for in the past?
Clearmountain: No, not really, be-
cause those records are what they
are. 1 don't like the idea of redoing
history. If someone asked me to remix
a Beatles record I'd probably do it,
just because it's the Beatles, but 1
don't think it’s really right. T was a
huge Traffic fan, and their first album
wuas pretty weird-sounding. 1 used to
think if the album were mixed better
it would be great. T listen to it now,
and it'sjust great for whatitis. If it was
mixed differently, it wouldn't be that
album anymore. It's history and it
should be left alone.

Bonzai: | would imagine that any
newcomers reading this would start
salivating, wanting to become an
engineer. Is it getting harder to get
into the business because of the tech-
nical leaps? You can't just roll in off
the strect and become an engineer.
Any words to the wise?
Clearmountain: Yeah, forget it
[Laughs] First, you should have a bit
of musical background. You don’t

have to be able to sight-read, you
don’t have to be a virtuoso on the vio-
lin, but you should have some back-
ground. You should know about time
signatures and keys, basic stuff. Music
is what you are deuling with, and that
is more important than the technol-
ogy. The technology is casy. They
muke it easy for you nowadays. It’s
just a matter of pushing buttons, and
you turn the knobs until it sounds
right. Don’t get me wrong, it’s good to
know about the technology, but just
going to an audio engineering school
isn't enough. You should take some
music classes as well.

Also, there’'s something I'd like to
bitch about. I've come across a couple
of assistant engineers who didn’t know
their job. I'll look at their track sheet
and it has no information on it. They
haven’t paid attention. “This is the
song from yesterday, this isn’t what
we did today. Can’t you see we don’t
have a guitar? There’s a keyboard on
this track. Put more information down.
Put the date down and what kind of
mic we used.” Tll ask if they just
started, and they tell me they spent
$5,000 on an audio engineering
course. They say they were taught
about capacitors and Ohm's Law.
“Yeah, but they didn’t teach you how
to fill out a track sheet? You don’t
know how to do a Total Recall setup
on an SSL?”

Bonzai: Any other gripes?
Clearmountain: One last thing. If
you buy a Warner Bros. CD that was
recorded on analog equipment, they
put this disclaimer on the back: “The
music on this compact disc was origi-
nally recorded on analog equipment.
We have attempted to preserve as
closely as possible the sound of the
original recording. Because of its high
resolution, however, the compact disc
can reveal limitations in the source
tape.” 1 bought the Pretenders CD,
which I produced, for my brother. He
opened it and read this disclaimer
and said, “Does this mean that this CD
isn’tas good as this other one that was
recorded digitally?” My God, people
probuably pick these things up and
read this and maybe don't buy the CD
because they think there are “limita-
tions in the source tape,” whatever
that means. Why do they have to do
thae? 1t's really the producer’s choice,
the artist’s choice. A lot of people
prefer to record analog. It doesn’t
mean that there is anything wrong.
- CONTINUED ON PAGE 222
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Maximum output. Dynamic Range.

incomparable sound quality, for consider-
ably less than any other professional
graphicequalizer. And that’s what galls the
competition most of all.

For a hands-on demonstration of the
SC31, visit your professional audio dealer or
sound contractor. Or write

for additional information: I
Audio Logic, 5639 So. @ L
Riley Lane, Salt Lake

City, Utah 84107. AuDIO LoGIC
Or call (801) 268-8400. © 1987 DOD Electronics Corporation

*All specifications taken from manufacturer’s published literature
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A PERSONAL VIEW

Studio Spotlight:
Rockfield Studios

Generally acknowledged as the
world’s first residential facility,
Rockfield Studios was established
in 1965 in Monmouth, Gwent, Eng-
land. A recent upgrading of its two

separate areas, each with its own
control room, live room and stu-
dio, features the world’s first 60-
input Neve VR Series console with
recall and Flying Faders automa-
tion. Accommodations consist of 18
apartments with whirlpool baths
and power-showers. An indoor lei-
sure complex is currently under
construction.

World Radio History
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AUDIO VIDEO PROFESSIONAL

Circle #4104 on-Readei Service Card

Whether they're duplicating a smash
movie or a chart-breaking audio cas-
sette, mastering a superstar's new song
or sweetening a sound track, audio and
video professionals want a tape that
delivers

They choose AGFA

Producing magnetic tapes for produc-
tion and duplication, AGFA's consistency
makes it the best choice for the
audio-video professional

But you know that—you're
a pro.

AGFA magnetic tape
from research and develop-
ment, through man-
ufacturing, to
delivery and
service —
we care!

Agfa Corp., 100 Challenger Road,
Ridgefield Park, NJ 07660 Telephone (201) 440-2500

AGFA ©
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and promoting associate membership
in the British Record Producers’ Guild.
The TLS enables everyone handling a
studio tape to know exactly what it
contains, avoiding confusion. There’s
also a “tape history” label. The TLS
forms part of a comprehensive APRS
“Code Of Practice” to be released later
in the year.

TAPELESS RECORDING

Located on the top floor was Sypha, a
consultancy partnership operated by
Stella Plumbridge and Yasmin Hashmi
that is dedicated to supplying informa-
tion on tapeless recording systems. As
well as selling copies of their report
on the subject (which sounded ex-
pensive at £100 until you saw how
much hard research there was in it),
the pair were providing guided tours
of the dozen-and-a-half tapeless sys-
tems on view at the show. David Whit-
taker, formerly of New England Digital,
was sharing a booth with Sypha to pro-
mote Digital Solutions, his new com-
pany specializing in the development
of custom hardware and software for
digital audio.

The most interesting of the tapeless
systems at the show was the Sonic Svs:
tem from San Francisco's Sonic Solu-
tions. The setup is based on an Apple
Macintosh—at least a Mac Il and pref-
erably a IIx—with two NuBus cards. It
was expertly demonstrated by Mary
Sauer at the FWO Bauch stand.

The first card is the so-called SSP
(Sonic Solutions Processor). It con-
tains four signal processors to provide
four digital 1/O channels in AES EBU
or Sony Digital Interface Format (SDIF).
The data paths and processing are 24
bit, while the mixdown buses sport
56-bit capability. The SSP runs at 44.1
and 48kHz sampling rates. It also con-
trols large hard disks for digital audio
storage and editing. The second card
is named NoNoise. This astonishing
bit of circuitry enables the system to
remove clicks, pops and even drop-
outs—and ultimately tape and disk
noise, too—without damaging the
original.

But the hardware is invisible in nor
mal use: it's inside the computer.
What you do see is some stunning
software design. The Sonic System is
the simplest “desktop audio” setup to
use that I've ever seen. Thanks to the
power and accessibility of the Macin-
tosh system software, coupled to some

very tight programming by Sonic Solu-
tions, it is truly intuitive.

In the US. the system sells for a
good price: Sauer quoted me $44,100
(easy to remember!) for a 56-minute
system including the Macintosh. Bauch
was a little cagey about the UK price,
but it looks as if the same system
would sell for UK £38,000. The price
difference is due partially to the fact
that Bauch never skimps on user sup-
port, but also because the company
buys the Macintosh machines in the
UK, where they are considerably more
expensive than in the States. There is
a furor going on in Britain right now
over “gray importation” because of
that price difference, and to avoid see-
ing its users ending up with no sup-
port, Bauch has become one of only
four music/audio VARs for Apple in
the country.

Sharing some of Sonic Solutions’
busic operating principles is the Sound
Maestro from Audio Design. The Atari-
based system is aimed squarely at the
CD premastering market and is already
having a good deal of success there. It

doesn’t have the facilities that the Son-
ic Solutions system offers, but it does
the job well and is under half the price.
The company also showed its range
of Sony DAT recorders modified to al-
low 44.1kHz sampling and a range of
digital I, O options, and has introduced
a serics of portable, low-cost digital
interface boxes.

Back on the Macintosh again, Sound
Technology showed a new addition
to the range of music and pro audio
products it distributes in the UK:
Sound Tools from Digidesign. If you
saw this unique system at the Anaheim
NAMM carlier this year, vou know that
it combines the latest version of the
company’s immensely successful sam-
ple management program—=Sourid De-

signer H—with an audio accelerator
bourd for the Macintosh and a custom
A/D interface.

On the subject of external A/D con
verters, Cambridge, UK-based Data
Conversion Systems launched its new
DCS-900 A/D converter system at APRS,
The 900 is an oversampling system,
operating at 128-times the final output
rate. The unit features transformerless,
balanced analog inputs and two serial
SDIF-2 and AES/EBU digital outputs.
External word-clock sync is provided
as well as internal 44.1 and 48kHz on
board crystal clocks. The 900 is de
signed to replace the converters on
the front of existing digital gear. It's
handled by Syco/Stirling in the UK.

Also running on the Macintosh was
the Dyaxis system from IMS. While the
system is well known to Stateside en-
gineers, it is now available in the UK
via SSE Marketing, and made its first
appearance at a UK show.

ANALOG RECORDERS
Have you ever seen a professional tape
recorder assembled in under 15 min-

Lyrec, of
Lyngby, Den-
mark, debuted
“Frida,” a port-
able broad-
cast recorder
that teatures a
modular
design.

utes? Neither had I until T went to the
Lyrec Frida demo. As one engineer
described the modular parts for this
uniquely compact and lightweight ma-
chine (under 25 pounds and only
16x18x3 inches), another put them all
together with a set of screwdrivers and
some nuts, bolts and washers. The ma-
chine’s features include accessible trim-
mers for alignment; threc-speed NAB/
CCIR operation; Dolby HX Pro as stand-
ard; search and locate functions; vari
wind and a single-handed edit mode.
The machine is obviously portable,
but you can also rack-mount it. . .or
even hang it on the wall!

Also showing analog recorders were
Bauch with the new Studer A827—
designed as a replacement for the A80
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—and Sony with its new analog 24-
track, the APR-24.

DIGITAL RECORDERS

Mitsubishi UK celebrated its move to
new premises by launching the X-880
32-track digital machine, successor to
the X-850. The primary features are
reduced size and weight with no sacri-
fice in sound quality. The X-880 is fully
compatible with the 850. Optional ex-
tras include the new CS-1 chase syn-
chronizer and a digital interface unit.

Mitsubishi machines were also used
extensively on the charity record “Spirit
of the Forest”—made in support of
the Brazilian rainforests—which was
used as part of the demo at the com-
pany’s booth. The single, written and
produced by A&M artists Gentlemen
Without Weapons—responsible for ar-
guably the most original album of 1988
—along with more than 50 celebrities,
included recording in New York, Los
Angeles, London, Rio de Janeiro and
even the rainforest itself. Eleven X-
850s were used on the project, and
the final mix involved more than 90
tracks.

Sony, of course, was showing the
other major new machine on the digit-
al tape recorder front: the 48-track PCM-
3348. Although APRS was the UK show
debut for the machine, there are al-
ready several in place here, and they
have already been put to use on a
variety of projects.

But far from the madding DASH-
ProDigi wars, another digital multitrack
was making an appearance at booths
all over Olympia: the Akai DR1200 12-
track digital recorder. This machine is
compact, cheap and works exception-
ally well. . .and now it is on sale. By
the fall, Dave Caulfield of Akai UK ex-
pects more than 150 machines to have
been shipped in the UK alone. He
rightly points out that this figure is
about twice the total number of DASH
and ProDigi machines ever sold in the
UK. The DR1200 makes a lot of sense
to a lot of people, particularly paired
with a high-quality console like a DDA
D Series (as shown on Syco’s stand)
or a bunch of Yamaha DMP series dig-
ital mixers (once Akai has finished the
interface ). And at various points around
the show, several exhibitors were show-
ing Akai's S1000 sampler, complete
with removable hard disk storage
hooked up via SCSI—an apparently
ideal combination.

CONSOLES & AUTOMATION
An impressive-looking product was the
Alpha console from a new British com-
pany, Novation. While not entirely new
in concept, the Alpha is certainly new
in execution. The principle is simple:
instead of a vast automated console
you have a compact, lightweight digit-
al control surface (in this case, just
over five feet long for a 32-track board)
connected by a thin serial cable to a
rack of digitally controlled, analog
electronics somewhere out of the way.
Console designers such as Dick
Swettenham and writers (including my-
self) have proposed similar systems
for years. Advantages include the abil-
ity to use continuously rotating rotary-
shaft encoders for knobs; turning the
control generates a stream of pulses,
which drive a signal processor. Auto-
mation is simple in concept: you just
stick some memory in the line from
the control surface to the rack, and
use a processor to manage it and the
user interface. Novation’s TDA (Total
Dynamic Automation) is made possi-
ble by the latest 32-bit RISC chips and
custom ICs, and it turns a concept
that's simple in theory but complex
in reality into something that is not
only practical but, if Novation meets
its goals, cheap. At around $80,000
(£50,000) for the 32-track board there
will be plenty of takers when the sys-
tem is available in the fall.
Operationally, most of the TDA’s
control systems will be familiar to any-
one who has seen Calrec or Neve as-
signable systems, such as on the
UAB000 or the DSP. Facilities are as-
signed to channels with an “access”
button, and you can “interrogate” a
group to show the channel routing
involved. Multiple channels can be con-
trolled at once, or settings can be
copied from one channel to another.
Given Neve’s pioneering work on
the DSP, it is perhaps strange to think
of that company as “conventional”
once more, but in contrast to the No-

Amek Mozart

vation, the latest Neve VR Series is a
straightforward console with a remark-
able pedigree. It was the V Series that
brought Neve back into the spotlight
four years ago, and since then the con-
sole system has shown itself to be one
of the leaders in the field. The latest
VR Series was on show at APRS, re-
plete with Flying Faders automation.
Launched at AES Hamburg, the com-
pany has delivered no less than nine
VRs, and there are another two dozen
on order.

Also first shown at AES Hamburg,
Soundcraft’s newest offering is the vast
3200, nicknamed “Bigfoot,” not so
much because of its overall size but
because it has large feet, both to offer
stability and to contain cables. The
3200 is a classic split console, with
full 32-bus routing and 68 line inputs.
Each input and monitor channel has a
built-in noise gate, and the console
features a good degree of centraliza-
tion. The system has been very well
received, especially on the technical
front, thanks to the fact that Sound-
craft’s veteran audio electronics wizard
Graham Blyth, well-known for design-
ing some of the best-sounding and
most cost-effective circuitry in the busi-
ness, still has his hand in the com-
pany’s designs.

Graham’s erstwhile colleague Phil
Dudderidge is now back in the indus-
try, with his surprise purchase of Rup-
ert Neve’s collapsed Focusrite company.
In an astute move, he has brought in
former Soundcraft technical man John
Strudwick to look after future develop-
ments. To begin with, the company
will be consolidating its position and
selling its existing range of products.

Focusrite began by making a range
of excellent-sounding signal process-
ing channels, and went on—possibly
overextending itself—to tackle full-
scale consoles. The first two went into
New York's Electric Lady (featured on
the cover of this month’s Mix) and
London’s Master Rock studios.

Unfortunately, the collapse of the
company left a number of customers-
to-be with lost deposits. Dudderidge
has been careful not to take on the
debts of the old company, of course,
but he has said that customers who
lost their deposits will get first option
on a new console—and, rumor has it,
a good price. But things have been
moving quickly. After just eight weeks,
the company is in full production on
the modules front and is turning its
attention to the consoles. Pete Town-
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shend has ordered 16 new modules
for Ecl Pie, while other orders are
coming in.

There was certainly no shortage of
consoles at APRS. The Amek Mozart
was on show for the first time in the
UK, having been introduced at Ham-
burg. It’s a development of the suc-
cessful APC1000 assignable design, and
adopts its “all-input” approach, where
all the channels can accept anv type
of input. The console can be supplied
with up to 80 inputs and offers 32 mix
buses, 12 aux returns and 16 aux sends.
A feature of the console is an onboard
grouping computer, which allows the
saving of configuration “pages” that
can be loaded and executed under
time code control. The console can
be supplied with one of several types
of automation systems.

Also on the automation front, DDA
and Alpha Audio took the opportunity
to announce preliminary results of a
collaboration to integrate Alpha's Boss/2
automated audio editor system into
the DCM232 production console. Data
is transferred back and forth via a serial
link, although the systems currently
need their own control keybourds. A
novel feature is the facility for captur-
ing a few seconds of sound and scrub-

bing it to find the exact moment for a
mute, sync point or other automation
setting change. Track lists, edit deci-
sion lists and CMX-compatibility —even

VCA fader units from Mastermix and
the MX844 computer and color moni-
tor from Reflex. Users of both systems
can upgrade.

SSL’s Logic FX is a series of rack-mount signal processors based on

the G Series console electronics.

record track selects—can all be per
formed with the system.

Also on show for the first time in
the UK was Audio Kinetics’ Mastermix
I1, combining the best features of its
predecessor, Mastermix, with Audio
Kinetics’ Reflex automation svstem.
The syvstem brings together the AK2

'\

-
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OUTBOARD GEAR, ET CETERA

Sotid State Logic released some out-
board gear at APRS. The Logic FX range
is a family of 1U processing units con-
taining G Scries electronics. The first
two units are a dual mic amp/EQ unit
and a quad/stereo compressor. Other
units are to follow. The company has

POLAR CIRCUITRY

« Signal integrity and specifications
unparalleled in the industry

» Applications equivalent to an
entire range of consoles

» Multiple configurations
from a rackmount
16:8:16 through 72
input mainframes

The Incredible Maxcon
Mixing System

€2

Conneaut Audio Devices

Division of CTI Audio

Reducing the Cost
of Excellence

For further information call:

1-800-7-MAXCON
P.O. Box 120

Corner of Harbor & Jackson
Conneaut, OH 44030
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NOISE REDUCTION
FOR UNDER $10.

SONNECTORS FADERS, POTS
LES TE,
SNAKE CAB AMINAL STR/pe
S
NTAC‘r Sp54ks :
® L
Bh CRAMOLIN 8

Even the finest equipment in the world can't guarantee a noise-free recording. One ‘‘dirty”
connection anywhere in the electrical path can cause unwanted noise or signal loss.

“MORE THAN A CONTACT CLEANER”
CRAMOLIN® is a fast-acting, anti-oxidizing lubricant that cleans and preserves all metal sur-
faces, including gold.
When applied to metal contacts and connectors, CRAMOLIN® removes resistive oxides as
it forms a protective molecular layer than adheres to the metal surfaces and maintains max-
imum electrical conductivity.
CRAMOLIN® - USED BY THOSE WHO DEMAND THE BEST:

Bell & Howell Hewlett Packard MCI(Sony) Nakamichi
Boeing John Fluke Mfg. Motorola RCA
Capitol Records Mclntosh Labs NASA Switchcraft

SINCE 1958

. N(JLABORATORIES ..

1175-0 Industnal Ave., (P.O. Box J) - Escondido, CA 92025-0051 U.S.A, « (619) 743-7143 ¢ FAX: (819) 743-2480
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So Many Bits,
So Little Time
The AudioFile from AMS is more than

just another “Digital Audio Worksta-
tion.” In audio post-production, ADR,
CD preparation, and music recording and
editing, it transforms the tedious, the
exasperating, or the impossible into the
effortless. Ask any of the nearly 200
owners worldwide. Or see Studio Con-
sultants for a demonstration.

#

-
QUDIOFILE

AES (N.Y.C.) Booths 511, 512
SMPTE (L.A.) Booth 1214

AKG, AMS, Aphex, API, Bryston, Calrec,
Soundcraft, T.C. Electronic, Valley
International, Westlake, White Instru-

ments, and other exceptional audio products.

studio consultants,,inc.
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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also produced a parallel, bidirectional
interface to link the company’s G Se-
ries studio computer and TimeLine
Lynx synchronizers. The project is a
collaboration between the two com-
panies and allows the G Series to con-
trol up to five Lynx modules.

SSL also showed the first results of
a new collaboration with Dr. Stephen
Smyth of Queens University, Belfast,
who has developed some unique dig-
ital audio compression techniques.
APT is a new company set up to ex-
ploit these developments, and the first
result was on show: the APT-X100 dig-
ital audio compression system, first
shown at NAB this year. The system
compresses 16-bit PCM data into four
bits per sample with no apparent loss
of quality. It is aimed at the broadcast
market.

Audio Design showed some inter-
esting modules from the German com-
pany SPL, including a novel kind of
equalizer, the SX-2 “Psychodynamic
Processor.” There are two primary bands
of operation, a “subsonic” band (around
20 to 250 Hz) and a mid-high band at
1 to 22 kHz. A processor in the unit
evaluates the input signal and corrects
phase relationships, and can be used
to enhance aspects of the harmonic
structure. Unlike exciters, which create
harmonics, the SX-2 manipulates ex-
isting ones and is a good deal easier
to use than to talk about! It sounds
excellent.

Bruel & Kjaer used APRS to intro-
duce the 4012 cardioid microphone.
Described as a logical progression from
the 4011, it offers even higher specifi-
cations. It can handle 168 dB before
clipping, for example, which is 10 dB
better than the 4011.

And finally, to return to the subject
of rainforests, it is perhaps time for
console manufacturers and others in
our industry to think carefully before
they clad their gear in exotic hard-
woods. It's now entirely practical to
get wood from sustainable forest sourc:
es and still have a piece of pro audio
equipment look good: manufacturers
should at least be conscious of what
they are doing when they order mate-
rials of this type. ]

Hailing from Glastonbury, England,
Richard Elen is a bighly respected en-
gineer, producer, journalist and con-
sultant with 20 years of experience
in professional audio.
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array of equioment to accomplish a wide-range of PEAVEV
challenging tasks--froom commercial record production to ®
video post-production. With a complete line of highest-
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quality professional recording gear, Peavey's Audio
Media Research division is unigquely qualified to meet
your needs as a recording engineer/producer/enthusiast.
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by Guillaume J. Schouker

JEAN-MICHEL

JARRE'S

CROISSY-ON-THE-SEINE

rench composer and synthesist Jean-
Michel Jarre, the son of famous film-
score composer Maurice Jarre (sec
Mix, November '87), has attained his
own international fame. He started his
career in the ate "60s, experimenting
with electronic music and later com-
posing soundtracks. In 1976 he re-
leased his first atbum, Oxygene, which
had been recorded on 1-inch, 8-track
at his home studio. The album was a
worldwide success. Then came his
big-selling Eguinoxe 1P in 1978, also
recorded in his Paris home studio, this
time on 2-inch, 16-track. A year later,
Jarre performed at an outdoor concert
in the center of Paris, attracting more
than one mitlion spectators—enough

to put him in the pages of the Guin-
ness Book of World Records.

Jarre released his third album, Les
Chaints Magnetigues, in 1981, and also
embarked on a Chinese concert tour
through Beijing and Shanghai. His
1984 album release, the globally suc-
cessful Zoolook, was recorded in New
York City and featured guest appear-
ances by Laurie Anderson and Adrian
Belew. His American concert debut,
“Rendez-Vous Houston,” a mega
event that involved pyrotechnics and
video projected onto the skyscrapers
in that Texas city, was attended by over
one-and-a-half million spectators (see
Mix, August '86).

Jean-Michel Jarre is known around

—
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Grand sound...

or less than 1/3
of agrand!

tudio Cardioid
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or Microphone.

Our new AT4031 makes a great
firstimpression. And it builds
from there. The sound is effort-
less and natural over the entire
spectrum of voices and musical
instruments. It's the result of
wide, flat frequency response,
low distortion, and excellent
dynamic range.

Very fast transient
response

The outstanding performance
is the product of uncommon pre-
cision inside the fixed-charge
element. The diaphragm is only
0.00016" thick (just 4 microns),
including the ultra-thin vacuum-
deposited gold conductive layer.
Very fast transient response and

wide bandwidth are assured. With

its high sensitivity (—44 dBm)
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and low distortion, the AT4031
meets the stringent dynamic
range demands of today’s stor-
age and playback media.

Uniform, predictable
performance

You'll find the AT4031 very
easy to use. The uniform, predict-
able cardioid pattern translates
into off-axis attenuation, not col-
oration. An integral second-order
high-pass filter lets you roll off the
bass at 12 dB per octave, when
wind noise or room rumble must
be controlled. An effective foam
windscreen is also standard.

No-compromise
performance

The AT4031 is intended for
those professionals who will

accept no compromise in per-
formance, yet need a tough, reli-
able microphone. But, listen for
yourself. Based on extensive field
tests in studios and on stages
around the country, we think
you’ll agree that what you hear is
precisely what you need...the
new AT4031 Studio Cardioid
Capacitor microphone.

audio-technica.

1221 Commerce Drive, Stow, OH 44224
(216) 686-2600




Akai Digital is now delivering the AsDAM System: the first
professional, expandable digital recording system in a
compact package. AsDAM utilizes the advanced tape
technology of the 8mm video tape, which is easily avail-
able at stores everywhere. A*DAM offers 12 to 36 digital
audio tracks in a modular system that can be rack-
mounted for portable operation.

The A-DAM System consists of the DRI200 Digital 12-
Track Recorder, DL1200 Programmable System Controller,
and DM1200 Meter Bridge. The DL1200 not only serves as
a 104-memory autolocator, but as the control center for
up to three DRI200 recorders! No external synchroniza-
tion is required for 36 track operation. But, of course, the
DRI1200 is fully compatible with SMPTE synchronizers.

h
i

oR1I200

DIGITAL
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AVAILABLE NOW

AKAI MAKES DIGITAL MULTI-TRACK AFFORDABLE

The A<DAM System has the specs you expect with a
professional digital multitrack system: 16-bit linear reso-
lution. 44.1 kHz and 48 kHz sampling rates, and more than
90 dB dyaamic range. Best of all, the A*DAM System is the
most affordable digital multitrack system on the
market.

A-DAM has arrived. See the new standard in digital tech-
nology foday at your Authorized Akai Digital Dealer.

lio His



ARTIST'S STUDIO

the world, but few know about the
workings of his unusual home record-
ing studio.

Situated in a residential neighbor-
hood in the suburbs west of Paris,
Jarre’s Croissy Studio (named after the
town it’s in) borders the Seine River.
“Formerly, it was a stone garage,” says
Michel Geiss, Jarre’s partner and key-
board consultant. “In 1979 the studio
was put in, in its first configuration,
with a Tom Hidley design. It was only
one big room with the MCI 600 Series
console and automation system in the
middle, an MCI JH-24 tape recorder,
UREI Time Aligned 815 monitoring
and various synthesizers all around
the same room.” Three vears later,
Jarre decided he would prefer a more
conventional studio arrangement with
a separate control room.

Jean-Pierre Lafont, well-known
French acoustician and console mak-
er, was hired to redesign the studio.
“The ceiling was not tall enough and
could not be raised, so it required
digging deep into the ground. We also
had to pull down the partition walls
and divide the large room into two
distinct rooms,” Lafont says. The work
lasted six months, finishing in March
'83. “Knowing that Jarre is rather
exacting, the acoustics as well as the
finishing touches had to be perfect.
Everything was important,” recalls
Lafont. “Jarre was hunting every litle
sound that was somewhat of 4 noise;
any air conditioning system or light-
ing source that could vibrate had to
be eliminated until we had complete
silence.”

A triple partition made of three
floating walls separates the studio and
control room. In the control room,
the floor floats on separated concrete
slabs. The studio’s oak floor embrac-
es two different acoustic concepts:
beneath one part are floating concrete
slabs, which give a muffled sound;
beneath the other part are cushioned
rafters on rubber studs, which provide
for a more reverberant floor.

Lafont explains the acoustical prin-
ciples of the control room: “The side
walls absorb direct sounds and pre-
vent interferences from primary reflec-
tion. The sound goes straight to the
engincer. But there are also wood-
covered panels that re-echo local reso-
nances in order to have rather long
reverb time. This is the reason we
have this clear, live-sound feeling.”

Similarly, the serrated ceiling reflects
the ambience above the console. In
the back of the control room, polycyl-
inders (some filled with fiberglass
wool) absorb the low frequencies and
reflect high frequencies in all direc-
tions. “There are no phase nodes. If
we put the microphone of a spectrum
analyzer here and in the back, we have
a steady graph,” Lafont says. The poly-
cylinders are covered with acoustically
transparent fabric.

The 13 x 23-foot control room con-
tains an MCI 636 Series mixing con-
sole with eight auxiliary sends per
channel, added by Lafont. The auto-
mution is the Diskmix system by Dig-
itat Creations, an IBM PC package
based on SMPTE time code. Monitor-
ing is via a Quested system, ordered
directly from Roger Quested in Eng-
land, along with Auratones and Yama-
ha NS-10Ms. To the right of the board
is a small, air-conditioned room hous-
ing two Studer A820 24-track record-
ers, both fully equipped with Dolby
SR (synchronized with the Adams-
Smith 2600 system), and three Quest-
ed power amplifiers. In the control
room and on both sides of the con-
sole are racks with plenty of outhoard
gear, including AMS digital delay and
reverb, Yamaha REV7, Lexicon
PCM70s, Korg SDD-3000 digital de-
lays, Roland DEP-5s, a TC Electronic
2290 sampling delay, Lexicon 480L,
plus much more. Other equipment in
cludes a Studer A820 '2-inch/%-inch
convertible tape machine with Dolby
SR, Sony R-DAT DTC 1000, Sony Beta-
max for F1 transfer to Beta and a Sony
U-Matic deck. Mics include Schoeps,
Neumann U87, AGK D-222, Electro-
Voice RE20 and Sony C-48.

Jarre says, “The studio I own today
is not a studio that I had hoped and
decided to build one day. It [devel-
oped] year after year. Even when I
was living at my parents’, I had Revox
tape machines in my bedroom. Since
then, I always worked at home. Little
by little I changed my equipment.
Technology does not necessarily help
to be clearer. The more advanced the
technology, the more you need to
know precisely what you want to do.”

The control room is separated from
the music room by two sliding, double-
glass doors. The acoustic design in
the 16 x 28 x 9 studio, like the control
room, involves polycylinders and pan-
eling. In addition, one wall with a
reverberating surface can be covered
by an electrically controlled curtain to
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em.
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attain a dull sound.

In this room, a multitude of analog
and digitai synthesizers are ready for
use. Jarre's master keyboard is an Elka
MK 88, “because it is a plastic key-
board,” he says. “I am against the idea
of having a piano touch. If 1 want a
piano sound, [a piano] is of course
better, but if I want to play strings or
chord sounds, I prefer a plastic touch.
At present, I am working with the Elka
company on a varying keyboard touch
in order to be able to adjust it accord-
ing to what I am playing.”

With Peter Gabriel, Jarre was one of
the first in Europe to purchase a Fair
light CMI Series 1 a few years ago, then
a mono system. Now he also has the
Fairlight Series 11 and Series II1. Jarre
says he often works on the Akai/Linn
MPC-60 sequencer/sampler/drum ma
chine and the Geiss Matrisequencer
250. Built by Michel Geiss in 1979, the
Matrisequencer is a matrix sequencer
conceived by Geiss and Jarre at a time
when microprocessors did not exist.

“It is a 100-note mono sequencer
or 2 x 50-note duophonic. Notes are
programmed with small plugs that set
pitch and length. The slurs and attack

of notes are also programmable in
columns. Even if technology is [now]
beyond that, it is a system Jarre likes
using a lot because it is very visual,”
says Geiss.

“We can change the matrix in real
time, go from one matrix to another,
loop it if necessary, reverse it and so

"The studio | own
today is not a studio |
had hoped to build
one day. It developed
year after year.”

on,” says Jarre. MIDI out has been
added to the original configuration.
Jarre’s extensive collection of elec
tronic sound producers includes:
three Elka Synthex; Emulator I with
CD-ROM drive and Optical Media’s
sound bank, Universe of Sounds; Ro-
land D-50 and D-550; Yamaha DX7II
MD; Roland GM-70 MIDI converter
and SPX-80 SMPTE/MIDI synchroniz
er; Dynacord ADD 1 and ADD 2 Ad-
vanced Digital Drums; Roland M-160

16-input mixer for the synth premix;
Simmons RDB 400 rack; Moog analog
synths; ARP 2600 and ARP 2500. His
Atari ST computer uses Notator soft-
ware for editing and printing out
scores; his Apple Macintosh Il works
with Sound Tools software from Digi-
design. The most recent purchase is
the Akai $1000 stereo digital sampler
with the 8MB memory extension and
hard disk option.

You also can find an Elka AMK-800
with special keys, an exact replica of an
accordion with the Italian button sys-
tem, and a unique synthesis machine
called Acxel from Technos. This last
device allows additive synthesis and
resynthesis. The principle is to draw
sounds on a touch-sensitive graphic
tablet. Harmonic amplitude envelopes
and frequency envelopes appear in
red. “This machine has 512 oscillators,
but it can go up to 1,000 with two
additional internal modules,” Geiss says.

When asked why he uses digital
outboard equipment but not digitial
multitrack recording, Jarre responds,
“I am not a technology maniac osten-
sibly to buy every new [piece of]
equipment. Today, digital recording is
still heavy-handling. To have to add

CONTINUED ON PAGE 288

If your production time is worth money,
spend some of it here.

I f changing between multiple
production setups is taking
too much change from your
pocket—we suggest you spend
some time with an AM-16/B.
This new Audio Crosspoint
Switcher offers the convenience
of automated audio routing in a
fully programmable, fully afford-
able package.

Balanced inputs and outputs,
adjustable gain, and remote
control capabilities make the
AM-16/B easy to install in any
facility. And thanks to non-vola-
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AUDIO CROSSPOINT SWITCHER
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tile memory and instant recall,
it's a major timesaver for busy
studios.

Select either mono or stereo
operation. Expand with optional
slave units to accommodate
multi-channel VTR's. Automat-
ically insert signal processing
at any point in an audio chain.

Whether you have a one-
room music studio or a full-
service production house, the
AM-16/B Audio Crosspoint
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Switcher will solve all your audio
routing problems without creat-
ing financial ones in their place.
For complete details and pricing
information, contact your 360
Systems dealer today, or call us
direct at (818) 342-3127.

360 Systems, 18740 Oxnard Street,
Tarzana, California 91356
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STUDIO VIEW

by David Goggin

SpARS AT 10

AN INTERVIEW WITH JOE TARSIA

oe Tarsia is the founder of Sigma
Sound and was the first president of
the Society of Professional Audio Re-
cording Services.

Mix: Can vou take us buck to the
founding of SPARS?

Tarsia: In the '70s, it was not unustl
for studios to be solidly booked for
months in advance. That was the state
of the studio business in June of 1979
when 15 studio owners met in Ft.
Lauderdale as the guests of MCI. It
was from that meeting thut SPARS be-

gun to tuke shape. At the time, Bill-
board listed 314 24-track studios in
the US,, and it was safe to say that
most of them were busy. Our reason
for torming SPARS wus not for the
purpose of drumming up more busi-
ness, but rather to open a collective
dialog with our customers—mostly
record companies—and with our sup-
pliers and the pro audio manufactur
ers. We believed that the studio was
the one who could be most sensitive
to our clients. We should be the ones
to dictate the form of recording cquip-

T

SPARS board members, 1988. (Front, L to R): Joe Tarsiq, Sigma Sound;
Howard Schwartz, Howard Schwartz Recording; Murray Allen, Universal
Recording. (Rear, L to R): Nick Colleran, Alpha Audio; Mack Emmer-
man, Criteria Studios; Chris Stone, Record Plant; Bruce Merley, Clinton
Recording; Guy Costa, former vp Motown Records; David Porter, Music
Annex; Gary Helmers, former SPARS executive director; Dwight Cook,
Cook Sound & Picture Works; Shirley Kaye, SPARS executive director;
Richard Trump, Triad Productions.
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STUDIO VIEW

ment and the direction of new studio
technology. To that end, I feel that
SPARS has been very successful. Many
technical features and practices that
are commonplace today in the studio
are a direct result of SPARS input and
interfacing with our clients and sup-
pliers. The studio owner was no long-
er subject to abstract views of the
manufacturers, and the industry grew
and prospered because of it. The need
for professional audio services ex-
ploded.

Sophisticated audio is now an in-
dispensable part of film, video, multi-

image programs, advertising and cor-
porate communications. But with all
this growth, today many studios are in
a constant struggle to survive. SPARS
has consistently paralleled changes in
the industry, and our challenge is to
continue doing so in the 90s.
Mix: How did it feel to be elected the
first president?
Tarsia: [ was thrilled, particularly be-
cause I was chosen by 15 people
whom [ respected so much. It was
great to be heading an organization
whose members were genuinely excit-
ed about taking a new stand in pro
audio. :

My first goal was to create an indus-

SIMPLY THE BEST!

level output,

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 perfor-
mance that blows every other DI away. The DB-1A’s
unique design is based on totally active (transformerless)
circuitry with no insertion loss. With features like line
rechargeable battery capability, and
automatic power system check, it's easy to understand
why so many professionals refer to it as simply the best
direct hox money can buy!

Then came the CB-4 Headphone Cue Box. With four outputs 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 addi-
tional cue boxes. It's no wonder why the CB-4 has become
a standard in the industry.

The tradition of excellence continues with the RDB-400
integrated Direct Box. Based on the same design techni-
que 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. [t features line level output mode with infinitely
variable trim, attenuation mode with stepped variable trim,
input overload LED,speaker level input pad,balanced and unbalanced buffered
outputs with front and rear XLR connectors, ground isolation switch, and a

toroidal power transformer.
*Simon Systems PS-1 Power Supply Is recommended

So the next time you think signal processing equipment, think like a pro:
Simon Systems — Simply the Best! ™
Thanks for setting the trend:
GLENN CAMPBELL ¢ JOHN COUGAR » FLEETW000 MAC « WHITNEY HOUSTON

KENNY LOGGINS e JEAN-LUC PONTY o JEFF PORCARO  REO SPEEOWAGON
UNIVERSAL STUOIOS e TITO JACKSON

£S5 SIMON SYSTEMS™ENGINEERING, INC.
; 707 Clear Haven Drive, Agoura Hills, CA 91301. {818) 707-9980

try awareness of SPARS and its pur-
pose, then to establish a communica-
tion network among its members. Es-
tablishing a network was easy, as we
all felt we gained by just being in each
other’s company—especially in dis-
cussions of new technology, client
relations and studio business in gen-
eral. We could informally get together
and discuss simple, everyday studio
practices such as phone and catering
charges, how we handled cancella-
tions, downtime, rates, late starts, what
auxiliary gear qualified as a charge-
able rental, and so on.

You know, it wasn't so long ago that
the hourly rate went up if you went
past 6 o'clock, and if you went past
midnight the rate went up again. Now-
adays, studios look to give a client a
break if they record late at night. In
just that respect, the business has
changed a great deal.

Mix: A complete reversal.

Tarsia: Exactly, because we have
reached a point in this industry where
there are more studio hours available
than people who want to use them.
As long as this situation exists, there
will be downward pressure on rates.
Another problem is the practice of
labels advancing budgets to produc-
ers instead of paying studios and mu-
sicians directly. This practice has led
to some producers cutting corners
and skimming budgets. The result is
studios lose the work and labels get
less than they paid for. It’s a problem
I believe SPARS should address.

Mix: Could you elaborate on the
SPARS interface with manufacturers?
Tarsia: This was one of our initial
concerns. We wanted the money man-
ufacturers spend on product develop-
ment to be spent on products we real-
ly needed, rather than on some idea
for a device from an electronic engi-
neer who may never have attended a
recording session. It was common for
new products to be way off-base. We
felt that if we had a better dialog with
the tape recorder, console and other
equipment manufacturers, we could
get better product. I remember one
meeting where Chris Stone was al-
most screaming, “We need more
sends on these consoles!” We were
starting to use different types of echo
and more effects, and we needed
more sends. Before that, if you had
one echo send and a cue send, it was
enough. '
Mix: Was SPARS successful?

Tarsia: Absolutely. In some cases we
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BUSY

Today, some of the world’s busiest stu-

dios are built around the AMR 24 con-
sole. Designed for a higher standard of
performance, the AMR 24 offers more
inputs, more flexibility and the highest
levels of audio quality for day-to-day
recording and mixdown.

TRACKING

As a tracking console, the AMR 24
consistently achieves superior results
the first time — no re-recording requir-
ed. With exceptionally low crosstalk
and noise, and a total dynamic range of

100 dB, it is fully compatible with digital
audio.

MIXDOWN

Configured for mixdown, the AMR 24
offers unrivaled flexibility. It handles ail
kinds of inputs — up to 84 of themina
standard format Just push one bution
and the 24 Track Select switch changes
the monitor returns to full-function line
returns normalled to a second 24 track
or to synchronized MIDI “virtual tracks”
Simple switching creates an additional
24 inputs through the cue faders for
effects returns.

-
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Up to 64 channels can be automated
with a wide range of factorv fitted sys-
tems available.

Of course, these DDA design innov-
ations are complemented by the highest
quality components and designs that

feel right.

INVESTMENT

Studio owners know why the AMR
24's track record represents an impres-
sive return on their creative and finan-
cial investment. If that news sounds
interesting, write us on your letterhead

for full information. I) |) \

Klark-Teknik Electronics Inc., 30B Banfi Plaza North, ~armingdale, NY 11735 (516) 249-3660
Unit #1, Inwood Business Pk., Whitton Rd., Hounslow, Middlesex, UK TW3 2EB 011-441-570-7161
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Maxell has the d

asked for and anticipated changes that
are still coming to fruition. We wanted
to be close to the manufacturers and
work with them to push the technol-
ogy to the next level, while still main-
taining a realistic view of the market
and what our clients could afford.
Mix: How would you compare today's
operating expense versus profit with
ten years ago?

Tarsia: The studio owner doesn’t
have it easy today. If you want to be in
the big leagues, it’s a lot tougher than
in the past. On the other hand, a lot of
smaller operations are doing a hell of
a good job and making an impact. In
the "70s, there was a great delineation
between a semipro and a pro studio.
They were worlds apart, and you
could recognize it the instant you
pushed the play button. Today, the
difference is not as defined for two
reasons: these new small-studio oper-
ators know a lot more than their
predecessors; and low-end recording
equipment generally is much better
today. I think SPARS can take some of
the credit on both counts because of
its communication with the industry

at large and its interface with manufac-
turers.

Anyone who is aware of what SPARS
is doing knows that our membership
has expanded to include every level
of studio that strives to provide qual
ity audio services. The mix really
works, the fresh blood brings new
ideas and techniques, and us old-tim
ers help prevent them from reinvent-
ing the wheel. Both benefit. All of us
must be sensitive to what the client
wants. It seems today that many pro-
ducers, at least for part of their pro-
ductions, will settle for less studio
sophistication in exchange for more
studio hours. If a lower-end studio
owner believes he can up his rate by
installing a high-end console, he may
be in for a sad surprise. Know your
niche, and if you want to raise your
niche, make sure the market exists
before you take on the debt. To get
back to your question: in 1978, a top-
of-the-line console cost under
$100,000, and Sigma was getting $150
an hour for studio time. Need 1 say
more?

Mix: What have you learned in ten
years?
Tarsia: There is no such thing as a

pat hand. If you are going to survive,
you've got to be ready to change with
the times. As a studio owner, it was
my intention to be on the leading
edge no matter what the cost, or in
some cases, the state of the product’s
development. We had to be first. For
example, we were one of the first stu-
dios on the East Coast to offer 24-
track recording and Dolby. We were
the first studio in the nation to suc-
cessfully introduce automated mixing,
we had the second SSL installed in a
New York music studio, etc., etc. As
the business became more competi-
tive and rates stagnated, there were
obviously fewer dollars that could be
risked on innovations. We had to learn
to be careful. We could not make a
wrong purchase, and we could no
longer be as involved in the manufac-
turers’ R&D.

Mix: What’s your advice for survival
in the '90s?

Tarsia: 1 would caution anybody
against spending too much on new
equipment. The key to success is
more than just technology. It’s service
and competent staffing that gains the
trust and the confidence of the clients.
Technology is not the sole way to

maxel ve

“Aainch

Betacam

Professtonal
Reel-to-Reel Audio
mat
L maxan el : 6@;&["
Communicator/ P Audio”
120 Duplicator i Cassette
: Audio Cassette :
=
112 Inch Hi-Vision BRI ; M
JoeHBLTY jnstant Start - Digital Audia UDS Il Studio
Audio Cassette Mastering Tape Audio Cassette

Photo: Bill Milne
Circle #105 ony Reader Service Card



success, and you should never invest
bevond what you can comfortably
support. At Sigma I've learned that
while clients tell vou they want every
new bell and whistle, they may not be
willing to pay for it. You must care
fully choose vour purchases to suit
vour clients and provide a fair return
on investment. | have always believed
that as important as the hardware is,
it's the people that matter—without a
dedicated staff, vou're lost.

Mix: Who do vou look for?

Tarsia: | want people who are like
me. 'd rather be in the studio than
any other place. You want people who
love what they do and love being in a
creative studio environment. A good
studio person is like a good doctor
vou've got to have a good bedside
manner in addition to the talent. You
must know how to deal with people.
Mix: How are you adapting to change?
Tarsia: | love the recording studio
and being in it. I've always enjoyed
making records. At last T have the op-
portunity to put the two together. As
vou may know, Sigma recently sold
the assets of its New York studios. We
did this as part of a reorganization and
expansion. 1 should say here that Sig

ma’s studios are alive and well and
will continue to go on. My partner of
two vears, Peter Pelullo, and Tony
Bongiovi have come together to form
Alpha International Record Co., to be
distributed in the US. by CEMA (Capi-
ol EMI Associated Labels). I'm excit
ed about the prospect of doing for
myself what I've helped others do for
the past 30 vears—make hit records.
Mix: Why should people join SPARS?
Tarsia: SPARS is stronger than ever,
and a lot of the credit should go to
Shirley Kaye, our executive director,
and her predecessor, Gany' Helmers.
We have a good grass roots organiza-
tion that includes the smaller markets
as well as the big, and the smaller
operations as well as the majors. [ only
hope that 1 have given ten percent of
what SPARS has given me in return. 1
gotan awtul lot, and one of the great
est values is the networking SPARS
provides.

For example, Bob Liftin recognized
early the potential for audio studios
in audio-for-video post-production. As
he developed his own business, he
lectured to SPARS members and
helped some get started in what was
then a new business. Having the

now, heavy met

D2 Composite Digital
Video Cassettes
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opportunity to anticipate changes,
through conversations with colleagues
and manufacturers a bit ahead of eve-
rvone else, can be very valuable. You
get hints of new technology—insights
into the business and where the
trends are going.

This is a small industry and SPARS
has a major voice in what we are going
to see in the future. Just look at the
impact SPARS had on the tx laws
across the country. That in itself has
done much for shaping the industry
we have today.

Mix: Some folks say that SPARS is just
an “old boys’ club”. . .

Tarsia: At tirst, SPARS was elitist—but
it was an open-minded elite—and
looked for ways to make the industry
prosper. The membership has changed,
but some of the “old boys™ still have
a lot to share and teach. But what
would SPARS be if it didn't have the
industry leaders? 1t's a positive ele-
ment, as long as we continue to grow
and make sure that every segment of
the recording industry has a voice.

For information on SPARS contact:
shirley Kaye, Executive Director, 4300
Tenth Avenue North, Suite 2, Lake
Worth, FL 33461, (407) 641-6648. B

Whatever you're into, Maxell makes a full
ine of superior media. Like new BQ betacam tape.
And, after a decade of making innovations in metal,
~e offer new SP metal betacam and D-2 tapes.
These new metal tapes have a ceramic
surface coating to inhibit corrosion, not output.
A conductive backcoating to resist dust, static,

and instability. With an ultra-smooth binder
system to make our oxide coatings invincible,
even to relentless shuttling white editing.

Of course, all our video and audiotapes, and
video floppy disks share this level of durability.
And technology. But most of all, Maxell shares
your taste —for the very best.
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lb SR. The sound investment
for analog multitracks.

When everyone else was making noise about Auto Compare feature lets you instantly verify fre-
digital, we quietly developed Dolby SR. But it’s no quency response and playback calibration.
secret: Dolby SR makes analog multitrack recording And editing is as convenient as ever, with no need

a cost-effective alternative to digital. for special equipment.

Improves the preferred sound of onalog
At both 15 and 30 ips, Dolby SR
dramatically increases headroom,
and virtually eliminates tape hiss
and modulation noise. Dynamic
range is improved by more than
25 dB over unassisted analog, pre-
serving all the warmth and purity
of the original sound.

Worldwide acceptance

Tapes recorded with Dolby SR
can go anywhere, anytime. In fact,
with more than 25,000 channels in
over 30 countries, analog with
Dolby SR is a firmly-established
format you can’t afford to ignore.

Put it to the test
Call your Dolby dealer to
Increases the return on your investment arrange for a demo at your facility.
Dolby SR upgrades your multi- Hear for yourself why Dolby SR is
track at a fraction of digital’s cost. Add our Model the sound investment for analog multitracks in
XP SR (configured for up to 24 channels), or update an  today’s competitive marketplace.
existing Dolby mainframe with plug-in SR modules.

. . . ®
If you are in the market for a new multitrack, Otari Dn DOIby
and Studer offer models with Dolby SR built-in.
Simple '0 use 100 Potrero Avenue, San Francisco, CA 94103-4813. Phone 415-558- 0200, Telex 34409 FAX 415-863-1373. 346

. Q 0 . Clapham Road, London SW9 9AP, Phone 01-720-1111, Telex 919109, FAX 01-720-4118. Dolby and the Double-D
Set—up 1S quCk and easy with Dolby SR. A ur\lque symbol are trademarks of Dolby Laboratories Licensing Corp. © Dolby Laboratories Inc., 1989. S89/8676



by George Massenburg

[Editor’s note: This concludes noted
engineer/producer George Massen

burg s series on “Recording. Antoma-
tion. Console Designand the utire. "/

U's not difficult to imagine new ap-

plications ftor advanced technol-

ogy in the recording studio of the

future. One need spend only six or
so months of 16-hour davs in the
studio slogging through repetitive
chores, tighting 1o preserve acoustic
integrity and acquicscing to a coex-
istence with all sorts of vile minutiae
(mostly incomprehensible and  bi-
zarre audio aberrations and distor-
tions). In this sctting ideas for im-
provement leap to the forefront of
the conscious mind

In Parts [ and 11 (sec Mix. August,
September, 1989) of this series I've
observed the need for a user-cuddly
adaptive work surface and vastly
improved resolution in tuture digital
audio control systems

Now, let's head out onto thin ice.

Doces anyone remember the old
curse where you could get cvery-
thing vou asked for with the stipula-
tion that you were then obliged 1o
make use of what vou had asked for
in perpetuity? Were you to take that
risk and imagine the music genera-
tion and processing environment of
the far future. what would you ask
for?

Currently, the most oft-used tools
inthe engineer's stundard “paintbox™
are mixers and puanners, equalizers,
automatic gain control devices, all
sorts of reverberators, and special
cffects such as harmos, delays and
the like. Not to mention digital edi-
tors and sound generators such as
synthesizers and samplers

Quite a few people are addressing
the last few items, but all could stand
improvement.

THE PALETTE OF THE FUTURE:
MANIPULATING TEXTURE

The equalizer of choice in most of
today’s consoles seems to be the par-
ametric EQ. It offers flexible control
over those sources that require cor-
rective equalization: musical instru-
ments with fixed-frequency artifacts,
rooms or surfaces with prominent
modes. imperfect transducers, poor
transmission media, or nonflat proc-
essing elements. For applications ask-

THE

CONTROL
ENVIRONMENT
OF THE FUTURE

ing that we address musical values
primarily, we must eitheraccept broad
approximations (such as equalizing
with broad curves and low Qs. or
simiply accepting inharmonic anoma-
lics) or we must do it another way (as
in fixing the situation at the musical
source)

In the future. one might be better
served musically by equalizers that
could refer to harmonic fundamentals
for cither polyphonic or nonpol-
yphonic sources. For instance. one
might expect 10 not only be able to
rais¢ the area around the second
harmonic of an existing trumpet solo,
but also 1o vary the envelope of the
level of the correction in tracking the
absolute level of the instrument.

For all but live performances, the
signal processor of the future would
have no problem with slow attack
times because it would have built-in
prescience; the processor could eas-
ily look ahcad and exhaustively ana
lvze dynamic patterns. Put more
simply, you wouldn't necessarily set
an equalizer to a valuc of, say, +4 dB
at 3 kHz. Rather, vou would be able
to say, "Boost the second harmonic
with respect 1o the fundamental of
the actual signal, and compress the
dynamics so there is less EQ as the
instrument plays louder.” You get the
picture.

Likewise, unlike today's limiter
compressor, the automatic gain con-
trol of the future would accurately de-

Whie audio works;ctions are common today, this SoundDroid system
debuted near'y five years ago—perhaps too far ahead of its time.
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The folds and creases of the outer ear form

an elegant acoustic delay line and filter that

aid the brain in determining the horizontal

and vertical location of an incoming sound.

termine level trends in advance of the
actual event. Available processing
power would allow a more accurate
determination of the effective loud-
ness of a source. Also, with a com-
plete idea of the past and future of
any given sound, a truly civilized con-
troller would avoid introducing up-
per-order artifacts, pumping and
breathing.

THE PALETTE OF THE FUTURE:
CREATING AMBIENCE

The ear, together with the brain, has
the extraordinary ability to “place” a
sound source. The mechanics of the
outer ear, the folds and creases, form
an elegant acoustic delay line and

filter, and serve to aid the brain in de-
termining both the horizontal and
vertical location of an incoming sound
element. As the ear gets familiar with
the acoustic space, it may fairly accu-
rately interpret the sound’s range in
anacoustically live space. We charac-
terize the ear’s arrival paths and the
filter function that emerges in terms
of Pinot delays.

In the last few years, some engi-
neers, notably Doug Jones at North-
western University, have been able to
program a computer to generate a
series of filter functions that simulate
sounds that seem to move up and
down. One hopes that in the near
future this feature alone would be
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insertable in the same fashion as
adding any other processing element.

But peering farther over the hori-
zon, one is also tempted to imagine
the logical evolution of that class of
devices currently known as rever-
berators. Most current reverberator
topologies are relatively primitive al-
gorithms incorporating some number
of fixed delays and some small number
of all-pass filters with feedback. Al-
though many reverberators can sound
pretty impressive, to the discerning
ear none have the detail of a good old
plate, and none come close to simu-
lating a great-sounding live room.

Not too long ago, John Walsh of
Artec Consultants in Vancouver, B.C.,
designed a computer program to assist
performance (concert) hall designers
in the construction and decoration of
buildings. The program allowed the
designer to graphically construct a
hall in wire-model form to decorate
the model’s surfaces (by describing
appropriate filter factors and absorp-
tion in Sabines) and to specify a
source location and a listener loca-
tion such that an external signal to the
computer could be heard on monitor
loudspeakers as if you were sitting at
the listener location.

By looking at the current trend in
music mixing, one can imagine the
ideal ambience generator. Currently,
some multitrack music mixers—Greg
Ladanyi comes to mind—are trying as
much as possible to vary at least the
predelay between many processors
(often reverberators), the better to
separate instruments in the mix.
Wouldn't it be logical to imagine an
ambience generator (a custom-con-
structed “room”) built into a mixing
desk whereby one might be able to
effectively move a signal around
within a three-dimensional environ-
ment?

Again, the requirements are ad-
dressed best by one extremely pow-
erful machine.

THE PALETTE OF THE FUTURE:
INTERCHANGEABLE DATA
First, I'd want a unified control lan-
guage for the generation and modifi-
cation of recorded music, to ult-
mately be able to share a great deal of
standard data from every articulated
operator in the recording studio.
New paths have begun to form in
the evolution of the musical work.
Until relatively recently, music for
performance was published and ar-
chived by way of ink on paper, and a



well-detailed system of notation con-
veyed enough musical detail to allow
others to convincingly reproduce even
complicated orchestral works; and
while we have not actually heard
Beethoven conduct one of his sym-
phonies, we think that we have got-
ten to know what he was trying to say
by listening carefully to interpreta-
tions of his scores.

With the advent of the MIDI proto-
col, most new electronic musical
instruments communicate, store many
types of musical data and allow so-
phisticated performance editing. But
MIDI is limited in too many respects
and supports relatively few devices.
Even ignoring electronic musical
instruments for the moment, many
innovative processing devices—pitch
shifters, exotic reverberators, mul-
tiple delays—that appeuared in the
1970s have become standard tools in
all sorts of music recording. Few have
the capability to share control param-
eters among different processors of
the same family. And many more
tools, such as old or exotic mics, tube
limiters and mic preamps, and c¢ven
strange nonlinear devices like guitar
amps, have been reappraised with a
less parochial...a more musical car.

Exotic devices are regularly used
in a large body of modern work; the
assessment of their performance (in
terms of useful parameters) is wholly
empirical. Although many attempts
have been made to expand notation,
what seems to be missing in the
commercial musical/technical com-
munity is the ability to thoroughly
notate a musical/technical work such
that it may be effectively interpreted
and refined by other performers.
Whether due to the increasing com-
plexity of modern works, or to the
ever-flourishing role of various new
instruments, processors and meth-
ods, the need for a universally consis-
tent technical description language
can only grow.

More than likely, this extensive
new notation system would be ma-
chine-readable and machine-realiz-
able. Even if vou had accurate knowl-
edge of all of the processes involved
in the mix of, for instance, the Beuach
Boys’ “Good Vibrations,” you would
be hard-pressed to shop around for
the witch’s brew of ingredients that
went into it. One would rather have
automatic, accurate simulations of all
possible processing elements (includ-
ing distortion).

The effective application of such a

Many tools, such as old mics, tube limiters

and even guitar amps, have been reap-

praised with a more musical ear.

language will no doubt require a
signal processor many magnitudes
more powerful than what is now
realizable—a processor that is not
only able to remember detailed algo-
rithms for many standard devices and
custom processors, but one that is
able to“learn” an existing effect within
a class of devices and duplicate it

Andy Moorer was the first tech-
nologist I know of to envision and
then attempt to execute a fully inte-
grated music generation and produc-
tion environment: the SoundDroid.
Although his physical device was not
successfully manufactured, and only
one piece of commercial music was
ever performed on it (the THX trailer),
his concept of what might be possible
provides us with a direction.

His concept was an integrated

music gencrator/processor built
around an extremely powerful com-
puter.

Will this ever happen? Well, when
we get to dreaming about it the
answer is "Yes, ¢ventually all these
functions will be in one processor.”
To go even further, we can dream
that all unique processors that are
now separite picces of equipment
will be contained on a series of 3.5-
inch floppy disks. holding yourunique
algorithms, so instead of bringing
your rack to a session, you bring in a
stack of floppies that you stick inyour
limiter. That's utopian. And like any
other utopian ideal, it's a goal and a
focus that 'm not sure will ever really
happen.

But it wouldn’t be a bad goal. B

MUSIC WITH IMPACT

Audio Action represents the finest composers and producers of production
music from around the world. There is always new material being added to the
library — making it fresh, original and suited to your production needs.

From the traditional to the outrageous, Audio Action has it — all on CD.

Audio Action offers a unique combination — music that lets you stretch your
imagination and creativity — without stretching your budget!

FOR A FREE COMPACT DISC SAMPLER, CALL:

1-800-533-1293 - CA: 1-818-845-8020
7 4444 Lakeside Drive, Suite 340, Burbank, CA 91505
FAX: 1-818-845-8039
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O
by Greg Hanks

ment performance is not compro-

mised by interconnection wiring,
physical placement or the external
environment in which it operates. We
do not live in an ideal world, and thus
we often find hum in the 2-track mix,
buzz coming from all channels of the
multitrack and excessive noise from
our digital devices.

Various sources contribute to noise
interference. The source of hum and
noise may be electrostatic radiation
to unshielded conductors, magnetic
induction in transformers, spikes in
the electrical service, currents flow-
ing in shield wiring or other fault con-
ditions. Noise and distortion perform-
ance of any given system can only be
as good as that of the components
and the interconnection scheme em-
ployed. To obtain maximum per-
formance with a given equipment in-
stallation, each of the contributing
hum, buzz and noise sources must be
addressed: electromagnetic interfer-
ence (EMI), electrostatic and radio
interference (RFI) and power line
noise.

Whenever a current flows in a
conductor, a magnetic field surround-
ing that conductor is generated. The
strength of this magnetic field is di-

’n an ideal world, audio equip-
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rectly proportional to the amount of
current flowing in the conductor. The
magnetic fields that cause us concern
are those from utility power, trans-
mission lines, internal utility feeders
and power supply lines.

A magnetic field can be described
in terms of lines of flux or tubes of
flux. The study of magnetism and
magnetic radiation is not our inten-
tion here, but some fundamental prin-
ciples bear examination:

1. Currents can be made to flow in a
conductor by moving it past a mag-
netic field. Changing the magnetic
field and having a stationary conduc-
tor produces the same phenomenon.
Experimentation reveals the follow-
ing: the current is dependent on the

ke

GROUNDING
REVISITED

loop area, described by the physical
layout of the conductors. The current
is greater if the magnetic field changes
more rapidly. The rate of increase is
6 dB/octave. When a multiturn coil is
the conductor, the current is propor-
tional to the loop area, the number of
turns and the rate of changing flux.
The strength of the field is inversely
proportional to the distance from the
field. The field decays geometrically,
and any currents generated by the
field follow the inverse square law.

2. The permeability of a material, or
the index of magnetizability, can be
expressed as the ratio between a
given flux density and the ampere-
turns per unit of length required to
establish that given flux density. This
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It's true. Music and painting are very similar. A stroke of red, a touch of chorus. A splash of blue,
a wash of reverb. Either way, it's art. And every artform has its masterpieces. And its tools. :

Introducing the Alesis QUADRAVERB. An all-new 16 bit digital, simultaneous ;
multi-effects processor and dead-serious musical tool. With QUADRAVERB, | :
your mixes will be mirror images of the sound in your head. No letdowns.
No noise. No nonsense. No boundaries between art and creation.

"Inside, QUADRAVERB is alive with colors. Chorus, flange,
phase shift, pitch detune and delay... all in stereo, to give
your music depth and space. For absolute tonal control

P, there are 5 bands of parametric and 11 bands of graphic
~" e.q. And, of course, there's the unmistakable clarity

With full programmability, 100 memory slots, and 90 factory
programs created by the best ears in the business,
QUADRAVERB gives you total artistic freedom. Plus, in
QuadMode™ four of these flawless 20kHz bandwidth

effects occur simultaneously. Like crunching thousands

of dollars worth of studio gear into one rack space.

With very little cash, and even less effort, you can use " '{
QUADRAVERB on your next mix... plug it into your ra
instrument rig... perfect your sound. ¢
See your Alesis dealer today and hear what ‘
state of the art really means. T; :
Michelangelo would agree, )’ ¢
QUADRAVERB is a masterpiece. ’
ALESIS
STUDIO ELECTRONICS ~N/ 7 g
LOS ANGELES: l l ( ~ -
Alesis Corporation « 3630 Holdrege RSO
Avenue ¢ Los Angeles, Ca. 90016 [9SONONINT

LONOON:

Alesis Corporation « 6, Letchworth
Business Center ¢ Avenue One,
Letchworth, Hertfordshire SG6 2HR
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= Digital sound storage
on fast and reliable
Winchester disks

® Archive on compact,
widely available
8mm tape cartridges

® Instantly locate and
edit any portion of up
to two hours of sound
storage per track

® Plug compatible with
standard multi-track
tape machines

® Familiar console
emulation presented
on Apple Macintosh
screens

ProDisk-464

Digital Disk Audio Recording & Editing System

@ SMPTE time code and
MIDI compatible

u Unsurpassed sound
quality yielding 96dB
dynamic range with

inaudible noise level

® Modular, 4-64 field
upgradeable tracks

® Full 16-bit recording

® On-board diagnostics
for simple servicing

...at the Price of a Tape System!

The ProDisk-464 is a four to sixty-four track
Digital Audio Recording and Editing System
for Music Recording, Video/Film Post-
Production, Television and Radio Broadcast.
Priced below what you expect to pay for

a mulli-track digital tape recorder, the
ProDisk-464 is a second generation random
access disk-based system that will
dramatically reduce your production costs.

True Long Term Value

By integrating proven micro-computer
technology with fast, high capacity disk
drives Digital Dynamics offers you a superior
quality system at analog prices. The ProDisk-
464 is a complete digital audio workstation
with an open architecture that ensures a long
and useful life. It’s LSI and SCSI disk
technologies produce an exceptionally
reliable system that will be compatible with
tomorrow’s storage products. Start with a
4-track system and field upgrade in modular
4 track increments up to 64.

All specifications are subject to change without notice.
Apple is a registered trad k of Apple Ct

Substantial Time Savings

Random-access eliminates the time
traditionally spent in tape positioning.
Electronic “reel rocking” and automatic
Punch-In/Qut allows retakes that are ‘ast,
precise and non destructive. Editing,
including cut. paste, copy, insert, replace and
alignment, is performed in a highly visual
fashion on the controller screen. These
operations now take seconds to perform
instead of minutes. Individual tracks may

be re-aligned in time, eliminating the
requirements for multiple tape machines.
The system can automatically generate and
synchronize to SMPTE time code for lock-up
with video and film equipment. No time is
required to stripe audio tapes. Multiple takes
and edit modifications can be auditioned and
changed right up to the production deadline.
No time is ever wasted because of a lost or
damaged take.

Inc. Macintosh is a trademark of Apple Computer Inc.

Easiest to Use
Macintosh controlled, a recording engineer
will require little or no training in the use
of the cue editor performing track slipping,
crossfades and on-screen sound editing. Edit
Decision Lists are automatically built up in
real-time. All edits of any kind are non
destructive. A library of sounds and effects
can be quickly auditioned and placed at
precise time-coded locations. Compatibility
with other Macintosh applications provides
a means of integration and exchange with
MIDI packages, sound files and sequencer
programs.

Write or call for the
ProDisk-464 brochure
and to arrange for a
demonstration.

Pigital Dynamics

Digital Dynamics Inc. @ 270 East Pulaski Road, Greenlawn, NY 11740 USA & (516) 271-5600 = FAX (516) 271-5607
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reduces to Ampere’s law: the sum of
the products of magnetization force
("H") multiplied by the length equals
the ampere-turns threading that loop.
A resultant concept is that a very large
loop of current will produce a very
large magnetic field (such as when
the neutral of a utility feed is run to a
load along a much different path than
the hot lead). Coaxial current flow
produces an external magnetic field
of zero; in fact, the magnetic field is
not absolute zero, because the cur-
rents cannot remain truly coaxial at
either terminus. The flux field propa-
gates tangentially to the orientation of
the conductor. Parallel conductors
carrving equal and opposite currents
will have a small external field. Sym-
metry docs not exist near the conduc-
tors, but at a large distance this is not
important. Parallel conductors often
are twisted to maintain proximity and
minimize residual loop area effects to
reduce the external field even further.
3. Whereas electrostatic charge is a
potential caused by a different charge
level of two surfaces, electromag-
netic flux lines are force lines that do
not respect surface charges but fol-
low permeability. A magnetic field's
behavior depends upon the conduc-
tor geometry and the materials near
the conductors. For example, if these
materials are iron, the fields tend to
concentrate in the materials, indicat-
ing that they prefer the simplest path.
More accurately, the energy stored in
the system is minimum when the field
follows the path of the magnetic
material. Therefore, a magnetic ficeld
cannot be eliminated by shielding
because of the conservation of en-
ergy. Thus the magnetic ficld can
only be reshaped and redirected. The
shielding material must be permeable
in order to conduct the magnetic
field. The higher the permeability, the
better the magnetic path redirection.
The performance of the compo-
nents in many electronic circuits can
be impaired by interference from
magnetic fields emanating from other
nearby components or originating
from external sources. These fields
can be produced by motors, genera-
tors, solenoids, transformers, perma-
nent magnets and other devices.
Some components are especially
sensitive to magnetic ficlds. For ex-
ample, a cathode ray tube’s clectron
beam will be distorted by the field(s)
generated by the power and flyback
transformers located in the same area.
A large console's summing buses

prove especially sensitive to current
demands from nearby power trans-
formers or from utility feeds that run
parallel to the orientation of those
buses. Perhaps the most sensitive
devices are multitrack tape recorder
heads. They are constructed on highly
permeable forms, using multiple turns
of fine wire. In tact, when I'm chasing
down the source of an electromag-
neticatly based hum, 1 often use a
cassette machine as a hum detector.
Several methods or approaches
(not including component modifica-
tions) can minimize the interference
problems associated with EML:
Double the distance. Since the flux
field density around a current-carry-
ing conductor follows the inverse
square law, as we double the distance

ORIENTING
A MULTITRACK
RIGHT NEXT TO
THE POWER AMP

RACK RESULTED IN
12 dB OF HUM IN
THE PLAYBACK

CIRCUIT.

between the offending conductor and
the receiving device, we see the square
root of the original level. Simply put,
keep as much distance between hum
ficlds and sensitive devices. | once
made the mistake of orienting a multi-
track tape recorder area right next to
the power amp rack. This resulted in
an additional 12dB of hum in the
playback circuit (before we moved
the amplifiers).

Orient properly. A flux field is
circularly polarized and oriented
tangentially to the current-carrving
conductor. To minimize the influ-
ence of the flux field on the compo-
nent picking it up, move the source or
the receiver so as to minimize the
field influence. (In our previous
example we determined that the hum
source was magnetic by moving the
machine around, and we were able to
achieve a 4dB to 6dB reduction in
hum by rotation.)

Shicld the source. The best time to
consider the prime EMI sources within
the control room is during the pre-
construction stages. Common prob-
lem areas include the path of the

building utility feeder cables and the
path of the sub-panel lines. The most
cost-effective shielding for these lines
is steel conduit. Standard aluminum
and PVC wbing may provide for
clectrostatic shielding but provide little
in the way of magnetic protection.
When coping with power lines, the
best method is to put distance be-
tween your receiver and the conduc-
tors, but a suitable alternative is to
cover the lines with 1/4-inch, “dia-
mond plate,” steel plating. When
coping with large power supplies,
such as power amps and console
power supplies, use a steel rack with
enclosed sides. (With our power amp
rack, we achieved approximately 3dB
of hum reduction by emploving a
steel rack instead of a wooden one.)

Shield the receiver. The receiving
device is usually shielded by the
manufacturer. However, this does not
mean the shielding is sufficient. In my
experience the manufacturercan otter
suggestions and materials so you can
more effectively shield a sensitive
circuit. (We were provided with a
new head and nest shiclding assem-
bly. offering a hum reduction of about
4 dB.)

In practice, each of the above four
approaches must be applied in con-
cert with cach other. Usually, it is not
sufficient 1o experimentally apply a
single method. Optimize cach of the
different situations. In the example
above, our overall improvement in
hum was in excess of 12 dB, and at
the same time we ended up with a
machine that was almost impervious
to external hum fields, a power amp
rack that generated a minimal field
and—most importantly—a quict sys-
tem.

DEFINITIONS
Next, let's discuss electrostatic shield-
ing. This is the protection provided
by a conductive surface that sur-
rounds our electronic systems and
keeps out the buzz. We face a few
problems when we discuss “ground-
ing.” The first is the relative flippancy
with which we bandy terms about, so
let's clarify some definitions.
Ground is the material that we
live on. It is also the connection point
between the power company’s neu-
tral line of incoming AC service and
the earth. Practically speaking, we
refer to the point where the electrical
company’s common (the third pin),
the conduit and all other electrical-
service metal enclosures bond to the
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big ball of dirt, referred to as theearth.
Conceptually, this is done to ensure
that the maximum voltage existing at
any point in the electrical service is
the voltage between the conductors
of the incoming service. Therefore,
the term “ground” refers to the actual
location of the connection between
the power company neutral and the
conduit. The National Electric Code
(NEC) requires that this be a cold-
water pipe or a separately driven
grounding rod.

Technical ground is the location
where the audio common(s) and
electrostatic shielding system are
brought together. This is a location,
not a “system” or wiring point. Tech-
nical ground may or may not be taken
to “ground.”

Earth, when used in this article,
does not refer to the circuit point de-
scribed above but to the “screening”
or enclosure connection. We also use
this term as “the carthing wire™ to
refer to the conductor used to bring
an equipment enclosure to the studio
“zero reference,” or technical ground.
When discussing the electrical sys-
tem, the third pin is the earth connec-
tion.

Shield describes an enclosure that
is designed for electrostatic or elec-
tromagnetic protection. In this article,
the electrostatic shield refers to the
screen, or the “drain” wiring. Electro-
static shielding is what the shield wire
addresses. When we refer to wiring,
the shield is the conductive braid or
foil that surrounds the signal conduc-
tors, whereas in theory, the shield is
the electrostatic barrier composed of
the given equipment enclosure
coupled with the screening provided
by the conductive sheath of the cable.

Common, often called “the audio
common,” is the circuit point shared
by both the input and output of a
circuit. In the past, when transform-
ers commonly were used for both
input and output, the audio common
was brought out as a connection for
use in conjunction with the shield.

Neutral is the wire that feeds your
electrical outlets that is most often
taken to “ground” at the electrical
service entrance. The neutral wire
provides the return path for the “hot”
lead(s) and carries any load imbal-
ances.

THEORY

With these definitions in mind, we'll
provide a system of shielding that
prevents interference from the elec-
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trostatic hum field(s) in a room.
Another area of “grounding” confu-
sion concerns the difficulty that exists
in drawing the equivalent circuit of a
grounding system, then differentiat-
ing that from a shielding system. The
most often used representation of
signal common is -é- ; for earth, or
chassis connection, we use 4 . All
too often the chassis connection
(earth) and signal common are both
referred to with the ¢ symbol, and
where they are tied is never indicated!
Here we only refer to /4  when
dealing with wire, and L when
describing a circuit return or audio
common.

Static charge must be understood
when investigating electrostatic shield-
ing. Whenever an excess of electrons
exist on a body, that body is nega-
tively charged. If there is a lack of
electrons, that body is positively

GROUNDING

THE SHIELD

CONDUCTOR
IS NOT

NECESSARY FOR
THE SHIELD TO
FUNCTION.

charged. Oppositely charged bodies
attract each other and like-charged
bodies repel. When we have two
charged bodies near one another, a
force exists, an electrical field. And
the field that radiates from a charged
body produces electrostatic force. Be-
cause the earth is at zero potential,
any charged body has a field that
possesses force. This force exists
because the earth—for practical mat-
ters—is considered an infinite source
of charge because it is at zero poten-
tial. This force radiates froma charged
body and terminates at infinity, or
another charge.

When surrounded by another con-
ductor, a conductor with a charge on
it radiates a field that terminates at the
surrounding conductor. Any fields
outside of this surrounding (shield)
conductor also terminate at this con-
ductor. If this shield conductor is
taken to the earth, the (signal-carry-
ing) conductor(s) surrounded won't
be affected by any charges outside of
the shield conductor. Since the earth
is at zero potential, a conduction path

to the earth brings the shield to zero
potential.

Be aware that grounding the shield-
ing conductor is not necessary for the
shield to function. The potential that
exists between two shielded conduc-
tors remains unaffected by any fields
outside the shield, and the fields
outside the shield will not be modi-
fied by the potential(s) within it. The
purpose of taking the shield to ground
is to make the mutual capacitance of
the conductors to the conductors
outside of the shield zero. What occurs
in the real world involves many
conductors within shielding enclo-
sures whose mutual capacitance is
not zero. The mutual capacitance is
defined by the geometry of the con-
ductors and the shielding system it-
self, but optimized when the topol-
ogy identifies the power supply
common as the ground point from
which the shielding center emanates.

Capacitance, in this discussion, is
multi-influential. It is the self- and
mutual-capacitance of shielding and
shielded conductors that make elec-
trostatic shielding work. When a po-
tential is impressed upon a single in-
sulated conductor, and that potential
is varied, the charges existing be-
tween that conductor and surround-
ing conductors vary. When a charge
varies, current flows. This seems to
defy the law that a circuit must be
closed for current to flow. The ca-
pacitance that couples these systems
provides the path for current flow.
One primary source of hum in our
audio signal is the capacitive cou-
pling of the power mains to our audio
commons through the primary wind-
ings of the power transformers in the
system.

The other primary source of hum
is “room pickup.” An electrostatic
field at power frequencies exists in all
inhabited areas. The field originates
on unshielded wiring and terminates
on the lower potential conductors in
the vicinity. The room can be consid-
ered a large capacitor, with the sig-
nal-carrying conductors as one plate
and the lowest potential con-
ductor(s)—earth—as the other. A typi-
cal room’s induced reactive current
flow is about 100na per square foot at
60 Hz. This is the source of the buzz
that occurs when you touch an
amplifier input. This brings us back to
why we're discussing this in the first
place—to keep buzz and RF out of
our audio lines.

We accomplish this through elec-
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trostatic  shielding. The  individual
components used in a studio installa-
tion will achieve this through their
own chassis. As we interconnect the
systenY’s individual components, we
must bring all these enclosures to the
same potential. Minimizing current
flow within this interconnection is the
goul, accomplished by making the
audio signal “see” this shield charge
as being the lowest potential. In almost
any studio environment, the most
desiruble point to consider as the
technical ground (the point of lowest
potential) isthe electrical point where
the console takes audio common to
the console chassis. When all chassis
are brought together at this point, we
rcach our goal of providing electro-
static shielding.

Common sources of interference
in studio installations are due not
only to electrostatic coupling from
external ficlds to the audio wiring,
but to coupling from the currents
flowing within the shield itself, to
both the shielded conductors and to
the audio common. Current flowing
through the shield structure is not
necessarily only at AC power fre-
quencies, but has a broad power-
spectrum response, and as a rule the
system noise suffers from  current
flowing in the shields.

To optimize the operation of each
component, the audio common and
the audio shicld must be tied 10-
gether. If not, all the conductors within
the shiclded enclosure will be tied
together through the mechanism of
distributed mutual capacitance. This
phenomenon results in excessive
crosstalk at high frequencies and an
overall reduction in high-frequency
performance (ringing, oscillation, pre-
mature roll-oft and the like).

Ideally, all the different audio
commons return to the technical earth
independently, and the shields also
return to this same point independ-
ently of the audio commons. Carried
out to the extreme, all digital com-
mons, video commons and the digital
shields, video shields and the clectri-
cal service neutral terminate at this
onc point with independent runs. Yet
this is difficult—if not impossible—to
achieve. We do not attempt to make
these runs independently. We look at
each component as an individual
common-to-shicld connection and
take the shields to the technical carth
individually on a “star” basis.

Achicving electrostatic shielding
and providing an interconnection of

the audio commons requires the fol-
lowing:

1. The "system” audio common and
the shiclding system must be tied
together at some point,

2. Each component connects to tech-
nical ground at one point only;

3. Earthing wires all terminate at the
technical ground bus and do not
daisy-chain in a serial manner to get
to technical ground,

4. The third pin of erery AC cord is
lifted whenever an independent
earthing wire is employed;

5. Every signal line has its own shicld
(the only acceptable exceptions are
data and control lines);

6. The shicld wire is not shorted to
other shicld wires at any point other
than the signal source reference;

7. Only equipment that provides true
power transformer isolation from the
chassis is used,;

8. Shiclds conncct at one end only,
and the connection point is at the
signal source;

9. The technical ground is located at
the power distribution panel or at the
terminus of the audio cabling (usu-
ally at the console termination area).

In the above scenario we're trying
to reach three different goals with the
same wiring system. The first goal is
1o provide a safe system to use. A
professional installation provides for
operator safety, free of shock haz-
ards. When we follow the above
rules, we assure that there is no
possibility of any voltage existing
between two interconnected devices.
Another way tolook at it is that a quiet
system is a safe system. Whenever a
shock hazard exists, there is a consid-
crable amount of hum and buzz
present.

The second objective is to bring all
the different signal commons together
at one point only. This practice mini-
mizes noise and provides greater
system stability. This is traditionally
the area that results in “ground loops.
A considerable problem exists when
we encounter a single-ended input.
The signal common is brought from
both the source and the receiver
within the signal wiring. At the same
time, the signal commons are both
referenced to the technical ground
through the chassis shield connec-
tion. If both these paths are made,
then we have a ground loop.

The last objective is to complete
the conductor paths of each picce of
cquipment for an effective electro-
static shicld that must exist around



the wiring system.

POWER LINE NOISE

Every audio system requires “juice.”
The AC supply lines that feed provide
the path for corruption, which takes
the form of spikes, hash and general
nastiness. Brownouts and overvolt-
age surges cause the system to sag,
then bounce. These anomalies im-
press considerable noise upon the
shield lines, and if they’re of sufficient
amplitude when the line voltage is
low, they can come sliding right
through the regulators of the power
supply and end up in the audio. This
problem must be addressed carefully,
because brute force protection is
expensive. If not judiciously applied,
this same expensive brute force can
be highly ineffective.

If you are starting out, there is no
guarantee that what is now good
power will stay that way. The ideal
condition would provide a separate
transformer feed for the studio(s) and
control room(s). This would be used
only for technical power. All lighting,
refrigeration, office equipment and
other dirty stuff would be fed from
the “other” building utility supply.
This would be fairly close to the head
end of the high-tension distribution,
so any other users of the utility would
affect your supply minimally. Hope-
fully, the zoning of your area is ma-
ture enough that heavy power use
further down the utility line is limited.

Unfortunately, the aforementioned
situations rarely apply. Fortunately,
power is not a common source of
problems. To determine if you have a
power problem you must look for
some common signs: ticks and pops
in the monitor and on tape that do not
directly relate to any switching action
in the control room. Usually you can
trace these noises to a copier, eleva-
tor, refrigerator (including a soda ma-
chine!) or some other form of high
switch-current device. Another obvi-
ous giveaway is intermittent “hash.”

Exercising proper care in the origi-
nal electrical wiring and wiring de-
sign goes a long way toward eliminat-
ing power problems. The following
rules illustrate how to stay out of
trouble when installing the electrical
system:

e Keep the control room, and all
equipment used in it, on the same
phase of the AC line.

* Isolate the electrical feed from eve-
rything else. Keep the audio power
separate from copiers, fluorescent

lights, refrigerators, etc.

e Shield all AC power lines with steel
conduit.

e Never run the power and audio
lines in the same conduit.

¢ Bring the third pin of each outlet
back to technical ground separately.
Only use multiple-outlet distribution
strips if the third pin connections are
independent of their enclosure.

¢ Never allow the third pin to contact
the conduit.

e Never let the technical ground bus
touch any building conduit, except at
the point where technical ground is
taken to ground.

e If the technical ground is to be
taken to ground, then make sure that
the ground bar, the neutral-to-ground,
conduit bond-to-ground, and techni-
cal ground-to-ground connections are
all clean and tight. Take technical
ground to earth with a single, very
large conductor.

» Never use the electrical conduit for
technical ground.

The first thing to do when you
suspect power problems is monitor
the line with an RMS-reading voltme-
ter and an oscilloscope. You can buy
the meter from most test equipment
houses; it’s a good thing to set in the
amp closet as a handy monitor. Look
for spikes on the line and see if the
'scope will trigger whenever you hear
some of the offending noise. If the
problems are more intermittent in
nature, you can rent a dedicated line
monitor from a test equipment rental
house and leave it unattended on the
line for a week or more. This yields a
“histogram” of power line activity that
can be analyzed later.

The solution to these power prob-
lems is often as simple as moving the
offending device(s) off the studio
power and onto another system or
another phase. Most electricians try
to put the outlets of the control room
and studio on both phases of the
power line. Don’t let 'em. Put your
lights, heaters, pumps and the like on
one side and use the other for your
audio. If the imbalance is too great,
then find a solution that does not
require splitting the audio power or
corrupting it with other stuff. Lights
can go on the audio supply, as long
as the only dimmers used are the
Variac type and the lighting is incan-
descent.

Power problems that are not cured
by the above “remedies” may result
from a dirty neutral-to-earth bond, a
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PART I

by Stephen Paul

Ah, the great vocal mics. What music
they make. But how come it's so hard
to choose the right mic for the singer
at hand? One performer’s meat is
another's ugghh! This is certainly a
question that has troubled us since
the dawn of time. Since we first
windered out of the cave, we have
gazed at the night sky and wondered,
“Do Fuse a C-12 or a 477"

We will desperately try to answer
this age-old question using 4 combi-
nation of high technology, modern
measurement methods and sheer guts.
No hearsay in this corner.

Okay, so what's the first thing we
have to consider? These days, “How
much does it cost?” might come to
mind, what with C-12s and the like
going for $2,800 up into the $3,500
bracket. But we will pretend we didn't
hear that crass question and simply
concentrate on what it is that makes
these damn things so expensive. My
old friend Dick Rosmini is fond of
saying, “The only thing that dont
wear out on a Rolls-Royce is the cha-
risma.” | supposc the same thing
might be said of a4 U47. Actually, in
this case, 'm happy to say there are
other things that don’t wear out in a
classic, vintage tube microphone. Not
the least of which is the thrill from the
shock you can get if you pull the mic
off the stand before the supply has
been shut down and your hand strays
into the wrong grotto. Whew!

Now then, what was the question?
Ah yes. Things to consider. I suppose
the thing to do would be to go on a
little excursion into The Unknown.
(That is, for people who don't build

| VINTAGE

mics, it's unknown.) Let’s look at
some of these old classics and get ac-
quainted with the antique wonders of
their secret interiors.

The first microphone we will in-
vestigate is that grizzled old King of
the Kondensers, the Neumann U47.
Ol grandpa’s a bit timeworn and his
condensers are dusty, but he's still in
the saddle, by gum. Ee-hah! This is
truly one of the great vocal mics of all
time. The neat subjective thing about
these U47s is that they go off like a
Howitzer. T mean, we are talking
about serious pressure-gradient prox-
imity effect here; only true “size”
junkies need apply. If that last state-
ment sounds odd coming from a
more-or-less scientific kind of guy, |
think a little elucidation is in order.

TWO DOORS

What is a4 “pressure gradient micro-
phone,” anyway? That's a darn good
question. Glad I asked it. A pressure
gradient-operated mic is one in which
the difference in pressure between
two physical points provides the driv-
ing force for the diaphragm. Or so the
textbooks tell us. s actually a hell of
a lot more complex than that, but ini-
tially this explanation will do.

For instance, say we are in a house
on top of a hill, and a slight breeze is
blowing broadside. If we stand out-
doors off to the side, we feel only this
gentle movement. Now, let’s imagine
there are two doors in the house that
are on the front and rear broadside,
respectively. If we open both doors
and stand inside the house, we find
that the breeze seems to be much
more active. This is caused by several
factors—one is that the house is an
obstacle to the wind, and the pres-
sure on the side of the house that
faces the wind is greater than the
pressure on the rear side, which is in

PHOTOS: STEPHEN PAUL



the shadow of the house.

Have you cver driven behind a
semi to save fuel? Dead calm right in
back, ain’t it? Same principle. This dif-
ference in pressure from front to back
(this is also a phase difference, as it
involves a transit time delay) creates
a driving gradient across the house
that can be felt strongly inside. The
wind coming in is accelerated into the
lower pressure area vented by the
rear door, just as the high pressure in
a helium tank floods into the relative
void of your lungs and makes your
voice go alt funny. This effect (the
flooding in, not the funny voice),
coupled with the increase in velocity
that occurs when the stream encoun-
ters a constricting area such as our
door, drives the accelerated wind
through the house at a higher velocity
than in the open area around it. The
condition holds true for wind moving
in either direction, as this is what con-
stitutes the AC component of the
sound pressure.

Essentially, this is how the pres-
sure gradient microphone works in
principle. Vents in the back plate ap-
proximate the doors in our example,
and the capsule itself is the house.
The wind is sound pressure, and the
gradient drives the little engine of the
stretched membrane. Now that we've
got that under our belts, we can look
with a little more understanding at
the U47, the granddaddy of them all.
(There was a great-granddaddy, but
that’s really getting esoteric.)

SONIC FOOTPRINTS ON THE
SANDS OF TIME...

The first thing our delicate little sounds
encounter when they hit this massive
edifice is the famous 47 grille. Fa-
mous because the steaks are huge
and the drinks are great. Whoops,
that’s the 47th Street Grill. Sorry. Good

JIAUPHON

place for lunch, though. Anyway, lest
any of you doubt that the grille is a
major influence on the 47's sound,
see Fig. 1, which shows the never-
before-published difference between
the 47 as measured with and without
its grille. Astonishing, isn't it? It is im-

portant to note that not all mics are
affected the same way by their grilles,
and therefore, this particular change
in the curve only applies to the 47
design.

Imagine that. And all this time we
thought it was the emblem that was
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Fig. 2: Backplate of the U47 cap-
sule.

the probleny! There are people who
think the 47 that says “Felefunken”
onitis different than the one that says
“Neumann.™ Well, they re right. One
says Teletfunken and one says Neu-
mann. Other than that, I'm afraid. the
differences could only be detected
with a scanning-tunneling electron
microscope most likely. and even 7'm
not crazy enough to think that would
change the sound.

Let’s look closely at some of these
differences. This graph has been
printed on a lincar chart to expand
the range above | kHz. This means
that 20 Hz is at the extreme left of the
scale, and the dotted divisions repre-
sent 1kHz increments. The dot's ver-
tical value is 1 dB. It is also important
to note that the U47 shown has been
modified with a 3-micron diaphragm.
As aresult. the extreme high frequen-
cies above 15 kHz are supported,
unlike the 7-micron stock model
where response falls rupidly above
this point. It's interesting that with the
grille on we find some frequencies
actually higher in amplitude, as well
as the decreases we would intuitively
expect.

The first thing we can sce is that
the grille allows the SkHz presence
areu to sail on through, but depresses
the sibilunce range in the critical
9kHz slot. Nowlook at the 10kHz arca
and notice the additional energy—up
to 1.5 dB of increase at this frequency.
When we remove the grille, the re-
sponse of the capsule itself can be
scen. This is represented by the lower
sweep in Fig. 1. Also, the frequencies
above approximately 11.5 kHz are
depressed by the action of the fine
mesh in the grille. And a fine mesh it
is, too. The capillary activity of this
very closely spaced wire cloth reaches
maximum attenuation as we near and
exceed 20 kHz.

Let's pause here brietly to consider
the fact that a/l microphones cur-
rently in existence are highly com-
plex echo chambers inside. Some,
just like other acoustic echo cham-
bers (including all acoustic musical
instruments), have a wonderful char-
acter, while some are inherently
annoying, or less useful for certain
jobs. This is certainly one thing that
has a tremendous influence on our
reaction to a given microphone. The
interior reflections that occur as com-
plex sound waves hit the surface of
the capsule and the capsule holder,
and are diffracted (bent) and  dis-
persed around the physical objects in
the microphone head, ereate a fantas-
tically complex set of interference
patterns. Some of these are measur-
able in the frequency domain. These
characteristics are part of what give
the 47 its “sonic footprint™ and make
it desirable for its presence.

By modern design criteria these
grosser aberrations are considered
“defects.” Incredible, isn't it? In the
‘40s this system was hailed as the ul-
timate solution to all our miking
problems; it is now worth up to five
times its original selling price in stock
trim, and these are defects! This is
why life is beautiful. This is not to say
they aren't defects, Indeed, they are.
But they are beautiful defects that we
tove. and so they transcend the nor-
mal connotations of the term,

THOSE GOLDEN DIAPHRAGMS
So much for the grille. Once the
sound gets past the grille, it moves on
to that temple of ultimate mysteries,
the capsule. Fig. 2 is a photograph of
the back plate of the U47 capsule.
This little baby contains more than
100 holes per side, located with great
precision. The body is made of brass,
and the diaphragm fits over it with a
minute spacing of less than two-thou-
sandths of an inch. The diaphragm is
made of polyester film that is placed
in a vacuum chamber where a thin
layer of gold is evaporated onto its
surface in a masked-off circular pat-
tern. This places a conductive laver
on top of the plastic so a voltage can
be impressed thereon, thus forming
one of the plates of a capacitor, which
after all is the principle of operation
here. The now-conductive film s
stretched to a specified tension and
gluedtoaring, which is then attached
to the back plate with screws. Imag-
ine doing this for a living!

The photograph in Fig. 3 shows
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Neve On The Move At 87th AES In New York
Flying Faders & X-880 Nominated
For TEC Awards

As atribute to their continuing commitment

to providing innovative technology for
today’s demanding artists, engineers, and

producers, both the Neve Flying Faders
Automation System
and the Mitsubishi X-
880 32-Track Digital
Tape Recorder have
been nominated for
1989 TEC Awards.
Neve was named the
North American dis-
tributor of Mitsubishi
Professional Digital
Audio Products in
April.

Acknowledged as a
breakthrough in con-
sole automation tech-
nology, Flying Fad-
ers, designed in coop-
eration with Martin-
sound Technologies,
redefines the state-of-
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the-art by providing 12-bit resolution and
unparalleled accuracy with more than 4,000
digital steps.

The Mitsubishi X-880,
which was introduced
at the AES in Los
. Angeles, CA, last year,
" builds on the success
of its fully tape-com-

the X-850 and X-800
— machines that have
proven themselves
over the decade as the
most reliable and best-
sounding in the busi-
. ness. This new Prodigi
(PD) format machine
incorporates the latest
digital technology. M

The Morgan Suite AES Preview

Neve will be exhibiting its latest products at
the 87th (AES) Convention in New York.
Neve will be in the Morgan Suite (Booth
727) at the New York Hilton Hotel.

The focus of the display will be the new
60-input VR Console, offering the ability to
store console settings and to restore these
configurations from memory.

Alsoon display in the Neve booth will be the
Flying Faders Console Automation System,
the 8232 multitrack recording console, the
DTC digital mastering console, and the Prism
Series of rackmount units.

Neve will also be exhibiting the full range of
Mitsubishi’s Prodigi (PD)-format digital tape
machines — the 32-track X-880, the two-
track X-86HS (high sampling), and the two-
track X-86 series. M

Flying Faders’ Rapid
Worldwide Acceptance
Neve Sells 40th System

Flying Faders, Neve’'s fourth generation
console automation system, has rapidly
gained worldwide acceptance since it was
introduced at the Audio Engineering Soci-
ety (AES) Convention in Los Angeles, CA,
last year.

| In the U.S. alone, Neve has installed more
than 26 Flying Faders systems, while Neve
| International reports 14 systems installed.

patible predecessors — '

Flying Faders has received universal praise
from its initial users. For example, Dee
Robb, owner of Cherokee Recording Stu-
dios, Hollywood, CA, said, “The system
has been in
constant use,
literally, since
the day it was
installed. Our
clients find it SSf
easy to adapt f /¥
to, and it al-
lows them to
work more
efficiently. It works all the time. What
more could one ask for?”

In addition to Cherokee, other recent Flying
Faders customers include: Capitol Records,
Comerstone Recorders, The Enterprise,
Pacifique, Todd A/O and producer George
Tobin in CA; Chung King, BMG/RCA
and Sigma in NY; Digital Recorders (TN);
Chicago Recording Co. and Streeterville
(x2) in IL; LA Sound (Trinidad) and The
Bee Gee’s, Estefan Enterprises, The Chase
Group, and CPN-TV (FL).

Initial Flying Faders customers include Full
Sail , Rumbo, Rock Video International,
New Age Sight & Sound, PowerTracks,
Jackson Browne and Debbie Gibson.

Nominated fora 1989 TEC Award, the revo-

lutionary Flying Faders Automation System

was designed in cooperation with Martin-
| sound Technologies. M




‘Power Package’ For Chicago
Recording: Neve VR 72/Flying
Faders Joins X-850 & X-86

Chicago Recording Company (CRC), one
of the largest studio complexes in the U.S.,
is now fully equipped as one of the first
“Power Package™ facilities in the world.
CRC has just installed a new Neve VR
Console with the Flying Faders Automation
System tocomplement its Mitsubishi X-850
32-track and X-86 digital tape machines.

The new 72-input VR Console — one of the
largest ordered to date — will be the focal
point of Studio D, which also includes the
Mitsubishi machines. Designed for any
type of tracking, Studio D offers 1 67 by 37"
live room and a 28’ by 28' control room.

According to CRC Operations Manager
Hank Neuberger, the combination of the
Neve VR with Flying Faders and the Mit-
subishi X-850 puts CRC into an elite new
category of facilities.

“We've always prided ourselves on offering
the very best world class facilities,” Neu-
berger explained. “Today. the best console/
automation/tape machine combination s the
Neve ‘Power Package® — the new Neve VR
Console with Flying Faders and Mitsubishi
digital tape machines. We're delighted that
we can offer our clients such sonically pure
equipment.”

“The addition of the automation system and
the reset and restore capabilities to the V
Series — resulting in the VR Console — was
the key for us.” Neuberger noted. “For our
type of clients, we need a great automation
system, the ability toreset the console quickly
and easily. and a lot of inputs.”

Opened in 1975 with one room, CRC has
grownto 15 studios boasting many Grammy
& Clio Awards and gold albums. M

First Neve VR In Nashville:
Digital Recorders Installs VR
With Flying Faders

Norbert Putnam’s Digital Recorders has
become the first recording studio in Nash-
ville. TN, toinstall a new VR Console from
Neve. The 48-input console, which was
installed at the end of August, is fitted with
the Flying Faders Console Automation
System.

The new Neve VR is the centerpiece of
Studio B. the multi-purpose tracking,
overdub, and mixing room at the four-room
facility.

According to Don Cobb, Chief Engineer at
Digital Recorders. the decision to add the
Neve VR Console was based on their desire
to offer their major label clients not only the
best sounding console, but also the most
flexible console on the market today.

“We have seen the console become very
popular over the past few months.” Cobb
explained. “It's great for tracking, but it’s
become very popular for critical mixing
dates. particularly with the great new Flying
Faders automation.”

“With this type of flexibility, we felt the
Neve VR would be perfect for us.” Cobb
continued, “and we wanted to establish our-
selves as the trendsetters in the Nashville
market.”

“The initial response to the new VR Console
hasalready exceeded my expectations. Since
its installation, I'm getting a tremendous
amount of interest from clients who can’t
wait to use it,” Cobb added.

Recent clients at Digital Recorders include
Quincy Jones, Etta James, and Dolly
Parton. M
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Former Hitsville Facility:
Soundworks West Adds Two
VPR Consoles,X-880, X-86HS

& Prism Racks

Hitsville Recording Studios, the facility
where Motown artists like Diana Ross,
Marvin Gaye. the Temptations, and Smokey
Robinson cut many of their hits, is being
reborn as Soundworks West. And Neve and
Mitsubishi are playing key roles in the
modernization of the 20-year-old facility.

| The sale of the legendary facility by The

Gordy Co. to Alan Ramer and Charles
Benanty, who opened Soundworks Studios
inNew York in 1979, was completed in July.

As one of the key ingredients in the renova-
tion.twonew Neve VPR Consoles are being
added - a 72-input console and a 60-input
console —as well as three Neve Prism racks,
a Mitsubishi X-880 32-track digital tape
recorder, and an X-86HS two-track tape
recorder with 96 kHz sampling.

"We are keenly interested in the best sound
and sonics,"” Ramer explained, "and Neve is
the very best there is; no one does it better.
We want to attract the creative. quality-
conscious producer, whether he or she is
involved with record, film, or television
work. We can assure that with the Neve

| consoles and the Mitsubishi digital ma-

chines.”

Benanty, who will continue to devote most
of his time at the New York facility. added
that the new Neve and Mitsubishi equipment
will be a perfect complement to the 20 years'
worth of classic equipment that came with
the sale of the facility. For example, the new
three Prism racks will be used with an exist-
ing Neve 8078 Console, as well as with the
two new Neve VPR Consoles.

Continued on Page 4

Streeterville Installs
First Of Two VR Consoles

Streeterville Studios of Chicago, one of the
most sophisticated full-service facilities in
the U.S., has recently installed the first of its
two new Neve VR Consoles. The first con-
sole — a 60-input VR with Flying Faders
Automation System — was installed in Stu-
dio | in July.

Jimmy Dolan, President of Streeterville,
noted that the new VR Console continues his
tradition of satisfaction with Neve products.

“I was very happy with our Neve 8108
Console.” Dolan revealed, *‘but the new VR
is steps beyond it sonically and in ease of
operation. In fact. I’ve heard nothing but
praise for the VR from everybody who's
come in contact with it — engineers,
producers, musicians, and technicians.

“The console commissioning was also one
of the cleanest and fastest I’ve ever been
associated with,” Dolan added.

Dolan noted that, in its first few weeks of
operation. the VR was used on a host of
commercials, including Budweiser and
McDonald’s. as well as on a 20-piece big
band date that went directly to three formats
—AMS AudioFile, digital audio tape (DAT),
and Dolby SR. M




Mlitsubishi PCM | Neve Retains

Sales Explode

nce Neve was appointed the exclusive
orth American distributor of Mitsubishi
rofessional Digital Audio Productsin April,
les of the entire
litsubishi Prodigi
’D)-format prod-
>t line have ex-
loded.

‘thas been very sat-
fying to see the
umber of facilities
1at have made the
>mmitment to Mit-
1bishi digital in the
:w short months
1at we have been
andling the prod-
ct line,” said Rick
lushner, National
ales Manager For
CM  Products.
The Mitsubishi
1achines are simply
1e best sounding
nd the mostreliable
igital tape machines in the marketplace
day.”

ome of the most recent Mitsubishi digital
rders in the U.S. include Cherokee Record-
1g (two X-880’s), Soundworks West
X-880 and X-86HS), The Castle (X-880),
1 Dorado (X-880), Newbury Sound
X-850), Media Ventures (X-850), Front
‘age Records (X-400, X-86), The Univer-
ity Of Arkansas (X-400), Ampex (X-80),
oundworks NY (X-880), Harmony Re-
orders (X-80), Audioforce (