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THE POWER OF DIGITAL!

C ommand the highest audio quality, reliability and flexibility with the

technical authority and leadership you've come to expect from
Mitsubishi. For tracking, mixing and mastering, the 32-track X-880 and
the 2-track X-86HS Prodigi format tape machine are the logical choice.

Incorporating the latest in digital technology and building on the decade
long success of Mitsubishi’s 800/850 family of products, the X-880 offers impor-
tant improvements in reliability while significantly reducing machine size, weight
and power consumption. With the industry’s most robust error correction
technology, even significant tape damage remains inaudible. A new tape trans-
port mechanism, plus proven glass-filled ferrite technology combine to provide
longer head life.

And with the X-86HS, you can get the highest sampling rate of the X-86
series of digital two-tracks, recording at 96 kHz and setting new quality standards
for master tapes. You can extend your recorded frequency range all the way to
40 kHz and record and playback at 48/44.1 kHz. And now, made more affordable
to you with Siemens financing.

The Power of Digital — The Logical Choice.

N N @V @ Exclusive Nortt American Distributar of
' \ 4 BISH
o B MITSUBISHI

A Siemens Company DIGITAL PRO AUDIO

CT: (203) 744-6230 NY: (212) 956-6464 TN: (615) 329-9584 CA: (213) 461-6383 - TORONTO: (416) 365-3363 ol
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THE POWER PACKAGE

Neve VR Console * Flying Faders Automation °
Mitsubishi 32-Track Digital Tape Recorder

Digiital Recorders

49 Music Square West * Nashville, TN 37203
Tel. (615) 327-1200
Contact: Richard Stevens
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PICTURE YOUR AUDI(C

Powerful all-digital signal
processing functions,
including time compression
and expnsion—

without pitch change.

Direct SMPTENTTC reacl
and write capabilities,
lock to bouse sync. fiim
tach or time code.

DIGITAL AUDIO HARI
RECORDING. MASTERING. TV

Hard disk digital audio...
for much less than $50,000? Yes.
Starting at less than $6,500 *, you can
gain total creative control with the most
powerful and cost effective hard disk
digital recording/editing system available
—proof that digital audio for most any
studio doesn’t cost a fortune. Dyaxis is
your opportunity to step into digital
audio editing—and step up to Studer—
in one affordable move.

Only one hard disk system is
backed by Studer resources. And that’s
Dyaxis. With over 200 systems delivered
worldwide, Studer is the leading supplier
of professional digital audio hard disk
systems, and the ornly major pro audio
supplier currently delivering such systems.

Dyaxis achieves supreme audio
quality in the best tradition of Studer.
Through superior A-to-D and D-to-A
converters, and proprietary analog filter
and circuitry design, the performance
of Dyaxis is unmatched by other hard
disk systems.

VERY AFFORDABLE

Direct digital interface for all
major digital formats—DASH, ProDigi,
1610/1630/601 PCM Processors, DAT,
D1 and D2 video machines—eliminates
the costs of external boxes, operational
complexity, and the signal degradation
produced by additional analog gener-
ations. Editing, cross fading, processing,
multiple mixes, multiple generations—
all are performed in the digital domain.
Dyaxis delivers first generation audio,
in the right digital format, everytime.
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.«+.. STUDER DYAXIS.

Easy miterface to all major
digital formais as well

s as analog. Direct digital
/O from D1 aned D2 video
machines.

Virtual machine interface
Sor video editor and
" video bard disk control
Machine-controllable from
Abelkeis AGO Series.

DISK FOR ANY STUDIO.
VIDEO POST. FILM. RADIO. MIDI.

VERY CAPABLE.

Dyaxis slaves perfectly to
SMPTE/EBU, VITC, Tach, MIDI & Video.
A fast and cost-effective production tool
for delivering digital audio sound-tracks
for film and video, Dyaxis provides full
time code synchronization for sub-frame
accurate lock-to-picture with outstanding
audio quality.

Dyaxis stores from 10 minutes to
over 6 hours of stereo digital audio.
For recording and editing master mixes...
for time slipping mono/stereo tracks in
multitrack sessions...for Compact Disc
premastering...for sound effects editing
and mixing...for producing multiple
versions of soundtracks, with full inter-
lock to film or video.

The new Dyaxis 2+2 providing 4
channels of simultaneous operation
is available soon, featuring multichannel
record/playback, overdubbing and
track assembly.

Studer Editech Corporation—
designers of Dyaxis—is an innovative
and entrepreneurial high-tech
company based in Silicon Valley.
Their pioneering achievements in hard
disk recording/editing combined with
Studer’s recognized world leadership
in professional audio, create an industry
force with longevity, commitment and
purpose. All to serve you.

No ad can tell you all that Dyaxis
can do for you. So call us at 800-366-4900
for our 12-page Dyaxis color booklet
and read about your exciting future in
digital audio with Dyaxis.

Picture your sound. On Dyaxis.
From Studer, a name you can trust.

STUDER REVOX
TN —

Studler Revox Amenca, Ine

1425 Flm Hill Pike » Nuslwille. TN 37210 ¢ (6153 254-3651
New York (212) 2534262 » Los Angeles (818) 780-423+4
Studer Revax Canacla Ltd., Taronto (416) 423-2831

“Price not including time code option and Apple Macintosh computer.

Circle #107 on Reader Service Card



CURRENT

CD-ROM CONFERENCE
THEME FOR 1990

Microsoft Corporation has an-
nounced that the theme for its Fifth
International CD-ROM Conference
& Exposition, to be held February
27 to March 1 at the San Francisco
Hilton, will be “ldeas in Motion,”
with an emphasis on the frontiers
of interactive multimedia and
application-ready concepts.

Individual sessions, based on
case studies of real-world situations,
will cover applications such as
games and entertainment, encyclo-
pedias and databases, catalogs and
kiosks, training and education,
technical documentation, in-house
development and more.

More than 1,500 people are
expected to attend the three-day
event. For more information, con-
tact Mark LoGiurato, Cahners
Exposition Group, at (203) 352-
8224.

SMPTE STANDARDS
The Society of Motion Picture and
Television Engineers has formed a
President’s Task Force on SMPTE
Standards Policy in an effort to
review and make recom-
mendations on the society’s
standardization activities
relative to other organiza-
tions and standards bodies,
both nationally and interna-
tionally.

Following the organiza-
tional meeting in Septem-
ber, the Task Force submit-
ted a report to SMPTE presi-
dent Maurice French and
the Board of Governors.
White papers on relevant
lopics were assigned to
individual members, with
meetings to review propos-
als scheduled for Novem-
ber and December. A full
Task Force report to the
Board of Governors is to be
ready this month for the

board’s meeting in Orlando,
Florida. For more specific infor-
mation, contact Nancy T.Engel at
(914) 761-1100.

APRS SETS DATES

Britain's Association of Professional
Recording Studios has decided on
June 6 to 8,1990, as the dates for
next year’s show. The 23rd annual
exhibition will be held once again
at Olympia 2 in London, with a
whole new floor being added to
the completely renovated exhibi-
tion areas.

Show organizers are pushing for
greater attendance by non-UK
representatives, and they’ve de-
cided to add some emphasis to the
broadcasting sector while retaining
the focus on music and recording.
Details are available from APRS:
(0923) 772907; FAX: (0923)773079.
International callers, dial (011) 44-
923-772907.

SPARS ELECTS

1989-90 OFFICERS

The Society of Professional Audio
Recording Services elected new
officers and bhoard of directors at
the general membership meeting

during October’s AES Convention.
David Porter, founder and presi-
dent of Music Annex in the San
Francisco Bay Area, was elected
president. (See photo below.)

Pictured below left to right: first
vice president, Pete Caldwell
(Doppler Recording, Atlanta);
chairman of the board, Bruce
Merley (Clinton Recording,
NYC); Tom Kobayashi (Sky-
walker Sound, division of
Lucasfilms, San Rafael, CA);
treasurer, Dick Trump (Triad Pro-
ductions, Des Moines, lowa);
secretary, Dwight Cook (Cook
Sound and Picture Works, Hous-
ton); Howard Schwartz (Howard
Schwartz Recording, NYC); ex-
ecutive director, Shirley Kaye;
president, David Porter (Music
Annex, San Francisco); Steve
Lawson (Steve Lawson Produc-
tions, Seattle); Charles Comelli
(Capitol Records, L.A.); John Fry
(Ardent Recording, Memphis).
Not pictured: John Rosen (Fanta
Professional Services, Nashville);
Charles Benanty (Soundworks,
NYC); Northeast coordinator,
David Tieg.
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Because compromise
is out of the question |

‘ N / hoever said. “compromise is
the oil that lubricates the
business process” apparently wasn't

in Lhe studio business. To the con-
trary, in this unique world where art
and business meet, and ciients
expect the best, compromise may he
the fastest way ot to stay in business.

That’s why Otari tape recorders
come with something behind the
melers.

Otari isn’t in the Wy basiness. The MX-80 and
MTR-90 sport 2 thick cast alloy deck plates,
heavy duty swing arms, and motor shafis
designed 1o handle the exceptional acceleration
characteristics of these machines.

Our MX-80 and MTR-90 multi-
tracks are used all over the world o
produce hit CDs and major motion
picture sound tracks, and for good
reasons.

For example, if you're involved
in audio post, you'll appreciate a

OB Nari

capstan motor thal is designed o be
speed-slewed., plus external control
connectors for casy interface to any
SMPTE/EBU time-code based
synchronizer. editor or machine
controller.

ior whatever you do in audio.
both machines sharc constant ten-
sion transport technology for high
performance, yet gentle tape han-
dling. You'll also get digitally timed.
gapless. seamless, punch-in, punch-
out. On the “80." an aulolocator with
search zero and Lhree cue memorics
comes built-in. And if you're a purist
looking for the highest guality sound

Otari’s proprictary integrated circuitry provides
superior reliability and reduces serviee time.

possible, you'll appreciate the trans-
formerless balanced inputs and
oulputs.

-
e

The MX-80 and MTR-90 =

were designed from the L L]

heginning to lock o

external comtrollers, and

therefore provide exeep- .

tional performance under Lag]

these conditions. Pictired T

is the MTR-90's advanced
EC-K01 chase synchronizer.

And 10 keep every-
thing where it belongs as
you move from one studio to another,
something else you have to look be-
neath the surface to see—a 2" thick,
cast alloy deck plate.

IU's not thal we don’l have our
imitators. We do. Bul 1o coin an old
phrase. beauty is more than skin
deep. And someday when you're
under pressure 1o get thal track out.
and you lock a “90" to your vidco
machine and things happen exactly
Lhe way they should . . . Or some
early morning after the talent has
gone, you sit back and listen to what
you've put together, you'll be glad
you decided that "compromise is out
of the question.”

Gall Otari. (415) 341-5900.

0/TAR/I}
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THRILL AFTER THRILL.

\ ON THIS YOU CAN RELY

Ampex Recording Media Corporation
40! Broadway * Redwood City « CA 94063 + (415) 367-3809
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INDUSTRY NOTES

SSL’s former NY sales rep, Danny
Mundhenk, moved up to Eastern re-
gion sales manager. . . Jan Hebel now
works out of NYC as New York re-
gional sales manager for Studer
Revox America, and Jim Philips
joined as the company’s Nashville-
area rep. . . In Menlo Park, CA, Digi-
design announced it will work with
Otari Corp. (Foster City, CA) to
develop a high-end hard disk record-
ing system, based on the Sound Tools
system. Digidesign opened a Mid-
west office: 30 E. Huron, Suite 3804,
Chicago, IL 60611. . .Digital Audio
Research brought aboard John Em-
mas, lan Dodd and Rupert Ford to
its SoundStation 11 sales and custom-
er support team in Chessington, Sur-
rey, UK. In Hollywood, CA, Bob Mc-
Nabb will represent DAR in the US.
as regional manager. . .In Redwood
City, CA, Dr. Ronald Lambert joined
Ampex as vice president, engineer-
ing, and John Ostertag is now prod-
uct manager, industrial audio tape
. . \Music Annex Duplication moved
its plant to 42650 Christy St., Fre-
mont, CA. . .Karl Seglins now holds
the title of international director of
sales and marketing at Fairlight ESP,
Sydney, Australia...Lone Wolf
opened a field office at the Center
for Electronic Music, 432 Park Avenue
South, New York, NY...American
Interactive Media (LA.) hired Carol
Rudisill to handle East Coast produc-
tion manager duties out of Washing-
ton, DC. . . TLW moved to The Little
Warehouse, 5505 Valley Belt Rd,,
Suite F, Independence, OH 44131. ..
In Boston, MA, Grammy-nominated
composer Suzanne Ciani will head-
line the Feb. 10, 1990, 3rd Annual
Music and Computers Concert at
Mass Art. . .James Goodman is now
the national sales manager at Otari;
Jorge Fuentealba is Latin American
regional sales manager. ..Contact
Monster Cable at 274 Wattis Way,
South San Francisco, CA 94080. ..
JBL/UREI brought aboard Cal Per-
kins as product research specialist in
Northridge, CA...Post-production

e T A o

company Todd-AO (NYC) promoted
Eric Albertson to vice president,
operations. . .During the AES Con-
vention, the NARAS National Archiv-
al and Preservation Committee
(NAPC) met for the first time. . . Op-
code, now at 3641 Haven Dr,, Suite
A, Menlo Park, CA 94025, hired for-
mer Apple-ite Mark Lentczner as di
rector of R&D. . .SMPTE presented
a Presidential Proclamation award,
posthumously, to Joseph Roizen. . .
In Boston, Daniel D. Roberts was
appointed vice president, sales and
marketing operations, at Lexicon. . .
TimeLine appointed Nick Balsamo
as national sales manager in NYC. . .
Soundmaster (NYC) named Martin
Audio Video as its NY-area distribu-
tor for the Soundmaster Synchroniz-
ing System. . .E-mu of Scotts Valley,
CA, completed a licensing agreement
with Matsushita Electric Industrial
Co. of Osaka, Japan...No need to
change the letterhead. AV Concepts
Inc. has joined with Advance Con-
cepts Inc. of Tyson’s Comer, VA. ..
B&B Systems of Valencia, CA, has
named A/Z Technology Internation-
al Inc. (Newton Centre, MA) as its
exclusive distributor, domestic and
international . . . Stage America Inc.
has moved from Ft. Lauderdale to Or-
lando, FL. . .Emil Miller has joined
Production Masters, Inc., of Phoenix
as director of audio services. ..
There will be five more years of mu-
sic director Chuck Butler at Philadel-
phia’s Baker Sound Studios. He
signed a new contract. . . AES regrets
the death of Ann Marie Smyth, a
valued member of the convention
and administrative staff in NYC. ..
VRI Scharff Rentals in NYC appoint-
ed Michael Mueller to director of
audio rentals. Martin Audio’s rental
division will merge with VRI Scharff
and move into the latter’s address
.. .In Malvern, PA, Ensoniq has a new
customer service rep: Wm. David
McMahan. . .New England Digital
(White River Junction, VT) promoted
Colin Stewart to vice president,
Western division. ]
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SESSIONS

AND STUDIO NEWS

NORTHEAST

Producer R.O.N. completed mixing
Pryme Tyme’s new R&B dance album
at Ready or Not Productions in New
York City. . . Producer/guitarist Joe Tay-
lor was at NYC’s Magic Shop recording
the score for the late-night spook show
Monsters, and producing singer/song-
writer Michael Formica. Steve Rosen-
thal engineered with assistance from
Sam Smith. . .Also in Manhattan, at
Prime Cuts, Tuta Aquino produced and
mixed tracks for rappers West & Will
for Do-Re-Mix Productions. Aquino han-
dled all engineering and programming
.. .Antoinette was at Power Play Stu-
dios in Long Island City mixing her next
release, “This Girl’s Off on Her Own.”
Jay Ellis produced, Ivan “Doc” Rodri-
guez engineered and Dilip Harris and
Joey “Ghost” LaChiana assisted. . . The
Walkers were at White Crow Audio in
Burlington, VT, cutting tracks for their
debut LP for Atlantic Records. Kevin Kill-
en, who co-produced with Tom Dube
and Mike Denneen, was at the Neve
desk. . .The Valerie Naranjo Sextet re-
corded several compositions at Crystal
Sound Recording in New York City. The
group’s South American groove was cap-
tured on tape by engineer Steve Vavagi-
akis, assisted by Beatrice Winkler and
Johnny Byrne. . . At Red Rock Recording
in the Pocono Mountains, The George
Young Quartet recently completed a
direct-to-digital 2-track album. Also un-
derway was a project by EMI songwriter
Mark Radice. . .At Brielle Music’s new
Manhattan facility, Jon Brielle produced
industrial spots for Mobil Oil. The spots
feature Gladys Knight and Dick Clark,
and were produced at the facility’s new
Amek Mozart console, with Bill Emmons
assisting. . . Russian rockers Gorky Park
recorded and mixed their PolyGram de-
but LP at Kajem Victory in Philly. Mitch
Goldfarb engineered and co-produced
the project with Bruce Fairbairn. . .New
England’s pop rock ensemble The Insta-
gators recorded three songs at Inner
City Studios in Boston. Joe Viglione
produced the sessions. . . Real Live Rec-

ords artist Melissa Hood was at Acme
Recording Studios in Mamaroneck, NY,
co-producing her debut album with Joe
Ferry and Billy Masters. Masters engi-
neered. . .Shakedown Sound (NYC)
hosted famed producer Quincy Jones
for a mix of his single “I'll Be Good to
You.” The track was engineered by Mark
Plati with assistance from Steve Wellner,
and featured Ray Charles and Chaka
Khan on vocals. . . Paul Shaffer was seen
at Krypton Studio in the Village work-
ing on promos for his Capitol album
Coast to Coast. . .At Barry Diament
Audio in Riverdale, NY, Barry Diament
mastered Simply Red’s new CD single,
“You've Got It,” for Elektra and remas-
tered four CDs by Hanoi Rocks. . . Gor-
don Gano was at Home Base Sound Stu-
dios in New York working on Violent
Femmes’ new release for Warner Bros.
Warren Burliegh engineered and pro-
duced. . .A Tribe Called Quest finished
up their album for Jive/RCA at Calliope
Productions in Manhattan. Bob Power
and Shane Faber were at the console
... TV Post of NYC completed the
sound recording for a 90-minute special
for American Movie Classics entitled
Jobn Ford’s America. John Martin en-
gineered, and Marino Amoruso directed
and produced the project. . . Penny Lane
Studios in midtown Manhattan hosted a
24-piece orchestra to record the 30-sec-
ond “horror movie” soundtrack for the
US. Postal Service’s dinosaur stamp
promo. . .Also in NYC, Score Produc-
tions was at Giant Sound working on
the music for a new TV game show,
Trump Card. Roger Rhodes engineered
and Gary Anderson produced. . .At
Eastside Sound in NYC, Bart Adams and
Mitch Moses worked on Sandie Mor-
gan’s new single, “Your Love,” for Select
Records. Work was enhanced by the
new Harrison Series Ten console and
Quested monitor system (tuned by
Roger Quested himself). . .

NORTH CENTRAL

Motown Records artist Ada Dyer was
at Studio A in Dearborn Heights, MI,

laying down vocals for her next al-
bum, with Eric Morgeson producing
and John Jaszcz engineering. ..
Souled American was at Chicago Trax
Recording tracking songs for their
third album on Rough Trade Records.
Brian Deck and Jeff Hammond engi-
neered the project. . . Talking Heads
keyboardist Jerry Harrison and his
group Casual Gods recorded and pro-
duced a second album, Walk on
Water, for Warner Bros./Sire Records.
Jay Mark engineered the project at
A.D. Productions in Milwaukee. ..
While in Cleveland for the world pre-
miere of his opera, Holy Blood & Cres-
cent Moon, Stewart Copeland blocked
time at Audio Recording Studios to
mix his score for the upcoming Emi-
lio Estevez/Charlie Sheen film, Men
at Work. Jeff Seitz and Bruce Gigax
handled the console and Peter Carl-
stedt and Reed Wheeler assisted. . .
Junior Walker returned to Brown &
Brown Recording in Portage, MI, to
work on new material . . . Billy Engel
produced and engineered his first solo
album, Anything You Want, for Tale-
spin Records at Maritz Communica-
tions in St. Louis. . . Phonogram Rec-
ords artist Electribe 101 mixed at
Seagrape Recording Studios in Chi-
in Chicago. Larry Heard produced and
Mike Konopka engineered. . .

NORTHWEST

At Lawson Productions in Seattle, en-
gineer Brett Eliason worked with Sir
Mix Alot in remixes for single release,
and a four-song demo for Whisky Fixx
with Ted Pilot and Ed Archer produc-
ing...Also in Seattle, engineer Jay
Follette was busy working with folk
artist Linda Waterfall at Ironwood Stu-
dio. . . At Dave Wellhausen Studios in
San Francisco, Field Trip recorded
their new album for Slash Records.
Bill Nolan produced and Gary Man-
kin engineered...On her first solo
endeavor apart from Legal Reins, bas-
sist Eden Unger co-produced her de-
but EP with engineer Oliver DiCicco.

10 MIX, JANUARY 1990

-



“No one will ever
buy a console with a
television In 1t”’

Visitor to AES, 1977

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
system. 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
20Mbytes of removable RAM-the equivalent of
80 floppy disks.

Because G Series software represents over
. ten years of evolution in some of the busiest
Logi 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 also been protected. Mostimportantly, G Series
remains at the forefront of audio production technology.

gohid State

Solid State Logic
MASTER STUDIO SYSTEMS

Begbroke, Oxford, England OX5 1RU (0865) 842300
London (01) 706 4948 ® Paris (1) 34 6046 66 ® Milan (2) 6121720 ® New York (212) 3151111 @ Los Angeles (213) 463 4444
e Toronto (416) 363 0101 e Tokyo (03) 320 1101
U.S. Toll FreeNumber, 800,343 0101




16 BIT SIMULTANEOUS MULTI EFFECTS PROCESSOR

ouTPUT

= Introducing MIDIVERB'II], MIDIVERSB IlII's all new design deliv-

the new Alesis multi effects ers more depth and character than you've

— ”; processor that's like candy ever heard in a digital signal processor.
for your ears. 16 bit digital reverb, delay, And, it's so easy to use you won't believe .

chorus/flange, and E.Q. available simultane- it's programmable. A friendly user interface
ously to sweeten your mixes with the kind makes personalizing the 100 factory presets
of legendary MIDIVERB sound that won a breeze. And you can store your custom

the TEC Award* for technical excellence. effects in 100 additional memory slots.




REVERB

DELAY
EDIT T

BYPASS CONFIG

That's 200 programs in all: 100 of ours and
100 of yours.

15kHz bandwidth, real time MIDI con-
trol, and programmable reverb and delay
levels complete the package.

But the most important feature of

MIDIVERB 111 is its presets. The best sound-

ing preset effects programs available any-

% Midiverb II won the 1988 TEC award for technical 1l and
processing. Awarded each year at the Audio Engi ing Society C

CHORUS

MIDI MAPPING

where at any price. So you can choose a
program and start making music immedi-
ately.

Pick up a MIDIVERB III at your Alesis
dealer today. Great sound. Great presets.

Easy programming. And, it's a MIDIVERB.

ALESIS

LOS ANGELES:
Alesis Corporatione 3630 Holdrege
Avenue * Los Angeles, Ca. 90016

LONDON:

Alesis Corporation ©

15, Letchworth Point e Letchworth,
Hertfordshire SG6 IND
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INTRODUCING SONY'’S ALL NEW APR-24 MULTITRACK RECORDER.

Analog recording has a new synchronization system which rock solid 4-inch casting. Long life
state of the art. Sony's APR-24 accepts video reference, LTC and amorphous heads. And micro-
Multitrack Recorder. VITC signals. Which makes it per- processor-assisted alignment. All

As you'd expect, the APR-24 fectly suited for post production. standard on every machine.
delivers extraordinary sonic quality. There’s also a newly designed, So if you're getting ready to up-
Because it's Sony-engineered from remarkably fast transport built on a grade your facility, upgrade with
top to bottom. But it also offers the APR-24. Contact your Sony

some things you might not expect. Professional Audio representative,
Like a built-in, multi-featured ® or call Sony at 800-635-SONY.

PROFESSIONAL AUDIO




SESSIONS & STUDIO NEWS

Shane Sponagle assisted on the ses-
sions, which were recorded at Mobius
Music in San Francisco. . .Stargate
Studio in Carson City, NV, was the site
for the completion of the new Mr.
Buzzsaw rock album, produced by Lee
Watters and engineered by Scott
Peterson. . .Watters was also busy at
Castle Rock in Lake Tahoe with guitar-
ist Ian Cooper, cutting tracks for his
upcoming record. Holly Sharpe was
at the controls. . .At Sound & Vision
Studios in San Francisco, artist/pro-
ducers Michael Molenda and Neal
Brighton recorded song demos for
Rob Reiner’s upcoming film of Ste-
phen King's novel Misery. The duo
prepared two songs, “Misery” and
“Washed Away,” to be considered for
use under the final credits...Will
Harvey mixed Dolby surround audio
for a theatrical short, Imagine, at
Sound Recording Organization in San
Francisco. The 15-minute program is
a lyrical look at the process of foster-
ing creativity in children. . . The sound-
track for The Money Tree, an inde-
pendent film, was recorded at Pool-
side Studios in San Francisco with
engineer David E. Nelson. The score
was composed by Lorin Richards
Rowan. ..

SOUTHERN CALIFORNIA

The new age music team of Hans,
Vladimir & Jakovich were at Chicago
Soundworks in Universal City (for-
merly WEC Recording) tracking for
their upcoming album with Darryl
Coit at the controls...At Bernie
Grundman Mastering in Hollywood,
mastering engineer Brian Gardner
completed new singles by Cheryl
Lynn (“Whatever It Takes”) and Janet
Jackson (“Come Back to Me”), and
Chris Bellman mastered Rickie Lee
Jones’ new LP, Flying Cowboys. . .
Clark Datchler stopped by Lion Share
Recording Studios in Los Angeles to
record overdubs on his Virgin Records
album. Humberto Gatica produced
and engineered with assistance from
Laura Livingston. . .Jimmy “J J.” Walk-
er was at Paramount Recording Stu-
dios in Hollywood recording his de-
but album with producer Kurtis Blow.
Mike Schlesinger handled the controls
. . .Chameleon Recording artists Pre-
cious Metal were at Galaxy Sound Stu-
dios working on their new album.
Toby Wright handled engineering

duties with assistance from Bill Zalin
. . .MCA artist Bernadette Cooper was
at Skip Saylor Recording in LA. cut-
ting tracks for her next album with
engineer Stephen Sheldon. . .At Ge-
netic Music in North Hollywood, Jack
Jones recorded “Give a Little Love,”
the theme for the annual Arthritis Re-
search Institute National Telethon.
Written and produced by Carol Con-
nors and Paul Weston, the song was
engineered and mixed by Richard
Rosing. . .David Kershenbaum and
Paul McKenna were at Scream Studios
in Studio City recording and mixing
albums for Marshall Crenshaw and
Loey Nelson, both on Warner Bros.
Records. . . Maurice White and Philip
Bailey, along with the other members
of Earth, Wind & Fire, recorded vocals
and overdubs at Control Center Stu-
dios in Hollywood for an upcoming
release on CBS Records. Frankie Blue
and Les Pierce produced. . .Atlantic
Records artist Stevie Nicks was at Sum-
ma Music Group mixing with produc-
er Rupert Hine, engineer Tom Lord-
Alge and assistant Lori “Fu” Fumar
. . . Ryuichi Sakamoto was at Larrabee
Studios in Los Angeles producing his
next album for Virgin Records. Engi-
neer Carmen Rizzo mixed and over-
dubbed a couple of songs with assist
ance from Sylvia Massy. . . Executive
producer Beau Hill brought Angry
Anderson to Devonshire Studios in
North Hollywood to record guitar
overdubs. Mike Slaymer produced,
Tom Fletcher engineered and Mike
Bosley assisted. . . Bobby Vale record:
ed at Hit City West in LA. for an al-
bum project to aid homeless children
of the Philippines. Gloria Jones pro-
duced the sessions, with engineer
Kevin “KVOC” O'Connor and assist-
ant Karen Shellenberger. . .Jim Dun-
can and assistant Jeff Park were at
Salty Dog Recording Studio in Van
Nuys mixing the Bellamy Brothers for
Westwood One. Other recent mixes
include Restless Heart, Lyle Lovett
and Hank Williams Jr. .. .At Artisan
Sound Recorders in Hollywood, engi-
neer Greg Fulginiti mastered projects
for Aerosmith for producer Bruce
Fairbairn, Elton John for producer
Chris Thomas, and Ann Wilson and
Nancy Wilson for producer Richie
Zito. . .A&M artist Randy Jackson re-
mixed the single “Perpetrators” at
Ameraycan Studios in North Holly-
wood with Cornelius Mims helping
out in production, Conley Abrams
engineering and Shuana Stobbe assist-

ing...Music West Recording artist
The Telling worked with producer
Frosty Horton and engineer Paul
Brown at Amigo Studios in North
Hollywood. Pianist George Winston
is featured on various tracks. . .Anita
Baker was at Encore Studios in Bur-
bank tracking her new album for Elek-
tra with producer Michael Powell and
engineer Barney Perkins. Milton Chan
assisted. . .

SOUTHWEST

In Houston, Kellye Grey was at Sugar
Hill Studios recording a jazz album
for Justice Records, with Andy Brad-
ley engineering and Randall Jamail
producing. . . Debby Kay (Glen Camp-
bell’s daughter) began her recording
career at Chaton Recordings in Scotts-
dale, AZ. Marie Ravenscroft was exec-
utive producer and Steven Escallier
acted as producer/engineer. .. Wyn-
ton Marsalis stopped by Goodnight
Dallas to record four original songs
for an upcoming feature movie re
lease. Members of Marsalis’ touring
group performed with him on the ses-
sions and Ruben Ayala engineered
... Texas rockers Shock Tu went to
Planet Dallas Studio between their
shows with Bad English to work with
engineer Rick Rooney...Engineer/
producer Clarke Rigsby of Tempest
Recording in Tempe, AZ, completed
a live-to-digital recording of LA.’s Mon-
key Meet for release in the near future
.. .The Austin report: at Cedar Creek
Recording, The WayOuts, Bouffant
and Jellyfish; at Mars, Bechtol and
McBride, Bob Childers and Betty El-
ders; at VMD & D Studio, Little Miss
Dangerous and Cattle Crossing. . .

SOUTHEAST

Suzy Bogguss went to Sound Empori-
um in Nashville to record overdubs
for her Capitol album project, with
Wendy Waldman producing and Den-
nis Richey engineering... Also in
Nashville, Daniele Alexander mixed
a project for PolyGram at Music Mill,
with Harold Shedd producing and Jim
Cotton, Joe Scaife and George Clin-
ton engineering. .. TH Rodven Rec-
ords artist Ricardo Montaner was at
New River Studios in Fort Lauderdale,
FL, mixing his LP. The record was pro-
duced by Pablo Manavello, engi-
neered by Nucho Belomo and assist-
ed by Jim Thomas. . . Marti Jones was
at Reflection Sound Studios in Char-
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“I Love It. ..”

Doug Sax
Mastering Lab
Los Angeles

“Great concept,
great execution. . . this CD

deserves a public service award"
Craig Anderton, Narada Recording Artist

“The quickest reference available. . .
saves time and money'’'
Jay Antista,
Lion Share Recording Studios, Los Angeles 1989 NOM ‘
“SRD may be your best audio investment of 1990”

George Petersen, Mix/Electronic Musician magazines

SRD features 70 minutes of audio test tones and references. SRD is available now

for $69.95. .
PROSONUS €

1616 Vista del Mar « Hollywood, California 90028

For information on a dealer near
you, or to order direct, call Toll-Free
1-800-999-6191 now!

Circle #042 on Reader Service Card

THE DAT STORE

We are the only Digital Audio Tape-Only
store in the U.S.A. and the largest

D.A.T. Dealer in the world.
SELECTION

We carry every major brand of D.A.T.
a Recorders—Professional, Consumer, Home,
Rack Mount, and Portable—and not just one or two discontinued models. We
keep in stock: PANASONIC, JVC, SONY, FOSTEX, ATWA, AKAI, NAKAMICHI,
SHARP, CASIO, TASCAM, & PIONEER MACHINES; aswell as: MAXELL, TDK,
FU]JI, DIC, SONY, & DENON Tapes; in addition to a vast variety of Accessories
& Pre-Recorded Tapes. No deposits required. No long delays for delivery.

QuALITY

We employ only the most knowledgeable, experienced Sales Staff. We can answer
your technical questions and provide youwith the most complete information on
all available D.A.T. options. We sell and stock ALL brands, so we are not
restricted to pushing the units we have in stock that particular day.

We will beat any verifiable retail price. Owing to our volume purchasing, we can
guarantee the lowest prices on virtually every available D.A.T,, as well as all
related Accessories and Tapes. Exceptional quantity Discounts are available.

WARRANTY/SERVICE
We guarantee the finest, swiftest Service/Repair, as well as temporary Loaner
Machines. Various Digital Modifications are also available from our experienced
technicians.
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(213)828-6487 /fax:(213)828-8757
2624 Wilshire Boulevard — Santa Monica, California 90403
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SESSIONS & STUDIO NEWS

lotte, NC, working with producer Don
Dixon and engineer Mark Williams.
The RCA Records project features a
host of session players, including
Bruce Hornsby on piano and Jamie
Hoover on guitars. . .CBS recording
artists Warrant stopped by Criteria
Recording Studios in Miami to work
on demos for the follow-up to their
platinum debut LP. Bo Hill produced
with Mike Couzzi engineering. Mike
Spring assisted. . . Newcomer Brenda
Carruthers completed a four-song
master for G.R. Productions at Master
Sound Studio in Atlanta. The dual 24-
track project was produced by Auvil
Gilchrist and engineered by Carlos
Glover and Jeff Tomei. . .Recent re-
cording activity at Airwave Production
Studios in Birmingham, AL, included
Jay Willoughby and the New Boys
cutting tracks for an upcoming release,
with Marc Phillips co-producing and
Michael Panepento engineering. . .
Lana Puckett and Kim Penson fin-
ished a Christmas album entitled
Christmas Love at Wisteria Recording
Studio in Yorkstown, VA. Penson pro-
duced. . .Dexter Haygood started
work on an album for the Gordy Com-
pany at New Memphis Music (in
Memphis). Nikos Lyras produced. . .

STUDIO NEWS

Henninger Video in Arlington, VA, re-
cently added the Lexicon Opus ran-
dom access digital audio production
center, and now offers all-digital pro-
duction throughout the production
stage. Wheaton, MD-based Washing-
ton Professional Systems was inti-
mately involved in the project. . .En-
core Studios in Burbank, CA, pur-
chased SSL’s SL 4000 G Series console
with Total Recall™. . . Flood Zone Stu-
dios in Richmond, VA, installed a Tri-
dent 80B console and added a Stein-
way Model D concert grand piano
- . . The Plant in Sausalito, CA, opened
Boomtown, a new 24-track media pro-
duction studio, featuring a 36-input
DDA AMR-24 console that can accom-
modate up to 84 inputs for remix, a
Studer A80 MKII 24-track recorder and
a Sony APR-5003 2-track recorder with
center-track time code. ..There’s a
new studio in New York City—Battery
Studios. Affiliated with London’s Bat-
tery Studios and Dream Hire rental
company, the studio features a 64-in-
put SSL SL 4064 G Series console. B
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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-

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.

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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APHEX

SYSTEMS

11068 Randall Street
Sun Valley, CA 91352
(818) 767-2929



INSIDER AUDIO

by Ken C. Pohlmann and Guy DeFazio

LA LAav &
THE HOME

STUDIO

art3

It's a dog-eat-dog world out there. The
little dogs are eaten by the big dogs.
Then the big dogs are eaten by the
even bigger dogs. Finally, the biggest
dogs are socked by an antitrust suit
by the government.

The recording studio business
works the same way. Owners, em-
ployees and clients are all caught in
the revolving door of costs, regulation
and taxes, each searching the other
guy’s pockets to make a nickel of profit
from the deal. Meanwhile, your hard-
working and dedicated elected offi-

WLUSTRATION: ERIC JOYNER

cials are making things even more
thorny by endlessly debating helpful
legislation, such as whether consoles
should be equipped with air bags.
One thing is for sure. When crea-
tivity, profit and government collide,
the aftermath is awful to behold. The
latest collision involves the debate
over home studios and whether they
represent unfair competition to legiti-
mate studios. As we’ve seen in previ-
ous columns, issues such as zoning,
permits, licensing, taxation and labor
law all pertain and must be consid-
ered when deciding whether a studio
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The better you read this page,
the more you'l appreciate our new keyboard.
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If you want to read the other side first,

Ditto.

sounds. Add to those four other extraor-

you want, you can save it, along with 55

go right ahead. You're exactly the kind of ~ dinary sounds — concert grand piano,  of its comrades, in the user memory With
person we're looking for, so we're more  electric grand piano, clavi, and vibra- variations on everything from Macro Edit,
than happy to wait for you. phone —and you've got an instrument  parameter settings and effects on/off

Now that you're back, get ready to find  that's ideal for performing. switching to MIDI IMessages.
out all about the new Rhodes MK-80.Or  As extraordinary as these sounds are, As if that weren’t enough, the MK-80
as we like to think of it, your next keyboard. however, you may only want to use them is also a formidable MIDI controllet

What makes US~; b L. S =7 l i1 Simulates the tuning of a full concert grand piano. Theres plenty mor?
copﬁdent that you'e s / 2 Mt inng i ol on i pr. For example, we didn't
going to want this key- . [ /] teaie - B /| even begin to tell you
%arg? t“tNhO tﬂungg really i oy b P | abogltly the smaller, yet

e fact that our ingen- ) wan i I, [ i1 equally Impressive,
ious stretch tuning 17 A e - v e VA | MKC60. (ust to whet
methotg ag(‘;]lrately dupli- LD i |/ \ | || your appetite: We

S e— T [ 4 :) i H

cfan scousicaporr L ww | | AN
And the equally emarke 5 2retu ratotoarts et s T axthesteced g st gietienes 4-note heyboard that
able fact that our can be stored as parameters in the user memory. work, read the ad. uses an octave shift to
Advanced Structured Adaptive synthesis s starting points. Which is fine. The play the complete 88-note range.)
actually allows you to modify the har- MK-80 is equipped with chorus, phaser, But since you've read this far, it's fair

monic content of your sounds.
Either one of those is quite a techno-

and tremolo, as well as a three-band
equalizer with parametric mid-range for

logical breakthrough. Together, they're only - advanced tonal adjustments.You can even

slightly less impressive than cold-fusion. et the harmonics of the tones using
The MK-80 comes standard with a Macro Edit function on the ASA Oper-

perfected digital versions of the sounds  ator level. And an Auto-Bend parameter

Harold Rhodes himself pursued as“ideal’  allows you to apply a velocity-sensitive

The classic tone, with its thick sustain ~pitch envelope to your sounds.

and sharp attack; a modified sound with ~ What this means is that you can create

a higher harmonic content; a blended
sound that’s a combination of the first
two; and a contemporary sound with bell-
like qualities of synthesizer-based Rhodes

all the legendary Rhodes sounds of the
past 20 years, as well as new sounds you
never imagined possible.

Then, once you've sculpted the sound
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to assume that you're interested in seeing
the new Rhodes firsthand. In fact, you're
no doubt already wondering who in their
right mind is going to take your old
keyboard off your hands.

Probably someone who wasn't
lucky enough to read this ad.

Or good enough.

Rhodes*

A Divisian of Roland Corporation US
7200 Dominion Circle, Los Angeles, CA 90040-3647
213 685-5141




Merge, filter, channelize,
echo, transpose, map

and scale, up to
128 different MIDI devices

with a hot coffee in one hand.

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

Z glan
option call 1-800-848-4400 ext 356 (9 to 5 EST). % g‘fz‘g"l’g) d

MIDInet and Synclavier are trademarks of New England Digital 1989 New England Digital. 49 N Main Street, Box 546 White River Junction, VT 05001
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is within the letter of the law. This
month, let’s conclude our discussion
with issues such as employee compen-
sation, insurance, another look at zon-

ing, and HARP and Homeworker’s
position in the home studio contro-
versy. As before, we'll use laws and
regulations applicable in Los Angeles
as our model.

The Industrial Welfare Commission

(IWC) adopted industry and occupa-
tion orders in 1980 that cover most
employers and employees in Califor-
nia. The orders set minimum wages,
regulate hours and establish working
conditions. In California, state wage

Home
Occupations
Ordinance

The City of Los Angeles Home
Occupations Ordinance proposal,
when approved, will define a set
of operational standards designed
to regulate home occupations in the
Los Angeles area. The proposed
ordinance is an attempt by local
zoning officials to accommodate
the variety of home-based work, so
that there is enough flexibility to
adapt to technological advances in
the modern workplace.

Affordable technologies are
enabling adventurous entrepre-
neurs to operate sophisticated
audio production environments in
their homes. Because of the rapid
increase in the number and size of
home studios, their impact on the
surrounding community has be-
come an issue of concern for local
zoning officials. Although it is not
likely that home studios will replace
commercial studios, their numbers
will increase, creating concern
among studio owners operating
facilities in commercial areas. Com-
mercial recording studios argue that
allowing home studios to operate
commercially would be economic
discrimination. These employers
claim that they, too, would be able
to contain costs if they could work
out of their homes.

The primary concern of the
framers of the Home Occupations
Ordinance is to maintain the char-
acter and quality of the surround-
ing neighborhood in which a home
occupation operates. Neighbor-
hood life, especially in exclusive,
residential areas, is seen by most
as a retreat from the working world.
The last thing that some residents
want is a business on the block—
especially if the business is going
to generate traffic, parking prob-
lems, noise, excessive use of public
utilities, or an alteration of the resi-

dential appearance of the premises.

Some of the issues that must be
considered in designing a home oc-
cupations ordinance that success-
fully accommodates the operation
of home recording studios are:
What type of short- or long-term
impact could a recording studio
have on a neighborhood? Can a
home studio business be compat-
ible with the neighborhood? What
operational standards must be
included to effectively regulate
home recording studios? Can a
zoning ordinance that restricts
commercial home studios be flex-
ible enough to accommodate per-
sonal-use home studios? There are
economic and social impact argu-
ments on both sides of the home
occupations issue, but the bottom-
line concern of the zoning ordi-
nance is neighborhood impact.

By way of its zoning power, local
government has the authority to
prohibit entirely all business enter-
prises from operating in residential
districts. In fact, courts have con-
sistently prohibited home occupa-
tions when commercial activity
became the dominant use of the
dwelling. Some communities limit
the amount of floor space that can
be used for the home occupation,
limit the number of non-resident
employees, or limit the storage and/
or sale of merchandise on the
premises.

A national survey of nearly 600
home occupation ordinances
found that the ordinances typically
contain: a definition of home oc-
cupations; the history preceding the
ordinance enactment or amend-
ment; an intent and purpose state-
ment describing why home occu-
pations were being regulated in the
community; a listing of permitted
and prohibited home occupations;
a set of performance standards that
home occupations must meet; a
statement of review procedures ap-
plied to home occupations; and en-
forcement procedures.

The Los Angeles Home Occupa-
tions Ordinance is attempting to

combine historically effective poli-
cies, from existing ordinances, with
criteria designed to ensure the
compatibility of home occupations
in today’s (and tomorrow’s) tech-
nologically driven workplace.

A survey conducted by AT&T
found that approximately 23 mil-
lion Americans produce some
work out of their homes. Fifty-six
percent of the survey's respondents
reported that they do some home-
based work related to their main
employment outside the home
(e.g., in an office). Those working
strictly at home are estimated at 10
to 12 million (10.5% of the total
work force) — a figure very close
to that reported by the U.S. Cham-
ber of Commerce, but almost 8
million more than the U.S. Census
Bureau reported in 1980.

These figures indicate an amaz-
ing change in the way Americans
work, or at least where they work.
While the home studio issue has
raised a great deal of controversy
and publicity within the audio
industry, it is still only a small part
of the larger home occupations
issue. Concerned members of the
Los Angeles audio community who
wish to see that appropriate con-
sideration is given to home record-
ing studios during the planning of
the Los Angeles Home Occupa-
tions Ordinance can send their pro-
posals to local zoning administra-
tors. They may also voice their
opinions directly during the pub-
lic hearings, which will be held as
part of the normal municipal ordi-
nance process.

Home recording studios can op-
erate legally, competitively and
fairly under the conditions of a
home occupations ordinance that
provides the proper guidance for
both administrators and home-
based workers. Mix will be keep-
ing its readers informed on the
progress of the L.A. Home Occu-
pations Ordinance and of the dates
and times of public hearings con-
cerning this “hot” topic.

—Guy DeFazio

JANUARY 1990, MIX 23



New audio processing modules from API, featur-
SO ing the famous all-discrete 2520 op-amp.

Discrete ssop a four-band version of the classic 550A
equalizer, with the same circuit design,
Bapi

components, and great sound.
560B  10-band graphic equalizer.

512B  Microphone preamp and direct box, with
the same package format and pin-out as
the API equalizers.

3124 4-channel microphone preamp and direct
box, with optional mixer section.

Also new 2, 4 and 10-position powered racks to hold any
combination of 500-series modules,

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

Circle #005 on Reader Service Card

BRING

NEW LIFE

TO YOUR WORN HEADS
WITH OUR REFURBISHMENT SERVICES

24 HOUR TURN-AROUND « SUPERIOR QUALITY ¢ COMPETITIVE PRICING

REEL TO REE\
AUDIO FOR VIDEO
VOICE LOGGER
= NEW REPLACEMENT HWEADS
) AVAILABLE
WE STOCK PARTS FOR AL\L

MAJOR RECORDERS

New York Office:
2275 East Meadow
New York 115564
Phone: §16-731-5711
Fax: §16-731-5843

+800-553-8712 .. 1-800-325-4243

Circle #006 on Reader Service Card

24 MIX, JANUARY 1990

b

INSIDER AUDIO

and hour rules always take precedence
over federal wage and hour rules.

IWC rules covering working hours
and overtime state that an employer
must pay adult workers at their regu-
lar wage rates for the first eight hours
in each working day up to 40 hours
per week. Any work over eight hours
in a day must be paid at one-and-a-
half times the employee’s regular pay
for hours nine through 12. All hours
worked beyond the first 12 hours must
be paid at double the employee’s
regular pay. Employers are permitted
to schedule four ten-hour work days
in a week in specific circumstances,
causing overtime to be calculated
differently. No employee subject to
IWC regulations can be terminated or
otherwise disciplined for refusing to
work more than 72 hours in one work
week, except in an emergency.

IWC regulations can become quite
complex for the employer who must
schedule employees during weekends
and holidays or assign work hours
other than 8 a.m. to 4 p.m. The basic
rule is simple: The employer must pay
straight time for eight hours orless per
day, or 40 hours or less per week.
Once the employee exceeds the lim-
its, the law requires overtime pay. The
Division of Labor Standards Enforce-
ment is the state agency that interprets
this law outside of the courts.

California provides unemployment
compensation benefits to reduce the
impact of economic fluctuations and
subsidize the purchasing power of the
unemployed. The Employment Devel-
opment Department (EDD) admin-
isters all unemployment insurance
programs, including tax matters. All
employers are responsible for paying
unemployment insurance taxes. In any
calendar year an employer must pay
an unemployment tax to the Unem-
ployment Fund on the first $7,000 of
each employee’s wages. Also, every
employer must pay into the Employ-
ment Training Fund at a rate equal to
0.1% of wages. If an employer be-
comes delinquent to the state in the
payment of unemployment insurance
tax, or penalties and interest, EDD is
empowered to collect the delin-
quency.

The California constitution requires
that all employers provide (some form
of ) worker’s compensation insurance
to protect the general welfare of

employees and their families. Worker’s




BRYSTON DESIGN PHILOSOPHY: MUSICAL ACCURACY,

LONG-TERM RELIABILITY AND PRODUCT INTEGRITY

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

We have found that a simple carbon film resistor can
contribute more static distortion to a signal than the entire
circuitry of the amplifier. We discovered that some
parameters of transistors must be controlled as much as
1000 times more closely before their contribution to
audible distortion is rendered negligible.

Each of the steps or stages in every Bryston

amplifier, from the input section to the output section,

Bryston 10B electronic crossover

without exception, are designed to optimize the musical
experience.

We consider reliability to be exceedingly important.
We have applied techniques and materials in our everyday
construction of electronic equipment more typically

utilized in the military and aerospace industries.

Bryston 4B power amplifier

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

The power transistors used in all Bryston amplifiers
are 100% tested for safe operating area, both before and
after installation in the circuit. They are then taken 10 a
“burn-in" table where they are given a capacitor load, a
square-wave input signal, and set at slightly under
clipping for a period of 100 hours. During this time. the
input signal is ¢ycled three hours on to one hour off, to
exert additional thermal stress.

Following the burn-in period, the amplifiers are
monitered for DC bias stability for approximately another
full day. At this point, they are returned to the test bench
for another complete checkout of all operating parameters
and functions, at which time a test sheet is made, and
included in the packing with the unit.

Bryston takes very seriously the correct functioning

and long term reliability of its products.

Bryston Marketing Ltd.
Tel: (416) 746-0300 Fax:(416)746-0308
Brystonvermont Ltd. Tel: 1-800-673-7899
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compensation basically limits the lia-
bility on employers for employment-
related injuries. In exchange, employ-
ees and their dependents relinquish
the right to sue for potentially greater
damages arising from employer neg-
ligence. Employers must provide for
payment of potential worker’s com-
pensation claims. The Labor Code
requires employers to either carry
authorized worker’s compensation
insurance or become self-insured
under a certificate from the Director
of Industrial Relations. Employers who
fail to provide worker’s compensation
insurance will be served a stop order
by the Director that prohibits the use
of employee labor until the employer
complies. Employers who fail to
provide security against compensation
liability expose themselves to suit by
the injured employee or his/her
dependents.

The California Insurance Code
requires that household insurance
policies, known as comprehensive
personal liability, include coverage for
domestic employees, but this cover-
age does not apply to persons em-
ployed by the insured’s business. It is
advisable for anyone operating a
commercial recording studio to retain
and meet with an insurance consult-
ant regarding fire, accident, liability,
theft and other types of commercial
insurance.

Caught in the midst of the home
studio/home business issue are the
local planning and zoning officials
who are attempting diligently to
amend, while at the same time enforce,
outdated municipal codes. In Los
Angeles the allowance of greater
business use in the home is a particu-
larly attractive proposition. The city’s
motivation is driven (pun intended)
by an overwhelming need to cut down
on traffic and air pollution. The im-
pact of liberalized residential zoning
restrictions is being studied closely to
ensure that commercial facilities do
not adversely affect the character or
quality of the neighborhoods in which
they operate. Any zoning amendments
will need to be flexible, yet clearly de-
fined, s0 as to conform to the require-
ments of all the organizations involved
in this complicated issue.

The Los Angeles Office of Zoning
Administration is currently formula-
ting a*Home Occupations Ordinance,”
which addresses operational standards

for home occupations. The prelimi-
nary draft of the ordinance introduces
the need for setting up performance
standards for home business opera-
tion, instead of the current yes/no use
categories of the zoning codes. The
proposal recommends that amend-
ments be made to uses permitted by
right and not through a variance. The
proposed operational criteria will
apply to every home business in Los
Angeles. Approval of a citywide issue
such as this is obtained only after the
proposal has been presented to the
public, through organized public
hearings, and reviewed by several
agencies of the city government.
Public hearings are held during the
time the proposal travels through the
normal channels of municipal bu-
reaucracy from Zoning Administration
to City Council. The proposal is open
to amendment or revision at any time
during that process.

In an effort to aid local officials in
their attempts to reform zoning codes,
a group of independent producers and
freelance writers formed Homework-
ers. The local Homeowners Associa-
tion is also actively involved and may
ultimately be assisting in the regula-
tion of the proposed standards. Regu-
lar readers of this column are already
aware of The Hollywood Association
of Recording Professionals, a group
equally concerned about the rezon-
ing controversy, which is acting as
liaison between professional record-
ing studios.

HARP is a California non-profit
corporation whose membership in-
cludes large and small commercial
recording studios in Los Angeles
County. HARP’s formation in April
1989 coincided with the inception of
the home studio issue. Their staunch
support for the actions of local zon-
ing officials (closing illegally operated
home studios) brought on the major-
ity of the rebuttal from home studio
owners. Shortly after HARP stated its
position, SPARS released an official
statement strongly advising all mem-
bers of the recording community to
conform to federal, state and local
ordinances and regulations. SPARS’
support of HARP’s stance on the home
studio issue strengthened HARP’s
already secure position as an organi-
zation representing the interests of the
entire recording industry.

The home studio issue has intro-
duced a national controversy that is
challenging the American system of

free enterprise by creating a need for
government intervention into home
business zoning laws. It also brings to
light an obvious dichotomy between
the federal government, which en-
courages home business by offering
extensive tax deductions for home
business use, and local zoning offices,
which place prohibitive restrictions on
that same home business. In the re-
cording industry, the overhead in-
curred by observing all of the appli-
cable business and zoning laws and
regulations plays a significant role in
the setting of industry-standard rates
for studio time. A continuing, unregu-
lated violation of the American ideal
of fair competition would eventually
jeopardize the entire professional
recording community. SPARS, repre-
senting the national recording indus-
try, and HARP, representing the inter-
ests of the major recording market of
Los Angeles, have both stated their
commitment to fair competition and
free enterprise within the industry.

In the meantime, every studio client
must decide whether a commercial or
home studio best serves their needs.
Surely, home studios are ideal for
many types of recording projects. Low
rates, informal setting, flexible book-
ing arrangements, proximity and many
other factors may help your project
proceed smoothly and at reduced cost.

Now, consider the possibility of a
home studio being shut down because
of tax or labor law violations, and
picture your master tapes sitting in the
studio’s tape vault—sealed by inves-
tigators until the state sorts everything
out. Ask yourself, how long does oxide
last before it crumbles into dust?

One thing is certain. When you
choose a studio, you cast a vote either
for or against home studios, and you
help determine the future economic
condition of the recording studio
business.

[A final note: The authors take no
responsibility for the accuracy of the
information described in this article.
Owners should consult professional
tax advisers, local and state agencies,
and other services for specific advice.
The authors are, afterall, just working
out of their homes.] |

Ken C. Poblmann is director of Music
Engineering at the University of Mi-
ami. Guy DeFazio is a graduate of the
University of Miami and a technical
engineer at Lion Share Recording
Studios in Los Angeles.
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AGFA

Abbey Road Studios—the name
evokes a time, an era—the Beatles.

Ken Townsend, Abbey Road general
manager, has heard it all—from the rec-
ord that put the street on the map to Pink
Floyd's “Dark Side of the Moon".

Today, in a very modern state-of-the-
art facility, Ken hears it on AGFA PEM
469. It's bias compatible and..."It simply
sounds better” he says.

Townsend has helped keep Abbey
Road on the leading edge for 35 years.
He knows that it takes a quality
tape to capture a quality per-
formance.

He also knows that Abbey
Road makes more than
just music.

It makes music history.

AGFA magnetic tape—
from research and develop-
ment, through man-
ufacturing, to

delivery and
service—
we care!
Ken Townsend
General Manager : Agfa Corp., 100 Challenger Road,
Abbey Road Studios SR, Ridgefield Park, NJ 07660 Telephone (201) 440-2500

AGFA &
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by Stephen St. Croix

AES CONVENTION

HIT OR MYTH?

went to the AES Convention in New
York last October. Obviously, a lot of
you did too. In fact, I go to every AES,
and I usually don’t have very much to
say about them. This time I do.

I'see these shows through the eyes
of a manufacturer—we show there. I
also see it as the targeted end-user, as
I operate a 40-track studio. I see it as
a Mix editor, as a technically inter-
ested guy and as a player. The player
partis important, because it is that filter
which often kills my interest in prod-
ucts that look promising initially, but
were designed by engineers with zero

28 MIX, JANUARY 1990

real-world musical application expe-
rience. This means they are not coop-
erative when you attempt to use them
to make or edit music. Oh, well.

Here are the events that led to the
development of the official attitude I
took to the show:

I worked the traditional 30 days of
pre-show crunch that most exhibitors
with new products are obliged to go
through. That’s 30 days, eight days a
week, 45 hours a day. Then, after four
hours of simultaneously packing
equipment and writing code, we got

—CONIINUED ON PAGE 178

ILLUSTRATION: TIM GLEASON
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APPLICATIONS

TIPS « TRICKS -

Getting MIDI

AND -

TECHNIQUES

under control

The Lexicon MRC and Sequencing

he MRC MIDI Remote Controller is a powerful and efficient tool
for control and data input with virtually any hardware or

software-based sequencing environment.

The MRC’s 4 switches, 2 external inputs and 8 sliders
(arranged on 2 pages of 4) can be configured to
transmit almost any MIDI message you need.
The examples here show just a few of the
possibilities open to you once you get your
system under MRC control.

Sequencing lets you try out
many different ideas. ~
An MRC preset s @
called ORCHES-4
(shown to the right) uses
the 4 sliders on page one to control

program changes on four different MIDI
channels and the 4 pushbuttons to

audition the sounds.
= £ N éb

Select any

voicing you want

by moving the sliders to
correspond to the appropriate
synthesizer program. On page 2 the sliders
are used as volume controls for the sounds selected.
With this setup you can easily experiment with different
voicings on-the-fly. What does the piece sound like using
steel drums in place of pizzicato cellos? It could be great!

Another useful setup included in MRC V3.0 software is
MIXER-8 (shown below). It uses both pages of sliders to
control 8 MIDI volumes. The 4 pushbuttons are assigned to
Stop, Start, Continue and note C4 (on ch1). Automated
mixing can easily be accomplished with your sequencer
and the MRC.

MIXER-8

4
VOL~

=

ORCHES-4

Did you ever want tocross fade one sound intoanother?
Its easy, you can even assign it to one fader. Grouping —
no problem - up to four controls can be slaved together.
Mutes — once again, easily accomplished with the MRC.
You can have remote Start, Stop, Continueand Song Number
select too. Think of the possibilities!

The MRC MIDI Remote Controller is designed to allow
you to create a consistant control surface for all your MIDI
equipment. Investing a little time interfacing
the MRC to your system can free
__—= youtouseitfor whatyouboughtit
: for — making music!

—

// =

e

For more information and a set of MRC application notes, contact Lexicon at 100 Beaver
Street, Waltham MA 02154 (Att: MRC application notes). Their phone number is
617-891-6790, their fax number is 617-891-0340.

ADVERTISEMENT
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e World Picks Ganss

Gauss manufactures the
finest high-speed audio tape
duplicating equipment in the
world.

Internationally, the Gauss
name is synonymous with lead-
ership and reliability in dupli-
cator technology and quality.
Gauss assures a dependable,
long-term and cost-effective
investment.
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In our long history, Gauss
has pleased the most discerning
music and record companies and
the most fastidious duplicators
of spoken word tapes in the
world. It doesn’t matter if you
are listening to Mozart or
Springsteen. Or listening to
Shakespeare or a best-selling
novel. Or learning a language on
tape. If you demand quality
duplicating, the Gauss Series
2400 is your only choice.

The Gauss Series 2400 rep-
resents a new dimension in qual-
ity equipment. A combined
master and loop bin in a single
unit is designed to operate relia-
bly and efficiently at speeds up
to 480 ips.

Now

96:1
Duplicating
Ratio!

——

Like the Gauss duplicator,
the Gauss Tape Test System
Series 1100 is your only choice to
verify the performance of your
equipment. It is compatible with
most duplicating systems oper-
ating from 1:1 through 128:1.
Another reason why the world
picks Gauss.

If you are listening to audio
cassette tapes anywhere in the
world, most likely you are lis-
tening to tapes duplicated on
Gauss equipment.

The world picks Gauss.
Nothing else comes close.

gauss

a MARK IV company

9130 Glenoaks Boulevard
Sun Valley, CA 91352
213/875-1900 Telex: 194 989
Fax: 818/767-4479
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rial. I have decided to consider the
complementary focus that each of
these three players brings to the syn-
ergistic process of making music. In
conventional terms, the musician or
artist creates the performance; the en-
gineering staff captures it on tape or
delivers the audio to its intended
audience; and the producer invariably
acts as the catalyst and ultimate
mediator in the creative endeavor.

Remember, however, that these
roles are not hard-fast and inflexible.
With today’s MIDI-based sequencers
and keyboards, the music creator often
serves as the recording engineer; a
remix engineer can be as artistically
creative as a performing artist. With
the continuing trend toward self-
production, more people are coming
to terms with the holistic approach to
recording required when we initiate,
develop and complete a “solo” record-
ing or live-performance project.

But we need to start somewhere,
so I'll address most of my comments
to the archetypical Mixreader—a staff

or self-employed engineer or engi-
neer/producer familiar with the tech-
nical process of recording and pro-
ducing sound. Against this back-
ground, let's examine the specific
needs of musicians and the ways we
can enhance the creative process by
developing a synergistic atmosphere
in the studio or on stage.

STARTING THE SESSION

Before you begin a session or live date,
be prepared for anything! Determine
the instrumentation to be used on the
production and the size of the group
or ensemble. If it’s a new studio or
venue, try to determine ahead of time
what the acoustics are like and what
additional parameters—such as am-
bience miking,vocal booths and alter-
nate spaces for sections—might affect
the recording or mixing process.

As the session or rehearsal begins,
leave it up to the primary producer—
if that person is not you—to liaise with
the band or performers. Even if the
project involves seasoned musicians,
all of us need time to become adjusted
to a new situation, so ensure that you

diplomatically make your presence
known.

ESTABLISHING YOUR IDENTITY
When the time comes to ease your-
self closer to the center of things, let
there be no doubts about who you
are and the role you play. Even if you
are acting as second engineer or cable
assistant, introduce yourself and make
sure everyone involved understands
why you are there.

Show by example that you are there
as a part of a cooperative team, and
that there also are certain protocols. If
you are the session engineer or run-
ning the house board, the band or
performers should work through you,
rather than expect a second or assis-
tant to act directly on theirinstructions.
As the session progresses, however,
it might work out that way, so ensure
that everyone is aware of an informal
“chain of command,” which person
in the control room (or technical nerve
center) is the session focus, and who
(initially) delegates support functions
to assistants.

—CONTINUED ON NEXT PAGE

Tired of buying your
console from a car

dealer?
Give API acall. We'll talk about things like

"Headroom" and "Tone"...
...Things that most companies save 'till last.

Then we’ll talk about Discrete circuitry,
48 busses, GML automation...

...Then we’ll talk about LEDs, computers, and knobs...

...Then we'll talk about free TVs, one-touch tuning, and built in microwave ovens...if we

API Audio Products, Inc.

get desperate...

703-455-8188

7951 Twist Lane, Springfield, VA 22153
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—FROM PAGE 33
SESSION DIPLOMACY
It helps enormously if from the get-go
you take the time to learn everybody’s
name. If you're working with a large
orchestral section or hastily assembled
pickup band, this may not be possible,
but you can at least identify the pri-
mary leaders and address them by their
first names.

Once the session begins to kick into
higher gear, avoid excessive use of the
talkback or intercom systems. Noth-

ing hangs up everyone faster than a
relentless barrage of questions, time-
outs and general banter from the
console to the studio or stage area. If
things are going so badly that constant
communication seems necessary, go
into the area or delegate a trusted
assistant to work closer with the band
to head off some of the problems at
the source.

While you should be prepared to
answer technical questions, remem-
ber that a growing number of musi-
cians have access to some sort of
home-recording or performance hard-

Presenting an Audio Workstation That combines
power, effectiveness and affordability

The Digital Audio Workstation Nucleus (Dawn™) system is de-
signed to offer you the flexibility of operation of digital audio in a
still predominantly analog world. It is user friendly, it complements
your existing system. It lets you manipulate your sounds much faster
than your actual analog recorders. It is affordable yet it offers
teatures only available in large and expensive systems. It has a wide

variety of applications.

Macintosh™ based system

2 inputs and 8 output channels
MIDI, RS422, SMPTE

16 -bit digital Audio

SCS! based system

Doremi Labs, Inc., 4927 N. Glen Arde

Tel: (818) 966 2454

Operates in direct to disk or ram

Digital multitrack recording
Sound effects editing

Sound design

Automatic dialog replacement
Sample recording and editing
dialog track splitting

n Ave., Covina, CA 91724
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ware, and always are looking for help
and ideas. Nevertheless, a detailed
explanation of the console’s moving
fader automation system or the pros
and cons of one DAT machine vs.
another might be more appropriate
after the session has ended, on your
time, rather than during the session.

PERSONAL OPINIONS

Be sympathetic to the creative proc-
ess and resist the temptation to speak
out too early. By keeping your opin-
ions to yourself, you can determine
whether active involvement is appro-
priate and who likes to hear opinions.
If you are musically competent, your
input may or may not be welcome; it
is wise to proceed diplomatically
rather than simply barge in with an
opinion.

A COLLECTIVE EFFORT
Try to keep everybody informed about
what is happening from minute to
minute and why the proceedings
might have come to a temporary
creative halt. During breaks, remem-
ber that working on the other end of
a pair of headphones or monitor
speakers often means that a musician
feels cut off from the technical side of
things, so maintain a succinct, accu-
rate, running commentary. Don’t lie
or make up excuses, however. If the
producer wants another take or run-
through, and the band or soloist looks
fitto mutiny, don’t side with anybody,
just for the sake of peace.
Creativity, on both sides of the
figurative “glass,” should be a seam-
less transfer of musical expression
from studio or stage to the attentive
audience. The engineer’s role is to
capture that sonic performance and
transfer it to a medium capable of
carrying the audio information to the
listener’s ears. In Part 2, I'll consider
the complementary needs in the stu-
dio of the technical staff and how they
are sometimes in oblique regard to the
creative disciplines. Stay tuned. W

With more than 12 years of active in-
volvement with pro audio on both sides
of the Atlantic, Mel Lambert beads
Media&Marketing, a bhigh-tech con-
sulting and marketing service for pro
audio businesses.




We don’t
Riss you goodbye...

We develop relationships built on
reliable technical support, New York’s
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& TECHNIQUES

by Linda Jacobson

In bygone days, the young studio em-
ployee learned the recording ropes
by spending hour upon hour setting
up mics and routing cables. Through
trial and tribulation this sorcerer’s
apprentice discovered how to ferret
out the “right” blend of mic selection
and placement and outboard effects.
That every instrument and voice was
different and required a different ap-
proach to getting it on tape was Les-
son #1 (actually, Lesson #2; Lesson
#1 involved commitment to memory
of the chief engineer’s preferred pizza
toppings).

The art of recording acoustic instru-

36  MIX, JANUARY 1990

ments is a long way from bemg lost,
and as many of you tell us, it's enjoy-
ing a revival. For those of you who
came of engineering age in the '80s,
and those who spend more time deci-
phering MIDI siop than choosing and
placing mics, and even those who've
been around the block a few times
and want to compare notes with other
accomplished sorcerers, this one’s for
you. After all, you never know when
you might find yourself in the studio
with a recalcitrant clavichord, melody-
carrying mandolin or even Bobby
McFerrin.

Quest: Record mandolin in a blue-
grass band’s live studio session.

Bruce Kaphan
engineering at
the Music
Annex
Recording
Studios in
Menio Park,
Cadlifornia

FO
RECORDIN G
ACOUSTIC
INSTRUMENTS

Sorcerer: Ed Brooks, engineer at
Steve Lawson Productions, Seattle.
Magic Potion: “T've done lot of work
with the band Marley’s Ghost, which
plays on the bluegrass circuit and is
making big waves locally. We're work-
ing on their third CD release and we
like to cut live when we can. People
in bands that do acoustic music gener-
ally like to play together when they
record, and they tend to be very con-
scious about their instrument sound-
ing large and kind of thick. So I like
tube microphones or the new trans-
formerless-type condensers, specifi-
cally Neumann TIM170s, for mando-
lins, fiddles and dobros. The mic is
very fast without having a transformer,
50 you get attack and presence with-
out having to add high end.

“A mandolin doesn’t have a large
soundhole that resonates in the mid-
dle of it, and it’s a very bright instru-
ment with a lot of attack and a tiny



little fingerboard—acoustic players
don’t want to hear finger noise; they
think it sounds sloppy. So I place the
mic a bit behind the bridge, just be-
hind the player’s hand, kind of low
and aimed up toward the bridge, for a
thinner pattern. It makes it sound big-
ger and thicker. A mandolin’s reso-
nance is high and it kind of rings, so
that positioning picks it up well and
takes out a lot of pick and finger noise.
Then I'll twist the players’ bodies a
bit, 20 degrees off a straight line to
eliminate as much bleed as possible.
I ask them to move their bodies rather
than going out there to move micro-
phones.

“A mandolin is quite often used as
the backbeat in this kind of music; so
if you give the player a meaty sound
and they’re playing a chunk pattern
with little bits of fills, they can feel
like they're laying into it and really
carving up a big groove. It just makes
them play better.”

Quest: Record 12-string and steel-
body blues guitar, without letting the
artist—John Lee Hooker—know you're
there.

Sorcerer: Sam Lehmer, engineer at
Russian Hill Recording, San Francisco.
The Secret: “We recently finished
John Lee Hooker’s album The Healer,
which is mainly acoustic guitar and
was produced by Bay Area-based
blues guitarist Roy Rogers, who paired
John Lee with a variety of blues greats.
John Lee doesn’t like to spend a lot of
time in the studio, so I had to be pre-
pared. I had to have the mics set up
before he got here, which I try to do
anyway, have them on the stands and
ready to go.

“Roy wanted John Lee to return to
the simplicity of his older roots, while
still benefiting from modern record-
ing technology. John Lee was real ex-
cited to perform on 12-string acoustic
and on Roy's steel-body National. Bas-
ically, my job was to let John Lee feel
comfortable in the studio and stay out
of the way while trying to capture his
performance. I tried to not go out and
move the mics a lot, so I just put up
what [ generally like to use.

“The mic I favor most for guitar is
an old tube Neumann, the KM253
small-diaphragm, omni condenser. It's
like the KM84 except in a tube ver-
sion. I placed one near the neck of
the 12-string and one near the body,
sort of in the lower corner. If you put
the mic right over the soundhole, you
get a lot of boom, s0 to get a nice
stereo spread it works to put one up

near the neck and one pointing down
low, pointing straight in at the sound-
board.

“For the steel body I used a big-
diaphragm AKG tube and went for a
warm sound. Ray told me what he
wanted John to play and left. I basi-
cally didnt want John to feel like he

Banquet Sound Studios in Santa
Rosa, California

was being pressured to sit or play a
certain way—that goes against the
whole blues thing. I think acoustic
instruments are some of the most en-
joyable things to record, and I tried to
get a good realistic sound that worked
well in the context of the overall
recording.”

Quest: To combine acoustic and syn-
thesized material in a movie score in
such a way that the synthetic sounds
like the natural—without benefit of a

full-blown mixing console.
Sorcerer: Danny Kopelson, longtime
Fantasy Studios staff engineer, on an
orchestral project called “The Prince”
(first of a six-part PBS documentary
series using Baroque pieces for the
narrative), with composer Mark Adler.
The Spell: “Mark Adler had devel
oped the orchestration through syn-
thesizers and played all the parts on
synthesizers, but the client requested
an authentic-sounding period piece.
This meant that synthesizers couldn’t
be noticed at all in producing and
mixing the material.

“Mark did a mock-up with synthe-
sizer first, because he needed a final
blueprint of the piece to be able to
write it correctly and score it with
SMPTE. So we did that initially, then
recorded the real instruments acousti-
cally. We recorded a brass quintet at
Lucasfilnv's Skywalker Ranch, which
Mark chose for its large room and its
natural, Renaissance-like acoustic
properties.

“For the acoustic recording I used
several room mics in addition to kind
of near/mid-miking; there was no
close-miking except on a tuba. We
used a stereo Neumann UG69, two
C-12s, the classic RCA D-77 and two
Neumann 67s.

“The control room wasn't finished
at that point and didn’t have a con-
sole for recording. {It now has a Neve
V 60 with GML automation.] I simply
went from the mic preamps to the
tape machine, Otari 24-track Dolby SR.

Spectrum Sound Studios of Portland was designed by Russ
Berger of the Joiner-Rose Group. The 38 x 30-foot Studio A is
extremely iive and ultra-quiet, with a noise level of NC-8, mak-
ing it ideal for acoustic recording. The facility recently hosted
The Kicks Band, an 48-piece brass jazz group on the Monster
Music label. The control room pictured here features an SSL
6056E 40 x 32 console with Total Recall. Two Otari MTR-90 24-
track recorders, a Mitsubishi X-86a digital 2-track and a Hybrid
Arts ADAP | workstation store the sounds.




kind of thin, because their low-end
pickup is not that great unless you
mount them on a large surface. So |
added a third mic, a large-diaphragm
condenser mic like an AKG 414 or
Neumann U87. Using either a cardioid
or omni pattemn for that third mic, I
could pick up all the low-frequency
aspects of these instruments. I placed
ita couple of feet back from the whole
group of instruments. Between the
two PZMs overhead and the one more
non-directional, low-frequency con-
denser pickup, I got all the instru-
ments in a stereo perspective. The re-
cording had the full frequency range
and the widest stereo you could
imagine.”

Quest: Record acoustic guitar.
Sorcerer: Rick Henry, chief engineer
at R.O. Recording Studios, Concord,
California.

Bewitchment: “This works really
well on almost all acoustic guitars.
Take either a U87 mic or a 414, run it
into an 1176 limiter and set the set-
tings for the attack time at 9 o’clock,
then put the release time on 3 o’clock.
That gives you a nice, really up-front,
brilliant sound, really smooths it out.
My favorite thing is to put a mic really
close to the bridge, as close as you

can without getting in the player’s
way, and aim it toward the hole at just
a little bit of an angle. Dr. Ritchie
Moore, who helped design our studio,
showed us this trick; he picked it up
while working in the studio with the
Beatles.”

Quest: Make a sitar sing out from a
group of instruments.

Sorcerer: Bruce Kaphan, freelancer
who often works at the Music Annex
Recording Studios in Menlo Park, Cal-
ifornia.

Bag o’ Tricks: “One of the more
challenging acoustic instrument record-
ings I made recently was ‘Edge of a
Memory’ on Ancient Future’s last al-
bum, Dream Chaser, which we record-
ed at the Music Annex. Because this
piece was a combination of acoustic
and electric instruments, the concern
was to make sure the acoustic instru-
ments came off the tape with as much
power and directness as the electric
instruments, which were recorded
direct.

“Electric violin and sitar shared the
melody against a backdrop of tam-
boura, synth, acoustic guitar, acoustic
piano, African talking drum and cym-
bals. The big concern was the sitar.
Although it’s incredibly dynamic with-

(800) 673-0565

Lafayette, LA 70503

4416 Johnston St., Bldg. 94 y
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in its own loudness range, its overall
loudness might be characterized as
approximately half that of an average
acoustic, steel-string guitar. Also, with-
in its own loudness range, there are
very high transients when strings are
plucked, ranging almost to the inau-
dible when vibrato is applied to a mel-
ody string with the sympathetic string
sustained.

“In this case we wanted a sound
completely different from that of a
solo sitar. In addition to making sure
the sitar would cut through the rhythm
tracks, we wanted to make sure its
dynamics worked with the dynamics
of the electric violin, a Zeta, which
seems to put out a more consistent
dynamic range than an acoustic vio-
lin. The Zeta sound is right up in your
face, clear and direct, so we essentially
had two dynamic extremes to blend
together as one voice.

“So I placed an AKG C-12A about
an inch away from the bridge, slightly
angled toward the tailpiece, and an
AKG C-61 about an inch from the first
fret at about a 30-degree angle toward
the nut. This gave me as direct and
strong a sound as I could find and
seemed to present a workable attack
relative to the violin’s.

“Unfortunately, within the melody
every fourth bar was a whole note
where the violin would sustain at its
average level, but the sitar would
quickly fade out. The solution to that
was to use an ART OlA in one of its
dynamic reverb modes. This is where
the reverb level increases as the in-
coming signal decreases. Voila!l re-
member soloing the sitar with its sig-
nal processing during the mix and
thinking then how unusable its sound
would be as a classical sitar sound.
But it was also clear that a classical
sitar sound would have been all but
lost in this particular piece.”

Quest: How to record the “human
sampler,” Bobby McFerrin.

Sorcerer: Howard Johnston, co-own-
er and chief engineer, Different Fur
Recording Studios, San Francisco.
Mlusion: “Bobby McFerrin is challeng-
ing to record from an engineering per-
spective because his body sounds,
freedom of movement and dynamic
range are as important to his music as
what he sings. Bobby can be on mic,
off mic, whispering or loud. He sings
in a way to get a certain sound from
his body—he’s not stationary, but he
doesn’t have wild motion, just a lot of
integrated movement.

“Actually, I have two setups for him:



16 Channels 6 Sends
8 Receives S799

A
-

o
V|ols]8) il o

(

This is the product everybody's channel, it beloengs in your studio
talking about. The mixing console right now.
that will put you in total command Alesis is very proud to introduce
of your music. the 1622 MIXER. The world's
We invented a new way to build first Monolithic Integrated Surface”
this mixer to deliver more features Audio Console.
and sonic performance than ever The mix starts at your Alesis
before possible. At less than $50 a dealer now.

ALESIS

Circle #122 on Reader Service Carch

LOS ANGELES: Alesis Corporation « 3630 Holdrege Averue « Los Angeles. Ca. 90016 LONOON: 15, Letchworth Point « Letchworth, Hertfordshire SG6 IND.



NEW: SOUND LEVEL
METER with
DIGITAL NUMERIC

DISPLAY

Standard: 45 to 120 dB

Only $199.95

RANGE OPTION
Preamp: 25 to 120 dB

NEW: LOFTECH TS-2

Impedance Meter, dB Meter
Audio Oscillator
& Frequency Counter

Only $449.95

1/3 OCTAVE RTA
8 MEMO

nds Aux. Input
Instrument Microphone

Only $649.95

CONTRACTOR PRICES
Send for free catalog:

Box 500, West Redding, CT 06896
PH (203) 938-2588 FAX (203) 939-8740
(800) 433-6373
Circle #081 on Reader Service Card

42 MIX, JANUARY 1990

sitting down and standing up. I usu-
ally use tube mics on his voices—I
mean voice—a stereo Neumann SM69
and a Neumann 269. I try to achieve a
little sound field to record him in;
once I get the mics placed right, it’s
done and I don’t have to go out to
make adjustments. Depending on
what he’s doing, I mix either the
mono mic or the stereo mic more
prominent. You have to go through
and check phase to make sure every-
thing’s mono-compatible, so if later
you have to collapse it down to mono,
it will still work. If he’s singing a part
that seems like it should be stereo, or
if it's more of a stereo performance—
he may be moving left to right a bit or
keeping time on his body on one
side—then I make the stereo mic
more dominant.

“Other parts are clearly mono, so
I'll bring the mono mic up. I'll bring
the mic up for higher, more breathy
parts, or if he's not doing anything
with his body. Some stuff, like per-
cussive mouth sounds, I'll do specifi-
cally mono. If it’s a part you think of
as a point source that you want con-
trol over, rather than a broad pano-
rama, I do it in mono, like if it’s some-
thing we want to pan left to right.

“When Bobby sings, he sits on our
drum riser or stands facing the con-
trol room. The sound field I set up
takes care of things he does with his
upper body, like chest-thumping, but
when he’s sitting, he plays parts on
the riser with his hands, and by
thumping his foot, he gets this little
bass thing happening. So I also mike
his hands and his bare foot. I use a
414 on the foot and a pair of 452s on
the hands. You can get a fatter sound
when you have lots of microphones,
but you have to make sure the micro-
phones are in phase with each other
and that you're not getting bad can-
cellation.

“I start out with a generic reverb
setting, with the Lexicon 480, 224, the
EMT plate and AMS 1530. It’s a com-
plex reverb sound combining long,
medium and short programs. When
we mix we might not use them spe-
cifically, but it’s a start! Bobby likes to
hear effects on his voice because he
sings freer that way. I usually give him
my mix in the headphones, so we're
both talking about the same thing. His
headphone mixes are really impor-
tant. He uses them to perceive where
he is relative to the mic and relative
to the music.

“For recording, I'll make the three

mouth mics (considering the stereo
as two) a stereo pair of tracks; the left
is the stereo mic, the right is the ster-
€0 mic, and in the middle is the mono
mic. I'll put the foot mic in with the
left- and right-hand mics. Basically, it
comes out to being four tracks record-
ed to 24-track. You have to have room,
and we use the digital Sony 3324,
which offers more latitude for putting
individual mics on their own tracks.
With Bobby, sometimes there are
many parts, so you walk a fine line
between the number of tracksyou use
versus the number of parts he has.”
Quest: Achieve a natural, intimate-
sounding clavichord.

Sorcerer: Allen Sudduth, a freelancer
who works at Prairie Sun Recording
in Cotati, California.

Wily Ways: “I did an album session
at Prairie Sun that was produced by
Lonnie Turner of the Steve Miller
Band. It was his wife, Gail Turner,
playing clavichord pieces on a hand-
built clavichord. We wanted a sound
that was natural but intimate, rather
than sounding like the clavichord was
in a large hall. I started with two KM54
Neumanns, right at the edge of the
upturned lid in an X-Y configuration.

“That gave us the presence we
wanted, but what I hadn’t encount-
ered before is that the clavichord has
real small strings, like a harpsichord.
We had the presence in the top end
that we wanted to hear from those
mics, but there was an incredible me-
chanical ‘thump,” because every time
you press a key, in addition to this
crystalline note on top, you get this
annoying mechanical noise. We had
to eliminate that, or tone it down. At
that point I used an M49 and then just
walked around the room until I found
the spot where that was canceling out
the most.

“The whole thing with acoustic in-
struments is finding the place in the
room where the instrument sounds
good, and using my ears to find the
spot where it sounds best before I
place the microphone. So to the ster-
eo X-Y pair I added the Neumann
about six feet up in the air and six
feet back, at a spot that was real sweet,
and assigned that to both channels
and filled in the middle of the stereo
with it. And it was beautiful. Came out
just great.” ]

Linda Jacobson lives and works in
San Francisco, where she runs a writ-
ing and editing service, Wordswork.
And they do.
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HISTORY OF A BAY AREA
RECORDING INSTITUTION

The story of the Plant is exciting, not only

Jor the history—the cottages on the billside,
the purple limos and speedboats for visiting
bands, the federal marshals, Sly’s studio
and Slick Rick’s bedroom—but also because
it bas weathered the rough days and taken
positive steps to again become an audio

leader in the San Francisco Bay Area

=Y ROBIN TOLLESON
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The story wasn’t completed with
Fleetwood Mac’s Rumours, Stevie
Wonder’s Songs in the Key of Life,
Pablo Cruise’s Worlds Away or Huey
Lewis’ Sports It's still being written
today by Starship, Whitney Houston,
Carlos Santana, Sheila E., Bruce Homs-
by and others. New owners Bob Skye
and Arne Frager have made needed
upgrades to make the studio a force
in the "90s.

Had there been MTV in the early
"70s, they'd have loved this Sausalito
facility. “This was the resort studio of
Los Angeles at one point,” says pro-
ducer/engineer Jim Gaines. “People
who wanted to get out of town came
here to work, brought their entourag-
es here, and it was a getaway from the
LA. scene. They took care of you,
catered to you.” Perhaps Wally Heid
er’s was the first multitrack studio in
the Bay Area, but the Plant was the
first to take the “living room” ap-
proach. The term “lockout” became
common at the time. “We were rent-
ing the studio by the week or by the
meonth, the house along with it, for a
flat price,” says Chris Stone, co-found-
er and studio visionary.



-— With its swirling paisley and leaf

patterns, Studio B is the last of the
original Kellgren/Hidley rooms at
The Plant; it is stlll popular with
many artists, including Huey Lewis
and the Doobie Brothers.

Stone and Gary Kellgren were al-
ready highly successful with their New
York and Los Angeles Record Plants.
For Sausalito they usett the local color.
It’s like walking through an art gallery.
Hallways are made of sculptured red-
wood, designed after the Trident Res-
taurant, once a favorite local hang
“We treated it like a country studio,”
Stone says. ‘It was a very warm, Marin
place. Eight bedrooms in one and six
in the other. and there was always a
party going on. So it became famous
for that. We advertised it as being 20
minutes from downtown San Francis-
€0, but in the country.

“What made Record Plant what it
was in Sausalito, New York and LA
was the combination of Tom Hidley’s
acoustical design and Gary Kellgren’s
engineering capability and genius in
terms of creating environments. [ was
kind of the cohesive factor. I got the
money and paid the bills and market-
ed it. And it worked very well. It still
is working.”

Kellgren had worked in one of New
York's few independent studios before
opening the original Record Plant.
Most of the studios at that time were
owned by the record companies. “It
was usually a union situation and very
strict. That, and [the fact that] the rec-
ord company was always right there
made a lat of artists uncomfortable,
50 Gary had the idea to make a studio
for the artists and producers,” says
Tom Flye. the first chief engineer at
the Plant. “When a band goes in to
make an album. that should be the
highlight of its year.”

Opening night in Sausalito in 1972
was definitely the Halloween bash to
be at. “John and Yoko came dressed
as trees, and Buddy Miles was the open-
ing act,” Stone says. “He had opened
our studios in Los Angeles, and it was
Buddy and Tom Donahue, Mr. Under-
ground Radio, who convinced us to
g0 up to Sausalita, because they were
tired of having to come down to Los
Angeles to record. So part of our sell
ing was, you go to Sausalito, cut your
tracks, come down 1o the same-sound-
ing room in Los Angeles [they were
all designed by Hidley}, do your over-
dubs and use the studio musicians

who were not available in Sausalito in
those days. Then go back up to Sausa-
lito to-mix.”

For a time in Sausalito, the Plant
represented a particular way of life.
“Kellgren had a purple Rolls Royce
with the license plate ‘GREED,’ ” re-
calls Stone, whose own license plate
read “DEDUCT.” “That was the studio
limo. He also had a speedboat tied up
at Gate 5 so that you could pop over
to Tiburon or Fisherman’s Wharf for
lunch, or ride in the wakes of freight-
ers as they were going out the Golden
Gate.”

Sly Stone and Rick James are the
only two musicians known to have
completely moved into the Plant. Sly
did all his work there in the early '70s,
and his name alone brought in other
business. “First we built him an office.
Then we built him a studio, then a
bedroom and a bathroom and a little
lounge area. He spent the majority of
his life there for a few vears,” Stone
says.

Sly’s studio, dubbed “The Pit,” con-
sisted of one room with a sunken area
in the middle where the equipment
and engineer sat, and a walkway all
around the sides—a kind of studio-
in-the-round. It wasn’t the most prac-

tical setup, although sessions were
done there, including an album by
Rolling Stones bassist Bill Wyman.

‘Sly always recorded everything in
the control room anyhow,” says Flye.
“I used to do the horns just standing
in the doorway. That’s the way he
liked to work. He did his vocals all in
the control room. One day he said,
‘Let’s move the drums in here.’ [ said,
‘The drums have to stay out there.
Give me onething.’ In those sessions
I was the one who wore the ear-
phones. It was the only way 1 could
hear what 1 was doing. I used to re-
cord Sly in his mother’s basement
near Stonestown in San Francisco with
my portable board.’

Co-owner Arne Frager’s office was
once Rick James’ bedroom. “At one
point it was the waterbed room, then
it became an office, then it became
Rick’s bedroom,” Gaines recalls. “It
was wild times. Rick would casually
get up in the morning and all he
would have on was his white towel,
and he’d be walking around talking
to people.”

Among the artists parading through
during the Plant’s early days were
America, Stephen Stills, Commander
Cody, Fleetwood Mac, Stevie Wonder,

Jim Gaines, Carlos Santana, Are Frager and Bob Skye take a break
in The Plant’s new SSL room.
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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 vou are in the market for a new multitrack, Otari DU Dolby®

and Studer offer models with Dolby SR built-in.
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Yes, John Lennon, Marvin Gaye and
Sly Stone. “Marvin was three days late,
which wasn’t unusual in those days,”
Stone says. 