95 MAY 1991

| # 7‘Ti'fé Doors”
IkMaking Movie
{! Magic

' u' l,
( | 11 'S

b
1 ]

7 A | (- ¥
lhl l l hlll Ilhlllll I lllllll lilil, |||I|I|1||| |I| ||| Illl'llll INRRRARN Ii |

!
4 2 , FERIEP LR .o Lnp B0 o s e @ .
.............. LI L P PR o 0 5 =
£ 4 : . N S ol 4 - TNy
e AT PR N IRt S e B T T e e e | P B ;.1,4,.: ool 40t g3 0t Len AN _—§ T ' k:
Sy FONEEN P83 didiidiiq iidi i i & HEH ! | P Wit (X s ORI o | . =3
Lt L ARFITANERNER N A L i X «
(s 1 [

lmel ww T aa

¥ :v_{v:wfv’vaf—’v‘-— 'v‘-— Hop Iy Q-—.-—*-— - 0-—

)

-
-

® - \ g
-} LT R REETN - o
} -
b

{

Directory: Northeast
Recording Studios

Connectivity in the
Digital Studio

|



16 outputs for the increased creative flexibility and

larger storage you need for

mixing stereo source material-and without increasing the size of the current AudioFile
PLUS. The most compact hard disk editing system on the market stays that way.

Delivering now.

With over 85 systemns installed in the past 5 years-working and earning their way in
major post houses throughout the U.S.~the AudioFile has established itself as the
most reliable and efficient hard disk editing system available.

The fastest, most powerful hard disk editing system on the market is also a constantly
evolving system, growing and changing to meet industry requirements . . . The system

you invest in today makes money for you now, and 5 yea

AMS technology, and

Make a point of it.

A Siemens Company

AMS Industries, Inc.
* Bethel, CT: (203) 792-4997

* Nashville, TN: (615) 329-9584

rs from now.

nd there’s one more big point on the PLUS side.

the entire AMS line of

products, is now backed by the strength of Siemens.
The new 16-output system is the first development

to come to market from the AudioFile PLUS
technology. Look for more in the near future.

Call us about the 16-output AudioFile PLUS.

* Los Angeles, CA: (213) 461-6383

« New York, NY: (212) 956-6464 = Chicago, IL: (312) 645-9888

* Toronto, Ontario: (416) 251-3355

Soundings, Seattle, WA: (206) 624-1317
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72 CmsolfrT n’e' Hit Factory

Neve's VA

.. when the mix is Most important,

G
larity is really important 10 me... often recortl and mix digitally and use everv inch of the
console. Headroom is a major concern when I miix.

“But the headroom on the VR allows for much more creativity and flexibilit. Along with the
signal-o-noise ratio. the VR's performance makes even the most complex mix stand out...

“The automation is very musical. You don’t have to stop and think about how to use it.
Flving Faders allows vou to concentrate on the mix. noton the automation svstem.”

Jonnie Most. Mixing Engineer— Representation: Richard Flanzer (212) 2491999
Recent credits: Imana’s “Over 3 Million Sold” (1.P): Tiffany’s “New Insice” (1.P): Keith Sweat's "Make You
Sweat™: Bendik’s “Sav No More™ and “Night Train™: Brenda K. Starr “What If

CT: (203) 744-6230 « NY: (2" 2) 956-6464 « CA: (213) 461-6383 « TN: (615) 329-9584 « IL (312) 645-9889 « Ontario: (416) 365-3363

N Neve

A Siemens Company




PROFESSIONAL RECORDING -

MAY 1991, VOLUME 15, NUMBER 5

AUDIO

12 Insider Audio: 2010
by Ken Poblmcnn

19 The Fast Lane: |
Phase: The Story of ¢
by Stepben St. Croix

PAGE 12

24 Juxtapositions:

Connectivity in the All-Digital Studio

by Mel Lambert v

44 Signal Processing Secrets
of Northeast Engineers
by the Mix Staff

66 NYC's BMG Studios: Into the Future with an
Eye on the Past
by Hank Bordowitz

120 Lunching with Bonzai:

Producer Eddie Offord
by Mr. Bonzci

2 MIX, MAY 1991

SOUND AND MUSIC PRODUCTION

nn nimn
(%4 0 ;u':\'g “
U

1 [‘x vy
The Music Is Your Special Friend:
sound Assembly for “The Doors™
by Tom Kenny

Production Sound Mixer
Tod Maitland on “The Doors”
by Nicholas Pasquariello

52 The Byte Beat: Timing Is Everything:
A Roundtable on Synchronization, Part 2
by Paul Potyen

110 Warner Bros. Studios:
Still on the Cutting-Edge of Film Sound
by Amy Ziffer

128 Post-Script: Anticipating
the Future at New York's Sync Sound

by Peter Caranicas

132 Post Notes/Post Briefs

PAGE 128




60

82

90

92

72

96

108

109

PRODUCTS

Transport Synchronizers:

A Buver's Guide
by George Petersen

Field Test:

Five Outboard A/D Converters

by Bob [Hodas

Preview/Hot Off the Shelf

Auditions: Mackic Designs CR-160 + Mixer:
Meridian Distramix: Drawmer DL2#1
Auto-Comp by George Petersen

LIVE SOUND

Rock In Rio II: A Sound Challenge

hy Mike Stande

Focus

On Fixed
Installations:
Three Case
Studies

by David
(Ruicly)

Trbitt

SoundCheck:
People, Places
and Products

Club
Sound
Spotlight:
NYC's Bottom Line

by David (Rudy) Trubitt

TAPE & DISE

136 Taking Stock: ‘Tape Suppliers
Assess the Cassette by Philip De Lancie

137

192

195

157

Tape & Disc News/Splices

DEPARTMENTS

From the Editor
Current

Industry Notes
Coast to Coast
(Including Sessions
& Studlio News,
SPARS Beut.

L.A. Grapevine and
N.Y. Metro Report)
Ad Index

Classifieds

DIRECTORY

Northeast U.S.
Recording Studios

Cover: Founded in 1972 and de-
signed by Richie Bittner and Lou
Holtzman, New Yerk's Eastside
Sound now sports the first (and
to date, the only) Harrison Series
Ten “B” console on the East
Coast, an automated, 66-input
version. NY Technical Support’s
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B [T'S time for
you to buy. And to
buy the best Digital

Audio Workstation for the money. Dyaxis costs only about 25% of that big old

system, and barely more than that semi-pro system after you add all the necessary :—é

options. 2 56 TRAC KS And Dyaxis is compact and easily transport—

able, so you can move it around. )

» 1 Audio for Video/Film: Sync multiple dialog tracks,

FF

music takes and sound effects with sub-frame accuracy,

without ever typing in a timecode number. Fast lock to

+  video reference, VITC, LTC or film DlGlTAL
tach. Superb quality time scaling ensures M'X' NG

that 29.5 seconds is exactly 29.5 seconds.
Record, edit and assemble multiple ADR

) takes in\perfect sync. |5 | CD Mastering: Apply real-time 5 band
digital stereo EQ with level control for instant matching of songs or takes. Instant

REAI_T'ME D|GITAI_ EQ rearrangement and audition of

songs or takes. Edit up to 10 hours of stereo music with sample accuracy and
unlimited crossfade times. Transfer to, from or between any of 8 digital formats.
-] Corporate A/V: Dyaxis is a complete &=

audio production and post production
center. With real time digital EQ and un-

limited track mixing, the Dyaxis can record,

edit, sweeten and mix an entire show. RDAT BAC K U P




- | Radio/TV Production: Digital layering allows
an unlimited number of tracks to be mixed with-
out degradation. Large disc capacity allows for the

~__PromssionaL . on-line storage of frequently used P E
Cp WRITE ONCE Disc =

U—]LU—” [_))EH_’% material such as station IDs, music RA. -E

beds and effects for

= L immediate access. CONVE RSIO\I

‘ ’ 1% | Investment Protection: Manufactured and

b L%AVEVTNIS %%%@llggg;ﬁqwa% (A)PTY LenoTy OF TIME supported by Studer, a name you Carl trust. OVCr 500

Dyaxis systems already sold,

DIGITAL AUDIO

ALL every one of them upgradeable and

Dl GlT AI_ expandable to the latest

hardware and software

ORMATS :.

>.| Storage Options: Dyaxis offers up to

PLAY

7 Gigabytes of Hard Disk, RDAT Data Back—up, and RE MOV AB LE

040 Megabyte Removable Optical Disc. &8 CD Recorder: OPTlC AL
Studer's new D740 CD Recorder is the perfect companion for Dyaxis. Edit

and sweeten on Dyaxis; master, store and archive with the D740. Play them

C D RECORDE R on any CD player. Dyaxis and D740—a Studer

exclusive. It's time for you to buy. Dyaxis is right. Time is right. Price is right.

Call your Studer Regional office nearest you today for a no obligation
demonstration, or call toll-free 800-776-3833 for friendly sales information.

Studer Revox America, Inc. « 1425 Elm Hill Pike « Nashville, TN 37210 « Tel: 615/254-5651 « Fax: 615/256-7619 STUDER
New York 212/255-4462 « Los Angeles 818/780-4234 Studer Revox Canada Ltd., Toronto 416/423-2831



FROM THE EDITOR

he Microsoft CD-ROM Conference,
held recently in San Jose, California. provided plenty of food for thought.
Here is an event, now in its sixth year, that continues to show signs of
representing the rext big thirg. while being burdened witha colossal identity
crisis. It's o place where prototypes for both the chicken and the egg are
showcased. New forms of software programming are displayed. along with
new hardware devices with which to play them,

The participants of this conference represent the new age of information
producers and their products. drawing together entertainment. education
and technological razzle-dazzle. The industry has been slower than most
have hoped in getting off the starting blocks due to @ number of critical
problems. One is that multimedia playback devices are not new and
improved ways to play existing program material, as was the case with VCRs
and CD players. Rather, these devices are new ways 1o access new forms of
information presentation. They may be the best ways so far to present full-
value information on a subject, but creating these products is like learning
to spell in a fanguage that is still being invented. This leads to the obvious
peripheral problems of standards, interchangeability and common-denomi-
nator issues. which must be resolved in order to bring this revolution into
our businesses. schools and homes.

Despite the frustration that many feel regarding the turtlesque progress
of the multimedia industry. important prerequisites are being established. As
reasonably priced authoring systems begin to enter the market, allowing
writers and producers to integrate music and sound with images, video and
text, the fledgling industry is moving more into the hands of the creative
artists and production entrepreneurs.

When will all of this begin (o present realistic business opportunities? It
already has. For example, many people have seen and purchased the now
classic multimedia version of Becethoven's Ninth (as produced by the
Voyager Compuny), which brings interactive access 1o the score, and
historical notes and graphic images along with the listening experience.
Electronic encvclopedias such as Microsoft's Concise Columbia Encyclope-
dia, with music tracks, sound etfects and animation sequences, are grabbing
attention in progressive libraries and well-funded learning institutions. And
manufacturers of complex equipment. such as Boeing and Steelcase, are
finding that electronic “manuals” provide better training and more ettective
sales and repair of products ranging from airplanes to office furniture.

When is the time to get involved? Now, if this appeals to you. The ficid
is ripe with opportunity and needs the creativity and ingenuity of people who
aren't afraid of some trial and error on the road 1o success. Be sure 10 pack
a great deal of patience.

Keep reading,

David Schwartz
Editor-in-Chief
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Saul Zaentz Company expands. ..
with Otari!

The Saul Zaentz Company Film
Center has just completed a major
expansion featuring Otari’s Premiere
film post-production console for dub
stage 2.

The Premiere is the result of
extensive collaboration between The
Saul Zaentz Company and Otari, and
was designed to meet the needs of the
Center’s new dubbing stage.

The Premiere was designed and
built especially for film mixing, and is
configured for easy operation by one to
three Sound Mixers. In addition to

TheSaud Zaentz Corrm Pl Center

Berkeley, California  (415) 549-1528

Otari’s Virtual Monitor System, the
Premiere features the new DISKMIX 3
Film Moving Faders automation system,
providing fader level, mute, and switch
automation on each input. This system,
while using SMPTE internally, displays
cinematic increments of feet and frames,
allowing the sound mixer to easily work
directly from a film cue sheet or edit
decision list.

This unique console continues
The Saul Zaentz Company Film Center’s
long tradition of combining creative
talent with advanced technology.

Foster City, California  (115) 341-5900



MORE ARTISTS GO GOLD
ON AMPEX THAN ON ALL OTHER TAPES
? PUT TOGETHER.
& @‘

for a copy of our new 456 Technical Brochure, and see why Grand Master*456 is engineered like no other tape in the world.

Every artist pictured here has earned the prestigious Ampex Golden Reel Award for creating a gold album

exclusively on Ampex audio tape. Find out what makes Ampex tape right for your sound. Just call or write

AMPEX

A MASTER OF ENGINEERING

Awpex Recording Media Corporation » 401 Broaduwy, M.S. 22-02A1 + Reduvod Citv, Califorma 94603 - (415) 367-3809
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Two Show Reports

Guitarist Adrian Belew kicked off
Canada's West Coast Music Exposi-
tion with a keynote address on Feb-
ruary 28 at Vancouver’s Robson
Conference Center. The four-day
event incorporated a trade show that
included industry manufacturers,
retailers and professional organiza-
tions, as well as panels, workshops
and conferences conducted by con-
temporary artists and industry per-
sonnel.

Participants included bassist Jeff
Berlin, film composer Michael Con-
way Baker. director of A&R for RCA
Records John Axelrod, local AES
education committee chairman Jeff
Berryman. Mixassociate editor Paul
Potyen and dozens of others. The
Exposition was designed to coincide
with the 20th anniversary of the Juno
Awards and the Record Music In-
dustry Conference and Awards. The
March 3 Junos—Canada’s equiva-
lent of the Grammys—were hosted
by Vancouver for the first time.

“We're delighted with the success
of the event, despite scheduling
conflicts with the Frankfurt Musik-
messe and other goings on? says
Laurie Mercer, producer of WEST-
EX. “But we're looking forward to
the next event, which will be held
here in April 19927

The Sixth International Confer-
ence & Exposition on Multimedia
and CD-ROM was held March 18-20
at the San Jose Convention Center, in
San Jose, Calif. The event, sponsored
by Microsoft, provided ample evi-
dence that CD-ROM promises to be
one of the fastest-growing industries
of the decade.

Among the new developments
announced at the conference were
a JVC write-once CD-ROM drive, the
XRW 1001, tentatively priced at $2,500

for VARs. and expected to be avail-
able this fall; a set of chips from Intel
that lets a Macintosh use its DVI dig-
ital motion video technology (pre-
viously the sole domain of {1BM PCs ),
and a CD-ROM drive from Tandy that
will retail for $399.

According to Julie Schwerin, pres-
ident of Infotech. 125 million CD-
ROMdrives are currently in use world-
wide. The industry continues 1o
double its annual gross revenue, up
from $750 million in 1989 to $1.5 bil-
lion dollars last year.

—Puaul Potyen

I Hear Music

A hill before the New York City
Council could drastically affect local
sound reinforcement installations if
it passes, according to AFM Local 802
president John Glasel. The bill, spon-
sored by Councilwoman Carol Greit-
zer, would require soundproofing in
any establishment that has music
produced by any means, including
clubs and exhibition halls. Such es-
tablishments would have 1o meet
certain soundproofing criteria to get
a “Certificate of Soundproofing.”

Glaselsays meeting the standards,
once they are established, would
be complicated and expensive and
would resultin fewer installations in
the long run. Furthermore, he adds,
the standards would be determined
by a panel of non-experts in a man-
dated 120 days. a feat Glasel says has
eluded an AES group that has been
trying to do the same thing for near-
ly two years.

Glasel says of the 1,100 noise
complaints reported in fiscal 1990 in
New York, only 41 were directly
music-related. He thinks a better ap-
proach would be to more strictly en-
force current anti-noise laws, the
measurement of which Local 802

originally participated in. The real
noise problem comes from traffic
and rowdy patrons, not the music,
Glasel maintains. “[This billl would
mitke New York City a music-free
zone”

Councilwoman Greitzer responds
by saying enforcement under current
statutes is difficult, since violations
oceur late at night and tained Envi-
ronmental Protection Department
personnel can't respond quickly.
However, she adds that certain ex-
emptions for existing establishments
should be allowed for in the bill’s
final form. —Dan Daley

Convention

News

The big convention this month is in
Cincinnati, and the world champion
Reds are in town. The National Sound
and Communications Association
(NSCA) will meet May 20-22 at the
Cincinnati Convention Center. More
than 300 exhibitors and 5,000 at-
tendees are expected to attend the
three-day event. Classes begin on
Saturday the 18th, though the exhibit
opens Monday. If you haven't heen
1o NSCA before. they have a few
quirky rules, which are popular with
attendees but unlike most trade
shows. Exhibitor registration begins
May 17 Call the NSCA for more in-
formation: (708) 598-7070.

The Association of Professional
Recording Services will host APRS
91—"the one show forthe pro audio
industry” is the theme—June 57,
1991, at Olympia 2 in London. With
an economically unified Europe only
seven months away, this show should
provide a chance for early position-
ing in a wide-open market. APRS 91
will showcase products and systems
for recording, broadcasting, post-
production and sound reinforce-

VAY 1901 MIX 9



INDUSTRY NOTES

Industry vet Chris Stone (a founder of
the Record Plant recording studios and
SPARS) joined Euphonix of Palo Alto,
CA. as executive director. Jim Dobbie
will also lend his support 1o the com-
pany’s management team as CEO and
chairman...SMPTE is calling for papers
for the October 1991 Technical Con-
ference and Equipment Exhibit. The
theme is “Advanced Motion Imaging—
Enhancing the Universal Language™ a
S00-word synopsis and a completed
SMPTE author form must be sent by
May 31 1o program coordinator Marilyn
Waldman. Call (914) 761-1100 for addi-
tional information...Neve has moved
its New York offices to 233 West 48th St..
Ste.32). The telephone number remains
the same. Also. Nick Balsamo  has
moved into the office of senior sales
engineer and David Roesch has joined
as a technical services engineer. . Berk-
lee College of Music received a $1 mil-
lion donation from Japans Uchida
Scholarship Foundation, cementing a
long and beneficial relationship...
Robert Mueller was appointed general
manager of Panasonic’s professional

industrial video division: as GM, he will
oversee all sales and marketing activi-
tics of the division.. The University of
Southern California and SMPTE are
joining forces 1o present a one-day
seminar on the practical implications of
digital technology. The seminar will be
on May 11, 1991 for details, call Don
McCroskey at (818) 846-0918.. valley
People International is now selling its
products (including the Kepex 11, Gain
Brain II, DSP, DYNAMITE processor
and the GATEX noise gate/expander)
factory-direct in the U.S.; to order. call
(800) 800-3433.. The University of Min-
nesot's Institute of Technology recently
received $130,000 worth of engineering
equipment from Tektronix.. .BGW Sys-
tems added new reps o handle its
power amp line: Innovative Sales and
Marketing of Irvine, CA: Bi-State Mar-
keters in Fairfield, NJ: and White Radio
Limited of Burlington, Ontario, Canada
.. Nest Londons DDA operation brought
in four new faces: Philip Marsh as mia-
terials manager, Vaughan Matthews as
buyer. Tracy Taylor for credit control
and Mike Maynard in R&D.. . Klipsch &
Associates awarded its “1990 Rep of the
Year” title to New England ‘Technical

Associates...Phoenix, AZ-based Con-
servatory of Recording Arts received
national accreditation through the Ac-
crediting Commission of the National
Association of ‘Trade and Technical
Schools. The school offers a master
program in audio recording.. . SMPTE
standards may come a littde quicker
now—the society’s board of governors
approved a revised set of procedures
that is expected to cut the processing
time for standards, recommended prac
tices and engineering guidelines in half.
A minimum period of one year is still
expected 10 be the norm, however
.. Westwood One's Southwest regional
sales department welcomed Joseph
Laffey as account executive. He will
operate out of the Dallas office... Also
in the Southwest, a new design and
manufacturing firm. artefx. was formed
in Mesa, AZ. Products will include a
headphone cue system, a direct box
and a variety of half-rack products,
such as distribution and power amps.
level matching devices and intercon-
nect panels. . Audio Biz, a new manu-
facturer's rep firm covering IHlinois and
Wisconsin for pro and commercial
sound lines, may be reached at (708)
949-0280).. .Ensoniq recruited  Steve
Pretti to its customer service depart-
ment...Ron Tunks Sales  promoted
Chuck DiModica to VP of the pro audio
division...Freed International added
the talents of Michael Brown to it sales
force...Quad Eight Electronics of Val-
encii. CA. announced several promo-
tions and new hires: Chuck Kelley is
now vice president and general man-
ager, Mark Fleming is chief enginceer
and Buddy Frisbee is director of sales
and marketing...Curtis Dahl joined
DOD/DigiTech's engineering depart-
ment, where he will oversee develop-
ment of operiating systems and user
intertaces. He will also develop a user
environment for the company’s VLSE
processor...R.E. Snader (Northern CA
hased marketer of pro audio and video
equipment) added Pioneer’s laserdisc
players and Digidesign’s new desktop
audio products to its roster...Ontario’s
Adamson Acoustic Design Corporation
hired Mitchell Zusman as their new
marketing manager. .. Spindletop Films,
of Dallas, chose The Emmer Group as
Spindlctop's East Coast sales rep. 8

ment. For free registration, con-
tact the APRS 91 offices: 2 Wind-
sor Square, Silver Street, Read-
ing RGl 2TH England; (0734)
756218, tax (0734) 756216.

ShowBiz Expo West will be
held June 8-10 at the Los Ange-
les Convention Center. More than
16,000 are expected to attend.
Scott Ross, group vice president
of LucasArts Entertainment Com-
pany, will deliver the keynote
address on the opening day of
the convention. Contact Kris Sof-
ley at (213) 668-1811 for more
information.

You can't start planning too
carly for international shows.
BroadcastAsia92, the second Asia-
Jacific sound, film and video
exhibition, will take place a year
from now, June 2-5, 1992, at the
World Trade Centre, Singapore.
Contact Andrew Furness of
Overseas Exhibition Services Lid.
for more information: (071) 486-
1951; fax (071) 935-5637.

Yamaha

Refinements

After a two-year analysis, Yama-
ha Corporation is making some
changes within its music sales
and marketing divisions in order
to make life easier for both deal-
ers and customers.

Effective April 1, the elec-
tronic keyboard sales group and
piano sales group were merged
into the Keyboard division; Pro
Audio and Synthesizer, Guitar
and Drum divisions were merg-
cd into one Audio, Guitar and
Synthesizer division, with John
Gatts as the new general man-
ager; and drums have been
moved back to Grand Rapids,
Mich., and are now part of the
Band and Orchestral division.

Four regional managers have
been appointed, each with the
authority of a national sales man-
ager. They are: Jim Coffin, West-
ermn: Tom Weceber, Midwest; Paul
Gazarian, Northeast; and Bob
Shomakert, Southeast. Most em-
ployees transferred with the new
divisional structures. ]
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"~ THE ‘ULTIMATE AUTOMATION’ SYSTEM

ULTIMATION is an entirely new concept in console automation, designed to let
engineers choose the type of system most appropriate to the task in hand.

It ean work as either a dedicated VCA system, a dedicated moving fader
system, or in a way that combines the best features of both :systems. The
engineer is free to decide.

trim @
By using SSL.’s unique dual signal path circuitry, U1 TIMATION really is the
ultimate in console automation. abs .

Main features include:
fi at @

P Works as standard G Series VCA system, or as a full moving fader system

status
» Dual signal path technology allows combined operation, providing the
benefits of both systems

P> Automatic selection of gain element most suitable to task
P Reads existing G Series mix data
In keeping with SSL’s commitment to system compatibility, ULTIMATION reads.

all existing G Series mix data, and can be retrofitted to any console using the
G 'Series computer.

At last studios can provide an automation system to suit any
client, yet retain the familiarity of the world’s most
respected console system.
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Solid State Logic

Intenational Headquarters
Begbroke, Oxford, England OX5 1RU - Tel: {0865) 842300

Paris (1) 34 60 46 66 - Milan (2) 61217 20
Tokyo (3} 54 74 11 44 - New York (212) 315 111
Los Angeles (213) 463 4444 - Toronto {416) 363 0101

Call U.S. Toll Free Number 800-343-0101




INSIDER AUDIO

by Ken C. Pohlmann

2010

D

he year is 2010. You are just recover-
ing from all of those wild end-of-the-
millennium parties that occupied most
of your time from 1995 through 2000,
and all of those wild beginning-of-the-
millennium parties that lasted through
2005. Pulling your ¢lectric car into the
parking lot, slipping on your oxygen
mask, you quickly dash into the studio,
involuntarily glancing at your UV
monitor. You've already logged over
two hours of sunlight this month—way
over the melanoma danger level.
Thank God for the

SPF-15

LA

into control room A. As usual, you're
about ten minutes late, but Elmer takes
it calmly. relinquishing the chair with-
out a word. Tokyo comes online, and
you call up last night's data. as well as
your automatic engincer progran.
These rappers like all-nighters, so
you're looking at a ten-hour session.
Fortunately. the Pacific fiber isn't too
crowded today. The incoming signal
looks good on the analyzer. Your mix-
ing chops were bumped to 100 MHz
last week, and your high-frequency
hearing program was re-

written only

SMOog,
notto men-

tion the recent ordi-

nance that gives it a Swiss mocha
flavor.

Safe inside the studio and its climate
control system, you breathe freely. The
professional air purifier here works
much better than that crappy consumer
model in your rabbit hutch. You ease
your way past the manager's door and

terday.
You settle
back, calmly monitoring
the progress of the mix, in silence.

A consolidation process in the audio
industry finally eliminated the patch-
work quilt of small audio companies.
As in the computer industry, the pace
of technical development was simply
too much for small companics. They
fell behind, becoming less and less
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Rather than show you a picture
of George Massenburg posi
in front of our digital multitrack,
hereswhy he stands behind it.

Legendary recording englneer 3348 seems like it was designed And that, coming from George

and producer, George Massenburg,  with the engineer in mind. It never Massenburg, is music to our ears.

hassomany fights you’ o, ‘

|
reasons Reasonsli<e reliability. “'ve 1
[ =

for buying produced alot of records on the

aSony 3348, and I've never

PCM-3348  hadany problems. It
The PCM-3348 has developed a .
reputation for steadfast reliability. DASH always works!

48-track, you don't need to see his Reasonsli<e the

faceto getthe picture. people behind the
Reasons like the transport. “It's 3348. 1 like Sony's

the finest 've ever run. When you philosophy.

press play, it plays without throwing They're looking

loops. And it stops, starts, and locks- way overthe

upincredibly fast” horizon. They've

Reasons like its user-friendly, giventhe 3348 George Massenburg

) , chose a PCM-3348 based on the same
ergonomic features 've onl y  highstandards he uses to design and build his own audio equipment.

design. begun to use now, but | know theyl For even more reasons to
“The be essential down the road” consider the PCM-3348, call the
And, of course, the most Sony Professional Audio Group
important reason of all. “The sound  at 1-800-635-SONY.
is excellent. In fact, I've digitally
transferrec all of my current
projects from 32-track
to Sony’s £8-track, and now
| can't imagine using any-
thing else’

Sony's unique transport enables the
PCM-3348 to move

tape faster than any 0 N ‘{
other multitrack recorder. ®
© 1991 Sony Corporation of Amenca Sony Business anc Professionat Group,

3 Paragon Dnve, Monivale. NJ 076451735 Sony 1s a regrsteres trademark of Sony BUSINESS AND PROFESSIONAL GROUP




The most powerful microcomposer ¢a.1761

The most DO;NBI;flll GI‘IIGOIIIIIDSBI‘ ca.1991

You see that guy up there with the funny looking an intelligent tape synchronization function, a Super-MRP
clothes on? That’s Wolfgang Amadeus Mozart. And while he Performance system for chaining songs together for live per-
was a pretty remarkable little composer in his day, we've got formance, an operating system in internal ROM so there’s no
a pretty remarkable little composer ourselves. Namely, the boot-up time, and 40,000 notes in Internal memory.

Roland MC-50 MicroComposer. But, there was one area in which Mozart shined. As a

This remarkable new dedicated hardware sequencer has  gifted composer, he could just sit down at the piano, take out
eight Phrase Tracks, each of which can record data from any of  his quill per and immediately hammer out timeless pieces of
16 MIDI channels, to play back a total of 128 different parts. music. And, he could do it all himself.

Mozart, bless his soul, could only play one part at a time. As remarkable as the Roland MC-50 is, it does need some-
Nor did our diminutive friend have a 3.5” floppy disk for  one to bring out its full potential. ®
storage, an advanced editing system with microscope editing. Which is where you come in. Roland

Roland Corporation US, 7200 Dominion Circle, Los Angeles, CA 90040-3696
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competitive. Most were purchased by
larger corporations or simply forced out
of the marketplace. Today there are six
principal audio hardware corporations.
One is European, one is American, four
are Japanese. Although smaller hard-
ware companies still exist. they are
consigned to secondary roles—odd
bits and parts, repair services, ctc.

The entreprencurial spirit is still alive
in the audio software industry, how-
ever. It seems the turnover is contin-
ual, about every two years. A company
writes a great studio program, a tita-
nium engineer uses it and everybody
switches to it. Then two years later a
new software package comes along
and the cycle repeats itself. Of course,
private programmers do a brisk busi-
ness. They get as many points on an
album as the engineer.

The other people getting rich are the
lawyers. After a hit album comes out,
everybody tries to copy the software
used onit; the lawyers have a field day
claiming copyright infringement. No-
body uses producers anymore. The
artist, the programmer and the engi-
neer—that's all you need.

Recording studios do quite well.
There are fewer of them now, about
100 in the ULS. Most are still privately
owned, but more and more are joining
franchises because the cost of setting
up a studio is about $100 million. On
the other hand, labor costs are way
down. There are usually three staff
engineers, the manager and the ac-
countant. All the rest is automated.

The last full-time maintenance en-
gincer retired in 2008. Well, actually, he
committed suicide. After three straight
weeks of looking for a bug in some
telecom software, he calmly grabbed a
cold water pipe inone hand and placed
his other hand on the studio cold fusion
grid. The entire industrial park was
down for a week. The lawyers got rich
on that one. too. Now the companices
send their own servicemen to do re-
pairs—too complicated for anyone
clse, and too dangerous.

A promptcomes up onscreen 17;its
that new R&B band in Tehran, re-
questing priority studio access. You
could double-shift, but why bother?
You glance at the parking lot monitor—
the boss's helicopteris gone. You open
communications with the lranians,
then route their feed to Royee down-

town. They can always use pickup
business. Meanwhile, the programmer
in Tokyo has disconnected your auto-
matic engineer software, requesting
some vacuum tube patches. Halting
you is a professional insult. Moreover,
you can't believe it, so you query her
and she repeats herrequest. You shrug,
and then call that tube historian in
London.

His system logs on, and you punch-
up his patches after reinstating your
own program. Don’t the Japanese
know the wbe thing is dead? After
government studies in 1996 linked high
levels of THD to impotence, everything
warm-sounding went right to the bot-
tom of the charts, forever. Acting
swiftly, Congress banned the use of
analog audio equipment entirely. The
flashing red light on your screen re-
minds you that all these fancy tube
emulation programs now carry warn-
ing labels.

The equipment in the studiois a far
cry from the 1990s inventory. Of
course, all processing, mixing, editing
and mastering is done on super mi-
cros—standard  computer  industry
models—interfaced to plasma screen
worktables. The appropriate display

The new 2-D QRD® diffusor is based on 2-
dimensional number theory sequences
which provide identical performance in the
horizontal and vertical planes. for truly
omnidirectional coverage.

OMNIFFUSOR™ TERRACE™
RPG Diffusor Systems, Inc.

RPG ANNOUNCES THE COMPLETE AcoUSTICAL CEILING SYSTEM

Rhinoceros Recording, Sydney

ACOUSTICAL CEILING

Now you can have the low installation cost
of lay-in ceiling panels and the broad-
bandwidth sound diffusion and absorption
only RPG can offer. Order the 1-D QRD
DIFFUSOR™ for controlled diftusion, the
2-D QRD® OMNIFFUSOR™ for hemi-
spherical coverage and the ABSORBOR™
for uniform absorption, at all angles of
incidence. Available in 2' x 2" and 2" x &'
standard ceiling grid sizes.

12003 Wimbleton Street. Largo, Maryland 20772

WQXR, New York

SORBOR

RPG is now offering decorative uphol-
stered single density fiberglass, SDF™, and
graduated density fiberglass, GDF™, pan-
els with resin-hardened edges in any size
and fabric finish.

Phone 301-249-5647 Fax 301-249-3912
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You Have
To Be

SHURE

To Capture
it All!

Dynamic
Stereo
Low Price

SM7 Callt

Low Price. Call!
Condenser
Studio

SM81

At Full Compass, we have
one of the largest micro-
phone selections in the
country. Possibly the lowest
prices too!

VP88 Condenser Stereo Low Price Call!

Fuli Compass always offers
discounted discount prices
on highest high guality
Shure products, but now for
a limited time only, Full
Compass will throw in a
perfectly FREE T-shirt
with every Shure mic or
mixer order!

1-800-356-5844

OFl

Consultation: 608/271-1100
5618 Odana Rd., Madison, WI 53719
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comes up under the flat glass, and you
simply run your fingers over the touch-
sensitive surface. There are still a few
picces of non-virtual audio equipment
around. but mainly for nostalgia pur-
poses. All of those tube limiters, MCI
cequalizers and other classic signal proc-
essors were analyzed, and their trans-
fer functions written into DSP programs
and integrated into system software,
The optical transducer, invented at the
University of Miamiin 2001, obsoleted
all conventional microphones and
loudspeakers.

Open reels and tape, in general,
vanished, pushed aside by optical
media. Most 4-track stuff is done to
floppy optical. and multitrack stuft is
hard optical. Increasingly, experimen-
tal solid state systems are popping up
at the AES show. Folks really log onto
see them—>300 GI3 of RAN in a shoe-
box. The projected price tag of $50
million has people waiting in line, cash
in hand.

In the consumer market. the com-
pacter disc is still the sole recording and
reproduction format, It is a 3cm flop-

py optical disc. holding ten hours of

quad music, thanks to data compres-
sion techniques. Record stores are still
around, butthe number peaked in 2004
and is now dwindling rapidly because
of the home taping controversy. Flard-
ware manufacturers finally got fed up
with the political hassles, and in 2001
solved the problem by simply buying
up all of the record labels. Now con-
sumers all own compacter disc re-
corders and record their own music
software off cable or satellite subscrip-
tion services. Digital audio broadeast-
ing is transmitted over the fiber for
home distribution, and over land- or
sky-based transmitters for mobite and
rural reception. Of course. HDTV re-
mains the sole television format. The
adoption of worldwide standards for
both DAB and HDTV, as well as the
audio compatibility between the two,
greatly simplifies distribution.
Completed mixes—evervthing is
quad today—are  downloaded into
mastering svstems that automatically
exccute the different processing steps
necessary for DAB. CD ortelecom dis-
tribution, and phone out the completed
job. Evervthing is automatic, but
through a nifty legal loophole, master-
ing engineers still get rovalty checks.
They are required. however, to watch
the disc-access light flickering on the

mastering syvstem. Their presence is
certified by an on-site government in-
spector.

I's the Iranians  calling  again.
Theyre not happy with the steel guitar
programat Rovee. You punchitup and
listen. Theyre right: Itsounds much too
natural. You retrieve their link and log
theminto your own automatic assistant
engineer program. You select Pauline
for the job. She just got a revision last
month and has always been good with
temperamental clients.

Most recording is done over the fi-
ber network. Rather than travel to stu-
dios, bands prefertostay athome or go
1o a vacation spot and phone in their
parts. [ts really much more efficient for
both band and studio, and tremen-
dously less stressful. Of course, the
telecom software is devilishly tricky
and fiber bills astronomical, but what
choice is there? The lead shielding
needed in today’s airplanes makes air
travelimpractical, and evervbody hates
trains.

Tokyo is calling it a night. Their sig-
nal is writing footers, and vour system
has already sent backups to the sah
dome. Outof curiosity, vou check their
tube activity—over a gigabyvte of proc-
essing—unbelievable. You glance over
ataccounts receivable: there's a charge
to the Iranians for $30.000. Apparently
Pauline found them a steel guitar they
liked. They have switched themselves
overto Tel Aviv for some reason—fin-
icky tolks. The Japanese sign off with
afriendly good-bye limerick—current-
ly avery fad thing—and the Pacific tiber
goes dark. Eight o'clock sharp and the
Pan American fiber comes online. The
schedule shows an entire night of 30-
sccond spots booked by the Peruvian
government. Roy comes in the control
room right on time, bless his heart,
carrying his vintage President Quayle
thermos.

You punch out. Another day. an-
other $10.000. On your way out, yvou
grab a copy of today’s iy magazine
and slip it into vour portable plaver:
about 300 MB, not counting the ads.
Mavbe there's news on that rumor that
JMix is buving Sonv. Hey. look at this,
they finally retired Pohlmann. Thank
God. His stuff was getting awfully
boring. |

Ken Poblmann il live in the Aleutian
Islends inthe year 2010. His invention
of the Zombie Pillow Roadster will meake
bim a worldiwcide celebrity. He will
cheanige bis legal name to 91552,



T H E B R Y S T 0 N Brvston isprond to announce a new
yeofessional  amplifier  with improved
M o DEL 7 B -PR o :ll:l'l'()l'lllilll('l' n p()\\l'«r delivery .l(lislurl:un and

m o N o Q M P L I F l E R noise.

N ¢ w roidal transformer power supplies
reduce weight., while virtually eliminating hoth

elecirical and physical noise sources. Tmproved

N G

ultra low distortion eiveuitry in the bridging
svstem allow the TB-Pro to present what may be
the most startlingly transparent “aconstical
picture” vou have ever experienced. Bryston's
computer controlled distortion analvzers
confirm Intermadulation Distortion levels as

less than 10 parts per million (below 0.0009%).

P henomenal current reserves (60
Amperes peak in the bridge mode. up to 120
Amps in the pavallel mode). give the TB-Pro the
power to drive. with breathtaking case and
clarity. speakers whieh have heen considered
“impossible loads™ in the past. The TB-Pro is
capable of delivering power levels of more than
800 watts into | ohin at distortion levels in the

low thousandths of a percentage point. The

TB-Pro features a novel “soft start™ eirenit.
allowing full racks of amps 10 be turned on
withont generating tine prohlems or popping

breakers.

Finally . new cabinetry for the
TB-Pro gives the higgest amplifier in Bryston’s
line an unprecedented ability to dissipate the
lieat generated by the high current demands of
some of the latest generation of loudspeakers.
We think voull agree that the new look also
gives a sense of the refinement eoupled with

brate foree that the TB-Pro represenis.

Power: o500 watts. Mono into loads

of 2 ohms or 8 ohms

r e I i a b l e ¢ 800 watts. Mona into loads
. of L ohm or 1ohms
muwuou s 1 € a I Distortion: ¢ Less than 0.01% from 20
20k Elz a1 500 wants. IV or
accuracy and o
b r v r e f O r ¢ e Slewing rate: o Greater than 60
. Volts/Microsecond .parallel.
I n ° n e w sGreater than 120

d i men s i o n Volts/Microsecond. bridged
Bryvstonvermont Lid. 1-800 073-T899
Bryvston Lad
Felephone: (116) 7161800
IFax: (116) T10-0308
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THE FAST LANE

by Stephen St. Croix

THE STORY OF @

Il this won’t phase me, I'm a pro.”
(Don't write to tell me it's “faze.”)

“Idon’tknow. It's like we're just out
of phase. When I want sushi, she wants
Mickey 13's.”

“Now look! What phase is the moon
in? I've told you before, sure it's a big
deal when you finally find one, butyou
can’tjust rush into the sacrifice untilit's
a full moon, even if she does say it's
okay.”

“Beam me up, Scot-
tie, my phasor’s dead
again!”

“Okay, Jimi, we'll
phase itif you want, but
you gotta be careful. If
you insist on distortion
and phasing onall these
guitar tracks, people

shift in EQ.

I'm here to tell you folks that it just
ain't true. It does matter—always, un-
der all conditions, except for really
useless recordings.

I would imagine that most of you
agree with the above examples [ have
put forth for your approval. The ma-
jority of Mixreaders probably gotothe
trouble of ensuring that the speakers in
their control rooms or living rooms are

~fial LAE -

“Multiple Choice Question

could begin to think of
it as your sound. You
really want that? And
then there’s this lighter
fluid thing...”

“You sure those
speakers are in phase?
[ distinctly remember
that when [ played on
this album there was a
guy playing bass.”

“Let’s simply leave
himalone inthe control
room for a while. I'm
sure it's just a phase.
We'll come back when
he tires out, or after the
drugs wearoff, orwhen
he runs out of bullets.”

Well, well. Maybe
phase does matter after
all, in spite of the occa-
sional claim to the con-
trary.

It seems that there
are actually a few peo-
pleout there whoinsist
that phase is academic,
and that humans can’t
tetl the difference if
there is, let's say, phase

ILLUSTRATION: DONNA LANG

CORRELATION

Circle the correct answer.
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THE FAST LANE

“in phase.” This is simply a part of the
standard operating procedure for car-
bon-based life forms (even cats run
away from out-of-phase speakers).

Okay. It looks like we agree on the
absurd, the obvious. But lets go a bit
further with getting those speakers in
phase. We put the red wires on the red
terminals, and the black on the black.
Fine, Then we sit in the middle and
listen in mono to be sure there have
not been any silly mistakes. Nobody
likes missing bass, missing center im-
age or phase weirdness that tears your
head apart (well, most people dont,
anyway).

But...what about absolite phase?
Oh. Yes, (Wes Virginia, there is some-
thing called absolute phase. Let's say
you were lucky enough to have been
sitting in front row center when the
drummer for the Neutered Prunes did
his famous kick-drum-only solo. You
remember those incredibie compres-
sion fronts that you felt with every kick.
Positive compression, not rarification.

If you want your new Newtered
Prunes Live Alive Ob album to do the
same thing to you athome, to have that
same feeling, you had better be sure

that your speakers (or speaker in a
mono system) have the correct abso-
lute phase. That woofer diaphragm has
to move ont tocompress the airin your
living room with the first transient. just
like the front skin on the kick drum
moved ot when you were there.
You'd also better hope the engineers
who recorded the album understood
this concept. or you don’t have a
chance.

Butwait. there’s more, There are no
known naturally occurring acoustic
waveforms thatare symmetrical; that s,
that have the same shape for the posi-
tive and negative excursions of their
waveforms. Human speech is no ex-
ception. Quite some time ago. this
observation made researchers wonder
if inverting the waveforms of speech
would make any difference in intelli-
gibility.

A test has been devised 1o quantify
intelligibility as a function of absolute
phase. Basically, voice is mixed with
noise, and the voice level is dropped
until the victim undertest can no longer
understand what is being said. Then
the absolute phase of the voice is
reversed, and the testis repeated.

We doa great deat of this psycho-
acoustic research here at Marshall, and

our findings in the area of intelligibil-
ity concur with recent findings from
other research locations.

The results seem conclusive. The
listener can tolerate a much higher
relative noise leveland still understand
the dialog when the absolute phase of
the voice is correct. or non-inverted.
This is really not that much of a sur-
prise, since we know these waveforms
are asymmetrical, and we do in fact
spend an entire tifetime listening o
them Gacoustically) in proper absolute
phase.

Consider taking this a livle further.
After so many years of hearing a saxo-
phone in proper phase, it stands 1o
reason that we would be happier with
arccording of one that played back the
same way. It should seem a livde more
real, a bit more physical, more recog-
nizable. And it does,

And now. EQ.

As far as T know, the first company
to actually put real-time FIR (Finite
Impulse Response) on the street was
Quantec, with its XL processor,

Because we distribute Quantec (see
how this works?), I've had the distinet
pleasure of watching actual tive hu-
mans listen to real zero-cocefficient FIR
digital EQ for the first time. Very inter-

Come on, Let’s really automate this mix!

% Take your Music to new heights

with the Harrison Series Ten B.
% The creative possibilities are
endless and immediately at your
fingertips.

Eastside Sound
98 Allen Street

N.Y.C., N.Y. 10002
Tel: 212-226-6365 Fax:212-226-0788

There is only one place to go in
NYC for an automated mix.

< When you hear the true full sound
of the Series Ten you will agree that it
is breathtaking.

“ Eastside has been making music
since 1972 and has everything to
make your session a successful one.
“» Eastside has the fastest and most
comprehensive mixing system
available today.

So what are you waiting for? Isn't it
time to really automate your mix?

Give us a call for a demonstration

“Eastside”
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The Alesis 3630...

a compressor that sounds great,
does everything and is affordable

CHANNEL A

o
K ) HARO XN
'. :::' B BOFT KNEE

) BYPASS

) INPUT » come

» OUTPUT

When we blueprinted the new A great metering system tells you
Alesis 3630 Compressor Limiter exactly what's happening to the signal,
we had a hard time cutting out features. with separate meters for gain reduction
So we left them all in. and input or output. The 3630 uses the

Threshold, attack and release controls. mduetry standard VCA for low noise and
—— 2 great sound. There's a
side chain for keying and
ducking, adjustable noise
Hard knee or soft knee, and peak or RMS gate, -10 or +4dB operation. All this for a

compression. All the options you need to price that's like getting one channel free.
custom configure the 3630 for any record- Retail price of the 3630 is $299.*

ing application... especially necessary for Read the headline again. Then go hear
digital recording. the 3630 at your Alesis dealer today.

*Slightly higher in Canuada

LOS ANGELES: Alesis Corporation « 3630 Holdrege Avenue « Los Angeles, CA 90016  LONDON: 17 Letchworth Point » Letchwaorth, Hertfordshire SG6 1N
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THE FAST LANE

esting.

Maybe Ishould back up a bitbefore
I go any further. Analog EQ—all ana-
log EQ—is accomplished by phase
shift. Using capacitors, resistors and
maybe even chokes, different fre-
quencies are phase-shifted by different
amounts, and then remixed. sorta.
Since the delayed stuff isn't where it
should be, there is some cancellation
(or reinforcement) and the desired
losses (or gains) result.

It works, but it is disgusting (sort
of like Jeff Goldblum in the remake of
The Fly). The different components of
a signal are actually sprayed all over
time (called group delay or phase
delay), so that a nice sharp kick drum,
for instance, becomes an unrecogniz-
able, slurred waveform, with its dif-
ferent frequency components torn out
of their propertime relationship. On the
other hand, simple square waves be-
come really great, cheesy disco kick
drums.

Since some trained ears can still
recognize this squashed, dismembered
mess as a kick drum, some people say
that phase shift (phase distortion)
doesn’t matter. But it takes a strange
one indeed to claim that this mess is
as clear and distinct in a mix as the
original, unless the original was so stu-
pidly recorded that it actually needed
this EQ.

Most of today’s digital EQ is IR (In-
finite Impulse Response), which is
merely a digital model of the same old
analog EQ, and it has the same phase
shift problems. It proliferates because
it is very easy to do and requires only
wimpy computer power.

There is, however, this other stuff,
FIR. Itis quite different because, if done
properly, there is absolutely 1o phase
shift, no matter how radical or complex
your EQ.

You won't find it at your local 7-11,
though, because it takes big-time
computing power to pull oft real 32-bit
zero-coefficient FIR, not to mention
getting the audio out on the same day
that you put it in. When you dofind it,
in addition to its obvious real-world
advantages, itcan be great fun, because
you can use it to test the argument of
whether or not phase matters to hu-
mans.

Using everything from mild to
250th-plus order (real, real steep
slopes) real-time graphic FIR digital
EQs in the Quantec XL, T have discov-

ered that famous golden-cars who can
instantly hear .5 dB of analog boost at,
siy, 150 Hz can't even tell ve boosted
atall untl I get up to around 5 or 6 dB
(at the same frequency on the same
material, of course), and then they
think that they are hearing .5 to 1 dB.
O0000h!

Could this mean...could it possibly
be that they have learned to hear the
phase shiftthat accompanies every EQ
they've ever used in their lives until
now? Yup.

Imagine the possibilities for EQ
without phase shift. T have actually
gone into a finished mix and added 70
dBfrom 6610 118 Hz to the entire thing
in order to save a wimpy kick, and it
worked perfectly. Obviously, this is
something that no rational being would
ever try because of the mud (read:
phase shift) that would result. But us-
ing FIR, I was able to do this with no
mud orslush, noloss of transients at all!
It simply sounded corrected, with no
side effects.

By the way, Falso did a similar thing
to a song with severe sibilance. |
puncheda 75dB-deep notch in the high
end, SHz wide, with no phase shift. The
result was totally inaudible, except that
the offending spitting was gone. Try
that with analog or IIR EQ and tell me
phase shift don’t matter.

If you are one of those who can hear
the difference in cheapo wire and the
new multistrand  skin-effect super
wires, you are hearing the difference in
horrible group delay errors (normal
wire severely delays high frequencies),
and only bad group delay.

Me? I'm mad as hell and I'm not
gonna shift it anymore! I do almost
everything in the digital domain now—
only FIR EQ, only interleave phase-
corrected converter sets, with Mogami,
Kimber or Monster super wires for
those few meters of unavoidable ana-
log, Imix on Meyer HD-1s because they
are almost totally phase correct; they
make square waves!

My mixes now have the imaging,
clarity, punch and “reality” T want.
Each instrument is clearly defined,
and the overall transparency is pro-
found. No thickness or woodenness at
all. Now if I could only sing a little
better... ]

Mr. St. Croix writes for a few select
andio magazines, hwo cdar mdagad-
zines, one dive magazine and one
“hardware” magazine. He sends the
sanmie colimns to all of them.
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JUXTAPOSITIONS

by Mel Lambert

CONNECTIVITY IN

Faciuury

HE ALL-DIGITAL

he coming age of digital is going to
have an impact on more than just
sound quality and operational flexibil-
ity. The very way we organize the vari-
ous recording. editing and processing
functions will continue to undergo a
virtual revolution.
Consider the simple function of
editing a soundtrack to picture.
With analog-based technologies,
this routine process involves
transferring the production
dialog, cffects and

‘ other elements from time code-
synched mono/stereo reels to an
intermediate editing medium (includ-
ing, maybe, a separate audience track
for TV sitcoms and other productions).
Having conformed the various sources
to the final video workprint, they are
typically laid off to a time code-sync
multitrack. onto which are also dubbed
the sound effects, Foley, music, ADR,
dialog and other materials that will
comprise the final soundtrack.

Then, during the sweetening/re-
recording session, these elements are
blended together to produce the mas-
ter mono/stereo/surround sound mix,
along with probably one or two sub-
mixes such as stereo M&E to simplify
the production of foreign language
versions at a later date. A primary goal
ofthe post-production engineer during
this often complex process is to reduce
the number of tape generations to an
absolute minimum. (Even when work-

ing with digital multitracks. we are at
hest saving only a couple of analog
tape generations between the original
materials and the final master pe.)
Where digital audio workstations
outperform their analog equivalents is
in the ability to perform last-minute
changes on the various constituent
sound files. should the director decide,
for example, that a particular scene
needs additional editing to improve the
pacing—or maybe the later scenes
need an extra line of off-scene dialog

for plot purposes—itisa
simple matter of typing
in the corresponding
time  code  locations,
calling up the appropri-
ate sound  files, and
pressing a button to out-
put the re-edited and
resequenced master mix from the
workstation’s analog or digital ports.

In the real world, however, I won-
der if the coming workstation revolu-
tion will be as welcomed as some ex-
pect. Lets not forget that multifunction
workstations are not just affecting the
audio side of the recording, broadcast,
tilmand video postindustries; random-
access, non-linear editing systems are
now being used increasingly by picture

editors to provide the same degree of

creative flexibility enjoyed by their
sound-conscious cousins, But, as filmy/
video editors develop their skill in
manipulating visual images, they might
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JUXTAPOSITIONS

find it very useful to see how the pic-
ture edits and transitions are playing
against even the most basic of
soundtracks.

Such creative power will mean an
erosion of the historically rigid lines
between picture and sound produc-
tion. After all, audio and video diverged
in the first place because 1-inch video-
tape just isn’t the medium on which to
perform multigenerational audio dub-
bing, and the format does not provide
sufficient capacity for complex audio
sweetening. As a result, time code-

interlocked multitrack became a vital
production tool, and led to a funda-
mental increase in audio quality and
creative sophistication.,

But digital is nothing if not demo-
cratic. The time code data that corre-
spondstothe subframe trigger mark for
a sound effects cue, for example, can
be accessed by both picture and sound
editors. Normally, the selection of the
appropriate sound cue will be leftto the
post-production crew who will access
this information downstream from the
picture editor. However, in these days
of cost-conscious productions, it hasn't
escaped the more astute directors and
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producers that an increasing amount of
these creative decisions might be made
casily during the editing process, and

lrhe way we
organize the various
recording, editing and
processing functions
will confinue fo undergo
a virtual revolution.

thatthe results of such selections can be
reviewed quickly and casily.

Where does this leave the post en-
gineer, who cannot begin much of the
creative audio sweetening process
without access to the time code num-
bers that comprise an EDL, or a time
coded workprint? In a somewhat pre-
carious position, [ would suggest, un-
less more pressure can be placed onthe
manufacturers of digital audio work-
stations to make sure they are designed
to be fully compatible with a wide
variety of EDL formats, in addition to
accommodating a selection of audio
storage and digital /O protocols.

The most important buzzword for
the next five years is going to be
connectivity: how information gets
into and out of the various components
that make up this new post-production
environment. [tis just not sufficient for
a workstation manufacturer to say,
“Yes, you can import CMX/Ampex/
Sony-format EDLs,” or*Sure, it canread
WORMs, DATs and magneto-optical
discs generated by (fill in the plattorm
of your choice).” These and other ca-
pabilities are going to be absolutely
essential in the coming generation of
workstations, simply because both post
facilities and their clients need to have
fully transparent exchange among dif-
ferent designs of sound file informa-
tion and the corresponding editing,
mixing and processing data.

Without thatability, clients will pass
on a facility's state-of-the-art technol-
ogy, simply because it might be locked




into a proprietary format, unable to
move the project as freely as clients
need to. Just as i's now taken for
granted that any major facility around
the world should be able to recover SR-
encoded, 2-inch mutltitrack tape, the
same compatibility will need to be of-
fered by magneto-optical and other
inload/archive formats.

However we might feel about such
priorities, audio is still viewed (pardon
the pun) as being supportive of the
visual image. Many directors would
welcome the opportunity to perform
some of these complementary func-
tions within a single editing/post-pro-
duction environment, if not on the
same hardware. Consider the creative
possibitities. Having performed a rough
cut of the visual elements (for “cut.”
read: “prepared a time code-based list
of start/stop points” for replaying im-
ages from the laserdiscs, worktapes or
data-compresssed files stored on hard,
optical disk), why wait to see how that
scene transition plays against a sound
effect of a car explosion, for example,
orthe music temp track? Simply calling
up an “Audio Conform/Edit” page or
screen from the picture-editing soft-
ware, or accessing the appropriate

D

a

THE BEGINNING OF A NEW GENERATION

ut o

hardware gateway on a LAN, would
allow these and other audio events to
be initiated from the picture editor’s

In the real world,
however, | wonder if
the coming workstation
revolution will be as
welcomed as some
expect,

working position.

Itcan be argued, of course, that pic-
ture editors have neither the training
nor inclination to perform complex
audio editing, mixing and processing
functions. Which, to a point, is true.
What that logic overlooks, however, is
that our industry is passing through

some fundamental changes, many of
which result from dramatic advances in
the technologies now being made
available to us.

To remain one step in front of the
competition—and head off any en-
croachments into our areas of exper-
tise—it makes sense for the presentand
upcoming generations of recording
and production engineers to stay well
informed of the current technologies,
including those that are affecting our
video-editing brethren. The worlds of
sound and picture are moving inexo-
rably closer, in terms of both the direc-
tor’s wishes and the merging of the
technologies used to perform the var-
ious production and post-production
processes. It behooves all of us to stay
on ourtoes, ready to take advantage of
the creative potential offered by the
coming generation of workstations and
digital editing systems. n

Drawing upon over 15 years of active
experience with all dimensions of pro-

JSessional audio on both sides of the At-

lantic, Mel Lambert now heads up
Media&EMarketing, a high-tech con-
sulting and marketing service for pro-
audio firms and facilities.

compressor
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SOUND
ASSEMBLY
FOR
“THE DOORS”

BY TOM KENNY

r ”
be Doors is not 4 , v ”»-
rock N’ roli movie. Let's start there. It's 2 B A A

a dramatic movie that contains more A \ - ' ’ ’
than two hours of music—Doors mu- ;

sic—as underscore, as score, as per-
formance, as narrative. Press reviews
have labeled it a film about excess or
afilm aboutthe '60s, and in many ways
it is. But Wylie Stateman, co-supervis-
ing sound editor, says it best: “It's the
1960s the wuy vou would want 10

Ie

Top left, Kilmer and Stone at the
mic. Below, a sound gathering at
Rothchild’s home. (L to R): Bruce
Botnick, Paul Rothchild, Tim
PHOTO ABOVE LEFT: DAVID GOGGIN

Claman. (Standing): Wylie OVERALL PHOTOGRAPHIC TEXTURE: MICHAEL (LEWELLYN
Stateman, Mike Minkler. OTHER PHOTOS: TRI-STAR PICTURES/SIDNEY BALDWIN
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remember them in 1990, which is in
full-blown stereo with vibrant energy.”

The Do is arock n'roll movie. [t's
about energy and passion. To the sotnd
team on 7he Doors, that passion was
translated into music, effects and dia
log tracks that breathed and punche
the spirit of the time period, 1967-1971
pivatal vears in the development of
rock 'n’ roll.

On a rainy night in Holbvwoaod, the
night betore The Doors opened
wor'dwide, a few kev members of the
sound crew assembled for a pos
mortem rap in Paul Rothehild's home
Rotachild, the original Doors producer

“The Doors” was the first feature
film to pass through Dub Stage 2
at Skywalker Souind South, the
new Lucasfilm post-production
facility in Santa Monica, Calif. The
final mix took place on the newly
installed Otari Premiere console.

and music supervisor on the film, was
joined by Bruce Batnick. original Doors
engmeer and music premix; prerecord
cenuineer on the film. Also, there was
Staterman. Mike Minkler, supenvising
re-recording mixer and co-supen
sound editor, and Tim Claman, digital
nusic sysiems supervisor and PostPro
wizard. Absent was Budd
Cuur, execurive music pro
ducer on the last five Oliver
stone films. who handled
administration and coordi-
n.ion.
“Aswithany OliverSione
filnm. it was a collaborative

One of the editing
rooms at Soundelux.
Pictured (I to r) Keith
Klawitter, Wylie
Stateman, Scott Gershin.

PHC1D: FRICIA MARTNEZ
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effort,” Rothehild says. “Everybody
makes suggestions into - everyboddy
else’s domain, and the good ones siick
and the bad ones go. Oliver needed
human interaction, sometimes from
8.000 people lin a crowd scene] and
sometimes from five people in a stu
dio.”

“This was a love groove.” says
Stateman, referring to the slogan that
was taped 1o the console throughout
post-production. “It was a labor far
bevond anvbody coming into a daily
job.”

T'he film itself is immense. Minkler,
who has mixed more than 200 films,
including five of the top ten 1
expensive films ever made, says, =T
was the most difficult film I've ever
mixed and the most enjovable film T've
cever mixed. There's so much going on
that vou can’t get it «ll in one shot. If
people want to examine this film and
watch it ten times, [ think thevlt be
pretty damn satisfied that we hitall the
marks.”

Sound crew collzboration began
early in pre-production when the deci
sion was made 1o record the live
footage to multitrack. That meant loca-

PHOTO COUR




tion recordist Tod Maitland (see sidebar)
could carry actors separately, wouldn't
have to mix, and could open up space
for ambience mics and onstage dialog.
It also meant a helt of a lot of racks in
the final mix.

“Musical biographies have been
done plenty of times in the past,”
Minkler says. *Everybody knows how
to doit. You have a prerecord, you do
a playback, and then guys go out there
and lip-sync.”

*And then you write this retrospec-
tive piece,” Stateman adds. *And that is
not this movie.”

Pre-production began with the
problem of how to handle the live
performance vocals: Should Val Kilmer,
the actor playing Jim Morrison, lip-
sync to Morrison's vocals, lip-sync to
his own prerecorded vocals, or sing
live on camera? This key decision
would determine the music track as-
sembly.

Kilmer, meanwhile. had sent Stone
a rough video demo of himself doing
Jim Morrison. Rothchild describes it as
“an actor in cheap wig, cheap make-
up, cheap camera, cheap lighting—
performing Jim Morrison—singing the
role.” Stone knew Kilmer could do
Morrison physically, that he had the
moves. So when Rothehild told him
that Kilmer was 80% of the way there
on the voice, and that he could bring
him up to 95%. Stone decided to test it.

Rothchild, Botnick and Kilmer went
into Botnick’s Hollywood studio, Digi-
tal Magnetics, to create new demos for
“Back Door Man™ and "Texas Radio &
the Big Beat.” One day Stone dropped
by with the surviving members of The
Doors. “T'll never forget this,” Rothchild
says. “We put up ‘Texas Radio,” and
about halfway through, John Densmore
[Doors drummer] turned to me and
said, *Is that Jim, or is that Val?’ And we
cheered.”

Stone still had to be convinced,
however. Rothchild and Botnick took
Nagra tapes of Kilmer lip-synching to
Morrison, himself and live, transferred
them to PCM-10610 digital 2-track, and
matched music and voice to picture,
They then transferred to mag and
locked to picture, stereo format. It
was a primitive way of doing it in
relation to the way it was actually done
lin the film],” Botnick says. “But the
technique was the same to the end.”

Stone immediately saw that you
couldn’t have the famous Morrison
vocal coming out of Kilmer's mouth
and still be convincing. So he opted for
live vocals, which was the choice all

along of the sound crew. Basically,
whenyou see Kilmer, you hear Kilmer.
Otherwise it's Morrison. The resem-
blance is uncanny. The music is all

original Doors, with a couple of brief

exeeptions.

Rothchild's task then was to fill
Kilmer in on the nuances and
idiosyncracies that made Morrison’s
vocals what they were. Inthat process,
he says, "An equal amount of time was
spent filling his cup with information
on Jim's personality and psyche and
motivations, so that when he hit the
stage as a singer/actor, he wouldn't
have to be relying so much on mimick-

ing Jim. as to digging inside of himself

for the essence of Jim.

“The musician synchronization in
this film is amazing,” Rothchild adds.
“The other three Doors actors had the
impossible task of learning by rote the
prerecorded work of The Doors, which
was anywhere from 20 to 25 years old.
Even The Doors couldn't resynchronize
themselves to it. Every single note had
to be learned because Oliver likes to
shoot in 360—you never know where
the camera is going to be. Each actor
had to be prepared to be playing the
tune perfectly at all times.”

Each of the actors had an instru-
ment coach, and each
was supplied with a

using a [TimeLine] Lynx synchronizer
and the house composite sync genera-
tor, we could resolve the 16-track. We
could provide playback in any magni-
tude of order, because we had a mono
composite mix. We had a separate
drum track mix. We had separate bass,
guitar, organ, Jim and Val.

“We would resolve the 16-track
onstage, and the code would be trans-
ferred and jam-synched to an Otari 24-
track with SR,” he continues. *That 2+4-
track had a print for every take of
cverything that was on the 16-track,
plus everything live that was recorded.
The analog 24-track was then resolved
and transferred to mag for dailies.”
Dailies were handled by the staft at
Soundelux, Stateman’s facility, doing
combine-mixdowns of six to eight
different selected takes. in sterco.

If a shoot was to be handled differ-
ently the next day, edits were done
overnight on the 3324. *On rare occa-
sions,” Rothchild remembers, “Oliver
would say, I want to throw out that
entire verse” in the middle of shooting.
At that point it was *Get out the blade,
cut the 16-track and pray.’”

*The Lynxes are smart enough that
they rode right through the edits,”
Botnick adds. *What helped that also

nightly “stringer” cas-
sette of the next day's
sequences. 1t was ba-
sically a Music Minus
One—nhis part on the
right, the mix on the
left. These were put
out daily, and had to
be re-edited according
to Stone's changes.

Months prior to
shooting. Rothchild
and Botnick Dbegan
designing a system for
music playback and track assembly.
They transferred the original Doors -t
track (first album) and 8-track masters
carefully onto a Sony PCM-3324 digital
24-track. Then 24-track analog SR dubs
were made with the same time code,
referenced at 60 Hz. Kilmer overdubs
and vocal comps were added for the
concert songs/scenes, before transfer-
ring back to 3324 for pre-production
and production editing.

For the set, Stone wanted to have
every playback option available at any
time, including the ability to use
Morrison’s or Kilmer's vocal track. It
occurred to us that we could use a
Fostex 16-track,” Botnick says, “and

PHOTO COURTESY OF TRI-STAR PICTURES

was the fact that since we were jam-
synching brand new code onto 24-
track, it was continuous code.” While
the resolution stayed constant, ditfer-
ent music appeared at the same time
code number for different days of the
shoot and different takes of the same
song. It was all lined up in post-
production.

For the live vocal sequences, it had
to be absolutely quiet on the set. There
was no playback on the stage, no
thundering rock 'n" roll for the audi-
ence. The actor/singers were set up
with an carwig system. plastic flesh-
colored inserts containing miniature,
high-energy drivers for foldback. Pre-
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recorded playbuack wassentto heltpack
receivers, cach with volume control.
“We had standard recording studio
carphone technology happening on
this huge shoot.” Rothchild says, “with
different foldback 1o cach performer.”

Kevboards and guitar were not
amplified, so keeping them quict was
no problem. Drums, however, had to
be specially constructed. The snare,
toms and kick were stuffed with foam
rubber, and Zildjian supplicd custom-
built cymbals with top and bottom
picces of hronze and compressed foam
in the middle,

To coverthe likelihood of the actor-

drummer playing a passage that wasn't
on the prerecorded track. cach of the
drums was set up with a piczo trans-
ducer. which triggered samples that
were recorded onto the 2-track. “We
could then sample John Densmore’s
toms and snare and come back with a
drum part that was plaved perfectly 1o
the eve,” Rothehild says. “Evenif it was
plaved badly. it would work in the
film.”

The audiences. meanwhile. had 1o
be loud and wild and crazy. but while
Kilmer was singing, they couldn’t be
fed music. Up until the camera roll, the
song would be cranked out 1o the

quote today!
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audience. Then when the seene started,
it was replaced by a 30Hz tone called
“Thumper.”™ Essentially, Thumper was
a hand-tapped click track Gapped into
the 33244 by Rothehild's son. Dan) that
was filtered out in post-production.
since the music plavback stopped just
as the cameras began rolling, location
recordist Tod Maitland was able 10
cpture some of the finest audience
tracks vou'll hear. In many cases. the
screams for ~Light My Fire™ and the like
are the screams from the actual shoot.
rather than ADR tlv-ins.

After the shooting was finished, all
of the music elements—prerecorded
vocals (Kilmer's and Morrison’s). pro-
duction vocals and the original Doors
tracks—were transferred D-1o-D from
the 33240 into a New England Digital
PostPro. Archived and unrefeased
material was loaded inas well. includ
ingouttakes fromthe tour that produced
the album Absolutely Live. The PostPro
was locked 1o a KEM fluthed. both
picture and music mag track. using the
same setup as the film editors.

Rothchild, Tim Claman and music
cditor Carl Kaller then worked with the
picture departiment. providing music
for the temp dubs and making edits to
fit sclected wkes. At the same time.
they were comping production vocals
that came in on Dolby SR 2-inch. and
synchronizing the actor musicians and
the voculs—Dhasically, assembling the
premis.

It was sort of like making a record
onthe live vocal performances that we
had 1o build.” Claman savs. "We were
collecting tiny little picces of words
and phrases from as many as two or
three dozen live takes from dailies, We
were constantly stretching and com-
pressing—very minute surgery 1o get
the synchronization to work. We were
ying 1o keep the energy of the live
performance. but picking the best per-
tormance o match it.”

“ITim} would ke every single edit
that we made, an instrument at a time,
and he'd move the edit point.” says
Rothchild. who made his first window
edit tmanually. with meticulous, jig-
saw=shuped splices) on The Doors”
firstalbum back in 1967, ~1Hc'd find the
cleanest, sweetest spot for every in-
strument in that edit.”

The music premix wis not without
its challenges. one of which was 10
sonically match the Kilmerand Morrison
vocals, often within the same song. ~In
the song “The End.” we originally had
Val's vocal from beginning 1o end.”
Rothehild explains, “The firstiwo verses
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Finest European HX-PRO Equip-
ment Lyrec/Studer/Tachos-90
THE BEST AT NO EXTRA COST!

*DMM VINYL
MASTERING
& PRESSING

DMM Quality - THE FINEST!

* GRAPHIC
DESIGN
& PRINTING

In-House Computer Design Dept.
Original Art, Layout, Typesetting,
Color Separations

o MIASTERING
STUDIO

CD Premastering, P-Q Encoding
Neve DTC Digital EQ & DRC,
Sony Editing, Format & Sampling
Rate Conversion

Call or FAX for our Brochure

EUROPADISK/LTD:
75 Varick Street, New York, NY 10013
= (212) 226-4401 FAX (212) 966-0456
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are outside and inside the cave. Then
atone point you go through the Indian’s
eye and...Bam! You're onstage at the
Whisky 4 Go Go with Val singing the

Jim part. I watched it three times and

said to Oliver, *This doesn’t work. If
we're not looking at Val singing, we
have to hear Jim.” It's the reverse of the
other problem.

“But now we have a curious prob-

tem,” he continues. “We have Jim's
famous vocal 20 seconds away from
Val's entrance onstage at the Whisky,
in the same song. Fortunately, Val's
performance is excellent. The original
recording had a Sunset Sound live
chamber on the take, so we couldn’t
take it off. We then had to match that
echo to convince you psychologically

—CONTINUED ON PAGE 39

~TheDoes” onLcai

An Interview with Production Sound Mixer

T oord Miaidclzazad

No novice to the world of film
sound, second-generation produc-
tion mixer Tod Maitland, C.A.S., has
over 40 pictures under his acetate
belt, perhaps half as boom man.
Last year he received his first Acad-
emy Award nomination, for Born on
the Founrth of July, his second gig tor
Oliver Stone, one of the most suc-
cesstul mainstream directors.
Maitland remembers his first
meeting in the late '80s with this
“crazy, intense director” as terrify-
ing, based mostly on second-hand
stories he had heard. Inthe end, the
job interview proved  straightfor-
ward—rone of my casier inter-
views"—and Maitland decided
Stone’s reputation was based largely
on the fact that the director works at
atever pitch, and expects top-notch
work from his
colleagues.
Maitand de-

by Nick Pasqguariello

scribes Stone’s philosophy of re-
cording “as live and as real as pos-
sible.” Stone, he says, was very
interested in what sounds his crew
could get for him (“cverything he
wanted”), not howthey were going
to get them.

The Doors took 13 weeks to
shoot (a moderate length by any
standard), used 27 of the legendary
band’s songs, and frequently took
on epic proportions in the shooting,
employing as it did from 4,000 to
10,000 extras in concert scenes.

Maitland's major mixer credits
include work with many top direc-
tors: Cape Fear(Scorsese), The Be-
lievers (Schlesinger), Racdio Days
(Allen); as boom man: Tootsie
(Pollack), Hennab and Her Sisters
(Allen), The Tempest (Mazursky) and
Gloria (Cassavetes).

Houw did you start the planning
process for recording the prodiic-
tion track for the Doors film?
Once it was decided to go with live
vocals, the pre-production team
came in and figured out how to do
it by coming up with an carwig
system. This was the only way to
give the actors what they needed
and not inhibit their performances.
The four band members had ear-
wigs: Val Kilmer played Jim Morrison
[vocalsl, Kyle MacLachlan played
Ray Manzarck [keyboard], Kevin
Dillon played John Densmore
[drumsl, and Frank Whaley played
Robby Krieger

-CONTINUED ON
PAGE 40



~ Automation Sys!rm makes it varlual'b/ lm‘slhlc to the
process.

But the most significant aspect of the DMR 12, as with
all DDA consoles, is the sheer transparency of its sound.
Audio purity that allaws every texture to achieve

meaningtul definition within the mix.
DD/\

Ewxclus vely d-smbuted by
Klark-Teknik Etectromics Inc
Tel (516 249-3660 Fax (516) 420 1863

- - e D D gy o T =

World Radio Histo! ‘




THE POSSIBILITIES

The Flex System from Rane: A Powerful New Approach to Modular Signal Processing

& lexability, no matter how you spell it,
means power. It's the power to meet
varied needs. To meet budgets with
optimum performance. To efficiently ac-

commodate system growth. Long into the future.

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

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

HIGH-POWERED COMPATIBILITY. Using
standard 3-pin, 14” or barrier strip connectors,
FLEX modules are directly compatible with
professional audio gear. And since they are remote
powered—via Rane's proposed power supply
standard—troublesome ground loops, hum and
agency approval problems are solved up front
by design.

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

.




ARE STAGGERING!

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

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

COST EFFECTIVE CAPABILI-
TIES. Modular flexibility. Un-
compromising performance. All
without a premium price. That's
the FLEX System manifesto.
There is no expensive main-
frame to buy; you only pay for
the functions you want, when
you want them.

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

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

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

Our HR compatible modules may
be compact, but they're stuffed with
more top-notch features than you
would have thought possible. For
example, the FMI 14 Mixer Input
module measures only 1.75" x
1057, yet it boasts a —128dB EIN
mic stage, switchable phantom
power, true 20dB pad, powerful
3-way EQ section, insert loop, two
source-selectable Aux sends and
balanced master channel outputs.
A single DIN cable, supplied with
each module, routes the Master and
Aux buses from unit to unit for quick
and clean hook-up.

FPM 44 PROGRAM MIXER
s

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

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

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

+15/-20dB boost/
cut, 2-octave down
to 1/apth-octave
bandwidth range
for notch capabili-
ty, and a full 10Hz-
20kHz frequency
sweep range for
unprecedented
flexibility.

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

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

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

THE 15 CRAFHK EQUAIZER

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

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

FLEX

MODULAR SIGNAL PROCESSORS

SCIIES
RANE

10802-47th Ave. W.

Everett, WA 98204
(206) 355-6000




—FROM PAGE 34, THE DOORS
that you're hearing the same person.”

“On the original Jim vocal,” Botnick
adds, “it was an EMT 140 chamber with
15 ips slap—167 milliseconds. [On the
film premix] we didn't have any EMTs,
but we had these Lexicon 480Ls. And
through fooling with EQ and adjusting
the delays, we got it pretty much the
same. It took a long time.”

“Butit was a very important point in
the film,” Rothchild cuts in. “At that
moment you sell the whole idea of
Val's voice.”

The PostPro was then taken into the
Cary Grant Theater on the Columbia
lot, where all the music was mixed to
three O-track mag dubbers with SR,
and back to the PostPro as well. “We
basically had a master on the PostPro,”
Botnick says. “Tt had three tracks of our
left-center-right, plus all the effects and
reverb. We didn't marry them to our
mix so that when it got to the dub stage,
Michael could adjust it.”

Claman was working completely
with first-generation elements. And
that’s what was delivered to the dub
stage at Skywalker Sound South for
Mike Minkler, Wylie Stateman and
Greg Landaker to mix. Botnick also
provided underscore 3-tracks, which
he converted from 2-track Doors origi-
nals using a Bedini Audio BASE proc-
essor. That way, Minkler had the op-
tion of lowering the vocal level when
dialog appears onscreen.

While the PostPro was the worksta-
tion of choice for the disk-based music
editing, any and all DAWSs were used
in the creation and manipulation of
effects.

“Every piece of the latest, most
sophisticated equipment was used on
this film and exploited for its greatest
attributes,” Stateman says. “For the
creation of transitional sounds and
musical supporting sounds that had to
be played along in tempo, we used the
WaveFrame AudioFrame. We used the
Synclavier 9600 for its abilities to se-
quence and task sounds out of RAM,
where you need tremendous list man-
agement. And we used it for sound
creation—camera flashes and some of
the wind gusts that spin us in and out
of sequences.

“And for developing the editorial
work on the crowd scenes, we used the
AMS AudioFile for its brute force,” he
continues. “Take a sound that’s going
to be repeated 750 times in one scene,
cut it, then take another sound to lay
over the top or to sweeten that parti-
cular effect with, run the list and spit it

out to a 2-inch machine, Dolby SR.”

Lexicon 480Ls were used for reverb
and echo. Many of the effects had to be
brought to their most mature point in
the cutting room, long before the final
mix. Sound editing was handled by
Scott Gershin, Jay Richardson and Lon
Bender at Soundelux.

The crowd scenes are memorable
in this film, largely because they're very
real. Sure, there is some sweetening to
add bulk, but the ambience and noise
Tod Maitland gathered on the sets was
used extensively in the final mix.

“After the c¢dits were final,” Minkler
says, “Wylic went into the 5-track
stereo recordings of these crowds,
which have a reflection of the vocal,
reflection of the music, but mostly
crowds. They had great balance be-
tween them. We used them for ambi-
ence on the music as well. So when
you see people in the audience, you
feel them completely around you in
5-channel configuration—three in the
front and two surround. You are in the
middle of this concert.”

Dialog editing took place at
Soundelux and involved more than
2,000 hours of work. “There are lots of
words in this picture,” Minkler says.
“We were up to 70 or 80 channels of
dialog per reel, instead of the conven-
tional five, six, seven or eight.”

ADR wuas handled at Skywalker
Sound South’s “Bundy™ annex (for-
merly Lion’s Gate), while Gregg Orloff
supervised the Foley mix from the new
pit at the main facility.

True post-production began  at
Skywalker Sound South (Santa Monica,
Calif.) in mid-December on the newty
installed Otari Premiere console in
Dub Stage 1. It was the first feature film
to pass through the facility, which
opened last October. IUs a THX moni-
toring environment, though KRK
monitors were brought in as refer-
ences, as they were used throughout
the project.

“"We had two objectives [in the re-
recording],” Minkler says. "One was to
supplement the reality, and the other
was to enhance the non-reality and telt
astory with it. The reality part has to be
good and accurate and dramatic and fit
in 50 you believe it. The other stuft is
a lot of guesswork.

“During ‘The End’ for instance, the
guys are all on acid and doing their
thing, and we started introducing tons
of sounds,” he continues. “Paul started
freaking out."What are you doing to
my music?’ Well, it was a palette. We
came in with everything, and then

e ht Dolby

“Henry Kloss broug! )
sound, CrO, cassctiz tape,

“projection television

: the
decades: Acustic Rescarch in
1950's, KLH in the 505, and
Advent in the T0s. X

Now he's ot it aguin at  Carv
bridge SoundWorks, ssling di
rect to the pablic. ™

Audio Catalog

A;eaclfembrid e SoundWorksdwe manufacture
speakers and music systems designed by H
Kloss (founder of AR, KLH & Advent), ar?éf weer;dlry
them from our factory in Newton, Mass. We also
sell selected audio compenents from brands like
Philips, Pioneer and Denan. Because we il fac-
tory-direct, you can save hundreds of dollars on
componentsand systems. We sell nothing but “the
I% stuft.” Our knowledgeable audio experts will
elp you make the right choiees, without being
pashy. And you can call toll-free for advice or
*hook-up help” 365 days a year - even halidays.
This is the simplest way 0 get the right deal on
stereo components...and thete's virtually no risk.
* Call toll-free for factory-direct savings.
* Audio Experts will answer all your
questions, before and after you buy.
* 30-day money-back satisfaction guarantee.

New From Henry Kloss-Ensemble 11
Subwoofer-Satellite Speaker System

A new, very aTordzbie,
single-subwoofer
vers.on of the system
Audip magazine sai
“may be the best value
in the world.”

WWity

oy

3399 ;
TS e

1-800-AKA-HIFI'

24 hours a day, 365 days a year (800-252-4434)

SOUNDWORKS

154 Califorma St., Suite 210MY, Newton N A 02158
* In Canada call 1-800-525-4434. Fax: 617-332-9229
Outsie U.S. or Canada 617-332-59.36
©1991 Cambridze SoundiVcrks ®Ensmble is a 1ed gademark of
Cambridge SundWorks. AR & Advent are wdemarks of Intemanonal Jensen, Irc
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Discover The Secret
Of The Pyramids.

We've discovered a new acoustical
foam that outperforms any we ve
ever seen (or ever sold).

AZONIC Acoustical Foam.
The secret is in its unique pyrarmid
design.

Performance. AZONIC Pyramids
have a superior ability to absorb
low-end ambient noise. No other
product can compare.

Pattern. AZONIC Pysarrids uni-
form pattern means easy matching
for an attractive instalatior.. Other
products require random matching.
Packaging. All AZONIC products
are UPS shippable. Others aren't.

Alpha Audio has discoversd the
secret of the pyramids. And we're
impressed. That's why we now offer
AZONIC Acoustical Foams to our
customers. Call us. We'll gladly send
you a brochure and a free sample.

Call 1-800-782-5742.
Acoustical Solutions, Inc.

Licenser AlphaAudin A

Acoustics

started weeding and wading and play-
ing.”

On the dub stage. the three-man re
recording team basically had the 6-
track mag reels, the production analog
SR 24-track. a Synclavier and an
AudioFrame. They continued to seck
and receive input fromtheir colleagues.
“It was literally like building o house
with five or six or cight people all
giving input on how that house should
look.™ Minkler says.

“There are nine people talking in a
scene and vou have 1o hear every
word.” he continues, “And Paul wants
to hear every lyric. And somebody else
wants to hear every note of the bass.
And somebody else wants to hear the
guy talking in the background. We
ended up where evervbody was com-
pletely happy with the outcome. but,
oh Manny. it made me old!”

The film was released in all major
formats, with selected Cinema Digital
Sound [see i September 1990] prints
sent throughout the country. All were
done at Skywalker. as were the trans-
fers o optical.

“There's a lot of pictures and a lovof
vears at this table here tonight.” Minkler
says in summation. “We've all done
gigantic projects as well as small ones,
but certainly none of them have come
up to this. Every foot of this film was
rough. From dealing with the music on
a file, dealing with the creativity of
blending the dialog, effects and music
gether, premixing sound  effects.
Every single frame of every liule ele-
ment was so - difficull, because we
pushed ourselves, That was the spirit
of this film.”

“This film is 2 lot like this house.”
Rothchild adds. ~This house is a state-
of-the-art machine in an antique fa
cade. The filmisatechnological break-
through. 2emonster of energy. and you
can’t see the wires.” n

Tom Kenny is an associate editor at
Mix.

FROM PAGE 3 1. TOD MAITLAND
[guitar]. [The centerpicce of the car-
wigs consisted of the elements out of
sony MDR E 184 carphones.|

The pre-production planning team
consisted  of Mike Minkler: Wylie
Stateman: myself: Paul Rothehild: Keith
Klawiner. 24-rack engineer: Bud Carr,
executive music producer. who does
music supervising for all of Oliver's
movics: T, Omara. my boom man—
my cves and cars of what is going on



150 major North American studios
In the past 10 years have invested
in Mitsubishi digital.

and long-term storage of
What C()Uld yojr |valgt;jatble m;ste?tapes.
t}le haVe been The mechanical
th.ln.klng Ofp durability—solid die-cast

deck, wear-resistant ferrite

head assembly—and the
long-term reliability of both the

Well, for starters . . .

The powerful error-

, multichannel and 2-channel
correction system of the PD

PD format recorders.
format that offers the most
NEW X-86E Editing and Master Recorder, for razor
complete protection against The sound of the X-880 cut-and-splice editing. Newly enhanced cueing system
. . for greatly improved cueing by hand.
dropouts and burst errors of and the X-86 Series, which

any digital recorder, insurin many judge as the best of
ny dgrarr unng Y9 150 studios, over 300

accurate playback everytime any digital muttichannel or
recorders and more than 10

2-channel available.
years after the first PD format

And the backing of Neve recorder was installed, and
24-hour service and technical the Mitsubishi muttichannels
support. and 2-channels are still the

most admired digital

recorders around...
Just a friendly reminder.

Flexible financing

available. Call us.

X880 32-chamnel, now with Apogee 944 Series digital X86HS 2-channd Master Recorder, with a sampling
audio filter modules standard, rate of 96kHz (as well as 88.2/48/44. IkHz.)

Exclusive North American Distributors of
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. A&V DIGITAL PRO AUDIO
A Siemens Company
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Gate of the Art.

The Symetrix 564E
Quad Expander/Gate:
So advanced, you can

play it by ear.
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Fax 206283+5504

4211 24th Avenue West, Seattle WA 98199 USA
Toll Free 800-288+8855 Tel 206+282+2555

OUt in the real world, sonic chaos tends
to be the order of the day. Drum mics
leak. Location tapes of intimate dialog
get drenched in ambience. Stage noise
bleeds into backup vocal mics.

Some of these problems respond
better to gates, others to expanders.
But which one do you use? The new
564E Expander/Gate is the first signal
processor that lets you play it by ear.
Its unique Gate/Expander control gives
you a seamless transition between
Gate Ranges and Expander Ratios.
Now you can hear your choices before
you have to make them.

Whether you pick Gate or Expander
mode, the 564E's integral high and
low-pass filters deliver foolproof
frequency-conscious control with “Key
Listen.” Six Gain Reduction LEDs for
each channel let you monitor the
operation of the precision
Class A/B VCA's.

Everyone knows digital makes tough
demands. The Symetrix 564E stands up
to them with uncompromising transient
accuracy and unrestricted dynamic
range. Specially developed sensors
track audio signals down to 20 Hz,
locate the first zero crossing and open
the gate in under 50 microseconds.
Rigorous circuit design, incorporating a
toroidal transformer, minimizes both
electric and acoustic noise so the 564E fits
into the quietest control rooms.

The 564E is equally at home on the
road, thanks to its rugged steel chassis,
industrial-grade PC boards and wide
input voltage power supply. The XLR
connectors accept balanced or
unbalanced line level signals, so your
lines will never be left hanging.

Looking for faster, smarter, cleaner
gates? Ask your Symetrix dealer to
demo the new 564E Quad Expander/
Gate. Once you hear it in action, picking
your next gate should be an open and
shut case.



at camera; and one rep from A-1
Audio, Connie Fernstrom, in charge of
all of the canvig mixes.

During six weeks of meetings we
worked out these systems: earwigs,
speakers, 24-track, how to break down
the playback—what we'd be needing
to send to cach person. how o break
down the mixes for everybody. what
Oliver needed, what we needed for
dailies, how to get Val's live vocals, the
drum triggers, and recording all of the
live concert sound.

One good thing Oliver and Alex Ho
[co-producer] do is keep their crews
together—this is our third movie to-
gether. Normally, the production sound
mixer never talks to the sound editors
or post-production sound mixer, but
we talk constantly—from way before
the movie starts through production
and well into post-production. That
helped usalotinthe preparation of the
movie,

Would you describe bow you worked
on the set?

During any dialog scenes and during
the concent filming, 1 was basically
coordinating all the dialog recording,.
All of the dialog went through my
mixing board. from which 1 would
send it 1o the 2+4-track production
master. [ would also get feedback from
the 24-track and send that out to Oliver
and send it out to people who needed
to hear things that went on,

Everything went onto the 24-track.
We were using two mixing boards. 1
would mix the dialog that went to the
Le Mobile 24-track, and Val’s live sing-
ing would go through me and then o
the truck. We used Neve preamps
beforehand, so everything was totally
clean.

We only used the 24-track while we
were shooting the live performance
concert scenes on about 12 locations.
The other times—when we were
shooting as if it were a normal movie
and nota musical—we would shoot 2-
track stereo with Dolby SR.

We recorded Val live on the 24-
track and we had ambicnce micro-
phones set up all over the venues.

Also on the 24-track were the live
instruments—guitar, keyboard and the
keybouard bass; Val's prerecorded
playback, and anywhere from four to
six ambience microphones that were
strategically  placed throughout the
audience. This is one of the ways we
got some of the best audience tracks
you'll ever hear.

CCONTINUED ON PAGE 51

SPARS

Society of Professional Audio Recording Services

Announces...
V¥ The Third Annual V¥

DIGITAL AUDIO
WORKSTATION
SHOOTOUT

May 18 - 19, 1991
Penta Hotel, Orlando, Florida

IT ONLY HAPPENS ONCE A YEAR — major manufacturers of
digital audio workstations face-off for a technical
shoot-off under the auspices of the Society of Profes-
sional Audio Recording Services.

A THE SPARS SHoortour is the only way to compare
existing models feature-for-feature, claim-for-claim.

A IT’s THE oNLY way to A/B their sound quality and
question manufacturers in the industry’s largest gather-
ing of sophisticated recording pro’s.

Register today!
Non-SPARS members (before May 4)................. $195
Non-SPARS members (after May 4).................. $250
SPARS members (before May 4)......c.c...cceoooeei. $150
SPARS members (after May 4)........cccceeeennnnnnnnn. $175

Make your check payable to SPARS and send it to:
SPARS, 4300 10th Avenue North, Lake Worth, Florida 33461.

A For MORE INFORMATION about the event and travel and
hotel accommodations contact: Shirley Kaye, Executive
Director, SPARS: 407-641-6648
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hirty years ago, the well-
cquipped engineer's signal processing
arsenal might consist of some simple
cqualizers, a tube compressor or two,
and perhaps an acoustic chamber for
reverb, Anythingelse had to come from
the engineer’s bag of tricks, such as
tape “slap” delay or the tried-and-true
“finger on the tpe reel” for flanging.
Today you can buy some digital
wonderbox that will perform just about
any studio cffect (or several effects
simultancously), but there’s still no
substitute for ingenuity on the part of
the operator to come up with some
new creative sounds. We checked in
with engineers from a selection of
studios in the Northeast and asked
them to divulge a few of their signal
processing secrets.,

John Goldberger, engineer
Skyline Studios, NYC

“ljust completed work on Ric Ocasek’s
fformer leader of The Carsl new record.
I've been doing a lot of things like
running multiple signal processors in
series, and putting panning effects and
acouple of othereffects in a series. I've
heen getting into a lot of interesting
harmonization effects recently. For in-
stance, if you have a synth track that's
kind of dull and has no top end, you
can get some top end by adding an
octave harmonizer and some reverb on
the output of that effect. You get this
bright reverb on a warm synth sound.

BY THE MIX STAFF
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Luse a couple of different things for this:
The AMS DMX s pretty smooth, and
sometimes | use the [Eventidel H3000.
Some signals it works great on, other
signals it doesn’t. Itdepends entirely on
the harmonic content.

“If Thave aboring mono synth pad,”
he adds, “T'll try to come up with
something new to make it interesting
stereo, I mightdo something as simple
as use the [ADR] Pan-Scan on the
flanger, where you take the pad and
multit so one output goesto the tlanger
and the other goes to one side of the
Pan-Scan so the flanger starts sweeping
across. Its a nice effect. Simple things
like that can go a long way.”

Gary Chester, chief engineer
The Edison, NYC

About 80% ofthe work coming through
The Edison involves commercial TV,
though Silence ofthe Lambs was mixed
there and Carl Perkins will have come
in by the time you read this. The facility
handles a lot of kids™ cereal commer-
cials for Saturday morning cartoons,
and, surprisingly, the spots are heavily
orchestrated and use very few out-
board effects. Thirty players for a Co-
coa Putts commercial?

“One of the tricks thatseems to work
for television,” Chester says, “is you
close the bandwidth up on the in-
struments so they can all be heard. If
you put all these instruments on top of
cach other, you have overlap. You end
up cutting back on the overtap through
equalizing, so that by itself the instru-
ment might not sound as good as it
could, butinside the overall ensemble
you hear the instruments and they
come through. Then you can cffect
them better—you know, echo, delay
and stuff like that. T guess it's like
shelving, how you shelve the whole
orchestra the way the orchestrator ar-
ranged it.”

Chris Gately,

independent engineer

Chestnut Sound, Philadelphia
Chris Gately owns a collection of out-
bourd gear—Lexicon 22:4s, LXP-1s,

nal Processing Yecrefs

LXP-3s, two dbx racks full of gates,
compressors, EQs, 2 couple of Compex
limiters—but if there's one picce he will
always bring to a session, it's the ADR
Vocal Stresser., “IU's not just a gate and
compressor and peak limiter, like the
Compex,” he says, “but it's got the
equalizer that can be switched in the
sidechain, which makes it real handy
if you want to get into selective com-
pression—de-essing and that kind of
stuff. The EQ section sounds good,
really broadband, and you don’t get
much phase shift.”

Wanta compression tip? Gately was
working on a song with a lot of drum
machine tracks. The client wanted to
insert some randomness in the mo-
notonous ride cymbal part by having
Gately move the fader up and down
every time they passed the tape. Gately
tigured there must be a simpler way.

“There was a tuner in the studio, so
I tuned 1o a locat talk radio station,™ he
says. “That would be a kind of on/off
thing, usually compressed at one level.
The voice is on or oft, totally random,
nothing to do with the song. I plugged
that into the detector on a compressor,
and had a compressor across the cym-
bal, going up and down randomly. It
sounded much more human following
a voice that had nothing to do with the
mix. The client got into it.”

Mike Tarsia, chief engineer/GM
Sigma Sound, Philadelphia
Tarsia received a personal education in
R&B mixing from his father, Joe Tarsia,
who is known for his work with
Chubby Checker and Bobby Rydell.
These days, whenever Patti LaBelle,
Vanessa Williams or The (O)ays record
in Philadelphia, chancesare they work
with the junior Tarsia.

“When I first started enginecering, |
thought the more pieces of gear Lused,
the better the mix. I've been engineer-
ing ten years now, and 1 think /ess is
better,” Tarsia comments. “But one
thing you can't live without is a short
room program to make direct signals
sound more natural. Fuse the Lexicon
480 or a vintage 224 to tighten every-
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thing up. The original 224 has a nice,
fat, gritty room sound, while the 480
has a cleaner. small room sound. De-
pending on the aura I'm trying to
create, I switch between the two.

I think compression gets over-
done,” he continues. “For R&B music,
compression is a sin, because you wiant
the airiness, Ambience and dynamics
are a big part of R&B. You should be
able to pull in the reins of your mix
without compression.”

John Reynolds, engineer
Powerhouse Studios,
Washington, D.C.

“Wejust finished a commercial for gun
control here,” Reynolds says, “and it
opens with a semi-automatic rifle firing,
I put that through an Eventide Ultra-
Harmonizer and used a patch called
Pitch Quantize. The producer wanted
a high-end, a midrange and low-end
version of the same sound. So we took
the gunshot, which was a fairly high-
end sound, dropped it down a sixth,
then an octave, and then delayed each
one a microsecond-—about two frames
in cach case—and it gave it a big,
powerful sound. This was a spot with
Jim Brady [Reagan’s former press
secretary, who was nearly killed in an
assassination attempt on the President
many years agol, and he really wanted
to catch the public's attention audibly
with a big, very noticeable, gunshot
sound. T think it worked.”

Joe Cuneo, engineer

Downtown Recorders, Boston
“We just finished with a remix for K-9
Posse for Arista.” Cuneo says, “and we
had a whole pile of signal processing
going because of the nature of what we
were doing—we re-did the whole
picce. One of my favorite picces to use
in that situation is the TC 2290: in one
instance, I selected a random auto-
panning patch. We wanted a slight bit
of flanging on it. We ran several per-
cussive things through that, and it gave
areal nice space and sort of a wildness
tothe mix, which was very effective for
creating a dance feel.

“Things are usually pretty wide
open ondance mixes, so it gives usthe
chance to try a lot of different things.
Most of what you're doing is somehow
adding to the rhythm of the piece, but
with delay lines and careful use of re-
verb and reverb times, you can create
all sorts of nice spaces. T try to get as
much stereo action as possible, par-
ticularly with drum machines. It
gives them a little more life. For in-
stance. in this mix we had some of the
older drum machines going—Roland
808 and 909—but the sounds are a little
sterile on their own, So T would do
things like put a litde flange on a hi-hat
sound to give a curve to it.”

Tom Soares, engineer
Normandy Sound, Warren, R.L
Soares is probably best known for his

through a Roger Mayer noise gate,
Then 'l gate the vocal off, so thatit only
opens up when the singer really sings
loudly. Then 'l return that to the board
and add a litde EMT plate to the voice,

“Ilike to use the TC delay for guitar
solos,” Souares continues. “On rock
stuff, in particular, it gives that long. out-
of-phase delay. The echo sounds like
it's coming from behind your head. It's
acool effecton headphones. and guitar
players really like it.”

Todd Lockwood,

owner/chief engineer

White Crow Audio,

Burlington, Vit.

Todd Lockwood has been seeing a bit
more radio production work come
through White Crow to supplement the
base of music recording and televison

When | first started engineering, | thought the

more pieces of gear | used, the bette
Now | think fess is better.”

work with New Kids on the Block, but
that's hardly the extent of his work at
Normandy. He is also involved in
projects for producer Tom Kendzia,
Boston's Pale Nephews and New York
City’"s Urban Bhight.

For New Kids on the Block. Soares
used “a lot of AMS stuff, a lot of EMT
plate stuff, With their music, it's kind of
obvious when there's processing. In
other words, when you putanecho on
one of theirvoices, their producer likes
to hearit—he’s notinto subtleties at all.

“On very dynamic vocals,” Soares
adds, “ike to take the vocatand throw
it through a PCM42 delay. and on the
way back to the board T bring it

the mix.
— Mike Tarsia

spots. Besides making heavy use of a
rack of Summit tube limiters and Tube-
Tech EQs, Lockwood keeps some less-
typical units on hand. One is the Stu-
dio Technologies AN2 stereo simula-
tor, “a single-rackspace unit that takes
amono signal, stereo-izes it, and makes
it interesting,” he says. “It's mono-
compatible, and occasionally I'll use it
onavoice track ora solo harmonica to
make it sound like it has three di-
mensions.”

Lockwood also uses the AN2 ifhe's
short on tracks and would like to record
in stereo, or in those situations where
it's more desirable to geta mono signal
and use the stereo synthesis later on for
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spread—"particularly on synthesizers,
hecause the phasing information that
can come out of asynth can be brutal.”

Mono-compatibility is crucial and
often overlooked, Lockwood fecels.
“Sometimes when 'm watching a pro-
gram on TV.” he says, “suddenly the
sound sounds as if its coming down a
garden hose. And Tknow exactly what
itis. It's somebody using a DDLto cre-
ate this spatial feeling, which probably
worked great in stereo in the film
mixing studio, but the minute it gets
played in mono, it sounds just like the
garden hose effect. That's one of the
reasons | feel comfortable with the ST
unit. All the subtle comb-filter effects
are symmetrical between left and right,
so when you add them back together
it cancels itself out in mono. You're
right back where you started.”

Istvan Leelossy,
engineer/producer

City Lights, Farmingdale, N.J.
Recently, Leclossy has been working
with Jack Douglas (former producer of
Acrosmith and John Lennon) and co-
producing with City Lights co-owner
Guy Danicl. "Most of the time T don't
use any [signal processing].” he says,

“but whenldo, Twill set up anintricate
chain of gear. Forexample, I will create
my own de-esser with some limiter or
EQ on the sidechain.

“I'm quite happy with the Orban
parametric EQs on snare drums and
lead vocals,” Leelossy continues. “Talso
do a lot with the BBE 822 on back-
ground vocals. The BBE makes the
signal brighter, but it also increases
separation and transparency.

“If T wantto compress something, ll
split the program over two modules.
Then I compress one side fairly heavy,
and I mix that with the uncompressed
original sound. I like compression, yet
Fwantto have the transients and peaks,
soTadd some of the compressed sound
to the original signal and that gives me
the power 1 like.”

John Kayne, chief engineer

321 Studios, NYC

When he's not redesigning the mix
room at 321 Studios, chief engineer

John Kayne primarily engineersrock 'n’

roll album projects. Among his favor-
ite picces of outhoard gearare the older
Eventide flangers and phasers.

1 like to print extra effects tracks
with guitar using the phaserand/orthe

flanger through an AMS delay to set
them off a little bit. The AMS gives you
the silkiness, and then you get some of
the wild stuft that the older flangers do,
like with the envelope follower. We
use the Sony 48-track here, so we
usually have the extra tracks. T did that
on a recent project with a group called
Nude Swirl, to get a real heavy, thick
tone. Whent gotthe tape it wasa remix,
and it had only two guitar tracks on it.
I was able to make it sound like 16.”

Dwayne Sumal, independent
Power Play,
Long Island City, N.Y.
Before going freelance., Dwayne Sumal
worked as a staff engineer at Power
Play, where he still works about 70°% of
the time. Te's part of a production team
that has been together a long time.
Sumal says, “Tfind the longer you work
with a team the more you work in
tune.” They are currently doing a com-
pilation album for a brand new record
label. =1 primarily do hip hop and
reggae—7Ziggy Marley, things like that.
“As far as reverbs go, my favorite
outboard gear is the Lexicon 224, Talso
like the 480, but there are certain
patchesinthe 224 that Treally like. Tlike

Now it's easy to turn your tunes from
tape into CD. Optical Media's CD Express
service is now offering lower prices and
faster turn-around times for getting 1 to
10.000 CDs. And by using our
incredible new direct DAT to CD
technology. you can get 1 to 10
reference discs in 48 hours.

Aiso. if you're using Sound Tools by
Digidesign. you can save even more by

using the special CD prep feature of the
new Master List program. Call CD Express
at Optical Media for more information.

COMPACT

DIGITAL AUDID

OPTICAL MEDIA INTERNATIONAL
485 ALBERTO WAY, SUITE 115,10S GATOS, CALIFORNIA 95032 USA

PH 408 3954332 800.DISC.OMI FAX 408 3956544




THE WORLD’S FIRST
MASTER SYSTEM CONTROLLER

A STEREO

STEREO/COMPRESSOR/LIMITER/DE-ESSER/EXCITER/EXPANDER/GATE

COMPRESSOR,

NOISE GATE, *

MDS

EXPANDER,
DE-ESSER,
EXCITER,

PEAK LIMITER,
CLIPPER

¢ Dynamies sensitive gating control

e Unequa’ed audio performance

o Individual isolated processing circuits

e 21 LED 3Jain control metering

¢ Switchaole input and output metering

¢ Balanced XLR inputs/outputs

¢ Tip/ring/sleeve balanced inputs/outputs
e Limiter link/voltage control jack

¢ Stereo auto-detect circuit
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The MDGC 2001 is a revolutionary new product |
that can improve performance in any audio ‘
application in which it is used.

In live sound, the compressor can smoothly and
transparently control the musical dynamics. The
gate and expander can totally eliminate stage
noise, gate off microphones for higher gain
before feedback, and eliminate drum and amp
bleed. The de-esser will knock out excessive
sibilance orotecting your drivers and balancing
the material. The all new exciter circuit brings out
the upper harmonics for sparkling clarity, even at
high volumes. The final peak limiter can be set to
the maximum input voltage of the amps to
prevent your system from ever being averdriven.

In the studio, the MDC can smooth oct the
dynamics of voices and instruments, eliminate
background noise for much cleaner recordings
and remove harsh “s” sounds before they
saturate the tape. It can also add back in all the
natural harmonic brilliance that is lost for
recordings with crystal clarity. The peak limiter
will prevent the tape from overloading and is
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e Switchable Jetector 0op

o Stereo gate key input

¢ Full stereo processing

e Threshold activation LEDs for all functions

e Parasweep ntegrated controls simplify
operation

e Actual output monitaring limiting circuit

¢ Unsurpassed audio specifications
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essential in digital mastering. And because the
MDC is fully stereo, all the left/right balance
stays intact.

In churches theaters and “ixed installations, the
MDC is the one piece of g=ar that will provide
level protection, noise gating, de-essing, signal
enhancement and dynamic control in full stereo
in a single rack space. All ‘unctions are indepen-
dently controllable and may be taken out of the
chain if desired. Ducking, xeying, and linking
jacks are provided, and the audio performance of
each individiual processing circuit is world class.

THE SOUND OF PERFECTION

APPLIED RESEARCH & TECHNOLOGY, INC., 215 Tremont Street. Rochester. NY 14608, (716) 236-2720 Telex: 4949793 ARTROC, FAX (716) 436-3942
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the PCM70 and the 42 delays, too. Talso
use the AMS DMX 15-808 in conjunc-
tion with reverb as part of a room
sound: F'spread the delay hard left and
right with a slight delay...one side up
and one side down a litte.”

Bill Higley, engineer

Sound Tracks, NYC

As an engineer who specializes in
audio-for-video and radio production,
Higley doesn'toften have the option to
take the time to play with outhoard
effects. His joh is to get it done quickly.
“Right now we're using a ScreenSound
workstation to put together four radio
spots for the local Boston market. We
also have a New England Digital
PostPro.

*I use a Lexicon 300, a Yamaha
SPX1000, along with some BSS com-
pressor/de-esser units and Neve
cqualizers. [use them in conventional
ways. I wish I had more of a chance to
be creative with this gear, but it’s diffi-
cult given the nature of what [ do.”

Alex Perialas, engineer

Pyramid Sound, Ithaca, N.Y.
“Actually, on a recent project 1 tried to
aroid using alot of signal processing,”

Perialas says. “The band [ was working
with was called Wrathchild America;
they're a Baltimore group and one of
the bestlive bands T've seenanywhere.
I wanted to give the music a live feel,
but I didn’t want to use a lot of delays.
After we recorded the basic tracks here,
1 wentdownto Hit Factory lin NYCl for
mixing. They have a great live room, so
what [ did was sort of a foldback
concept, primarily on the drum tracks.
1didn't print any effects totape; instead,
I'wanted to get the sound of the room
for a natural reverb. I saturated the
room with sound [from the studio’s
huge EVloudspeakersland miked that.
It was a virtual situation—we brought
it back through the console in the
mix—so in a sense it was a better
generation than the tape itself, because
it only went to the 2-track. And it
sounded really good.”

Peter Denenberg, engineer
Acme Recording Studios,
Mamaroneck, N.Y.

Denenberg handles a variety of rock
projects, such as the Spin Doctors for
Epic, as well as jazz albums on multi-
track and live-to-2-track. *I'm still not
impressed with digital,” he says. 1

prefer analog with Dolby SR.”

One of his favorite units is the
Eventide H3000. “It's fun to use the
sampling module to throw backward
guitar  chords onto  tape—without
having to turn the multitrack tape over.
Also, we try to capture a lot of bands
live, soif we have a good take with just
one clam chord, we'll just pick that
chord out from somewhere else in the
picce and fly it back in with the sam-
pler.

“We've used old MXR DDLs as fuzz
boxes by running the signal way too
hot into them, and then running the
output into the mic in of a cassette deck.
By gating and compressing it, you can
make some real Hendrix-like sustained
guitar sounds. Eventually, it gets so
dirty that it sounds clean—like a
bowed, distortion guitar.,

“It took me a long time to figure out
how to elongate tambourine sounds
that are played along with snare drum
backbeats. 1 have good luck with the
UREI 1176 limiters by sort of removing
the attack and setting up the release
time so that it follows up the decay of
the tambourine. The effectis almost as
though you're riding the fader up on
cach tambourine hit.” ]

Shop where the pros do...Factory direct.

Carvin's MX88 series is the choice of pros for /s

8 track mixing.

“Recording basic tracks, overdubbing sessions

and final mixdowns are all handled with
ease...a great deal of signal flow logic has
been used in laying out the front of th
console...usually recording/PA

machines don't exhibit the kinds

of signal-to-noise and distortion

figures that I measured for

this console.”

—Len Feldman

MX 88 test review.

AVAILABLE BY “MAIL ORDER" AND AT OUR
ESCONDIDO & HOLLYWOOD SHOWROOMS

Call Toll Free or write for your FREE catalog
featuring pro sound gear, speakers, guitars, basses,
amplifiers and guitar parts at Factory Direct prices

Address
City

Send to: Carvin, MX-40, 1155 lndustrial Ave., Escondido, CA 92029

Hollywood Showroom: 7414 Sunset Bivd, (213) 851-4200
Canan products ars avaible DIRECT only. Outsida the USA: See your dealer
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External Power Supply Included

MX1688 16 cn / MX2488 24 cn

CALL FOR LOW PRICES!
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Some day;, they’ll build
four discrete
digital processors
into a single rack space.

They did. Thoserelentlessly
inventive engineers at ZOOM
figured out how to build four
completely discrete digital
signal processors with pro-
fessional studio sounds into an
unbelievably compact single
rack space.

The 9010°s revolutionary
microchip circuitry and four-
way reroutable architecture
gives you four totally indepen-
dent configurations for the
widest possible range of appli-
cations.

No matter what configuration
you select, the 9010 features

A
|
A

PROB PRATCH SELECT
F] MUT CRACKER 1

stunning 16-tit, 44.1 kHz digital
clarity and dynamic range
greater than 90 dB.

You can get great individual
effects. Or multiple effects com-
binations. It even has four iso-
lated multi-effects channels for
home recording. And configura-
tions that let you use up to
seven effects at once.

Effect programs include Digi-
tal Reverb, Chorus, Delay, Pitch
Shift, Compression, Phasing
and more. The 9010’s oversized
memory holds up to 60 factory
presets and 30 customized user
patches. Programs and routings

y
A

y
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can be quickly updated via ROM
cards.

Best of all, the 9010 is really
easy to use. Its super friendly
interface features “quick func-
tion” control for instant access
to parameters and programs.
MIDI control change data can be
used to adjust program parame-
tersin real time.

Asusual, ZOOM thought of
everything. The only question is
whether or not the rest of the
world is ready to ZOOM forward
with the new 9010.

Catch usif you can.
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385 Oyster Point Blvd., Suite #7, South San Francisco, CA 94080




FROM THE MAKERS OF MOZART

EVELSy rCLASSIC SOUND PROVEN

Cne Meter per AMEK's 4-band fully-parametric AMEK/ Steinberg SUPERTRUE autcmation — Faders, Mutes and
input channel equalizer with swept pass filters. 7 Channel Switches automated in real time or off-line with full SMPTE
with Stereo This is the equalizer which and MIDI interface. Compatible ither way with AMEK MOZART mix
VUs give established AMEK's envied information, generated from qj »

comprehensive, reputation for audio MOZART installation worldwi ':',' - OPTION
at-a-glance performance through Can you afford not to join the “* C 9 lled

dication of the hundreds of hit records | fastest-growing console " Sol"{'gat;gﬁg”go.e l

te of your mix. over the last decade. automation user group? V Igita

Dynemics on every channel.
Compressors, Gates, Limiters,
and ather Dynamics devices
controlled from the computer
and stored with the mix.

A new first in automation.
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Why settle for
anything less?
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INTERFACING
Balanced inputs, outputs and
busses are all carefully designed
to give HENDRIX clean, quiet,
crosstalk-free interconnections.

—AUXILIARIES

12 balanced auxiliary busses give you the fiexibility
to address a wide range of Effects devices. All the
control you need in today's complex,

J heavily-processed mixing environment.
VERSATILITY —INPUTS
Two panning and monitoring modes Each channel has two discrete paths; Eq can be split between them, giving 80 Equalized
w HENDRIX to be used for Recording inputs. In addition we give you 4 complete stereo inputs with 4-band Eq and sends, and
o channel stereo) and Film (3-channel 4 stereo Effects Returns. Enough inputs to cover most recording and mixing situations,
sterec: with Surround). in a console under 2 metres wide - including the jackfield!
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Head Office, Factory and Sales: AMEK Systems and Controls Ltd., New Islington Mill, Regent Trading Estate,
Oldfield Road, Salford M5 4SX, England. Telephone: 061-834 6747. Telex: 668127. Fax: 061-834 0593.

AMEK/TAC US Operations: 10815 Burbank Blvd, North Hollywood, CA 91601. Telephone: 818/508 9788. Fax: 818/508 8619.
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FROM PAGE 3. TOD MAITLAND

The audience tracks were done
live with cach concert that we filmed.
Every time we rolled the camera, these
four to six microphones were record-
ing the crowd ambience. And then
after filming, we would keep the audi-
ence there and have them do yells, so
we would get clean individual tracks
that we would add in to sweeten up
the audience tracks.

Also on the 24-track were indi-
vidual tracks for each one of my dialog
tracks, because Oliver would mix music
and dialog. In almost all the scenes
there's dialog, even in some of the
bigger concerts in between songs, or
thereare people talking in the audience.
For some of these scenes Oliver used
mutltiple cameras: I had a microphone
with each camera recording whatever
was going on in front of cach camera.

Depending on the location, we used
one of two different types of 24-track
units. We started out with an Otari for
the smaller venues, such as the Los
Angeles Whisky 3 Go Go, where alt the
equipment fit into one room. When we
got into larger venues—seconding for
Miami Beach, New TTaven, The Fill-
more—we used Le Mobile, a 24-track
mobile truck run by Guy Charbonneau.

Le Mobile had two Studer 24-tracks:
the second 24-track could begin roll-
ing automatically in sync with the first
24-track, effectively doubling the run-
ning time.

The first day’s shooting—the most
difficuli—probably gives you a good
idea of the variety of challenges we
faced during much of the shoot.

The scene starts with them singing
“Break on Through to the Other Side.”
That was a playback situation, so each
one of the band members needed to
have their carwigs in, and we had to
have the whole playback  situation
working.

{In the scenel) “Break on Through™
falls apart. The musicians sit around
and tlk a litde while, then Robby
Krieger comes in and says he has this
song called ~Light My Fire,” and he
starts strumming it

We then recorded dialog, and later
the instruments. So we had a playback
situation first, then we had a live
instrument, live vocals, live dialog situ-
ation. Then, as they finally got “Light
My Fire™ going, they came back and
did a second pass at it.

Everything that you could possibly
have going at one time. we had going,

FHow did the actors work with the eanr-

wigs?

One difficult thing was that [cach actor
wearing an carwigl had to hear a little
bit more of his own instrument., so a
monitor mixer had to mix different
mixes for cach one of them. For in-
stance, Val needed to hear himself in
playback because we would prere-
cord all the songs that would play live
in concert. When you see Val very
close on camera that's him live. There
are other times when his movements
onstage really prohibited getting a good
live track, and those will probably be
wider shots. At that point they will go
back to a Val prerecord. On occasion,
Val needed to hear himself live, in
playback as well as music at a lower
level.

There were actually some situations
where we could keep the faudiencel
speakers away enough [from the stagel.
and Val could hear enough coming
through the speakers so that he could
do his live singing without affecting
the recording we were doing of him.

When we didnt give the actors
arwigs, we would tumn up the speak-
ers inthe audience and that would give
them exactly what they needed [from
monitor speakers] on the stage, at
which point it reverted to a normal
playback situation.

Why conlcn 't your do that all the time?
Since you're doing multiple cameras
and multiple takes, if Val comes in on
a slightly different point in the music
and you hear his playback come
through his microphone, you're going
to hear his live voice in his playback
over his microphone. And at that point
it becomes impossible to separate them.
When Val found it very difficult to
work with the canwig, we would just
play the speakers very, very low,

Was Doors music playing on the set
during the shooting?

Yes, Oliver wanted to hear Morrison's
music all the time. While we were
recording regular dialog situations, |
would give Oliver the music in his
headphones, which he wears all the
time. I had all the Doors music on DAT,
and Twould have a separate mix setup
for Oliver. 1 had marked cue points
throughout the Doors music. Those
cue points were based on timings that
would work with the scene, so Oliver
could hear in his headsets the way it
was going to work in the final product. l

Nick Pasquariello is a San Francisco-
based writer.
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Summit Audio Inc.

P.O. Box 1678, Los Gates
California 95031 U.S.A

408-395-2448
FAX: 408-395-1403
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‘““Please pass the
Talkback?”

Finally...

A high performance

infrared remote that

activates your talkback from
anywhere in the control room.
» No aiming necessary

» Easy installation . | ELECTRONICS, INC.
« Very affordable Al%s, (213)475-7570

o
. " W 1515 Manning Ave. #4
Call for more information. AV o Angeles, CA 90024

BRAINSTORM

TB-4 Communicator

bf ¥ Your Gear is Wanted! % f *

GOLDMAN'S GEAR EXCHANGE
| The Original Mail-Order Marketplace for Electronic Music Apparatus

| Specialist in Pro and Semi-Pro Recording - Midi - Synth Gear
Contact Us BEFORE You Buy or Sell Any Gear New or Used.
The Latest Models Are Often Available Used!

|

{

l 4 REASONS WHY GOLDMAN'S GEAR EXCHANGE
' IS THE BEST WAY TO SELL YOUR USED GEAR!

1 CHEAP! We are much cheaper than local ads.
Just $10.00 for 30 Days.

2 COMPLETE NATIONAL COVERAGE! We can
sell your gear to the cities that can pay
you the most.

3 SPEED! Your ad will be in print within 24 hours
and mailed daily to thousands of buyers.
4 EASY! Dur professional staff of sales and

technical people sell your gear for you.

GOLDMAN'S GEAR EXCHANGE
musician’s guBY VMY store

3380 SHERIDAN DRIVE « SUITE 386 » AMHERST » NEW YORK « 14226

PHONE 716-832-9630 e+ FAX 716-832-6009

Please do not ship us any gear without prior autharization!
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THE BYTE BEAT

are so casy to build that it there's one
thing they could or should be used for
in this type of equipment. it's as a tim-
ing reference. IUs ridiculous to imbed
time code ina MIDI stream and use it
as i timing reference. [Us not a good
idea.

Oppenheim: The recommended us-
age of MIDI time code is not that it be
imbedded ina MIDI stream, but that a
particular MIDI cable be dedicated to
MIDI time code.

Block: But cvenatthat, Idon't think it's
avery good wavto doit If vou're going
to have a separate cable, why not just
pass SMPTE instead of MIDI time code
around?

Oppenheim: [t depends on what
you're coming into. It you're coming
into a Mac Plus, all it has are serial
ports—it doesn't have any slots—and
if the primary application of it is MIDI
and the person is using a MIDI inter-
face. it's the only way you're really
going to getitin there. There aresome
major holes inthe specification of MIDI
time code, It takes a finite amount of
time to transmit each MIDI byte, but it
never really shows a picture of those
bytes being transmitted or where they
are supposed to line up on the SMPTE
frame.

Block: That's the one thing {SMPTE]
time code is good for. The specification
is very accurate.

Miller:; There's way too much infor-
mation in the spec of SMPTE time code
to permit transmission via MIDIL
Block: There's only one thing you
really need to know. Where's the be-
ginning of the frame?

Johnsen: At that point, you're talking
about lowest common denominator
thinking. If we're tatking about prob-
lems throughout the spectrum, per-
haps we should consider where the
lowest common denominator cutoft
point is.

Block: Mavbe the standards need to be
lowered to the Towest common de-
nominator signal to the Mac that will
work.

Miller: Well, I'm not arguing in favor
ofthat, butjust trying to shed some light
on why it is that way and how it got
there.

Block: If vou want to improve the
situation, do you suggest that you lock
vour sampling rate to MIDI time code?
Is [MIDI time code] what you're going
to use as the time base for your sam-
pling rate clock?



Two ways to get
a killer drum sound

2

Way 1

World Class Studio Sampling,
Drum and Rhythm Sessions

Professional studio time $150/hr...........cc.ccu........ $40,000
A great engineer and producer.............oceeeeeenn.n. $20,000
Rental of hundreds of superb drums

and percussion instruments..................ccoceveveveunnn. $15,000
Rental of exotic audiophile mics.............ccceerenrnnee $5,000
Rental of professional studio reverbs,

use of live ambience and chambers..................... $10,000
16 Bit Stereo storage and playback hardware

and sound manipulation software......................... $15,000

MIDI rhythm programming hardware /software .......S 500
A great drummer to play rhythms and fills

with dynamics and feeling...........ccceceveeverivrnrnnnne. $10,000
Inspiration, creativity and years of

sampling and studio experience........................ Priceless
Unlimited stacking of sounds...................... Very difficult
Easy and unlimited writing of your

own rhythms and SONES ........ocvveviieerieeemieeeveeene N/A
Write songs on the fly with a footswitch................... N/A
Up to 120 sounds available through MIDI............... N/A
TOTALS $100,000 plus

Choose one.

See your Alesis dealer
after you've made your choice.

*Slightly higher in Canada

LOSANGELES: Alesis Corporation * 3630 Holdrege Avenue « Los Angeles, CA9(016

/
/

ALESIS SR-16 DRUM MACHINE
16 Bit Stereo, with Dynamic Articulation,

233 Sounds, Stereo Samples and Preset Patterns

Included
Incl.

Incl.
Incl.

Incl.

Incl.
Incl.

Incl.

Incl.
Incl.

Incl.
Incl.
Incl

$399 Suggested Retail*

LONDON: 17Letchworth Point » Letchworth, Hertfordshire SG6 1ND



Our Mac/MIDI exp ive you the perf mix

Mac Classic System

e Mucintosh Classic
w/50 Mb Microtech 11D,
Apple SuperDrive,
Kevhoard, Mouse,
& 4 Mbs of RAM

e liyperCard Software

e MultiFinder Software

o Virex Software

* Adobe Type Manager

e 10 Diskettes

e Diskette Storage Case

e O Qutlet Surge Protector

e Mouse Pad

CDA Price $1,599

Ask for Package #9102

Call or write for our
latest catalog featuring
Mac, MIDI, & more!

One CDA Plaza, P.O. Box 533,

Califon. New Jersey 07830

US/Canada
800-526-5313

Knowledge. Price. Service.

‘The MIDI experts at CDA know Macintosh a2/ music. They can
provide you with the latest information, the best price, and excellent
service on holh computer equipment and music gear. If vou haven't
found the right mix from computer or music stores, come to CDA.

CDA provides the support you would expect from a local dealer,
along with the convenience and economy of direct-order, by mail,
faxor phone. Ourten vears irs the computer industry have earned us
arock-solid reputation for providing superior service and support on
the finest hardware, software and accessories available,

Whether you're just getting started or vou're an old pro, we will
give vou good sound advice. So, give us acall. toll free, and ask for
Steve, Barb, Scott Dave, or Al

CDA is your easy-access source for today's finest Mac & MIDI
hardiware, softicare & accessories from manufacturers such as
AE. Altech, Apple, CMS. Codu. Digidesign, Dr. T's, Electronic Arts,
JL Cooper. MIDIman, Mark of the Unicorn, Music Quest, Opcode,
Passport, Pygraphics, SoundQuest, and Sound Source Unlimited.

30 Day Money Back
Guarantee

If you're not 100% sanisfied
with your purchase vou may
send it back for a hassle free
refund or exchange.

CDA Performance
Guarantee

We Guarantee evertthing we
sell to be free of defects for
one full vear. CDA wil!
repair or replace the item
free of charge.

Free Freight

CDA will ship your order
Free via Federal Express:
Two Day Standard Air.
Orders must be over $100
items must he under 15 lbs.

Mon-Fri 9am-10pm EST
Saturday 9am-6pm EST
Fax: (908) 832-9740

e SOl

Ad #47-05

— The Magic of Mac, The Power of People

CDA Computer Sales

NJ/Outside US
908-832-9004
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Miller: I've seen it done. And it works
pretty well.

Oppenheim: Pretty well. butdon'tiry
itwithasine wave orsomething where
you can hear the pitch.

Miller: What I'd like to see is a Mac 1l
workstation with a real SMPTE reader
and writer.

Block: And. by the way. you were
asking for black burst, but quite frankly
I think it would be better 1o pass time
code [around the systeml, rather than
blick burst.

Miller: Obviously, you have to pass
time code around. But black burst is
usetutfor supplying a unified time base
10 that which generates the time code
and those things which specify and
create time code based on sample rate
clock.

I'm not saying black burst instecad of

time code. You must have time code.
Wouldn't you want all the time code
generators within one facility locked to
the same frequency? Wouldn't you
want them generating code based on
the same crystal frequency?

Block: Maybe. The answer to your
question is yes, butin the real world it's
againa question of whatyou are trying
to dowith this generator: striping new
code or making dubs?

Miller: Let's say striping new code.
Then you want to clock toburst. Right?
Block: Absolutely.

Miller: Say you record audio onto i
hard disk at a certain sample rate and
the computer isn't striping time code
anywhere: it's hypothesizing SMPTE
hased on its sample clock. If you take
that digital audio to a different D/A
converter to bring it back to analog,
wouldn't you want both the A'D and
the /A runningat the sume rate so that
the duration stays the same from one
station to the next?

Block: Well. you bareto.

Miller: Right. So you just give it black
burst. That's what I'm saying about
black burst. You have two problems:
the first is that you've got time code
heing generated by different machines
and being passed around. and the
other is that there’s a bunch of these
things that run off a crystal time base.
Johnsen: Yes, black burst is the most
commonly available non-specific time
reference we can have, That's whatit's
good for and should be used for,
Miller: Right. It provides a solution,
Granted, people have to pay forit, but
when you've got this much money

Bob Ludwig

Dorsy SR

Randali Wallace

ith Dolby SR,
| Fan master CD’s that

are second to6 noneée.”

Award-winning mastering engineer
Bob Ludwig knows what it takes to turn
original recordings into best-selling albums.
That’s why he likes to work from analog

masters that are recorded with Dolby SK.

“Dolby SR masters are transparent,
free of hiss, hum, and print-through. That’s

just what I need to master state-of-the art CD’s.

“In fact, Dolby SR’s high resolution can
actually reveal the limitations of the compact
disc. With Dolby SR, ‘AAD’ on the label is an

asset, not a drawback.”’

Bob Ludwig, Vice President and Chief Enginee:
of Masterdisk Corporation, has mastered
hundreds of gold and platinum alhunis

Boh and Masterdisk have earned numerous
honors, including seven Mix TEC Awards.

For more information on Dolby SR, contact your
Dolby ptofessional products dealer.

Dolby SR: now 50,000 tracks worldwide.

Dolby Laboratones 1nc + 100 Porero Avenve San Francisco, CA 94103-4:13 « Telephone 415-558-0200 + Tele 3840~ « Facsimde 415 863 1373 1
346 Clapham Rosd London SWH 9AP ¢ Telaphone 07°-720 1111 - Telex 118109« Facsude 071 7204110
and the doub'e D $ymbol are rademarks of Dolby Laboratones Liswncing Comorabon © 1990 Dolby Labosatones 5009101
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Introducing the DigiTech Super Harmony Machine

The DigiTech IPS-33B Super Harmony Machine lets

you create 1- and 2-note harmonies that are crystal pure

and correct to scale. And that’s just the beginning.
Check this list of super features:

@ 1 and 2 note harmonies; above,
below or either side of the note
played

@ 7 superb effects—harmonies,
stereo pitch detune, up to 1.5 ms
of digital delay, stereo chorus, up
to 2 octaves up or down note and
chord pitch shifting, volume
modulation, pitch correction

@ Harmonies smoothly follow
note bending

@ 24-bit processor ensures you
can’t outrun your harmonies

@ User-programmable
harmonies

@ 80 different arpeggiations

@ 128 presets, 128 user-definable
programs
@ Harmony shifting in real time

@ 128 user-definable memory
locations

@ Chromatic harmonies in any
interval up to two octaves up or
down in any key

@ Intelligent scallic harmonies in
99 different scale types, in any
interval, in any key

@ Choose chordal harmonies
that fit chords

@ Create special harmonies

@ Make key and preset changes
from the IPS-33B, the optional
footswitch or your instrument

@ Independent left and right
effects mixing

DigiTech o @ @
5639 South Riley Lane o @ @
Salt Lake City, Utah 84107 » e @

@ Adjust to MIDI keyboard
chords

@ MIDI continuous control of
programs, patches and
parameters

@ 42.5 kHz sampling rate

a Iune instrument to IPS-33B
or vice versa

@ String synthesis

@ Two continuous controller
1nputs

@ 32 character backlit LCD
display

@ Remote hand controller
included

@ 20 Hz to 20 kHz bandwidth
@ 90 dB signal-to-noise ratio
@ Less than 0.03% THD

Rent the Super Harmony Machine demo

video for $10.00 refundable deposit.
Send deposit to the address shown below.

Digilech

The Sound of the 90’s

H A Harman International Company
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invested in this gear and you find out
that because your time base is wrong
it doesn'twork and there's nothing the
manufacturer can do to make it work,
the investment of a black burst genera-
torand a single-machine resolver such
as a Lynx module become very rea-
sonable.
Block: You can'tjust say. “Hook your
generator 1o black burst: put your
machine in external position: record:
do your music.” It onty work about
50% of the time. You actually have to
understand the entire process.
Johnsen: We're back to the educa-
tional problem again.
Block: Absolutely. Unless you under-
stand what you're trying to do. there's
no way yvou'll know whether you're
doing it correctly or not.
Miller: It's really up to the operator
whetherthey wantto come at this from
a situation of ignorance or one of
knowing what they're doing. You're
always going 1o get both types. At
Digidesign T tried to educate people
at a greater level than Band-Aiding
cach call. T had great success with
people on very concrete terms with-
out spending a huge amount of time
[with them). A ot of these people bad
all of this hardware sitting around, and
were unaware that it could solve their
problem.
Block: You're right. But that still
doesn’t address the entire problem.
Johnsen: [t would be useful to have a
book that goes out with every man-
ufacturer’s product when it's sold. 1f
manufacturers approached this prob-
lem from the front side, they wouldn't
be spending so much time on the
phone dealing with it on the back side.
Miller: People should be made aware
at the time of purchase that they may
be getting into something different
from what they've been doing up until
this time. Sequencers merging with
digital audio is a nice opportunity for
certain manufacturers to take some big
steps that reach across the market, from
the pros to hobbyists.
Block: If yvou want to talk about the
[personal computer] revolution, and
you want stuff to be in sync with your
picture when you're done—ceven if it
never goes to EFXin the process—then
you'd better get this information out.
Johnsen: Andthe importance to me as
EFX—and I'm not sceing any of those
projects—is that eventually one of
CONTINUED ON PAGE 194

You finally made the move to digital audio. The benefit of cus-
tomer satisfaction outweighs the cost. Now you find that your hard
disk can’t keep up with digital's appetite for memory space.

Introducing the DS Systent of hard disk and removable
media storage devices. Flexibility is the keyword. Fixed hard
drives from 100 Mb to | Gb can be combined with removable
drives in optical. removable hard disk or DAT formats. ©f course,
pre-configured systems are available as well. Now, work in
progress won't take up valuable hard disk space when it can be of-
tloaded to removable media.

Add complete AC filtering for the drives and utility outlets, in-
ternational power compatibility, and software for operation and
backup on a Macintosh® computer. and you've got the finest digital
audio storage available.

By
Call or write for more info: nNnIEK
‘ Creation Technologies Inc. —————
S 400 Brooksbank Avenue.
A N, Vancouver, B.C. Canada V7J-1G9 Ph:604-980-6850 Fax:604-980-671 1

MuLTi - TRACK
DIGITAL .

HARD DISK
RECORDING
AND EDITING .

AFFORDABLE

If you'va beea wanting 1o

record your tand, put sound

to film or video, or quickly

turn oui quality jingles, but cters Wew

you've deen waiting foran |l [ —o - o [de | [ | -]
affordable digital system that

offers you mere than just

two tracks... You've found >

INTEGRATED ST it s B il T

Spectral Synthesis s the only .
16 bit, digitataudio system

(J
digital audio dus routes 100§
processing modules. th

simultaneously, only
Sysiens integrate s0 much

editng, and hard disk reco SPECTRAL

Srvmess

18568 142nd Ave. | . (208) 487-2931 FAX 1206) 487 4431
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TimelLine’s
Lynx Keyboard
Control Unit

Photo at
right, Cipher
Digital’s
Shadow I

A Buyer’s Guide
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long time ago, in a galaxy far, far away. life was a lot simpler. Plug in a
recorder and record what you need. No problem—except for the occasional
blown relay or weak vacuum tube. Today life is a fot more complicated, and the
fine line between audio and video production is more clouded than ever. Audio
facilities are mixing for picture, video post houses are gearing up for audio, and
somewhere on the outside of all this is the project studio, where just about
anything can happen. A common link to all this activity is the need for transport
synchronization, whether it's locking an audio deck to a VIR, film dubber, second
audio transport, or two audio transports to a VCR.

One of the most important considerations in selecting a synchronizer is
evaluating your facility's needs. A simple, two-machine synchronizer may be
exactly whatyou need now, butwill this system be adequate two years from now?
An expandable synchronizer that permits adding more transports to the system
(at a later time) may provide a sensible solution.

Most synchronization systems are designed 1o
operate withavariety of audio and video gear, and
synce manufacturers can supply ready-made cables
1o fit different transports, thus eliminating installa-
tion hassles. However, this “plug and go™ ap-
proach has its drawbacks. Depending on the
complexity of the system, cabling can cost any-
where from hundreds to even thousands of dol-
lars, so remembier to figure cable prices into your
budget.

While outside the scope of this article, a couple
of recent trends are the proliferation of chase syne
facilities into audio machines (usually through the
addition of an optional plug-in card) and MIDI- or
SMPTE-to-tape synchronizers. The latter provide
aconvenient, low-cost method of adding tracks to
any recorder by synching the tape deck to MIDI
sequencers, offering a nearly unlimited number of virtual tracks.

We decided 10 look at the current ofterings in audio-video transport
synchronizers, ranging from relatively simple devices to complex networks. The
products are presented here al-

phabetically by manufacturer; ad-
dresses are provided so you can
contact the companies directly for
more information.

The Adams-Smith System 2600

AV Editor is a modular vansport

control system that can synchronize up to ten transports from 20 manufacturers,
with fongitudinal or vertical interval time code (LTC or VITC), tach pulse (film),
MIDI. GPI (general purpose interface) and multiple frame rate support. The



Adams-Smith System 2600 A/V Editor &

System 2600 A/V is a complete audio-
for-video editor, with edit decision list
management, rack-mount computer,
high-resotution color display, hard disk
storage and C:Sound audio graphic
editing. The latter provides visual
waveform editing of record in/out and
sync points with sub-frame accuracy,
without the need to manually enter
time code addresses.

Accessory modules for the 2600
include 3.3-, 3.25- and 8-inch floppy
drives, LTC/VITC reader/generators,
paraltel
and serial
interfaces,
reference
genera-

Audio Kinetics
Eclipse
Editor

tor, time

code reshaper and a
full-function Compact Control-

ler remote. Adams-Smith has an-
nounced new features for the 2600
A/V, such as MIDI event sequencing
and list management, Cross-Lock™
mixed-frame rate sync, Vari-Lock™
variable speed synce, character inserter
display for ADR talent, and a motion
control jog/shuttle wheel for trans-
ports or C:Sound displays. System pric-
ing begins at $19,900.

Adams-Smith's Zeta-Three is an au-
dio/video/MIDI synchronizer that in-
corporates  two-machine full chase-
lock capability, time code functions
and MIDI-to-SMPTE/EBU in a single-
rackspace unit. The Zeta Remote adds
both a compact, full-function remote
and the ability to control up to
four Zeta-Three units, with 100-
point autolocation. Designed for
use with the remote is the Zeta-
Three “I3" synchronizer, which is
identical to the original Zeta-
Three but lacks front panel con-
trols. The latest version of the
Zeta series is the Zeta-Three”
which adds VTR emulation using
standard serial communication

Tascam MIDiiZER
synchronizer

proto-
cols. An
access

ory kit al-
lows the

emulation fea-
ture to be retrofit-
ted into a standard
Zeta-Three. Complete
Zeta system pricing starts at $3,345.

Adams-Smith, 34 Tower Street,
Hudson, MA 01749; (508) 562-3801.

The open-architecture ES 1.11 syn-
chronizer from Audio Kinetics pro-
vides a full range of functions, from
one-machine chase to an ESbus local
area network of up to 256 machines.
Each ES 1.11 has an independent
SMPTE/EBU multistandard time
code reader/generator; a VITC
reader option can be added.
The ES 1.11 features an 80-
character backlit LCD screen
that displays setups, and the
machine parameters are
stored in battery-backed
RAM. Multiple time code
standards and machines
can be mixed within a
system. At the recent AES convention
in Paris, Audio Kinetics unveiled new
emulation software forthe ES 1.11 that
allows it to work with any machine
using the Sony serial control protocol.
Options include two remotes: Eclipse
(87,950) is a 16-machine controller
with a large 20-line electroluminescent
display; Penta ($2,930) is capable of
controlling up to five ES 1.11 units. The
basic ES 1.11 synchronizer retails for
$3.950.

Audio Kinetics™ Pacer is a low-cost,
single-rackspace unit designed  for

simple, two-machine synchronization
tasks that do not require the power of
the ES 1.11 system. Pacer is priced at
$2.950; the Pacer Pad 1T (8793) is an
optional remote controller.
Audio Kinetics is distributed in
the US. by 21st Century Limited,
2002 N. Beachwood Drive, Los
Angeles, CA90008;(213) 405-
2002.

The Shadow [ (Model
CDI-4800) is the latest syn-
chronizer/controller from
Cipher Digital, offering in-
telligent control of multiple film,
audio or video transports in any com-
bination. Based on the same adaptive
loop techniques developed for the
original Shadow, the Shadow 11 adds
selectable RS-232/422 computer com-
patibility, an improved time code
reader, additional memory locations,
and variable park tolerances. Univer-
sal transport adaptability makes the
Shadow 11 capable of controlling virtu-
ally any transport on the market.

Fostex Model 4030 synchronizer
with Model 4035 controller

Shadow
I accessories
include the Phantom
VTR emulator, Shadowpad
Mini ($693) and Maxi ($993) re-
mote controllers, and the Softouch™
I1. The latter is a microprocessor-based
edit controller that can control up to
four audio or video transports, and is
available in two versions, using either
the Phantom 11 VTR emulator or
Shadow 11 synchronizer as the
interface. Other Softouch 11 fea-
tures include disk storage, full-
screen RGB color display, printer
interface, list compatibility. soft
keys and the ability to display
operations (and pull-down
menus) on a standard color RGB3
monitor. Shadow I1 prices begin
at $3,395: Softouch 11 is $4,995
for the Phantom IT emulator ver-
sion and $4,595 for the Shadow
Il version.
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Cipher Digital, Box 170, Frederick.,
MD 21701 (301) 695-0200.

The 4030/4035 synchronizer/con-
troller system from Fostex is compat-
ible with virtually all current audio and
video recorders. The 4030 rack unit

features resolution of up to 1/100th of

a frame, with 24,25/30 fps and drop-
frame formats. A serial interface allows
the connection of a PC for loading edit
decision lists. The #0335 controller is a
full-function remaote for controlling up
1o one master and three slave trans-
ports. Other 4035 features include a
large LED time/event display and
SMPTE-based punch-in/out. The 1030

retails for $1.500: the 4035 controller is
$300. Also available is the Model 4011
VITC reader/character inserter and
cables for a variety of audio/video
transports.

Fostex Corporation of America,
15431 Blackburn Ave.. Norwalk, CA
90650; (213) 921-1112.

The MMC-1 Master Motion Control-
ler from Nacwestrex interfaces any
combination of film and audio video
tape transports, with user-friendly con-
trol pancels providing conuol of mo-
tion, presets and SMPTE time code or
frame/footage displays. The system
includes master and remote motion

SIMPLY THE BEST!

level output,

Simon Systems™ is setting a new standard of excellence
in professional audio signal processing equipment. It
began with the DB-1A Active Direct Box. Boldly designed
and independently powered*, the DB-1A delivers perfor-
mance that blows every other DI away. The DB-1A's
unique design is based on totally active (transformerless)
circuitry with no insertion loss. With features like line
rechargeable battery capability, and
automatic power system check, it's easy to understand
why so many professionals refer to it as simply the best
direct box money can buy!

Then came the CB-4 Headphone Cue Box. With four outputs independently
controlled by conductive plastic stereo power controls, the CB-4 allows up to
four headphones to be driven from the same amplifier. A three-position switch
selects left mono, right mono, or stereo mix, and XLR
input/output connectors are provided for paralleling addi-
tional cue boxes. It's no wonder why the CB-4 has become
a standard in the industry.

The tradition of excellence continues with the RDB-400
Integrated Direct Box. Based on the same design techni-
que which made the DB-1A the premier direct box of the
industry, the AC powered RDB-400 is four direct boxes in
one. It can be rack or floor mounted and has countless
uses. It features line level output mode with infinitely
variable trim, attenuation mode with stepped variable trim,
input overload LED,speaker level input pad,balanced and unbalanced buffered
outputs with front and rear XLR connectors, ground isolation switch, and a
toroidal power transformer.

*Simon Systems PS-1 Power Supply is recommended

So the next time you think signal processing equipment, think like a pro:
Simon Systems — Simply the Best! ™

Thanks for setting the trena:
GLENN CAMPBELL * JOHN COUGAR * FLEETWO00 MAC « WHITNEY HOUSTON
KENNY LOGGINS ¢ JEAN-LUC PONTY o JEFF PORCARO  REO SPEEOWAGON
UNIVERSAL STUOIOS » TITO JACKSON

éSIMON SYSTEMS™ENGINEERING, INC.
707 Clear Haven Drive, Agoura Hills, CA 91301. (818) 707-9980
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control panels, preset control modules
and under-screen and remote counter
displays. Sync sources can be video
sync. pilotone, power line or crystal,
and serial and parallel interface ports
are included. Four separate bus signals
can control any number of transports
on 4.000 feet of cable. Price is $11.800.

Nacwestrex, 101 W. Alameda Ave.,
suite F, Burbank. CA 91500: (818) 840-
6990,

New from Peavey Audio Media
Research is the SyncConuoller Ver-
sion 2.0, a new version of the two-
machine (master-slave) synchronizer.
The SMPTE-based system also uses
tempo mapping (with up 1 99 pro-
grammable tempo changes), with MIDI
time clock and MIDI song position
pointer derived from the slave ma-
chine’s SMPTE time code for synchro-
nizing MIDI sequences to the audio
tracks. SyncController also acts as a
tape locator, and events can be as-
signed as punch-in/out and looping
points. This data can also be stored on
the head of the audio wpe for Luer
recall. Full chase and tachometer dis-
play modes are also available. Retail is
$999.99.

Priced at $399.99, Peavey's Syncloc
is o no-frills SMPTE synchronizer for
locking two audio or audio/video
transports. Features include 24/25/30
30DF rates, a jam sync mode and an
oftset trim facility.

Peavey Electronics, 711 A Street,
Meridian, MS 39302 (601) 183-5372.

The Soundmaster Integrated Au-
dio Editing System takes a modular,
software-based approach to synchro-
nization. With up to 140 installations
worldwide, Soundmaster can control
up to eight transports simultaneously
(cach with cight GPIs), with onscreen
display of status, such as lock param-
eters, real-time machine allies and EDLL
scrolling. Features include patented
Smart Sync™ (for varispeed syne with
constant offset correction); support of
audio, video and film transports: and
Shull™programmable soft keys. Com-
plete turnkey pricing (with all cables
and machine interfaces) for a two-
machine system is $17.000: a three-
machine version is $22,000, and cach
additional transport adds $4.000. Op-
tional Syncram™ modules bring 16-bit,
disk-hased record/play capabitities to
the system.

Soundmaster U.S.A.. 900A Hamp-
shire Road, Westlake Village, CA91361:
(80S) 494-4543.

The Tascam MIDIZER functions as
an autolocator for ape transports, a
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MIDI synchronizer that locks MIDI
sequencers and devices to SMPTE time
code. and o tansport synchronizer
Correct oyt.of.

SYNC augip, that chase-locks between two separate

"Pegiirg/vc;)"g)’fss audio to fit, :ul(li(“) tor audio and video) transports.
Vllm-wcl(m, MIDIIZER also offers record function
Synchronize/editanym,'x of 24, 95 selection, auto punch-in‘out and the
SUPER- s‘;;?én; time codes. " :ll)ililylurcfcrcm‘c_rcu)r(lcrunjnr()ls"l()
c,mss-wc“m, MIDI bar beat points. Other features

include subframe syne accaracy, 20

Input and auto-conform video EDLS point cucing, tempo mapping and a
create special effects lists, MIDI event lsts. constant LCD status - display. Retail

LIST MANAGEMENT! pricing is $1.999.
Offering the ability o read am
SMPTE time code format at a rae from

Clean-up dsia‘OQ, Spot effects, 1720th 1o 100-times normal speed s
-S0UND™ Tascam’s ES-50, which can be used
Wswll WAVEFOBM Eﬂmum alone as a transport synchronizer or in

conjunction withthe ES-3 1 remaote unit
for more complex control ‘editing
R ' functions. The ES-S0 features master
ACK MANAGEMENT! slave chase-lock. slow syne and jam
Trigger carts, CDs, oth X sync with continuous time code, along
devices with sub'-frarfl::r;ggég;"gj?OUe with five contact closures that can be
p n","’"rs’ ability, triggered by preset addresses. The

u ES-ST can control up to four audio or

Monitor, select and log audio
Record tracks automatically.

Generate user-configurable . video transports, and offers a 20-point

video siates and Wipes. autolocator and five time code-rig-

ADR TALENT CUEING! gered events, including record in‘out.
Control an gy ., | Tascam, 7733 Telegraph Road.
b Paralig), Se,,-a,;b”,f_’;g i analog, gigiyy  MONICDCllo.CA900:10:(213)726-0303,
' )-,‘ . : chPlE 85¢ any transport The Tihm-e!jnt:‘ Lynx Time Ce x.lv
'NTEBFM:,‘C'"NE Module €52.559) forms the basis of 2

NG! modular, expandable svstem where a
ey _l_ Tigger sampled sound sty SRS single unit could act as a m:_l('hinc
reverb parameters. resolver, a chase-lock synchre nizer or

‘ [ MIDI-TRAK™ 8-TRACK MIDI . p.:l»rl ()t. a ,kl.rjqc POSL-prc )(.lll('ll(.)l] n.clA
EVENT SEQUENCING! \\'()ll\. Lynx is available in two ver
sions: Lvnx SAL (stand-alone chase

_r J e B ] Store, el — s'\)'nc.la_nn?i.i/{cn: ) (;r l\n\ \\ll (\ti(:gzo \\]\
pecific routines, personay editing st‘;rl' ems interface) tor us} With vig (,() cdit

I—‘ - ( I ) J 40 F"NG"ON KEVS! es. systems or the Lynx l\c):lx ard $,< )nll:nl
. Unit (KCU). One Lynx is required for
I--I -I_l ) N ke and proceoRe. cach transport. and up 1o 32 modules
— ", _J]  Getinstant iniofor every key . can be used in a chase-lock system.
ON-LINE HELP SCREENS! Lynx Film Modules integrate sprocketed

film transports into a ime code system
and can be fited with SAL or VS]
software,

Priced at S3.450. the Lynx Kl
controls up to six machines and two
GPIL relay closures using large trans-
port kevs, a jog shuule wheel and a
bright alphanumeric display. Trans
portscan |x*<)pcltllcd soloorin groups.
The capabilities of the KCU can be
increased by adding the Lynx System
Supervisor (53,950). which can inte
grate console automation into the syn

i ADAMS ° SM‘TH chronization system. along with MIDI

i) i =) ports, cight GPIs and four RS-422 ports
When compromise is not part of the studio specification. for controlling up 1o 16 transports.

34 Tower Street  Hudson, MA 01743-1721 USA  TEL: 508-562-3801 FAX 508-568-0404 TimeLine Vista Inc.. 2401 Dogwood
NYC TEL: 212-490-2261 LATEL:818-840-9588 UK TEL: 0223-410104 FAX 0223-215293 Wav, Visti, CA92083:(619)727-3300. W

The 2600 E-A/V
Audio Editor

Super-Sync™ Enhanced!
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33322 1958 Eddy Award™ Winner
- MacUser Mazazine

Naow available for Alchemy owners! Prosonus™

an:l Passport have teamed up to bring you “Sounel

Magic”, a CD-ROM chock-full of world class
samples and sound elfects. Hundreds of sounds from the
Prosonus library are now available in Alchemy format

from Passoonrt.

Alchenyy and other Passport music software products car
- found 1t fime music and computer stores wonldwide.
Call or write for a free catalog and the dealer nearest you.

Al productsand brands ave trademarks of their respective holders.

World Radio History

numbers and clock rates. Retriewe i sampled sound from
any netwerk source, edit it save “tina centralized sound
library aundl then send it 1o any network destination.

If vou usc sampling kevboards or sammple-1-clisk systems
from Akai™. ():lsi()""‘ Digidesigr™. LEmu Systems ™.
Ensomiq™, Dvaxis™ . Roland™ .3 orother
samp-ers that conform o the MIE Sample Dump
standard yom owe it 1o yourself 1o clieck out Alchemy.

Alchemy

for use with Apple Macintosh”

\SS@{T

620 Miramontes St.

Halt Moon Bav, CA 91019
phone=H15-726-0280

faxe 415-726-2254
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manager Hank Meyer says as we start to tour the huge

midtown Manhattan recording complex, formerly known

as RCA Studios. “John McClure is another person who
m does a lot of work here. So I see the same people a lot.
We have Spike Lee coming back. 1 think this is the third or
fourth film that we've scored with him. Personally, I think
that one of the most interesting things about the place is that
we do so many different things. and everybody wants
something cifferent. Usually, we can give them just what
they want. In a lot of studios, things are set up in a particular
way, and they don't change—where the piano s, it's stuck.”

As we walk into Studio A, Brian Sperber, one of the
trainees, is seated at a 7-foot grand piano, helping engineer
Dennis Ferrante get a level, While the farge grand is the sort
of instrument that would dominate another studio, BMG A,
at 60x100-feet. is bigger than many New York City night-
clubs. The man and the piano are dwarfed by the room.
is set

Across the studio, an even larger piano—a 9-footer:
up. The 40x19 control room, where Ferrante is making
adjustments on the new Neve VR 60
console, actually could accommodate
both the studio and control rooms of
many New York City recording facili-
ties. Much of the outboard equipment
juts out at odd angles to the board.
This would be unusual if they were
permanent placements, but closer in-
spection reveals that the racks are
actually on wheels.

“We put them on wheels so it's
easier for us to get to them,” Ferrante
explains, “With a console this big, we
can move them out of the way to put
in outside gear.”

“These are all dedicated to the

PHOTO: TERI &RODM



room,” Meyer adds, pointing to the effects rack.

“But this cassette rack,” Ferrante points out, “that can
move. The 1630s are on wheels and move from room to
room. Every room has a dedicated stack like
that, but the wheels are just to move them
around.”

“Obviously, in this room, because of its size,
we don't do a lot of mixing,” Meyer remarks.
“So there is no need to keep
a lot of outhoard gear here.

Above, soundstages
for Studio B and
Studio C; below, one
of the twelve digital
mastering suites

metal parts or vinyl,” Meyer points out. “The CEDAR
[Computer Enhanced Digital Audio Restoration] stays in its
own room, buryou have to transfer fromthe metal parts first,
just to get it on digital tape. We'll do that here,”

Down the hall, Studio D looks like a mecea
for audio engineers. This impression turns out
to be well-founded. Decks of every size, shape
and age. from 30-year-old 3-track machines to
a well-worn 8-track, pack
the room.

Next door, in the SSL room,
we mix, 50 we've got more
stuff. Part of the idea behind
putting everything on wheels
is flexibility.”

Flexibility is a watchword
at BMG Studios. As we walk
through this biggest record-
ing facility on the East Coast,
it would also scem the busi-
estand mostdiverse. Projects
range from cutting LPs on
lathes to preparing Chs with
the latest digital technology.
The much-heralded upgrade
of the whole studio that started around the time Bertelsmann
bought RCA and redubbed it Bertelsmann Music Group is
still going on. The halls are lined with machines, ranging
from vintage Ampex 1/ 2-tracks to some fairly new multitracks.
Rooms are still in the process of being refit and refurbished.
People are laying carpet padding in one room. while
another is being measured. Both rooms are empty, their past
and future uses a mystery. We pass another room with a row
of six very old tanscription wirntables. Further back in a
corner, there's a PCM.

“Fhat's going to be our new room for transferring from

“We do a lot of recording
in here,” Meyer netes, lead-
ing the way through the
lubyrinth of recorders, “but
for the next couple of days
we're mixing, so I can store
that stuft in here. That's why
some of the other rooms are
empty. Were moving stuff
around until 1 can get nd of
it. 'l be out of here by next
week.”

Wending ourway through
the maze of recorders for
sale, we get to the newly
refurbished Studio b control room. D is the rock room, the
studio RCA built for the Jefferson Airplane. Refitted. the
control mom more closely resembles a standard issue New
York studio than any of the other rooms at BMG. Ronnie
Olson, & maintenance engineer, is tweaking some of the
outboard gear, but D looks ready to use.

“This is where you'll find a lot of the outbaard siuff,”
Meyer says. “Here is your SSL G Series, 56 inputs. This is
higger than your average room in New York.”

A lot of effort has been put into updating the equipment

in the recording rooms, at least as far as the control room
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gear. Yet, as we wander through the
studios, there are several grand pianos,
a marimba, a B3 organ, a vibraharp,
even a celesta, However, there is not a
synthesizer in sight.

“We deal mostly with live musi-
cians. We do have a couple of clec-
tronic keyboards; we try to keep them
hidden,” Meyer jokes, “But it's basi-
cally due 1o the size of the rooms and
the nature of what we record. We're
not doing a lot of synthesized, techno-
pop recordings here. We're doing
straight jazz, Broadway
soundtracks, film scoring.
We're doing full finals for ad ’
agencies, commercials and
jingles. These all involve live
musicians versus having one
guy and a programmer, or i ‘
MIDI kind of situation. At this
point, the facility does not
attract that kind of clientele.
Stll, with the rooms thatwe've I
got, it can be adapted very
casily to it. But most of our |
work is done with the musi-
cians in the studio, not in the
control room.”

That. at least, accounts for
the bulk of the original re-
cording work that goes on at
BMG. And, certainly the studio rooms
are huge by any standards, but there
are only four main rooms, along with
the two smaller studios, E and F. Yet
BMG Studios occupies one entire floor
and parts of two more (not counting
three-story cciling heights). The com-
plex employs nearly -#) engineers.
Most of them keep busy with other
facets of BMG Studios” capabilities. All
told, there are a dozen mastering rooms,
and they see huge amounts of work.
The current influx of CD reissues has to

be mastered somewhere, and a lot of

that work gets done at BMG.

We walk into one mastering suite
that resembles a cross between an
office and a living room; a multitrack
console is conspicuously absent. In-
stead, on one table sits a Sony DAE-
3000, on another a Harmonia Mundi
digital processor. Dick Baxter plays a
circa 1920 Cole Porter picce. The voice
still sounds like it was recorded through
a megaphone to a moving diaphragm
and needle. The source is an original
acetate, but the digital version lacks the
noise usually associated with a record-
ing of this age. “Fhis is something that
we CEDARized,” Baxter remarks. ~This
is what it was.”

He plays the same track, but before
the computer process. Itis hissy; there
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are pops. Cole Porter, brought to you
by the folks who package Rice Krispies.
This is going on a compilation that
features Porter in all vintages and van-
tages. from this venerable recording to
music as up-to-date as Patti Lupone’s
version of "Anything Goes,” from the
show by that name recorded in BMG
A only a year or two ago. In that
context, the original would stand out
sonically.

“If you listen to it with the rest of the
record, it comes across,” Baxter insists.

The current influx

of CD reissues has to be

mastered somewhere,
and a lot of that work gets

done at BMG.

“ICs just beautiful. There is a slight
change. We had to take a litde bitaway
from his voice, but it's not bad. We had
to run it through three times. There's
the de-scratcher, which knocks out the
ticks and a lot of the pops and things
like that. Then there's the de-hisser,
which takes out the majority of the
hiss. We discovered if we take all the
hiss out, it sounds terrible! We took out
all the hiss and we could hear the
squeak of the turntable. Then, we put
some hiss back in and it sounded more
real. We don't want to fool anyone.
People know it was recorded back in
the 1920s.”

Another mastering suite bears a
closer resemblance to a recording stu-
dio, centering on a Sony MXP-3000
console. Here, Tony Salvatore is taking
a break from remastering some of
BMG's ambitious Toscanini reissues.
By next Christmas, they hope to have
half of the maestros RCA recordings
out on CO. Salvatore has been with the
studios since 1956.

“From about 1958.” he recalls, *T did
most of the operas. They would send
us to Rome or London. All the operas
and some cast albums—Sweeney Todd.,
Lobengrin—1 can’t remember them
all. We would ship all our equipment
over there to do it Tt was a regular job,

every summer. We would be there for
about two months and come back with
three operas, two aria albums, some-
thing like that.”

“So Tony is, very often, transferring
stuff he did in the 505" Meyer says
with a laugh. “You can sce him in the
room going, ‘God, if I'd only miked
that differentiy!™”

Repairing the audio quality of older
masters is a4 major preoccupation at
BMG. They have laid in the equipment
10 do a first-rate job of it. The studio
boasts as much Sony digital
gear as any other company in
the world (besides Sony), with
ten editors, eight consoles and
ten R-DATs. But that's only
the beginning. As in Baxter's
room, most of the editing
suites pair the Sony DAE-
3000 with the equally re-
markable Harmonia Mundi.

“It's an all-digital console,”
Jim Crotty says, pointing to
the piece on the counter be-
side him in another console-
less mastering suite, similarto
Baxter's. "1t's really a fantastic
instrument. We've had it now
a couple of years. This is
really the key: the digital
equalization. It took me awhile to get
used 10 hearing the digital equaliza-
tion. IUs so different from analog. When
they say one dB, it's exactly one dB. It
doesn’t vary one little bit. In the old
days. you used to put it through a
Pultec and roll it in arbitrarily by ear.
You can still do that with this, but
generally it's not broad. We have five
rooms with this equipment. When you
think about what we can do with this
and the size of it, it's really unique.”

One thing that Bertelsmann bought
when they acquired the RCA studio
and record company were masters that
date back to the urmn of the century. Of
course, masters this old were almost
always recorded direct-to-disc, like the
aforementioned Cole Porter. Some
come on more primitive media, like
cylinders. Much of this music is of
tremendous historical significance, and
BMG is expending a great deal of
energy to get it out on CD. Yet, as the
Porter project brings home, many of
these recordings just don't stand up to
digital scrutiny. For this reason, BMG
has invested in all of the previously
described digital editing equipment.
They also now have an in-house CE-
DAR system.

Paul Brizzi sits at the processor’s
console. “The CEDAR is programmed
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with algorithms of what natural sound
should be,” he explains, “We load a
program into it in the digital domain.,
load it onto the hard disk of a com-
puter.

“H's amazing to see, when you
CEDAR-process this stuff, just how
much information is on these old discs.
We go back as far as we can to get
original parts, If we can get to a plastic
disc. that's good. I we can get to metal
parts, that’s beter still. The crisper the
stuffis, the better time the machine has
with it. When it de-scratches and de-
crackles. it comparesthe sound that it's
seeing with its models of what natural
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sound should be. Tt excises anything
that doesn't match. So the sharper and
crisper the ticks and scratches, the
casier it is 1o use this machine to take
them out while keeping the program
intact.”

If CEDAR represents the ast word
in digital technology. BMG also hasthe
equipment that represents the first
word. Before Soundstream—the com-
pany that pioneered digital audio—
went out of business, they made three
digital editing systems. One is in boxes
in Canada, one is in similar disrepair in
Germany. The only existing working
version of the system takes up two

QUIT MOUSING AROUND.

Mice are handy for word processing and
general use. But for precision audio, video, and
MID! editing you need more than just a mouse,

Introducing the CS-1 Control Station™

— the easy-to-use mouse replacement for hard
disk-hased recording systems, MIDE sequencers,
and muktimedia software, from JLCooper.

The CS-1 features conventional controls
that look and feel like a tape recorder transport,
with large buttons for Record, Play, Stop, Fast
Forward, and Rewind. A footswitch input
permits hands-free operation, and the smooth,
optically encoded jog/shuttle wheel provides
precise positioning and - effortless “scrub”
editing.

Optional CS-1 software allows you to
quickly create custom presets, that can be saved
to disk or non-volatile memory. The CS-1 can
he programmed 1o trigger any keyboard or
mouse commind. Used in conjunction with
macro utilities like QuicKeys™ Tempo [™ or

Ch- 1, HCooper Fleasomes, and JLCooper Jog

Other produa mames and trademarks
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MacroMaker™ the CS-1 can initiate any click,
drag, or key sequence. It lets you to create a
personalized control station for virtually any
Macintosh program .

The CS-1(Macintosh version) comesfactory
configured to control Sound Tools ™ Vision' -
and Performer' . The CS-Im (MIDI version)
works with the Atari, and the CS-1rs (RS-232
version) works with IBM compatibles.

Get the input device that lets you
CONCENtrate on your project, NOt your computer.
The CS-1is sofastand easy to use you'll wonder
how vou ever got along without it.

Contact your authorized JLCooper dealer
for more information. Suggested retail price
$399.93. Optional CS-1 Editor/Librarian $49.95.

JIEooren ELecTRONICS

13478 Beach Ave  Marina del Rev, CA 90292
Phone: (213) 306-4131  Fax: (213) 822-2252

»are registered inademarks of 1Caoper Elecromcs

roomsat BMG. This is Tom MacClusky's
singular domain,

“There are still certain people.”
MacClusky notes, “proctucers and cer-
tain artists, who swear by this and feel
that the Sony 3000. or the Opus, or the
various other ones, can't do the things
this can do. One of the specific things
this has, that 1o the best of my knowl-
edge the other systems don't, is a long
crosstade value. Tean do a 17-minute
crossfade if I want to. Obviously. who
wants to? But the point is. T really can.”

The Soundstream is an astonishing
piece of equipment, even just for the
way it points out how rapidly technol-
ogy has changed digital recording. The
Soundstream system consists of soft-
ware and an interface. The machines
that it is designed for. however, take
up an entire roon: a digital PDP1160
with Braegan disk drives.

“IU's so interesting,” MacClusky
muses, “because in the late "70s and
carly "80s everyone was in awe of
Soundstream. Now, iU's just ancient
city.

“These are 300-megabyte disks.”
MacClusky says, pulling one out of a
storage cabinet. “Fach of these will
hold 21 minutes of 2-track at 44,1
When I'm doing 8-track, these will
hold a little less than five minutes
worth of data.”

Sadly, even MacClusky realizes that
with the passage of time there will be
machines that will make the Sound-
stream as functionally archaic as it
looks. NED and Opus are rapidly mak-
ing inroads on his workhorse. It's a
tribute to how advanced Soundstream
was that despite the probable absence
of any microprocessors in the system,
MacClusky is busy onit, fult time. "I'm
sure,” he concedes, “that within a year
or two, or maybe three, this will be
surpassed.”

Yet, in a place where people spend
months at a time bringing metal press-
ing masters to a point where they can
compete inthe digital marketplace, the
continued success of the Soundstream
is fiting. BMG Studios has a place for
Studer record lathes and CEDAR proc-
essing equipment, metal masters and
digital editors, 40-year-old Ampex tape
decks and 48-track Sony DASH record-
ers, classical maestro Arturo Toscanini
and rapper D-Ski.

Meyer smiles, “We've come a long
way.” |

Hank Bordowitz is ¢ New York-based

Sreelance writer.




Music To Your Eyes

JVC’s DS-DT9ooN R-DAT recorder is designed
to integrate perfectly into any video post

production environment. Alf of the featyres

With a manufacturer’s Suggested list price of
less than $4,500, no other Professional R-DAT
recorder gives you the featureg and performance
of the DS-DT900N.

For more information about the DS-DTQOON,
lor:1]] 1-800-dVC-5825 or write JVC PROFESSIONAL
PRODUCTS COMPANY, 41 Slater Drive,
Elmwood Park, New Jersey 07407




illed as ~“Nine Davs of

Music and Peace.” Rio de Janeiro's recent mega-event
seemed 10 deliberately echo the billing of the 1969
Woodstock Festival ("Three Days of Peace and Music™).
Rock In Rio 11 was staged January 18-27. 1991, in Rio's
Maracana Stadium by Brazilian promoter Roberto

Medina and his advertising agency. Artplan, at a cost of

s20million. [tolfered Brazilian musicgoers a rare chance
1o see international rock and pop headliners such as
Prince. George Michael INXS. Guns N Roses, a-ha and
New Kids on the Block. Crowds exceeding 100.000 per
day auended the event

While Rock In Rio T( January 1985) was televised to
viewers in Brazil. Rock In Rio [T was broadcast to ap
proximately 50 other countries around the world, in-
cluding live to Brazil. MTV excerpted portions of the
event.and multitrack recordings were made of the pro
ceedings.

The well-auended, eclectic festival offered a sam-
pling of nearly every style of music. including reggae
(Jimmy ClifH). heavy metal (Ju
das Priest. Queensryche and
Megadeth), hard rock (Billy
IdoD. dance funk (Deee-Lite),
classic rock (Santana and Joe
Cocker). ween pop (Debbie
Gibson) and rap (Run D.M.C.).
Otherinternational participants
included Faith No More. Infor-
mation Society, Colin Hay and
Lisa Stansfield. The festival also
show cased a diverse selection of
Brazilianartists, from the thrash-
rock group Sepultura. 1o pop-
ularsinger lambada dancer Elba
Ramalho and the jazz-influ
enced Moraes & Pepeu.

To ensure world-class live
audio production of the festival

The house mixing position featured
multiple Harrison HM-5 mixing consoles
and SM-5 extender panels. In the
center, sound mixer Bruce Jones
readies a desk for the upcoming
Santana soundcheck, and in back,
Showco system engineer Jeff McGinnis
(blue shirt) and Collin Ellis, sound mixer
for INXS, survey the stage area.

ShowcoInc.of Dallas.was contracted 1o provide sound
reinforcement. Show co sent a 12-person sound crew
under the direction of Mike “Dr. Funk™ Ponczek. who
wus house sound mixer and Showceo crew chiet for Paul
McCartney's world tour when it touched down at this
same stadium in the spring of 1990. That concert en-
gagement drew the largest crowd ever to a stadium
event, carving out a spot in the Gueinness Book of World
Records.

‘In planning for Rock In Rio 11 we were fortunate in
that we had already put the same type of Prism™ sta
dium-format  svstem  into this same  venue  for
McCartney.” Ponczek notes. “We knew what 1o
expect...the weather. the labor force. the crowds, the
building architecture. It gave usan edge in deciding how
to approach this
festival.

The Site
Maracana Stadium, located in suburban Rio. is a huge,
oval-shaped concrete bowl that encompasses a grassy
soceer field. Itis the site of epic soccer matches, and is
equipped with ten-foot-deep concrete moats to control
unruly crowds

In this huge sports venue, all distances are ligured
on a grand scale. The ellipse of
the massive stadium is about
1.000 feet across at its widest
point, and the perimeter around
the op of the ten-story grand-
stand measures nearly 3.000
fael

Asoccer field’s greatestasset
is its grassy plaving ficld: for
Rock In Rio 1L that ficld would
be sacrificed. In fact, $200.000
was included in the event bud-
et to replace the ruined field
with new sod afterthe endof the
testival, which tied up the facil
ity for over six weeks. Mid-De-
cember saw the beginning of
stage construction and the in

{
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stallaton of special audience ramps to
span the moats. The final show took
place on Junuary 27, and teardown
commenced immediately thereafier.

In the Southern Hemisphere, Janu-
ary means summer. But, summerin Rio
can mean both hot and humid days,
and torrential downpours with high
winds. To allow a million or more
people to walk aboutonthe potentially
muddy playing ficld, labor crews cov-
ered the grass with wooden platforms,
providing a hard surface that made the
daily trash cleanup go more quickly.
Trenches were cut into the sod o
cnable snake cables, communication
and clectrical lines to run underneath
the wooden deck between the stage
and the sound and lighting scaffolding
towers,

Advance Planning

The Showeo staft began planning carly
for the logistics needed to ship four
large sea-cargo containers full of audio
gear on the 6.000-mile trip to Rio.
Nearly a month prior to the first show,
these rugged steel modules, cach al-
most the size of asemi-trailerunit, were
carefully packed, inventoried and
scaled for the ocean voyage to Brazil.

Once they reached the backstage
loading arca. forklifts and Brazilian la-
borers assisted the Showceo crew in
moving things into the stadium.

The sound svstem equipment list
was extensive: 00 power amplifier
racks, over IS0 microphones, 32 direct
boxes. 70 stage monitor wedges, 10
Clear-Com beltpacks. 21 chain motor
hoists, six Harrison mixing desks and
three auxilinry Yamaha consoles, 16
digital reverbs, 266 main svstem loud-
speaker enclosures and subwooters.,
and more than 1.600 feet of 48-pair
multicore snake cable made up just a
portion of the 50-ton cargo load.

“We got as much information as far
in advance as we could from as many
of the artists in the show as possible,”
says Showceo staff engineer David
“Gunque” Selg. who together with
Mike Ponczek and crew chiet Leon
Hopkins worked for many weeks to
formulate and compile information
about the sound system for Rock In Rio.
"Welike to provide as many of the tools
for a particular band’s sound team as
we can. If they say they want an AKG
D-12on the kick drum, that’s what we
give them. Or a Sennheiser 421, Or
whatever. We want them to have the

‘

New Hafler Pro. Still The Best Nd”
Equipment...Even When You're ]

The Hatler Pro line has recently been redesigned sturdier and lighter

weight to meet today’s professional needs. The New PRO1200, PRO2400, °
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with the best sound perfection imaginable.
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negative temperature coetficient: as their temperature rises, {
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Since 1976. Hafler products have been known for their sonic exu.llmc -
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broad acclaim trom critics as well as consumers. all without sacrificing the
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HAFLER PRO A DIVISION OF ROCKFORD CORPORATION TEMPE, ARIZONA USA (602) 967-3565

Jim Putnam,

items they needto do the bestjob they
can. Many of these bands are our cli-
ents, like INXS and George Michael.
But many of them arent. Even though
this is a festival situation, where you
have to hit the ground running. we try
to give them every possible advantage.
That's just our philosophy.”
Notebooks were compiled  with
daily schedule sections that included all
stage plots and mic input charts. Com-
puter-generated system wiring dia-
grams, crew job assignment flowcharts
and cargo container load plans were
drawn up. The sound system team was
carcfully chosen. andit included Randy
Bryant, Jeff Cohen, Mark Harvey. Leon
Hopkins, Paul Kalenak, Robert Ko-
stoskie, Andy Moore, Mike Ponczek,
David Scheirman,
“Gunque” Selg and Randy Williams.,
With the festival inthe hands of GLS
Productions Inc.. Showco knew that
the crew. stage and other venue facili-
ties would be well under control. In
preparation for tropical weather con-
ditions and the unexpected. the sound
system cargo load included a variety of
spare  parts, radio  communicators,
tarps, rope, tape and work lamps. “We
knew that we didn't want to spend time

ﬁ
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looking locally forsomething we might
need in a pinch,” Ponczek explains.
“We took whatever we might need
down there with us.”

Sound System Format

For Rock In Rio 11, showco supplicd a
12-column Prism system per side ar-
ranged in identical left/rightarrays. The
boxes were hung six deep from custom
aluminum hanging bars. Each array
was supported by six 2-ton chain
motors. Special  Aeroquip  locking
braces with metal supports were used
to firmly hold the arrays in place, an-
chored to the scaffolding structure for
the duration of the event. A total of 32
subwoofer enclosures per side were
grouped in double-tiered stacks below
the main Prism arrays. The total dis-
tance from the ground to the top of the
array was 70 feet.

An “clevator bay™ was provided
beside each array position, so that the
Showco crew could use a chain motor
hoist mounted on a rolling headblock
to get spedkers and cable bundles up
to the higher scaffolding levels.

“We've gottenthings worked outto
a quick and reliable system for putting
this rig into a stadium.” offers Showco

staff engineer Leon “Bone™ Hopkins,
who was in charge of the PAL drive
system and overall system mainte-
nance. “The particular scaffolding in
use forthis event is notoptimum. There
are more cross-braces in the way than
you would typically sce used in the
U.S.,and the overall bay structure is not
quite as spacious as we would like. But
the relatively compact size of our en-
closures, combined with our vertical-
column approach to array design. lets
things work outjust fine. We get a good
curved wrap on the overall system. so
the leftand right arrays are cach giving
us a realistic 163-degree horizontal
coverage angle, yet the rig has a rela-
tively small footprint—ijust about six
meters wide [nearly 20 feet] as viewed
from the front.”

Showco’s half-size Prism enclosures
were employed o formdelay fill arrays.
These were located 30 feet above
ground level on decks high above the
sound and lighting control positions.
approximately 180 feet out from the
front edge of the performance stage.
Midrange and high-frequency program
information was fed to these auxiliary
systems, effectively moving the virtual
image of the show's sound closerto the

rear audience seating arcas.

Mix Position

Despite advance efforts by the pro-
duction staff to convince the event
promoters to place the sound mixing
position in the middle of the audience
ared, it was constructed off-center,
direetly in line with the house right
speaker array. The lighting scaftold
tower was positioned opposite this, in
front of the house left array. Television
cameras were positioned on platforms
above both sound and lighting control
areas, with spotlights on even higher
decks. A radio broadcast booth was
constructed directly above the sound
mixing area. Steel scaffolding sections
faced with plywood panels were used
as crowd control devices and to offer
privacy to the mix position. which was
cequipped with a 3/4-inch plywood
roof, refrigerated drink cooler, portable
toiletarea and a hammock ortwo. Roll-
down plastic siding was in place o
offer protection from the frequent
rainstorms.

While this off-axis location took the
sound mixer's visual atention off the
stage, it also worked out quite well by
promoting attention to the detailed mix
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information that was being presented
directly in front of the console setups.
Up to three main consoles, cach with
a 20- or 32-channel extender panel.
were lined up in a row, with the rear
hoard group slightly clevated.

Typically, the front guest console
was preset during a morning sound-
check for the final headline act of each
day’s show. The upper console was
typically patched and preset for the
next-to-last major act(s) during after-
noon soundchecks. The center console
functioned as the “show master” desk,
oftering control of other inputs such as
an announce mic, audio-visual play-
back feeds, and casseue decks, DAT
player and compact disc units for
playback material. The upper rear
console sometimes functioned as a
“scramble™ desk for up to five acts per
show—those on the program that did
not soundcheck during the day.

Two 300-foot lengths of 48-pair
Mogami input snake cable were run
from the stage to the front-of-house
position. Military-grade, hermaphro-
ditic, sliding aluminum connector
sleeves  with - waterproof/gasproof
characteristics were used for system
cable links. The A and B snake lines
were switched to the appropriate
board group during set changes.

Each console position was treated as
a self-contained mixing station, com-
plete with channel-insertable signal
processing devices (including noise
gates and compressors from dbx and
Drawmer) and an effects rack that
contained reverb and delay devices.
These included Lexicon  224Xls,
PCM70s and PCM42s, Yamaha REVSs
and SPX90-1ls, Roland SDE-3000s,
Eventide H3000 and 949 Harmonizers,
and the AMS RMX 16 stereo digital
reverberator and DMX 15 delay/pitch
changer.

The Harrison HM-3, specially built
by the manufacturer for Showco, is a
32-input mainframe with eight assign-
able VCA groups and mute groups,
eight stereo audio subgroups, 16 aux-
iliary sends and 16 auxiliary returns.
Harrison SM-3s were used as extender
panels, offering a total of 64 inputs per
console location. Showco also used
short-frame 20-channel HM-5 extender
panels. Each console sat on a wheeled
table-rack loaded with full patch bay
facilities and the Harrison console
power supply.

The Showco Prism digital control
system [winner of the 1990 TEC Award
for Sound Reinforcement Product of
the Year—Ed ] was used to drive the

muain systen. Located in a rack at the
house position along with Showco-
customized Industrial Rescarch T.E.Q.
graphic equalizers and a Klark-Teknik
DNGO real-time analyzer, the electron-
ics drive package presented a visual
overview of system performance. A
backup drive rack was located onstage.

Ponczek, Scheirman and Cohen
took rotating turns of duty at the house
mix position. The consoles were
typically staffed from 7:00 a.m. until
5:00 a.m. the following morning—
about 22 hours straight—as the team
dideach day's system check, prepared
for the primary headliner’s carly

soundcheck and worked on through
the day and night. Crowds usually ar-
rived at about 3:00 p.m., with showtime
at 6:00.

A wide varicty of visiting sound
mixers arrived with various bands
during the course of the festival to mix
different acts on the show. For those
Brazilian sound mixers arriving to work
with their artists, the event promoter
provided a sound engineer/translator
(Franklin Garrido) to work with the
front-of-house crew, whose efforts
were much appreciated. Major Bra-
zilian acts ook the opportunity for a
soundcheck on January 15, the day that

The shape of pure sound...
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efficiency. power and clarity.
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Broadcast anl_
Recording Facilies

Rock In Rio I reached hundreds
of millions of people around the
world. Television licensing rights
were sold in 50 countries, with
several special prime-time events
on the docket (including a-ha live
to the BBC on January 20).
The sound reinforcement
mics onstage were used to sup-
ply individual input signals for
broadcast; additional audience
microphones were setin place. A
48-pair splitter feed from Show-
co's patching facilities was fed by
trunk line over to a patch bay
location that was then split for
recording and broadcast needs.
Audio and video broadcast
production was handled by
Brazil's TV Globo, the country’s
national television network. The
audio-for-video mix was crafted
in a specially constructed,
modular building room. Mixing
equipment included a pair of
Yamaha PM3000-40 consoles,
patchable Yamaha digital re-
verbs and dbx compressor/lim-
iters rented to TV Globo by
Transicom of Sao Paolo, Brazil.
Mid-format JBL studio monitors
and Yamaha NS-10 reference
monitors were supplied to the
audio-for-video sound mixers.
“We met the Showco audio
team last year when Paul
McCartney was here,” says Carlos
Ronconi, audio director for TV
Globo. “This event is much more
complex, yet things are working
very smoothly. We are doing
audio mixing for both simulcast
and videotape for later release.”
Remote recording services
were handled by Robert Mar-
gouleff & Associates of Holly-
wood, Calif., with Margouleff
and engineer Brant Biles super-
vising a mostly Brazilian crew. A
separate room was set up for
tracking that included a pair of
Soundcraft G000 consoles, rented
from Gadisom Audio Equipment
of Sao Paolo. Recording facilitics
included two Otari MX-80s and a
Sony BVW-75 VCR. A Casio
CONTINUED ON PAGE 80



system setup was complete.

Stage Monitors

and Input Format

Onstage, Showco's festival sound
strategy  centered  around an A/B
monitor mix position setup. A Harrison
SM-3with Yamaha 1612 auxiliary desk
was set up on the stage-left d

an identical console position directly
above it on a scaffolding and plywood
shelf. Dependingonthe day's activities,
one console might be presct and left tor
the final headliner, or upstairs down-
stairs flip-tlops might take place. In
some instances, arriving tour groups
(such as Prince, INNS and George
MichaeD carried their own monitor
mixing gear. which was placed on a
rolling riser adjacent to the downstairs
Showco position.

Randy Brvant, Robert Kosloskie,
Paul Kalenak and “Gunque™ Selg ram-
rodded the monitor mix area. Mark
Harvey acted as “Patchmaster.” coor-
dinating all mic charnts and input lists for
use by the sound reinforcement.
broadcast  and recording  crews.
Showco supplied Brooke-Siren active
splitter systems to ensure mic line sig-
nal integrity.

Andy Moore, Jim Putnam and Randy

liams kept stockpiles of mic stands,
subsnakes and monitor wedges handy
for use in the three different staging
areas. Upstage center became the
preparation area for rolling risers and
band gear used by the Brazilian bands.
Offstage left and right areas were used
to presetand wire large rolling risers for
drum sets, keyboard and percussion
positions, etc., used by headline acts.

A preliminary plan to use massive
rolling risers on steel tracks broke
down at the last minute, and sound
crew, stage hands and production
managers alike were kept scrambling
to make the best use of limited space,
since some shows like Billy Idol, Prince
and a-ha brought in major set pieces
that had to be assembled and left in
place.

A wide variety of monitor speaker
svstems were supplied, with most be-
ing the popular BEM-600 (42 onsite).
BFM-100s, 300s, 400s and 450s were
also available. Drummers received full-
range wedges on each side with
Showco's B-1 subwoofer beneath
them; as many as 16 or 20 wedges were
strungalong the front edge of the stage
for larger, louder shows like Guns N’
Roses.

Showco also supplied a massive
flying sidefill system to the stage, with

I
very component in a system inflvences the sound, but

speakers saem fo be the most important component as far
as I'm concerned, because it's at that point that the sound
touches the air and becomes somebody." (ilie scemingly
similer speakers, only BAG END utizes e Time-Aligr! technology v five use.
Long recognized as one of e most techrobgicall acharnced and hitest qualty
louwospearers avaiabie, BAG END speakers defver such remencbous oy
and power that they willeave most Isteners surpnsed if not astonished.
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six Prism enclosures suspended on
each side from custom steel hanging
frames flown about 20 feet above the
stage deck. Double-high, full-size, low-
frequency cabinets were available on
rolling dollies for stage leftand right. An
A/B switching network allowed the
sidefills to be changed over instantly
from one monitor mix position to the
other. This switcher also controlled
crossover feeds to the five downstage
edge monitor zones,

“We came prepared to adjust the
sidefill rig to suit different headline
acts,” explains sound crew electrician
Andy Moore. “We can reset the height

orside angle easily, or even change the
enclosure configuration. Heft the chain
motor power lines ready to go in case
we needed a quick adjustment. As
things turned out, nearly every act was
very pleased with the sidefills. T think
we only made one minor adjustment
the entire time.”

System Power Requirements

Showco relies on power amplifiers
from Crown International. PSA-2s and
Macro-Tech 1200s were mounted
typically in modular, rolling amp racks
that received rugged 10/5 power feeds
directly from meter-equipped, three-

In order to create a

bhigger sound in

wireless, we had
to use our head.

Two years ago, beyerdynamic engineers put their
heads together to design TG-X —a microphone that
completely redefined the concept of high output.

TG-X’s Enhanced Output delivers more of
everything youd expect from beyerdynamic—more
sound before feedback, faster transient response and
increased accuracy for a huge, natural sound.

And, like every beyerdynamic mic, that great
sound starts at the top, with the microphone’s head.

So when we set out to design a wireless mic
system worthy of the beyerdynamic name, we had
to use our head (specifically, the TG-X 480).

If you want the biggest sound in live

performance microphones, get TG-X.

And if you want that sound in wireless, get

TG-X Wireless.
TG= ' world-dass wireless
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5-05 Burns Avenue, Hickswille,

NY 11801 Tel. (516) 935-8000 Fax: (516) 935-8018
325 Rue Clement, Quest LASALLE, Quebec,
Canada H8R 4B4 Tel. (514) 364- 2118 Fax: (54) 364-0791

80 MIX, MAY 199/

phase AC power panelslocated beside
the amplifiers. These units were con-
nected with 2/0 cable to four of
Showco's “disco™ power distribution
panels, which were linked via 4/0 cable
to a pair of 300 KVA transformers, 800
amps per leg (one for each side of the
PA).

Electrical power generation for
Rock In Rio I was provided by Show-
power of Santa Ana, Calif. Self-con-
tained generator plants with oversized
fuel tanks were shipped to the site in
seq cargo containers.

Showtime
After final technical preparation on
January 16, the sound crew came in
carly the following day for sound-
checks with Prince and Joe Cocker. The
first performance day was January 18,
with these artists and Colin Hay being
the featured international stars. The
Brazilian act Gal Costa opened the
CONTINUED ON PAGE 107
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DA-22 DAT recorder was the
“drop-dead” safety unit. Klark-
Teknik Jade studio-powered
monitors and Tannoy PBM-8s
were available.

“Our main effort here is to
produce a digital 2-track record-
ing of the international artists at
this event,” advises Brazilian
engineer Carlos Freitas. “We are
doing layback mixdowns in real
time, then going into a local
studio and coming out with our
finished mix of each day’s events
within about 48 hours.”

A typical day for Bob
Margouleff consisted of working
from about 9 p.m. to 3 a.m. at
Maracana, supervising the live
recording; then speeding overto
Impressario Digital (also in Rio),
where Biles was usually already
at work mixing and helping him
until about 7 a.m. Margouleff
brought two BASE units down
from the States to aid in his mixes,
one to enhance reverb and am-
bience, the other to pump up the
instruments a bit. In all, Mar-
gouleffand histeam produced 27
bands and remixed a total of 181
songs.

Artplan, the event promoter,
plans to have a commercial re-
cording project of selected seg-
ments of Rock In Rio IT available
for release in Brazil. ]
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FIELD TEST

by Bob Hodas and Paul Stubblebine

FivE OUTBOARD
A/D CONVERTERS

h Lordy, thank you for digital, the per-
fect medium. We keep seeing these ads
for the perfect sound of the new DAT
recorders, just as perfect as CD. Yeah,
sure.

This article beganas a DAT recorder
review, but the DAT didn’t sound that
goodto us. So we listened to just about
every DAT on the market and couldn’t
find one that sounded like the source
material. We came to the conclusion
that we should look into more sophis-
ticated convertey techriology for an
explanation, and so here we go.

A listening test was set up with the
five outboard converters currently in
production. Listeniing was conducted at
San Francisco's Rocket Lab mastering
studio (seec Mix, December 1990,
“Rocket Lab Launches in San Fran-
cisco”) on Meyer HD-1 speakers. Our
source material was analog tape re-
cordings: one pop, one spoken voice,
one choir and one orchéstral. The first
three recordings were at 15 ips with
Dolby SR, and the last was at 30 ips with
no noise reduction. Recordings were
made through the converters at 44.1
kHz into a Studer Dyaxis and played
back through an Apogee DD/A 1000
converter. We started off with a more
expensive 1)/A “audiophile” converter,
but determined through careful com-
parisons that the Apogee provided a
more accurate representation of reality .,
The converters were always compared
directly with the source material, not
with each other. The idea was to find
out which ones most closely repro-
duced the'a‘n‘él'og source. Let’s look at
the converters we used, listed here in
order of ascending price:

Singular Solutions
The A/D 64X from Singular Solutions

(Pasadena, Calif.) is certainly the most
unique converter we tested. Tt was
designed to interface with the NeXT
computer, but also works as a stand-
alone unit. It is also unique in that it
contains a pair of mic preamps, in
addition to stereo line-level inputs.
Conversiontechnology is Delta-Sigma
and claims 16-bit operation.

The 1.9 x 15 x 7.5-inch, table-top
model weighs sceven pounds and is
availgble now in a rack-mount ver-
sion, tool The front panel contains
two continuously variable mic pre-
amp gain pots, matching line gain pots,
an input select switch with LED in-
dicators for analog or digital inputs, left
and right overload LEDs, and a pow-
er LED.

The rear panel contains the AC cord
receptacle with accessible fuse cover,
two XLR mic input connectors (pin 3
hot) and low cut filter switch, a phan-
tom powér switch, two XLR fixed line-
level input connectors with +4dBm/-
10dBm switch, and two variable line-
level RCA input connectors. These
RCAs are tied into the front panel gain
pots. The DB25 connecter interfaces
with the NeXT computer ora Loopback
adapter. This adapter (for stand-alone
operation) contains a switch to select
44.1kHz or 48kHz sampling frequency.
There is also a switch forexternal clock
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(slaving several units together) with
RCA clock in/out connectors. Curi-
ously, the digital /O contains an RCA
input connector and a female XLR
output connector. This is the first time
I've ever seen a female line-level out-
put connector. but I guess these guys
are into computers and aren’t familiar
with audio standards. Also, the digital
inpaitis S/PDIF while the outputis AES,
EBLU. Retail priceis $1,.295 (895 extra for
rack-mount option).

e
I

Yamaha

The Yamaha AD2X is a 1U x 11.3-inch
unit that weighs almost ten pounds.
The front panel contains 2 power
switch, four LEDs indicating external
clock, 44. 1kHz or-#8kHz samipling fre-
quency and emphasis. There is a 12-
segment LED inputlevelmeterand two
stepped-input level pots. Conversion
rechnology is Delta-Sigma, claiming
19-bit operation.

The rear panel contains an attached
power cord, two +1dB XLR input con-
nectors (pin 2 hot), emphasis on/off
switch, XLR connector for AES/EBU
digital out, DIN connector for Yamaha
digital out. RCA connector with on/oft
switch for 8/PDIF out, BNC connector
and in/out/oft switch for word clock
and a switch to sclect 44.1 or 48kHz
sampling frequency. Retail price is
$1.095.

Pygmy

The AD-1, from Miami's Pygmy Com-
puter Systems, is a 1U x 13-inch unit
weighing 7.5 pounds. The simple front
panel hosts a power switch, two gain

pots, a phase switch with dual LEDs
indicating normal/inverted phase, and
another switch with dual LEDs indicat-
ing 44.1kHz or 48kHz sampling fre-
quency. We were disappointed that
there was no overload indicator. Con-
version technology is Delta-Sigma and
claims 16-bit operation.

The rear panel houses the AC re-
ceptacle with accessible fuse, two XLR
analog line inputs (pin 2 hot), and an
XLR AES/EBU digital output. §/PDIF is
supported by a switch inside the AD-
1. but you must build an XLR/RCA
adapter. Three BNC connectors sup-
port SDIF-2 word sync out and left/right
digital audio. Word sync in is not sup-
ported. Five BNC connectors support
two or more AD-Is operating together
formultichanneluse: system clock, two
for external clock and two for word
sync in. 8/PDIF operation is available
with aninternal switch and by building
anadapterforthe AES connector. Retail
price is $3,995.
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Broadcast Television Systems

The BAC-3000, from BTS of Salt Lake
City, is another unique unit in that it
contains two separate stereo pairs of
A/Daswellas /A converters. This unit
was designed to run very long lines in
broadcast situations. Itis a 1U x 16-inch
device that weighs 16.3 pounds. The
front panel contains two sets of identi-
cal controls. Backlit buttons select left/
right/sterco operation for each pair.
Each channel has three LEDs, sensing
level at -25/0/+14dBu, but there is no
overload indicator. Although the BTS
has no variable input pots, internal
jumpers allow you to set input sensi-
tivity in four increments (-10, 0, +4,
+8dBu). Conversion technology uses
128x oversumpling and claims 20-bit
operation.

The rear panel contains a barrier
strip for wiring analog line-level inputs
andoutputs. There are XLR ins and outs
for ecach AES/EBU pair and a sync in-
put. A DB-9 connector for serial control

is provided, as well as ground jumpers
(remember, this is designed for broad-
cast). A power receptacle and acces-
sible fuse panel are also present. Retail
price is $6,000.

ﬂﬂ% i il ! ’.: i
Data Conversion Systems
The 900A from British manufacturer
DCS (distributed by Sonic Image
Focusrite USA, of Wheaton, IL) isa 1U
X 15.25-inch unit weighing 15.4
pounds. The uncluttered front panel
contains only five LEDs: These indicate
overload, 44.1 or 48k1Hz sampling fre-
quency, and master/slave operating
mode. Conversion technology uses
128x oversampling, claiming up to 2:4-
bit operation.

The rear panel contains XLR ana-
log line inputs (pin 2 hot), input gain
trims, AES/EBU XLR in/out connec-
tors, S/PDIF RCA connector, a switch
to select 44.1 or 48kHz sampling fre-
quency, DB-9 remote control connec-
tor (several units can be slaved to-
gether), and a switch to select 16-/18-

24-bit operation. The four BNC con-
nectors for SDIF-2 are for channel 1/2
outonly and word clock in/out. An AC
power receptacle and a power switch
round out the panel. Retail price is
$10.000. By the way, for $10,000, they
don't give you a power cord; you have
to buy your own.

Comparisons

All but the BTS have some type of
variable level trim on the input. The
input stage implementation is quite
different on these units. And on two,
undesirable results could occurunless
you're careful. On both the Singular
Solutions and the Yamaha, the input
stage can overload without displaying
this on the overload indicators, which
only indicate DAC overload. This is
poor design in our book and danger-
ous for the operator. To avoid this
potential problem, the Singular Solu-
tions should always be operated with
the input pots at 1 o'clock or above.
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FIELD TEST

The Yamaha pots should be set to 3
o'clock or above.

Regarding bitrate. we obviously got
atruncationto 16 bits in the Dyaxis, but
decided that this represents a real-
world situation for most people, espe-

cially those recording to DAT. Those of

you whouse a Mitsubishi X-86 cantake
advantage of those converters offering
extra bits while recording, but it still
comes down to the 16-bit CD in the
end. However, this doesn’t mean that
these extra bits are just provided for
marketing purposes. For instance, the
DCS can operate at either 16, 18 or 24
bits. Through listening, we determined
that even with truncation, 24-bit op-
eration was superior. So we did all re-
cording in the 24-bit mode.

After eritically listening to the units,
test measurements were made using
the new Audio Precision system to see
if there was any correlationto what we
heard. That will be discussed later in
an amalgamation of both our impres-
sions, addressing the most important
question, “How did they sound?” If we
had distinctly difterent impressions,
they were noted.

The Listening Tests

The first picce we listened o was
“Waiting Song,”™ a current folk-pop re-
lease by Barbara Higbie. Instrumenta-
tion was piano, vocal, electric bass,
drums, congus. percussion and acous-
tic guitar.

Singular Solutions: Top has a dis-
tinct edge, a bit harsh, tonal balance
is shifted, lo-mid richness reduced.
imaging precise, lots of low bot-
tom.

Yamaha: Treble edge, bite on top.,
vocal tone change. lost warmth, mid-
bass resonances, “where's the beef?,”
no reverb definition, imaging good.

Pygmy: No tonal skew, good dy-
namic impact, good bass and good bass
pitch definition, good imaging, missing
just 2 bit of warmth, slight loss of life.

BTS: Low bass undefined. lacking
lo-mid richness, felt masked, hard to
hear into reverb, reverb mushed to-
gether, imaging less precise, treble a
little clangy.

DCS: Lack of deep bass eftects im-
pact, good imaging, shimmer and life
of source reduced abit, loss of sibilance
presenton tape, slight reduction of Tow -
level detail and differentiation.

Score (highest rating first):

1. Pygmy

2. DCS

3. Singular Solutions
4. BTS

5. Yamaha

The second recorded piece was a
mono narrator reading copy from a
magazine. Halt of this selection in-
cluded some background room noise
that added some dimension to the
picce.

Singular Solutions: Hard treble edge,
warmth a bit reduced, sibilant splash.

Yamaha: No sparkle, low level
background noise missing, pops less
dynamic, warmth gone, not live.

Pygmy: Warmth reduced slightly,
treble exaggerated slightly. good pop
reproduction, slightly nasal.

BTS: Tonal change, nasal, not live,
warmth reduced. very high treble
gone.

DCS: Top rolled off a little, presence
a lile reduced. warmth  slightly
boosted, tone good, good pop.

Score:

1. DCS/Pygmy (tie)

2. Singular Solutions

3. BTS

4. Yamaha

Want To Get The Most From Your Microphones?
The Jensen Twin Servo 990 Mic Preamp

o amount of signal processing can recapture detail ®

lost by the microphone preamp. Now you can
capture vocals with natural clarity and make them o New Transformer Core Alloy Reduces Low
stand out in the mix with far less signal processing
using Jensen's discrete 990 technology.

edesigned servo circuitry and new custom-core
transformers sonically outperform the best o New Compact Size: 13" x 19" Rack Mount

jensen

TWIN SERvVO®

990 MIC PREAMP

Flat Group Delay to 65kHz Yields Exquisite
Transient Response

Frequency Phase Shift and Distortion
* DC Servos Eliminate Non-Linear
Electrolytic Capacitors From Signal Path

transformerless designs. Enjoy unparalleled immunity 4
from buzz, hum and noise — even near stage lighting on
remotes. With low-noise pots for step-free level control
and switchable peak/VU meters. You can own proven
990 Twin Servo* technology starting at under $1500.*

Immediate Shipment From Stock

jensen transformers

INCORPORATED

10735 Burbank Boulevard « North Hollywood, CA 91601
FAX (818) 763-4574 Phone (213) 876-0059
Closed Fridays, visitors by appointment only

Single channel price; factory expandable to 2, 3 or 4 channels.
Manufactured exclusively for Jensen Transformers by John Hardy.
Twin Servo is a registered trademark of Jensen Transformers, Inc.
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The Question of
Digital Transfers

When this project was completed,
we decided to store our musical
selections from the Dyaxis disk to
PCM-1630 for comparison to units
in future listenings. This was a dig-
ital transfer, of course: just ones
and zeros. Lo and behold, some-
thing occurred that wasn’t supposed
to happen. When we transferred the
1630 back into the Dyaxis, we found
that our signal was somewhat de-
graded. We were now only two
digital generations down, and yet
some of the life and air was gone
and the stereo soundstage had
collapsed a Dbit. This was univer-
sal for all of the converter record-
ings.

One of the advantages we are
supposed to have with digital is the
ability to make multiple dubs with
no noticeable signal loss. Wrong! In
ourexploration of this dilemma, we
have found that we are not the first
to run into the problem. Recording
notables suchas BobClearmountain,
Doug Sax, Bernie Grundman and
George Massenburg have all made
similar observations. This appears
to be an issue that mixing engineers
need to be aware of, and that equip-
ment manufacturers should start to
address.

—BH

Our next piece was the Slavyanka
Millenium Chorus of 50 male and 50
female voices recorded at the Stanford
University Memorial Chapel.

Singular Solutions: Grainy, voices

very top slightly rolled off.

Score:

1. DCS/Pygmy (tie, see final evalu-
ation)

3. Singular Solutions

4. BTS

3. Yamaha

The final test was a Mozart piece re-
corded at the Oklahoma Mozart Fes-
tival.

Singular Solutions: As above.

Yamaha: As above.

Pygmy: Good detail, slight lighten-
ing of orchestral weight.

BTS: As above.

DCS: Slight reduction of image size,
warmer, slight lightening of orchestral
weight, slight reduction of transpar-
ency.

Score:

1. DCS

2. Pygmy

3. Singular Solutions

4. BTS

5. Yamaha

The Measurement Tests

Did the measurements reveal anything
significant that could explain this cult
of personality? The answer is a positive
“maybe.” Some of the measurements
that would support our listening results
were very slight, leading us to believe
that the industry still needs to do some
homework on whatis significant when
measuring digital.

Frequency response: Everybody was
pretty flat out to 20 kHz, so that doesn't
seem to be much of a factor. The only
possibly significant correlation to what
we heard is that the DCS was 0.25 dB
down at 20 kHz, with the roll starting
around 7 ktiz (Fig. 1). Hardly signifi-

not distinguished, too
blended.
Yamaha: Unpleasant,

certainintervals in voices e
aused distortion or beat- e
ing, crowd noise and |
clapping less real—more 0000
like spurious noise, airin -~ | 2050
-31.00

hall gone, tone change.
Pygmy: Very detail- 21.50

FREQUENCY RESPONSE,
18.00

10 - 22kHx, -204BFS FLILVL(ABFS) vs FREQ(Hz)

Ao

100 1k 10k 30

1

ed, a litle bright, lacks 2.0

a bit of richness and L

warmth. Figure 1
BTS: Image good.

tonal change, some beating, top air
gone, a littde smeared, some detail
missing, bright noise on forte sec-
tion.

DCS: A little warmer but pleasing,

cant, but this could account for the
smoothness that the DCS exhibited
throughout the tests. Also, Yamaha
appearsto roll off steeply just before 20
kHz (Fig. 2).

USE
DIS

The Pygmy AD-1
Sigma-Delta
Single-Bit
Analog To Digital
Converter.

FOR
DAT

For More

Information,
. Your Nearest
‘ Dealer, And

How To

| Arrange A
' Hands-On Demo |
1 Call;

. 1-800
44-PYGMY

PYGMY
COMPUTER

SYSTEMS
| 13501 S.W. 128th Street

Suite #204
’ Miami, FL 33186 .
Dealer Inquires Invited

‘ _
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sound, live sound, teleconferencing

For more information. contact:

MERIDIAN

COMMUNICATIONS
PO Box 97, Alameda. CA 94501
Telephone: 415.769.1515
Facsimile: 415.523.6296
Deatler inquiries welcome

anent installations @ Linking capability for input and/or output expansion @ Both +4

balanced (XLR) and -10 unbalanced (1/4") inputs and outputs @ -10 output adjustable to O dBu

® 8X8 Distribution Amplifier/Mixer Combination @ Studio

and perm
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FIELD TEST

THD+N vs. Frequency: This was a
best-case measurement. The DCS was
clearly superior. followed by Pygmy.

Alias Spectrum: We fed a 24kl 1z tone
into the units and examined the results.
The Pygmy and Sonic Solutions both
had some full-spectrum activity about
120 dB down (which could just be

noise) with a 20kiiz

[

| FREGUENCY RESPONSE, iz 04BFS
l -18.50
-1%.00
-1%.50
160 ik

FLTLYL(ABFS) vs FREQ(H2)

7 spike down 93 dBand
101 dB.respectively, A
good showing. The
BTS spectrum  was
way downinthe noise,
but its 20kHz spike
was only 65 dB below
| signal. The DCS spec-

trumwasout of sight as
] well, but its 20kl

spike was only down
30 dB and it had ad-

Ao

10k 30k '

Figure 2

then BTS, with Yamaha and Singular
Solutions almost identical.

THD Spectrum: Once again the DCS
proved superior, fol-

ditional spikes at 6
ktlz, 9 KkHlz and 16
kHz, all down at least
90 dB (Fig. 3). This scemed curious,
since the DCS had measured so well in
other tests and sounded so good.
Unless the spectrum is gross, are

lowed by Pygmy, Sin- T
gular Solutions, BTS | 0.0

and  Yamaha. Mea- | 0.0
surements were taken | "

at -6/-20/-80 dB be-

low full scale, Onessig- | #0®
nificant characteristic | -s0.00
showed up in the |
Yamaha that might
contribute to its sonic | 1200
performance: There is 1094
atleast a 20dB change L———
inthe noise floorwhen  Figure 3

the input signal passes

a threshold berween -18 dBFS and -20
dBFS. We could not measure how fast
this change ramped up or down. Al-
though Yamaha feels measurements
would improve with low-level inputs,
the sudden noise floor change could be

-30.00

40,00
-60,00 {
| -80.00
’ 120.0

I 140.0
10

ES, BH WINDOW AMP1(4BFS) vs FREQ(Hz)

116.3253 k! A

| A ‘|‘ { i 0 ;
L AL.....‘...@‘.U‘;H"]!\%'tg'.il.!; |

AUERAGES, BH WINDOW AMP1(ABFS) vs FREQ(Hz)
3635 ] 120.1934 k Ac
i
s |
. i j. Adast
ik 10k 30k

these spikes from out-of-hearing-range
artifacts significant? An example of
this would be the Yamaha measure-
ment (Fig. 4). The full-spectrum reac-
tion was significantly higher than
the other units, only about 94dB down
from 20-800 H1z. Above
800 Hz, there was an
abundanceof high-level
| spikes. many only 60
‘ dB down (well within

hearing range). The
| worst spikes were -335
dBat 16kHzand -50dB
ar800. 7k and 8.5k Hz.

Alias Level: A tone
[ was swept from 22k-
200k Hz while we

Figure 4
disconcerting tothe listener. Could this

be why air and background noise be-
came lost on the Yamaha recordings?

looked at the output.
Only the BTS and the
Yamaha showed abnormal and higher-
than-average responses. Fig. 5 shows
these outputs along with the more




mix-er

(mik’sér) noun. An electronic device used
t.o mix music. Must be c:lear.}e'z transparent

and punchy. See Alesis 162
Better yet, listen to it.

Better yet, own it. That's what every

¢ | major music magazine is saying about the
% | Alesis 1622 Mixer, because its radical new
design redefines the concept of a profes-
sional mixer. Reason enough to make it the
center of your studio.

Need more reasons? How about 16 chznnels with
100mm faders for precise control over all inputs. And 6
independent auxiliary sends on every channel so you
can drive all the stereo effects you'll ever need to create
masterful mixes.

The 1622's ingenious design uses surface mount
technology on a scale that nobody ever thought
possible. It's the key to the 1622's incredible value.

LOS ANGELES: Alesis Corporation, 3630 Holdrege Avenue, Los Angeles, Sa 90016

Mixer.

L waNa T 1)

We call it the Monolithic Integrated Surface™ Our
competition calls it terrifying, because it shatters the
price barrier for a pro mixer.

Your mixer is the single most important piece of
gear in your studio. It defines the sound of your music.
It must be flexible, reliable, and above all, it should
have impeccable audio credentials*. That's why the
1622 is your first choice for a mixer. It might be the
only choice. Listening to it will convince you.

Visit your Alesis dealer today and hear the 1622.
Better yet, buy it.

Call 1-800-5-ALESIS, 9 AM ta 5PM Monday-Friday, and we'll
send you a brochure on why Monolithic Surface Technology is
important to your music.

*
* Total Harmonic Distortion + Noise: too low ta measure.” Keyboard Magazine July 1990.

LONOON: 17 Letchworth Poirt, Letchworth, Hertfordshire, SG6 IND.



FIELD TEST

wpical output of the Singular Solutions.

Iese last twotests seem to indicate
a specitic problem that can appear in
Delu-Sigma designs: Out-of-band ar-
tifacts can cause beating Charmonics)
within audible frequencies. This was
apparent in our listening tests in both
the BTS and Yamaha, which develop-
ed strange beatings especially audible
on the complex wavetorm of the
Skivvanka vocal chorus, We feel thatwe
did see some correlation between lis-
tening and measurement here, The
other tests are hard to quantity,

Our results did form a pattern that
gave usafuairy unified conclusionin the
lower ranking:

3. singular Solutions

LoBTS

S. Yamaha

The upper ranking was o litle Jess
clear in some cases. On the pop picee,
we detinitely liked the Pygmy beuer:
You could dance to it. On the Mozart,
the DOs had the edge: You could dunce
toit, in yourseatof course. On the voice
and Slavyanka, it was hard 1o make a
choice:aquestion of warmth (DCS) vs,
detail (Pygmy).

onex. Ship Shape Sound.

We can say without qualification
thut even the units of the lower rank-
ing make some improvement. how-
eversmall, overthe sound of DAT. The

Each unit had its own personality. We
could see some people choosing a
converter personality fora certain tvpe
of music, just as one would make a mi-
crophone selection. f

we had to make a de

cision, it would be the

Pyagmy for poprock

and the DCSfor classi

o~ cal and possibly jazz.
| We also felt that the

Pygmy and DCS were

significantly better than
those units of the fow
cr ranking.

There are now sey
eral more converters

Figure 5

question is. how much is a small im-
provement worth? In the lower rank-
ing. the Singular Solutions provided the
most noticeable improvement in qual-
ity. But the real improvement comes
with the higher ranking units. We be-
lieve that one of these is necessary., if
you want to accurately represent real-
ity in your recordings.

The significant finding was that
none of the units hit the nail on the head
as an exact duplication of the source.

coming on the market.

At this time we know
of future products by Apogee, Drake.
Neve, Quantee and Vacuum Tube
Logic. Inourongoing scarch for digital
perfection (s this an oxymoron?), we
will test these and give you a report as
soon as possible, ]

Bob Hodas is a San Francisco Beay Area
recording engineer and Mix contrib

wting editor. Panl Stibblebine is chief

mastering engineer at Rocket Lab in
San Francisco.

SONEX, when your sound matters. Now available in new sizes that
ship UPS. SONEX, the shape that works; in a variety of depths,
colors, and materials—plus ceilings, barriers and composites.
SONEX, for the truest sound—call today for all the information.

illbruck

Minneapolis, Minnesota

1-800-662-0032

{In MN: 612-521-3555)

 lilbruck. inc,, 1990




'EVEN WALTER BECKER IS

TALKING ABOUT SOUNDTRACS.

Soundtracs IL Series
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As a founding member of Steely Dan, Walter
Becker is known for his uncompromising
point of view. So choosing a console for his
personal studio in Maui was a carefully
considered decision.

Soundtracs IL 4332 features an inline design that
produces a pure, transparent sound. Its 32 Busses
allow total flexibility for maximum ease of usc in a
varicty of recording situations.

The IL 4832 comes standard with patchbay and
delivers up to 104 inputs with EQ and Aux on
mixdown. The board is also available in a 36
mainframe format.

Sonic purity, versatility, maximum inputs and
operational flexibility. These are the reasons why even
Walter Becker has so many good things to say about
recording with the L 4832.

SOUNDTRACS=

Soundtracs distributed exclusively in the United States by
Samson Technologies Corp., PO Box 2068, Hicksville, NY 11802-9068
TEL (516)932-3810  FAX (516) 932-3815




ARTEFX HEADPHONE
CONTROLLER

Artefx of Oakland, Calif.,
has unveiled the SB-2300
(5159), a studio head-
phone cue controller
priced at $159. Each SB-
2300 provides level
control, mixing and
channel selection for up to
four headphones, and
multiple units can be
daisy-chained using
standard XLR mic cables.
The SB-2300 includes
accessory mic stand
mounting brackets, and
internal fuses protect
headphones from over-
load damage.

Circle #275 on Reader Service Card

AVALON MIC PREAMP A
New from Australia’s
Avalon Designs (distrib-
uted by Audio Intervisual
Design of Los Angeles) is
the M2, a stereo rack-
mount mic preamp
featuring a fully discrete,
symmetrical Class-A
design, with low-ratio
input transformers and
dual discrete DC power
regulators. Priced at
$2,850, the M2 also ofters
LED) metering, phantom
powering, stepped gain
controls, -20dB attenuators
and a stated noise spec of
-126 dB.

Circle #279 on Reader Service Card

New PRobuCTS

UPTOWN
MOVING FADERS
Capable of controlling up
to 96 channels is the PC-
based Uptown moving
fader automation system
from Audiomation of
Sudbury, Mass. Accuracy is
said to be within 0.2 mm
(1/10 dB), while touch-
sensitive faders provide
immediate manual over-
ride during mixdown. An
onboard microprocessor
on each fader controls up
to four switches per chan-
nel, triggered by SMPTE,
and when used with a
synchronizer, Uptown
can control tape
machine
autolocation,
cue points and
MIDI events.
Also offered are
subframe-accurate muting,
free grouping and editing
via mouse, keyboard or
trackball.
Circle #276 on Reader Service Card

— o

DIGITECH DSP 256XL ¥
The new DSP 256XL from
DigiTech (Salt Lake City)

offers 24 different effects,

including stereo ping-pong,

multitap and slap delays;
chorus; large and small
rooms; gated, reverse and
ultimate reverbs; flange;

and graphic and parametric

EQ. Up to four effects can
be used simultaneously,
and 256 memory slots (128
factory, 128 user) are
provided. Bandwidth is 20-
20k Hz. The DSP 256XL
retails for $43995.

Circle #280 on Reader Service Card

DDA PROFILE
Designed for 24-bus
recording applications is
the Profile from DDA
(distributed by Klark-
Teknik, Farmingdale,
N.Y.). This compact (2.4
meters for 56 channels
with patch bay) board
uses a “Splint” design
combining aspects of both
the split and in-line
formats. Featues include 4-
band parametric EQ, ten
aux buses and an aux
return routing—allowing
up to 1306 inputs in remix.
A color, PC-based automa-
tion system is optional for
control of faders, mutes
and seven switches on
each channel.

Circle #277 on Reader Service Card
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AMEK HENDRIX A
Launched at AES Paris was
the Hendrix multitrack
recording console from
Amek (North Hollywood).
Based on the technology
developed for the success-
ful Mozart console, yet at a
lower price, Hendrix has
40 in-line, duat-path input
channels with eight stereo

AT S N

ART MULTIVERB ¥
ALPHA

Applied Reasearch &
Technology of Rochester,
N.Y, has enhanced the
functions of its

popular
Multiverh, while reducing
its price. The new
Multiverb Alpha offers 50
programmable eftects
(including 24 reverbs,
pitch transposer, flanger,
21 stereo delays, sampling,
stereo panner,
equalization and a new
acoustic environment
simulator; up to six effects
can be accessed
simultaneously). The
single-rackspace unit
features stereo inputs
outputs, 20kHz
bandwidth, 200 memory
locations and MIDI
control.

Circle #278 on Reader Service Card

returns, 4-band parametric
EQ. 24-bus routing, 12 aux
sends and multimode
panning for 3-channel
surround sound film
mixing. Amek. Steinberg
Supertrue automation
(with real-time control of
eight switches per input
channel) and built-in
patch bay are standard.
Circle #281 on Reader Service Card
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SOUNDCRAFT SAPPHYRE
New from Sounderaft ¥
(Northridge, Calif'y is
Sapphyvre, an in-line,
modular recording console
capable of handling 2- 1o
32-track production duties.
Available in 25- through
49-slot mainframes, cach
of sapphyre’s combination
input/output modules
features -band sweep-
able-mid EQ. six aux
sends, eight group buses
and a built-in noise gate.
Each module also has a
20-segment LED meter in
the large meter bridge.
Dual-line input and dual-
stereo input modules are
offered as options

NEVE A/D-D/A RACK
The HRC-1 A 'D-D/A rack
from Neve (Bethel, Conn.)
has stereo 20-bit analog-
to-digital and digital-to-
analog converters based
on Neve's existing
EV11323 and 11324 high-
resolution circuits, with
additional synchroniza-
tion, digital interfacing,
DC-processing and digital
re-dithering tunctions.
Analog I/Os are balanced
line-level: digital ports are
AES/EBU with channel-
status support,

Circle #283 on Reader Service Card

Circle #282 on Reader Service Card 2

Updated versions of the
Tannoy PBM-0.5 and PBM-8
monitors now feature

Medite cabinets with radius-

fold edging to reduce
diffraction effects. At your
dealer now, or call (519)

743-1158 for info...Sequoia

Electronics has a large
inventory of parts, manuals
and heads for Scully,
Broadcast Electronics

(Spotmaster), Metrotech and

Dictaphone loggers,
recorders and cart ma-
chines. Call (408) 356-

3232...East-West Communi-
cations ProSamples 2 ($129)

is 1 CD with dozens of
percussion and bass
samples recorded by Bob

Clearmountain in QSound™

3-1) stereo. Call (213) 639-
2928. .. The acclaimed

Russian Dragon is now
available in a scaled-down,
half-rack version priced at
$249.95. Call (512) 525-0719
for info...The Spectrum
DSP56001 PC-based
processor board is now
available in a 27MHz
version that achieves 13.5
MIPs. Prices have been
reduced on the DSP356001
System Board, with
onboard 16-bit, 150kHz
dual-channel ADCs and
DACs. Call (800) 663-8986
or (604) 438-7206...The
MCM Electronics Catalog
features test gear, speaker
components, semiconduc-
tors, tools, VCR parts and
more. Call (800) 543-4330
or (513) 434-0031 tor a free
copy...“How to Solder and

YAMAHA EMP100 A
The EMP100O from Yamaha
(Buena Park. Calif) is a
versatile digital signal
processor in a half-rack
package. The $345 unit
offers four types of reverb,
two pitch change pro-
grams, delay. chorus,
flange and symphonic,
arranged singly and in
combinations, in 100
presets, with space for 50
customized user presets.
Other features include
stereo outputs, MID!
program recall and a tap-
in function for matching
delay times to a song's
tempo.

Circle #284 on Reader Service Card

HOT OFF THE SHELF

Make Cables Like the Pros”
(839.95) is a 9)-minule
instructional video,
available through RMS, (818)
609-7915, or Mix Bookshelf,
(800) 233-960+4...The
Denecke Cine Sync™ EC-2
TC is a footage/frame
counter/display for 16
35mm film with time and
frame data at 24 or 30 fps. A
time code output can drive
remote under screen time
displays. Call (818) 766-
3525...The Personal Music
Library from FirstCom
Music House/Chappell
allows clients to pick and
choose from 5,000 tracks on
200 CDs to create a custom
production library. Call
(214) 934-2222 or (800) 858-
8880.. The Analog Devices

DIC BACKUP TAPES
AND CLEANERS
Designed for workstation
or computer backup

(CBUY applications is the
Platinum Series of 4mm
DAT (1.3 gigabyte) and
8mm (2.3 gigabvte)
cartridges from DIC
Digital, of Fort Lee, N.J.
The tapes have a metal-
particle formulation, and
an anti-static shell design
improves reliability. DIC
also offers wet system
cleaning kits for 4mm and
8mm drives. including
cleaning cartridge, fluid
and blower brush.

Circle #285 on Reader Service Card

AD1879, a high-perform-
ance, dual 18-bit analog to
digital converter chip,
features a differential,
sigma-delta architecture
with 64-times oversampling
in a 28-pin DIP package.
Call (617) 329-4700 for
details...A free Shure
catalog of sound reinforce-
ment products, circuitry and
microphones for recording,
broadcast and live sound
(including wircless) can be
yours by calling (800) 25-
SHURE or (708) 866-2200
...A free Ampex catalog of
accessories for pro tape
users includes maintenance
products, reels, reference
tapes (including DASH and
PD), storage systems and
more. Call (415) 367-3888
for your copy. |
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by George Petersen

Probuct

CRITIQUES AND COMMENTS

ackie Designs CR-1604 Mixer

Just ten years ago, this product would

not have existed. With 16 inputs, seven
aux sends. three-band EQ. in-place
solo and four stereo aux returns in a
rack-mount package. the Mackie CR-

1604 is designed to meet the needs of

audio production inthe 1990s, whether
used in small studios, video or broad-
cast production/post facilities, remote
vans, sound reinforcement, musicians’
racks, and so on.

Physically. the CR-1604 consists of

a4 main mixer section and a “connector
pod™withall inputs, outputs, trims and
power (AC and phantom)
controls. The pod is

normally placed at
the top of the
mixer  (as
shown

in
the photo);
however, the pod
can be rotated 90 de-
grees, totransform this table-
top design into a 7-space rack
mixer with all connections facing the
rear. The three-minute conversion
process requires only a screwdriver.
Despite its compact size, the mixer has

s

an internal power supply—without
any of the hassles of an external power
supply. A fuse is recessed into the AC
receptacle, although no mention is
made of this in the owner's manual.
While otherwise well-written, the
manual could use some setup and ap-
plications diagrams for the novice user.
Also. no block diagrams or schematics
are i unit must be re-
turned to the manufacturer if service is
required. However, the CR-1604 s
protected by athree-year warranty—if’
the registration card is returned.
With 16 inputs and four sterco re-
turns, the mixer is capable of handling
up to 24 channels of audio.
Inputs 1 through 6
include

XLR
halanced
mic preamps
with switchable
phantom power, as
well as balanced 1/4-inch

line inputs; inputs 7- 16 are fitted

with unbalanced line inputs only. Each
input channel provides four aux send

oa@aqééaoooooao
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controls—the first can be switched to
pre-fader/pre-EQ for cue and monitor
functions or set up as a post-fader ef-
fects send—and switches are provided
to route sends 3/4 to aux 5/6 bus.
Theoretically, the mixer has seven aux
sends, butonly four can be accessed by
any input at one time.

Unbalanced line jacks are provided
on all of the aux outs, returns and the
channel insert in/out points. The latter
(available only on channels 1-8) are the
ubiquitous 1/4-inch TRS type. Direct
outputs for these channels can also be
accessed without interrupting channel
flow by plugging halfway into the jack
and stopping at the first click (the “ring”
connection). The main mix outputs are
batanced 1/4-inch types that canaccept
unbalanced connections; a summed
mono output is also provided.

The equalization is 3-band, with
shelving LF/HF sections and peak-type
midrange. While simple in design, the
fixed EQ frequencies are logically
chosen and musically useful. For ex-
ample, the mid control is centered on
2.5 kHz, which is just right for adding
clarity to vocals or making a lead gui-
tar part stand out; the 12kHz high EQ
is high enough to cut hiss without cut-
ting sparkle, and when used as a boost,

New Product

is just right for adding zing to cymbals
and hi-hat.

The solo functions are extensive.
Pushing any solo button on a channel
or aux return activates a flashing LED,
and the solo (normally sent through
headphones) can be routed through
the main mix bus if desired. Best of all,
the mixer incorporates “solo in place,”
where stereo elements are heard in
their left/right positionings in solo.

While the CR-1604 does not have
any true subgroups, any channel is
routed to an alternative 3/4 bus when
the mute button is pressed. If nothing
is connected to the 3/4 bus outputs,
then the mute acts in normal fashion.
However, if you are doing a project that
doesn't require muting, then the mute
buttons can be used to set up a sub-
group or alternative mix, which could
be returned to two channel inputs ora
stereo aux return pair. An “alt preview”
switch acts as a solo switch, routing the
3/4 bus to the headphone jack.

This mixer does have a couple of
quirks. The short-throw faders take a
bit of getting used to; the difference

between the “on™ and “off” positions
on the switches is about 1/16-inch,
which can be tough to work with in
poor lighting; and the channel trim pots
are located on the back panel whenthe
mixer is rack-mounted.

Overall, though, 1 was quite im-
pressed with the Mackie CR-1604.
Designer Greg Mackie (who founded
Tapco in 1969) has paid extensive at-
tention to detail in this mixer, from the
high-quality construction (including
sealed pots!) and meticulous approach
to gain structure, to little touches like
a 12 VAC BNC lamp socket on the top
panel. By the way, if the mixer is rack-
mounted, a right-angle adapter and
lamp can be fitted, for illuminating the
back of the rack, where you always
seem to need it. At $1,099, this is a
versatile, great-sounding and afford-
able little powerhouse that is well
worth checking out.

Note: At press time, Mackie Designs
announced the availability of two ac-
cessories for the CR-1604: The “XLR-10"
isa bolt-on unit thatadds ten additional
mic preamps; the “Mixer Mixer” allows
the electronic linking of up to three CR-
1604s for 32- or 48-input applications.

Mackie Designs, 3910 148th Avenue
NE, Redmond, WA; (206) 885-7443,

The first Automatic Feedback Controller
we’ve seen—and it actually works!

WHO CAME UP WITH IT?

Sabine — the people who make the ST-1000 Automatic Chromatic
Tuner. Now they've brought the “automatic” (and their reputation
for quality and value) to feedback control. The Sabine FBX Feed-
back Exterminator™ is a microprocessor controlled filtering
device which finds and eliminates feedback in sound systems. It
works like this: The FBX AFC determines the feedback frequency,
then assigns one of six narrow-band notch filters to exterminate
the feedback. Best of all, it's faster and has less tonal degradation
than if you used the best graphic EQ.

WHERE DO YOU INSTALL THE FBX?

The FBX AFC is a road worthy, single slot rack mount unit. Install it
anywhere you would put a graphic EQ, like between the mixer and
amp. Virtually any amplified sound system will be improved,

VvV ¥ J JF 00 0 5 oL P vy P 4

whether you have a small band without a sound man, or a large
band with multiple monitor mixes.

YEAH, BUT WHO CAN AFFORD THE FBX?
Almost anyone — with price under $500.00.* It's an incredible
deal! Check out your favorite music store or contact Sabine for the
dealer nearest you.

Sabine Musical Manutacturing Co., Inc.

4637 N.W. 6th Street, Gainesville, FL 32609
904/371-3829 FAX 904 371-7441

FEATURES: Six independent, automatic '/« octave parametric notch filters. Time to find
and eliminate feedback less than 'z second.

*Suggested retail price only $499.98 U.S. or $549.98 U.S. with optional Memory Back-
Up. Suggested retail price for U. S. only, price may vary in other countries. Includes a
one year limited warranty.

FEEDBACK EXTERMINATOR

Manufactured in the U.S.A. by % Sabine®
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Meridian Distramix™

Maybe it was the name of this product,
or maybe itwas justme, but when I first
heard about Distramix, 1 wasn't oo
fired up about it. It was probably the
words “distribution amplifier/mixer
combinatior.” “room combining™ and
“teleconferencing™ in the literature that
scared me off, Eventually, Fgot past my

are +4 balanced XLRs (with polarity
reverse switches) and buffered., unbal-
anced I-inch jacks. Also on the rear
pancel is a unique linking system for
combining multiple Distramix units 1o
expand the number of available inputs
or outputs ad infinitum. Combina-
tons such as 8x 16, 8 x 24, 16 x 8, 24
X 8. 10 x 10, ete, are all possible with
several units,

The physical lavout of Distramix is

Distramix

neuroses and had a chance 1o check
this out. Boy. was I wrong! Let me
explain.

First of all. Distramix is an 8 x 8 mu-
trix mixer, offering numerous creative
applications. In the studio, it provides
flexible headphone cue mixing on a
tracking date. and later offers eight
additional aux sends when mixing. In
theater or concert sound reinforce-
ment. it offers a versatile matrix 1o
mains, center clusters, surround (ef-
fects) speakers, stage mixes, lobby
feeds. ete. Ina broadeast facility, Dis-
tramix could handle foldback feeds to
talentortech staff, multiple mixes, mix-
minus and more.

Second, the audio quality and con-
struction—with gold-contact relayvs and
switches, conductive plastic pots and
banded toroidal power transtormer—
is top-notch throughout. And litle
touches, suchas the ferrite beads on the
inputs, are sure 1o be appreciated by
anvone working sound reinforcement
in a high-RF arca.

The cight inputs and cight outputs

94  MIX. MY 1oy

straightforward and logical: The eight
inputs are arranged in horizontal rows
(with space for lubeling cach), and the
cight outputs are outlined in white at
the botom of cach unit. Output mute
switches are provided: when selected.
these flash ared LED in the three-seg-
ment output meters, which are not de-
signed for critical metering, but offera
quick way of keeping track of levels
and gain. Eachinput has a bi-color LED

console or other requirements.

AL S2.675, Distramix provides an
affordable solution to a lot of pro au-
dio dilemmas, and since it's an out-
board unit. it can be moved around 1o
different rooms in a studio, or sent owt
on various live sound gigs without
needing to buy matrix versions of ev-
ery console in yvour inventory.

Meridian Communications, Box 97,
Alameda, CA 943501: (415) 769-1515.

Drawmer DL241 Auto-Comp
Whenever “Drawmer” is mentioned in
proaudio circles, words such as “world
class™usually come up. Sowhen Draw-
mer introduced a 2-channel. stereo-
linkable expander/gate compressor
limiter at lastyear's AES, and priced the
unit at $699, it auracted more than
casual interest from showgoers.

The DL241 features  awtomatic
program-dependent compression
(switchable) that combines the char-
acteristics of “soft-knee™ and traditional
“ratio”-lype processing, along with an
awtoattack expander/gate with switch-
able fast/slow release time. A peak
limitersectionis also included on cach
channel. The single-rackspace D124 1
also provides four bright cight-seg-
ment LED indicators forcach channel's
output level and gain reduction func-
tions,

On the rear panel are balanced
174-inch input and owputjucks, which
can also function with unbalanced
sources. The levels for cach channel
can be switched 1o +4 or -10 dB. An-
other version of the DL241 s the
DL24IX, which is similar but substi-
tutes XER connectors foran additional
S150.The DL241 does notinclude any
connectors for sidechain access—no
doubt. this was one of the frills that had
to be sacrificed so the unit could come
in at such an affordable price point.

Operationally. the DL241 is no

T— TS
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Drawmer

that glows greenat-15and red at +8 dB.

Operation is extremely fast—just
plug in and go. Depending on your
needs. it would be a simple matter 1o
make a harness 1o suit yvour patch bay.

sweat. Both of the unit's channels are
identical and can be used indepen-
dently orlinked for sterco. In the latter
mode. the channel controls on the left
serve as the master. although the by-



pass switches remain independent. In
linked mode, the unit tracked flaw-
lessly, without any trace of image
smear.

Since the expander ratio is auto-
matically controlled by program level,
setup is a breeze, and the user merely
has to set the threshold and select the
required release time. Generally, on
transient material—such as taking tom
and hi-hat bleed out of a snare track—
the fast setting is preferred. The slow
release times are more suited for sus-
tained notes, background vocals and
material with longer decays or reverb
tails.

The compression section is pretty
straightforward. The threshold control
has a wide +20to -40dB range and soft-
knee action occurs on signals exceed-
ing the threshold by up to 10 dB; after
this point, conventional “ratio” com-
pression is applied, with a user-select-
able ratio ranging from a mild 1.2:1 to
a true hard limiting of e:1. Attack and
release times can be manually or auto-
matically controlled depending on user
whims, but generally T was quite
pleased with the smoothness of the
DL241's auto control. A £20dB gain
control makes up for any overall gain
or loss in overall level if caused by the
compression or limiting. The bypass is
a true hard-wired type (it functions
even when the unit is powered down),
and provides a handy way to make

vs. unprocessed signals.

The DL241°s peak limiter can be set
to provide protection against any out-
put signal that exceeds a range of 0 to
16 dB. If the peak LED begins lighting
on a semi-continuous basis, then the
limiting artifacts become apparent;
however, if used sensibly it’s virtuatly
unnoticeable.

While the Drawmer DL241 has no
sidechain facilities, it can handle 95% of
all typical dynamics control situations
found in studio or sound reinforcement
without even working up a sweat.
Overall, the DL241 is a user-friendly
unit that sounds good and has a per-
channel pricing that should put a scare
into the competition.

Drawmer, distributed in the U.S. by
QMI, 15 Strathmore Road, Natick, MA
01760; (508) 650-9444. ]

In addition to writing for Mix, George
Petersen is a musician, producer, en-
gineer and operator of a Third World-
class recording facility in the San
Francisco Bay Areda.
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LIVE SOUND

by David (Rudy) Trubitt

Focus ON FIXED
INSTALLATION

T AT e pe—

O BOARDS

Menu Level .

A Multipurpose Solution

Bobh Coffeen, of Coffeen Frickie
Associates. has worked in the
world of arena and stadium fixed
installations for 26 years. During
that time. the firm has designed or
updated sound systems in
tacilities all over the country.
including San Diego's Jack
Murphy Stadium, the Thompson-
Boling Arena at the University of
Tennessee at knoxville (the
country’s largest arena). the
Hartford Civic Center Arena in
Connecticut. Kansas City’s Roval
Stadium and many others.

A recent example of the firm's
work can be tound on the campus
of Michigan State University at
Fast Lansing. The Jack Breslin
Student Event
Centeris a
new: 16000-
seat multipur-
pose arena.
The facility
wus designed
primarily for

Two views of the Yamaha
PM1800 mixing console area,
showing the retractability of
the setup.

View of
computer
screen showing
stage and
cluster location
options. This
allows the delay
settings and
on/off status of
clusters, horns
and satellites to
be altered.

sporting events, but can also
accommodate performing arts and
smaller events. The room can be
divided by draperv 1o form a
theater setting, with a stage and
scating at opposing ends of the
reduced space. The challenge was
10 design a system that could
adapt itself 1o these varving
requirements while maintaining
consistent performance standards
and keeping life simple for the
system operators.

Step one was to evaluate the
room acoustics. “The room had a
midrange RT60 of about 2.2
seconds unoccupied.” Coffeen
savs, "which is okay for an arena
of this size. The time was estab-
lished by ceiling absorbers that
were large panels of glass fiber
ceiling board in sections
between the trusses. Vertical
surfaces were treated with
Tectum panels, which are
inexpensive
and tough.
Also. although
the seats were
hard, some
absorption wus
built in under
the seats. so

we were getting some absorption
in the seating area even when
empty.”

Because of the room's flexibil-
ity in stage and audience location.
wo options were available. First.
a portable system could be used.
but that would require much more
work for the system opcrators and
couldn’t guarantee consistency.
Instead, Coffeen and Frickie
designed a central cluster capable
of automatic movement in both
horizontal and vertical directions.
To supplement the moving
cluster. 244 siationary satellite
clusters provide sound 10 the mid-
and upper-scating areas. and a
number of 8-inch speakers fill the
space under the balconies.

The brain of the system is a
computer controller from Innova
tive Electronic Design (Louisville,
Ky). The IED system includes line
amps and a 16 x 16 solid state
audio switch matrix. This unit
selects and routes signals 1o the 25
delays. which align the fixed loud-
speakers with the current location
of the mobile central cluster. An
additional 12 delavs are used for
speakers in the concourses.

A total of six preset system
configurations are currently stored
in the control computer. Depend-
ing on the event. the operator
simply chooses a sctup by push-
ing a button. Then, all aspects of
the scene are automatically set,
including cluster position. delay
routing and drivers within each
cluster to use. “What took us three
weeks of testing and alignment,”
Coffeen adds, “can be recalled in
a few seconds by the operator.”

The computer controller is
located at the mix position, which
is in the seating area. The 32-input
Yamaha 1800 console. other
program sources and the IED
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svstem are built onto a sled shat.
at the touch of a button, is retract-
ed by a chain drive and stowec
under the scating area. The sys-
tem is still accessible when in the
stowed position. so events requir-
ing background music, but not
mixing, can be run without expos-
ing the console. Other equipment
in the installation includes QSC
power amplifiers. Audio Digital
delays, and a variety of Electro-
Voice gear, including micro-
phones, large- and small-format
CI DHI1As and low-frequency
TLO0GDs for the clusters, and Pro
SAs under the balcony.

The opening ceremony for the
hall turned out 10 be a showcase
for the system's tlexibilitv. The
program opened with speeches
and was followed by a perforni-
ance by the school’s wind ensenr
ble. Next came music from the
school’s symphony and chorus at
the other end ol the room. After
the wind ensemble finished
playing. « brief intermission
allowed for the reconfiguring of
the sound system. While playing a
CD of a brass ensemble, the
center cluster glided from one end
of the hall to the other, taking
about two-und-a-halt minutes for
the trip. The system was ready for
the downbeat of the orchestra s
soon as it stopped. Finally. it was
moved to the center of the oom
as the event concluded with the
school's marching band.

On a related subject, Cotleen
shared some thoughts on inprov-
ing the relationship between
touring and fixed sound compu-
nies. “We need better cooperaticn
between house and the outside
user, because many times the
fixed systems are the only thing
that will cover the room. For
example, we recently did a

remodel of the sound system in
the Charlotte Coliseum in North
Carolina. The second show with
the new system was Frank Sinatra
and their tomring company, a very
professional group. hung their
boxes eenter stuge.”

“T suid. “You're not going to
cover those upper seats—see that

satellite cluster” What if we well our

computer where the stage is and
you give us a feed? You supply
sound for lower seats and we'll do
upper areas. We did and it
worked verv well. With the
proper combination of a fixed and
rraveling system, we can do a
marvelous job But it takes
cooperiion between (wo
opposing views of how
sound shouid work.”

A Natural Experience
“All of the things we da
are sound sculptures,”
answers Bernie Krause
when asked e describe
the work of Wild Sanctu-
ary Communications of
San Francisco. Specifi-
cally, his company has
designed a number of
unique environmental
sound mstallations in
200s, dquartums and
museums. [n addition to
design. Wild Sanctuary
provides the sounds
themsclves, logging
thousands of hours of
field recording from all
over the worlc.

Wild Sanctuary’s first
major natural sound
installation was for the
Culifornia Academy of Sciences at
Golden Gate Park in San Fran-
cisco. A 24-hour sound cvcle of an
African wutering hole was
condensed mto 16 minutes.

Multitrack tape was used for
playback, and tracks not contain-
ing audto held control signals 1o
change lighting levels to match
the exhibit’s accelerated “dav.”
Although the exhibit has been
successhul ana long-running,
Krause tound some clements
lacking. "It was very boring for the
st he says. as the same audio
events repeated endlessly. Also.
volume levels were fixed. and
changing crowd conditions
resulted in levels that were either
100 louc or 160 soft.

\ more antitious installation
followed! several years fater at the
St Lonis Zoo. Eight speakers were
placed inside 1 hemispherical.

Top phaoto: Side view of rain-
forest exhibit under construc-
tion. Above: Sequoia’s star
performer snacks before his
flight to France (see page 105).
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every wireless company
claims theirs is the best,
why do they try to copy ours?

First, let’s talk technical.

A lot of newcomers to the wireless
field are making pretty bold claims these
days, but they all have one thing in common.
They all say theirs are the best. Well, we've
got news for them: all wireless systems are
not created equal.

At Nady Systems, when we say we
are the leader, we can back up our claims.
Everyone knows modern wireless systems
use companding for noise reduction, yet few
realize that we invented and patented aucio
companding circuitry for wireless over 12
years ago.

Sure, other companies have attempted
similiar designs. Unfortunately, most of them
simply fail to utilize the existing technology
properly, so at 120 dB dynamic range, we
still enjoy up to a 20 dB edge over many of
our competitors.

In fact, what we find interesting is
that even our early prototypes are still
significantly quieter than these so called
“new and improved” wireless systems. You
may not always need the kind of performance
our wireless systems can deliver, but isn’t it
good to know that the technology is there if
it’s required?

Let’s talk product.

Our Nady 650 VHF Wireless System
packs a surprizing number of professional fea-
tures into a mid price system. It’s rack mount-
able and can be used with up to 10 channels
operating on 10 different frequencies at the
same time. And, of course, the 650 VHF has a
highly sensitive True Diversity front end for
drop out tree performance in any environment.

The top of the line Nady 1200 VHF
Wireless System defines state of the art
wireless technology. Features include 20
channel simultaneous operating capacity on
custom frequencies. The 650 and 1200 are
ideal for any wireless application, such as the
theatre, churches, meeting rooms or live
entertainment. Musical instrument and lavalier
mic body pack transmitters are available. Our
1200 HT handheld is a sleek. metal wireless
mic with no protruding external antenna-—
another much copied Nady innovation.

Our 501 VR Wireless System delivers
the highest performance available and features
a portable, rugged metal case receiver perfect
for video and film production.

So whether you need a wireless system
for a modest facility with a small budget or a
multi channel wireless for a large location, you

Finally, experience.

Nady has been in the wireless
business for over 12 years. And we now sell
more wireless than the rest of the industry
combined. Nady almost singlehandedly pio-
neered the use of wireless in the l:ve enter-
tainment industry, where road ruggedness and
dependability in a wireless system is
essential. This means that when you install or
use Nady, it will not only work the first
time—but keep on out performing other
wireless units for a long time to come.

Being on the leading edge of wireless
technology practically since its inception, we
have given the competition a lot of things to
try to copy.

So why settle for imitatiors? In Wire-
less there’s really only one leader—Nady.

AD!

SYSTEMS

INC.

Contact your local dealer or Nady Systems,
Inc. 6701 Bay Street, Emeryville, CA 94608.
(415) 652-2411 for more information.

can count on Nady to work flawlessly, give
you complete coverage and sound superb

© 1990 Nady Systems, Inc. doing it.




LIVE SOUND

domed exhibit arca. An 8-track
deck provided a variety of
moving animal voices, ranging
from a fly to a killer whale.
Unfortunately, the audio
program still repeated without
change, and finding a nominal
volume level again proved
difficult.

To overcome these limita-
tions, Krause and his team took
a fresh look at the problem,
and the results could have
wide applications 1o sound for
public spaces. The Intelligent
Sound System™ features two
major improvements. First,
hard disk-based digital audio
will allow for a constantly
changing audio program: and
second, a variety of motion,
infrared, light and ultrasonic
sensors will monitor crowd
conditions and adjust levels
and program content accord-
ingly. The entire system will be
under computer control, with
software currently under
development.

The system will debut at a
new exhibit at the Cleveland
Zoo, which is expected to open
in fall 1992. A stand-alone
building is being transtormed
into a variety of rainforest
environments. The 20,000-
square-foot building will house
23 different animal exhibits,
from binturongs to butterflies.
Wild Sanctuary will create three
distinct sound fields: an
Amazonian rainforest, a
tropical storm. and a Southeast
Asian rainforest. Fach field will
cover captive animals native to
the environment being re-
created. The authenticity of the
sounds are as important to the
resident animals as to the
visitors, since Krause has tound
that familiar sounds of a
creature’s natural habitat
reduce the stress of captivity,

Controlling spill from one
area to another is always a
concern. In many cases,
speaker position and limiting
handwidth from 100 Hz to 14
kHz reduces leakage. How-
ever, this is not always practi-
cal. For example, a monitor
lizard exhibit will be the site of

HEARD BY MILLIONS NEW
BUT SELDOMSEEN W FROM

— OMNICRAFT
" gucerr

Studio Quality Contact

Condenser Microphones
*SUPERB CLARITY
*TRUE ACOUSTIC SOUND
* COMPLETE ISOLATION

LAl GTS Stereo
Noisegate

-

*EASY TO USE, NO HOLES TO DRILL, CAN
BE MOVED TO OTHER INSTRUMENTS
SISO CIOTomE | i elowseve e
ANCE THAN CONVENTIONAL MICRO- coloration of any noisegate on the

PHONES market!! The GTS also features:

* 24dB/Octave hi & lo-pass filters

* Balanced inputs & outputs (on
XLR-type connectors)

* Duckling, Keying and 2 modes
of triggering

* 2 seperate channels can be
ganged for stereo

* Low Cost

...and many more features.

Call 1-800-CT-AUDIO

In Canada call 604-688-2444
CT-AUDIO SYSTEMS, INC.
3050 SW 14th Place, Suite 3, Boynton Beach, FL 33426
Tel.407-738-0622 + Fax 738-0319

Omnicraft’s unique optical system
has enabled us to design a noisegate

HIGH FIOELITY LQJOSPEAKERS FORE@JNO REINFORCEMENT B
3351 remy drive ¢ lansing, mi 48906 ¢ usa * (517) 321-0700 ¢ fax (517) 321-6385

MAY 1991, MIX 99




SF/NARAS®PRESENTS

StudioTech 91

The West Coast Music and Recording Expo

The Latest in

Recording
Technology

» Demonstrations & Exbibits
» Technical Workshops
» MIDI Instruments & Software
» Engineering and
Production Techniques
» Artist/Label Relationsbips
» Career Opportunities

AUDIO

Images

Co-sponsored by:

MIX

STUDIOTECH '"91 BENEFITS NARAS EDUCATIONAL

Contributions or gifts to NARAS are not deductible as charitable. They may, however, be deductible as “ordinary and necessary” business expenscs.

Saturday, June 15

10:00 a.m.-7:00 p.m.

Golden Gateway Holiday Inn
Van Ness at Pine

San Francisco

$10 at door
$8 in advance; call (415) 433-7112
NARAS members admitted free

Electronic Musician

PROGRAMS



LIVE SOUND

occasional thunderstorms.
complete with wind and
temperature changes. In this
case. an 18Hz-23kHz band-
width at somewhat higher SPLs
will be required. “Thunder was
the most problematic of all the
sounds. but it’s in the first floor
area. which is more of a gallery
than an animal exhibit environ-
ment.” savs Korey Kruckmever.
project architect with The
Larson Company (Tuscon,
Ariz.), the designers of the
exhibit space. Double-pane
glass will also help control
leakage into other areas.
Interactivity is a kev goal of
the Intelligent Sound Systen.
Some subtle sounds may only
happen it a few visitors are
present, while others occur
only when farge crowds fill the
arca. The sounds vary in length
from 20 minutes to brief
recordings of individual animal
voices. Storing audio digitally
on hard disks allows any
combination of sounds to be
played together. avoiding the
static quality of earlier exhibits.
Up to 40 discrete output
channels are possible Gwith
sufficient plug-in D/A cards in
the PC-compatible computer).
Each audio channel includes
digital EQ and level controls.
and will feed its own amplifier
speaker combination with no
mixer required. About 175
speakers will be used in the
installation, and each must be
specially treated for protection
from moisture and insects.
Aside from the Intelligent
Sound Systent's custom
software. components are
mostly off-the-shelf. The
Cleveland installation is
expected to use [BL cabinets,
including Control 5s and
Control s, Rane MEILS 2/3-
octave graphic equalizers and
MEG power amps. and custom
subwoolers for the storm room.
The disappearance of the
Earth's natural sounds are a
major concern for Krause. He
used to spend 20 hours in the
field to get 15 minutes off
usable material: it now takes
CONTINUED ON PAGE 105

Professionally Superior Audio Systems
From Clair Brothers

B e
Lewisham Theater, London

CBA R4-T House Speaker System and
CBA 12AM Monitor System

Clair Brothers has been developing and manufacturing professional speaker systems
for over 20 years. Now for the first time ever a complete house and monitor system
is available for nightclubs, theaters, concert halls, auditoriums and stadiums.

The system:

R4-T Speaker System

Frequency Response e 38Hz to 20KHz
L.F. Power e 600W EIA

M.F. Power ® 300W Program

H.F. Power ¢ 150W EIA

Rigging  Through Cabinet

Type ® Trapezoid

Weight e 185 [bs. (Max)

Dimensions e 45" x22%a" x30%¢" Deep

C.B.. 12AM Monitor

Freguency Response ® 65Hz to 18KHz &

LF. Power » 300W EIA/1200W Peak W
H.F. Power  150W continuous power

Cabinet Material ® 1Smm Finland Birch

Finish  Epoxy/mastic with black lacquer overcoat
Weight ® 74 bs.

Dimensions e 142" x22"2" x18% “

C.B.A. 400 Series Monitor Rack

Custom Signal Processing

Crossover Integrated into each Ampiifier
Corrects Phase error

Optimized EQ Curve

Input Capability—8

Drives Sixteen (16) 12am’s

Weight e 172 |bs.

Dimersions ® 25% " x1974" x247"

The R4T and 12am system is a portable, low profile, efficiently designed speaker
and monitor package mairtaining the classic Clair Brothers Audio style.

Need the Best? Call us, we will custom design your system.

Clair Brothers Audio Systems, Incorporated
P.O: Box 396, Lititz, PA 17543
Phone (777) 665-4000 Fax (717) 665-2786
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APRS 91 ... The ONE Show for
the pro audio industry.

APRS 91 is the showcase of the
world’s products and systems
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reinforcement.

It makes APRS 91

The ONE Show for YOU.

SHOW

The annual, international APRS
shows have long been uniquely
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latest in pro audio equipment
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fresh frontiers in technology and
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Show, for what will soon be the
one market of Europe.

Don’t miss APRS 91 -

the event of the year.
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(£5 admission if you register at the door).
Pre-registration now available from:
APRS 91 Office, 2 Windsor Square,

Silver Street, Reading RG1 2TH, England.
Tel: (0734) 756218. Fax: (0734) 756216.
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Taking Care
of Business

For a business perspective, 1
spoke with two companies with
somewhat different hackgrounds.
The first was Marvland Sound
Industries West Coast's Tony
Gould. and the second was Jerry
Van Dyke, with Genesis Commu-
nication of Edmonton, Alberta.

Gould notes. "MSI has been in
the permunent installution busi-
ness for over eight vears. We're a
sclf-running organization within
MSI, and we've successtully
transferred MSI's ouring reputa-
tion into the fixed-install market.
This business takes a different
mentality than touring, since
vou're working with architects
and owners or representatives
of buildings and projects, as
opposed 1o tour managers—it's a
different type of relationship.

“This business is long-term,
and you're under more scrutiny.
either when vou're dealing with
a city or a corporate owner. With
a long-term relationship, you'd
better be good or you're not
going to get much further.”

MSI has done a wide range of
installations, including stadiums,
theme parks. churches, board-
rooms. theaters and entertain-
ment spaces. Recent installations
include the Anaheim and
Baltimore Stadiums, and the
Universal Theater theme park in
Orlando, Fla.

Gould notes the increasing
understanding of customers
when it comes to recognizing
differences in sound quality.
“With most clients. the level of
sophistication is fairlv high. Since
everyone is familiar with high-
quality CD and motion picture
audio. they expect good results
in boardrooms, houses of
worship or public spaces. And
they want something better than
what they have at home, which
is o lot better than it was ten
years ago.”

MSI Permanent Installation
Division relies on its touring
department to test products, and

also draws on tour experience
for assessing product reliability.
“Service calls are evervone's
higgest enemy.” says Gould. “The
fewer calls the better”

Genesis Communication is
only one vear old. although its
founders have manv vears of
sound experience. Genesis’
business includes corporate and
government facilities, churches,
nightclubs, schools and hotels.
“We've experienced tremendous
growth because of our service
orientation.” says Jerry Van Dvke.
“For example, where some
contractors try to lead a customer
to whatever speaker line they
sell, we have access to Altec,
Community, Electro-Voice and
Apogee speaker systems. We try
to find our customer’s real
requirement, and let them help
us make that decision by exten-
sive listening tests. We bring a lot
of speukers for them to listen to.
hang them, and let them make
their choice.

“When you're dealing with
churches, there comes a point
where that extra sonic quality
isn't worth five times the money
for a processor-controlled box.”
he continues. “It comes down to
them saving, ‘Look, we've got so
much money and that's all we're
spending, and we can't hear the
difference’ It comes down to.
‘Are we giving our customers the
best value for their dollar?” Too
many guys will try to low-ball on
the price, but it there's no profit
in the job, vou can't afford 1o go
back and service the customer.
We don't go on price alone”

Van Dyke also echoes Gould's
comments on customer percep-
tion of fidelity. “With the advent
of digital technology, customers
are accustomed 1o a certain level
of quality. Nightclubs are also
becoming more demanding, and
thev're often the ones who are
willing to spend.” While Van
Dyke anticipates some difficult
economic times ahead, he's
optimistic about Genesis' future,
and sees new growth areas, such
as home theater sound systems,
"We've ulso taken on a larger
compuny as a partner, which
provides us a stable base to grow
and expand on’” —RT

Clean Up
The “S” Mess.

)

3 Sufferin
from sibilance?

oS

Give those excessive
“ssss’s” in your vocals a

chance and they’ll ruin your

sound. Now you can afford

the same dbx” circuitry that

has ssssaved the

pros for years!
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Precision Tools for the Professional.

Professionals rely on their tools to bring out the best of their abilities. At
Apogee, we make precision tools for audio professionals who are committed
to achieving the optimum solutions in sound design. Each electronically
integrated speaker system is designed in a laboratory setting and thoroughly
tested in real-world environments to ensure smooth, predictable response
for voice and music. In musical theatre, touring systems, churches, stadiums,
clubs, and seund reinforcement for world class events, Apogee has
established itself as the quality leader.

For product information, a CAD data disk, or a product demonstration,
call (707) 778-8887, or FAX (707) 778-6923.

PO5==
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FROM PAGE 101. FINED INSTALLATIONS
500 hours. Wild Sanctuary also
produces natural-habitat CD and
cassctte recordings, setting aside
3% of the proceeds for the Nature
Conservancy, which buys land
for conservation purposes. “Wild
Sanctuary’s ultimate purpose,”
Krause explains, “is to find a way
to prevent the gentle, wondertul
voices from disappearing
altogether”

Variations on a Theme

“The biggest obstacle was justify-
ing why this kid from Hawaii was
involved,” Randy Bauske says,
describing his design of a theater
sound svstem for the theme park
Le Nouvecais Monde Des Schtro-
tmphs (The New World of the
Smurfs) in Metz, France.

The 2,000-seat
“Time Tunnel
Theater” presents a
show geared to the
environmental
sensibilities of its
European audience.
The performance
opens with 4 young
Frenchman riding a
motorcycle through
pristine villages and
forests. However,

Sequoia Creative in turn catled on
Baus Engineering of Honolulu to
design the theater's sound
system. There were three criteria:
the first was high-quality play-
back of the show’s orchestral
score; second, sound effects that
had to appear to pass over the
audience required a surround
system; finally, subwoofers me-
chanically coupled to the build-
ing’s foundation were needed to
create the earthquake cffect felt
during the monster’s entrance.
Creation of the earthquake
effect was one of the more un-
usual parts of the job. First, four
Meyer 650-R2 subwoofers were
entombed in the stage and sealed
with special foam. which struc-
turally coupled them to the build-
ing. (Sce photo below.) Then, a
FEF™ analyzer sweep was used
1o identify the
resonant frequenc-
ies of various parts
of the building,
including lighting
trusses., catwalks,
audience seating
and doorways.
Then. a 60-second
sound sequence
wus created using
the TEF and a Mac-
intosh computer

he soon encounters
the results of his (and our own)
cnvironmental carelessness. The
forest trees vanish, and “Poullite;”
a pollution-spawned beast, rises
from the ground, causing an
carthquake that shakes the entire
building. The vouth vanquishes
the monster, but learns a lesson
in environmental responsibility
in the process. In deference 10
the various languages spoken by
the park’s visitors, the perform-
ance has no dialog. Instead. a
score composed by Georges
Delerue, performed by the
Toulouse Symphony Orchestra
and mixed by Craig Huxley at
The Enterprise in Burbank,
provides a dramatic background
1o the presentation.

The theater was designed by
Sequoia Creative of Burbank,
Calif,, which is perhaps best
known for its three-story, hydrau-
lically controlled King Kong at
the Universal Studios tour.

running Wave-
maker software. The TEF was
programmed 10 sweep a continu-
ous range that included all of the
resonant points, while the Mac
sounds hit the specific frequen-
cies associated with doors, chairs,
ete., one after the other.

The two sounds were re-
corded together on a DAT, and
the completed carthquake seg-
ment was stored in the EEPROMs
of a 360 Systems Permanent Play-
hack system. a device capable of
producing multiple channels of
CD-quality audio under com-
puter control. Additional sound
effects. including helicopter and
jet fly-bys and monster noises
were also loaded on the device.
Digital audio storage was also
employed for the show’s musical
score, which was stored on 2-
channel laserdisc.

The helicopter and jet fighter

sounds appear to move right over

the audience, thanks 1o a custom

TYPE I NOISE REDUCTION

CD quality from your tape
recorder for 1/10 the cost
of an R-DAT. Get one today!

’ A division of

¥ AKG Acoustics, Inc.
1525 Alvarado Street
San Leandro,
Galiforrsa 94577, USA
Tel (1) 415/351-3500
Fax: (1) 415/351-0500
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| Saber series

16-track systems
24, 32 and 40-channel versions,
16-track monitoring and metering.
MIDI muting as standard. 40 remix
inputs with EQ and fader in a 24:16:16
console only 1.25m wide.
Patchbay option.

24-track systems
28 and 36-channel versions
24-track monitoring and metering.
MIDI muting as standard. 60 remix
inputs with EQ and fader in a 36:16:24
console only 1.75m wide.
Patchbay option.

PA/Theatre Systems
24, 32 and 40-channel versions.

Saber Recording Version 8x8 Matrix Output system. MIDI
including patchbay and muting as standard. Compact, low A
Bargraph meters. profile console, easily flightcased. .g
32:16:16 LBGPB. All Saber consoles feature : o?
@ Modular construction
@ 16 bus routing
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@ MIDI mute memory system
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Allen & Heath

UK 69 Ship Street, Brighton, BN11AE . England. Tel; (0273) 23346 Fax; (0273) 821767
USA 5 Connair Road, Orange, Connecticut 06477, USA-Tel; (203) 795 3594 Fax; (203) 795 6814
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VCA panning unit built by Dr.
Michael Morgan of Valley
People. The unit contains two
externally controllable 1-in, 3-
out panners. The three outputs
are directed to the theater’s left,
right and rear speakers, pro-
viding the illusion of motion
Both audio playback systems
and the VCA panner are under
the control of one of Sequoia’s
show control computers.

Audio from the laserdisc
player, EEPROM playback unit
and VCA panner then makes its
way to a 12-channel custom
console built by Acoustic Tech-
nical Laboratory of Kaifu, Ja-
pan. “The ATL mixer is a really
high-quality mixer without any
acoustic signature,” Bauske
explains. “The clarity of the
effects make it into the theater,
which explains the audience’s
reaction—2,000 people all
ducking at once!” An additional
Yamaha M406 was used as a
submixer, helping to accom-
modate the system’s total of 22
input channels. All this audio
ultimately hits the air through
four Meyer MSL-3s (mains) and
six UPA-1 A surround loud-
speakers powered by 12
Yamaha M85 audiophile amps.

“A big plus for the project
came on the first day we fired
the system up,” says Bauske. A
morale boost was welcome, as
work had been slowed by
freezing temperatures and
some friction between French
labor and foreign experts. “1
hooked up a CD player and
had one of the supervisors hit
the play button,” Bauske
remembers. “It was Earth, Wind
& Fire playing ‘Got To Get You
Into My Life, and everybody
stopped working and had a
party. Once the other teams
realized that one element of the
theater was working, it gave
them a real boost. After starting
three weeks behind, that sound
motivation helped everything
get done on time.”

David (Rudy) Trubitt is an
upright young man of sterling
moral fiber, despite his fondness
Jor unsalted macadamia nuts.

—FROM PAGE 80. ROCK IN RIO I

festival. For the nextten days, the crew
worked long hours with only a single-
day’s break in the action. Despite the
recent start of the Persian Gulf war, and
rumors of terrorist actions that might
affect air travel, nearly all of the con-
tracted acts arrived for the festival. The
only artists not able to perform were
Robert Plant and Jody Watley.

All shows took place close to
schedule, thanks to a veteran GLS Pro-
duction staff that included Gerry and
Sylvia Stickells, Rick O’Brien, Charlie
Boxhall, Michael Wiesman, Tim and
Chris Lamb, and Karen Gault.

While the crowds varied from night
to night based on the different headline
attractions (New Kids On The Block
drawinga different audience than, say,
Guns N’ Roses and Judas Priest), their
enthusiasm never waned and neither
did sound system performance. As one
New York Tinmes observer reported, "An
enthusiastic audience of 100,000 peo-
ple ready to dance, sing, shout, wave
their arms or light matches on cue was
dazzled by.. laser light...giant video
images...[and] a sound system with
remarkable punch and sonic detail.”

Rock In Rio IT was a success by any
standard, according to Brazilian sound
engineer Franklin Garrido. “This is the
best sound we have ever had in this
country. The low end is particularly
impressive for outdoors. Engineers for
many of our national acts tell me that
they are quite happy with the sound,
the Showco team cooperation and the
whole experience.”

For the 12 sound crew members,
success was measured by the runway
lights of Rio’s airport receding in the
background as a jumbo 747 lifted off.
“A project like this one works only
because we like doing what we do,”
Ponczek noted “If you try to figure out
your pay scale by the number of hours
worked, orexpectall of the conditions
to be perfect, you'll be disappointed.
But in our industry, an event like this
is a marathon race. Just knowing that
you, your crew and sound system not
only finished the race, which is winning
in itself, but also came in first—that's
what makes it worthwhile. We're just
doing ourjob the best that we can, and
we're glad to be here.” ]

Mike Stande, a well-known consultant
specializing in large-scale concert
sound. is currently contesting the peit-
ented microphone support assembly
that bears his name.

Get music to your ears with
the world’s only EQ which
transforms from a dual
15-band to a mono 31-band
at the touch of a button!
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1525 Alvarado Street
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California 94577, USA
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Ramsa WR-
S840 monitor
consoles at
the 1990
Billboard
Awards Show.

With a Little Help
from His Friends
“We said to the producers, “You
can't do a show here with live
hands!" Of course, we knew they
were going to do it anvway, so our
task was to make the best of a bad
situation” That's how fim Showker
of Audio Tech ¢North Hollvwool,
Calit) summed up his feelings
about the recent Billboard Awards
show, held in an airplane hangar
at the Santa Monica airport.

To analyze the room’s prob-
lems, Showker took a speaker,
| amp and TEF" machine into the

cavernous space. "Determining
the RT60 of a4 room is not easilv
| done;” Showker says. “High-
frequency roll-off is always
smoother in books than in realitv.
At 1 kHz, the room’s RT60 was
over six seconds. They gave us
carte blanche 1o fix the problem,
as long as it didnt cost hundreds
of thousands of dollars.”

Showker began calling in

LIVE SOUND

by David (Rudy) Trubitt

SOUNDCHECK

favors. Lighting and stage crews
responded with cnormous
quantities of black cyc cloth,
which euach crew hung every-
where while puting up their own
cequipment. Main speakers were
aimed at a carpet brought in for
the show. Finally. a member of the
production staff suggested
opening the rear door, allowing
sound fronm the mains to bounce
off the rug and owt the door.
Showker was pleased with the
results. “We ended up

with a
very
good
sound in
the room,
in fact,
hetter
than a
number of
other arenas we work in! We
weren't geniuses. We just asked
our friends to help us out and #t
worked.”

Trucking Expenses Slain

for Testament Shows

Sun Sound is on the road with the
Slayer and Testament tour. In an
effort to travel more efficiently,
they’re hauling only enough
boxes for the smaller and me-
dium-sized shows. However, at
their February 14 date at the
Nassau Coliscum in Long Island,
N.Y, they called in the resources
of other FAW users’ group
members 1o bolster the speaker
count by 50% to a total of 64
KF8350s and 36 SB850s. The
hoards included a 40-channel ATl
Paragon and Yamaha PM3000,
with Crest 8001s for the mains,
and a 40-channcl TAC Scorpion
with KF850 sidefills and 12 Sun
custom wedges driven by Carver
1.5s tor the monitors.

AB 1200C Power Amp
The Protessional Series Model
1200C (52,6 19) from AB Systems,
Roseville, Calif.. is a 2-channel
modular power amplifier de-
signed for sound reinforcement
applications. The 1200C features
dual LED level/clipping meters.
front panel output level controls,
XLR and /4-inch inputs, and
Neutrik Speakon output connec-
tors. Features include internal
variable peak Csoft clip”) limiters,
switchable highpass filters, and
cach amplifier channel is
mounted on slide-drawer
modules that are casily
removed for servicing.
Power ratings are 800,
1.330 and 1,950 watts per
channel, respectively into
8-, - and 2-ohm louads.
Circle #296 on Reader Service Card

4 Furman 30-Amp
Power Conditioner

The AR-PRO AC line conditioner
($1749) from Furman Sound
(Greenbrae, Califl) handles up to
30 amps through a twist-lock
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input (also includes a mating
connector). The two-space device
delivers clean, regulated, 120-vaolt
AC power to 12 rear and two
front pancl outlets, from any input
voltage of 83 1o 26t volts. Special
features include 21-step LED
meters for input and output
voltage, as well as spike/surge
suppression and RFT tiltering. The
AR-PRO can be remotely turned
on or off, and multiple units can
be turned on simultancously or in
delayed sequence by switching an
internally derived control voltage.
Circle #297 cri Reader Service Card
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Allen & Heath Monitor Mixer
New from Allen & Heath of
Orange, Conn., is the Scepter rack
monitor (82.300), a compact 12x10
mixer with internal passive mic
splitting. #eatures include 2-band
sweep EQ on six inputs, with
3-band sweepable mid (with
selectable LF shelving and low-cut
filter) on individual inputs, as well
as the new PMI Solid State Micro-
system irtegrated mic preamps.
Electronically balanced inputs and
main outputs are standard:
transformers are option:al.

Circle #298 cn Reader Service Cord

NEWS FLASHES

Burns Audio handled sound duties
for the third straight year at the
Grammy Awards, this year held at
New York City's Radio City Music
Hall. To support its growing East
Coast business, Burns recently
expanded to @ third facility,
located in Washington DC. .. The
NSCA’s Product Safety Group has
a new chairman: Altece Lansing's
John Shepherd has accepted the
position for the coming vear. ..
Macpherson LPM2 low-profile
monitor cabinets have been
purchased by ABC Television for
Rick Dee's hito the Night. Les

Chub

Sound
Spotlight

NY('’s
Bottom Line

“Best of all)” jokes the Bottom
Line’s Terry Gabis, “I get to
announce all the acts!” Gabis does
much more than that as the full-
time sound engineer for New
York City’s venerable nightspot,
The Bottom Line. Gabis started
mixing bands in 1975, and five
years later moved 1o the club. “1
mix the bands that don’t have a
mixer, and if they do, I'll show
them the ropes of the room. T also
handle maintenance and equip-
ment, and generally keep things
running” Although the room seats
just over 400, regular broadcasts
from the club bring shows to
NHRTV viewers in Japan, and
listeners of local FM station
WNEW

“When ! first started, I tried to
approach everything in the same
way.” Gabis says, “but I found
that didn't work. Sometimes we'll
get fusion bands with no stage
amps and evervthing going
through the monitors. On the
other hand. someone like [jazz
artist] Phil Woods doesn’t want
arny mics on stage! We'll give him
ane mic with an on/off switch to
intro the band.

“Country acts are the casist to
work with!” he continucs. Another

favorite is Sun Ra. *[t's probably
the most fun show to work
because you never know what
they’re gonna do. Sonetines they
won't even soundcheck; they’ll
just show up a half-haur hefore
the show starts with two or three
drum sets, three bass players, a
couple of guitarists—19 or 20
people onstage. You just put the
mics up hoping that they'll use
them.”

The house system is a four-
way flown PA. with JBL and
Gauss drivers, Crown Macrotech
amps, Soundcraft 3008 muin
mixer, and a Yamaha 2408 for
monitors feeding Turbo and
Community wedges Outhoard
gear includes dbx limiters, a new
BSS crossover—*“with nice lights
that go on and off!"—und Klark-
Teknik, Rane and dbhs EQ.

“As long as you do the best
you can do, you should be all
right” Gabis says. He pauses and
laughs. “Or at least make it look
like you're doing the best you
can do!”

Harrison of Hollywood Sound
handled the installation. .. Rat
Sound Systems (Sun Valley, CA)
has been replacing older 18-inch
speakers with ElectroNoice

EV 180s and., more recently.
TADIS01s.. . McCauley drivers
were used by sound company
Music Technologies (Shreveport,
LAY at a show by Bo Diddley at
the Cowboy's Nightclub in
Boissier City. LA. Alter the show,
Diddley rated the system. “Su-
perb!™ The company also an-
nounced the opening of Mc-
Cauley Australia. located in
Queensland. . .Audio Concept Inc.

(Montreal) has placed Australian
Monitor amps at the 20.000-scat
Calgary Stampede Park.. Gand
Sound (Northfield, 1.1 has taken
delivery of the first Sounderaft
Delta 40x12 monitor console 1o be
sold in the States.. Correction: In
our “Lifting the Tror Curtain”
article last February, we implied
that Laurie Anderson'’s Eastern
European tour usec an overseas
system and crew. While Meteor-
light of London did provide
personnel, ProMix (New Rochelle,
NY) supplied the sume Apogee
system that was used on Ander-
son’s North American tour. n
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Their —~ \ineteen twentv-seven was a landmark
year in movie history. In that year Warner Bros.

NEeW  eleased The Juzz Singer—ihe world's first
g “talkie™ feature—giving birth to the field of
Studio B ST gIving
motion picture sound.
elevates Flush with money from that suiccess and ten
vears of financially rewarding silent films,
the state

Warner left the lot it had outgrown on Sunset
3ivd. in Hollywood and bou 3urbank’s

of the l‘l d } olly ‘ L. ind bought ()lIF] Ut ‘mks
First National Studios. recently built on farm-

art land. Warner Bros. Studios is on the same site

4

PHOTOS
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today, backed up against the Hollywood Hills,
its facade and billboards dominating the main
road into Burbank from Hollywouxl and the
Cahuenga Pass.

As you might expect, the company that gave
the world “talkies” feels a certain responsibility
to maintain leadership in the area of motion
picture sound. According to Tom McCormack,
head of the Warner Bros. sound department
and vice president of post-production. the
studio wants to make every sound service—

v,

PN

Wﬁw s
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what he calls “the complete package™avail-
able to its clients. This spring Warner Bros, is
unveiling a new scoring stage that represents
total investment of approximately $2.5 miltion.

Scoring Stage B will complement existing
Warner facilities. In additionto Stage A, an even
larger scoring room dating from the early '30s
that can accommodate 125 musicians, the lot is
home to five high-speed stereo dubbing rooms,
two ADR/Foley stages, 12 mag transfer roems,
two optical rooms, five video tape-to-1ape
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ScreenSound. A fully integrated
audio for video editing suite

Post production facilities need to take
advantage of the efficiency offered by today’s
technology. Speed and creative flexibility are
essential to commercial success. Digital sound
quality is no longer a luxury.

ScreenSound is a fully integrated audio for
video editing suite. It combines digital audio

storage and editing with machine control of
multiple VTRs, Laserdisc or film reproducers.
It also interfaces with Quantel’s digital video
editor, Harry.

Simple to learn and fast to use, a cordless
pen, tablet and RGB monitor provide control of
all ScreenSound functions.

Mutltiple sound reels enable music,

EIES

1990
NOMINEE

dialogue and effects to be laid back to picture
and synchronised to the exact video frame.

Edit, review, time offset, track slipping,
cross fades and many other production
techniques are available at the touch of a pen.
Gain and stereo pan controls can be automated
to timecode.

AES/EBU interfacing keeps digital audio
transfers free of analogue distortions and losses,
preserving the highest audio integrity through
to the final format.

Above all, ScreenSound is a dedicated
system - purpose-built to bring the advantages
of hard disk sound manipulation to audio
post production.

ENYDIGITAL

Solid State Logic

Begbroke, Oxford, England OX5 1RU (0865) 842300
London (01) 706 4948 ¢ Paris (1) 34 60 46 66 * Milan (2) 612 17 20 * New York (212) 315 1111 * Los Angeles (213) 463 4444
* Toronto (416) 363 0101 ¢ Tokyo (03) 5474 1144

U.S. Toll Free Number 800 343 0101

AUDIO STORE

The hard disk store of sound clips
gives title and duration, in addition
to powerful search and sort routines.

SCRUB EDITOR
Provides accurate edit marking and
scrub of audio waveform.

OPTICAL LIBRARY

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

MACHINE CONTROL
For control of multiple VTRs,
laserdisc or film reproducers.




transfer suites, 22 screening rooms that
seat from 50 to 250, and 200 cditing
rooms, some of whicharcoutfitted with
clectronic systems by WaveFrame,
LarTec, Laseredit and Montage. With
the construction of Stage B, it will be
possible, according to McCormack, to
start and finish a production without
leaving the lot.

McCormack is a 25-year veteran of

Warner Bros. Born in Ireland, he came
o the company from Disney in 1960,
taking a job in sound muaintenance.
Eventually he became chief engineer,
then assistant head of the department,
and ultimately worked his way up to
the posts he holds now.

Background

Scoring stages are not money-makers,
typically. They incur high stafting costs
and are almost always affected when
studios decide to trim budgets, be-
cause scoring is often the first area to
see cuts. Inthe past, studios sometimes
kept break-even scoring stages around
just to keep customers happy, while
profits were made elsewhere.

The use of electronic instruments in
composition has not affected large
stages as much as one might guess.
While it can’t be said that money is no
object for the type of films that will be
scored on Stage B, it is true that a
different mentality reigns. Electronics
are an adjunct to the orchestra rather
than a replacement for it

In fact, what some perceive as a
“sameness” in electronic scores may be
causing a push back toward acoustic
scoring in general, at least on the very
large stages. Nonetheless, as one in-
sider put it, “the grief per square foot”
is higher for scoring stages than per-
haps any other type of sound facility.

Some other studios gave up trying
to run scoring stages long ago, but
Warner Bros. has a unique history that
has given its scoring operations a long
life. In 1972, Columbia Studios moved
onto the lot, and the resultant partner-
ship—known as The Burbank Stu-
dios—became a service organization
for Warner Bros., Columbia and their
affiliated independents, which theo-
retically made it a rental facility. “As
The Burbank Studios,” McCormack
explains, “we wentto whoever wanted
to use the facilitiecs—independents as
often as in-house productions. As a
rental facility, we had to be able o
supply everything.”

In a swap worked out in 1990,
Columbiatook ownership of the former
Lorimar/MGM lot in Culver City and

VOICE
OVER
BOOTHS

Acoustic Systems'
Voice Over Booths
combine acoustic
integrity with the
ordering simplicity
of standard models.
Voice Over Booths,

which inciude eleven
BB modeis, are self
contained, acoustically
- e -oh engineered enclosures
5 U 8 \- with isolated floor
systems, panei construction with predetermined acoustic performance,
sealed doors, acoustically engineered ventilation.and prewired electrical
service. BB Vaice Over Booths provide stations, studios and production
facilities a fasttrack alternative to conventional, standard construction.

Designed as modular units RCOUSTIC
BB Voice Over Booths can H lliii SVSTE MS

also be disassembled, T AT R S e N TR =S
415 E. St. Elmo Road + Austin, TX « 78745

relocated and reassembled (800) 531-5412 (512) 444-1961

if changes in location occur. FAX: 512/444-2232
Thomas Register Sweets Catalog 13.C

The
Center
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Attention.
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1L 307479433

80022 <2747

The Industry Leader In
Recording Career Education
Since 1979,
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The Ultimate Mic Space

Time...
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QSF™ Gobo . . . by Studio Traps™

1-800-ASC-TUBE
PO Box 1189
Eugene, OR 97440
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“THE NATURE OF THIS BUSINESS
DOESN'T LEND ITSELF TO PLATEAUING.”

moved its operations. Lorimar was
purchased by Wamer and moved into
the Burbank lot, and the studio once
again became known as Warner Bros.
When Lorimar moved in, according to
McCormack, business for sound serv-
ices increased due to their 12 1o 14
hours of television programming. In
addition to Warner and Lorimar, a host
of independent filmmukers on the ot
(Clint Eastwood's El Puso, Mel Gibson's
lcon Productions, and Phil Silvers' Sil-
ver Pictures are just a few) also place
demands on the sound department.
“We still cater to outside clients if the
spice is available,” McCormack adds.
“In essence, were still a rental facility.”

Recording Area
The pre-existing building that houses
Stage B had only two walls intact from
the original structure. The first Stage B
wus a small room dating from 1973,
built to cater to groups of ten to 20
musicians for television scoring. It was
shut down two yeurs ago when its size
finally became too limiting. Construc-
tion on the new stage began in January
1990, and wiring and equipment in-
stallation was expected 1o be com-
pleted in the first quarter of 1991,

Jeff Cooper Architects, ALA.
(Calabasas, Calif.). did the design, and
construction was carried out by
Synergetic Building Systems, a joint
venture between Cooper and contrac-
tor Tony Letizi. Among other projects,
Cooper is known for the Capitol Stu-
dios remodeling, the Director’s Guild
Theater, and the Academy Theater
currently being built in association
with the National Academy of Televi-
sion Arts & Sciences (NATAS).

Cooper stresses what he calls the
“acoustical palette™ of the space as its
most interesting aspect. “Stage B gives
the composer options for everything
from extremely tight drum sounds and
ambient vocal sounds to a reverberant,
live orchestral sound.” Cooper built
these options into the stage in a num-
ber of ways.

The main stage, for example, fea-

tures a raised foundation. Four feet of

dirt was excavated in the stage area,
and a raised wooden frame was built
on concrete pilasters. Over that went a
wooden subfloor and a finish of strip
hardwood flooring. The hollow floor,
according to Cooper, creates o reso-

nant quality that enhances orchestral
recordings. like having a little
concert hall in the middle of the re-
cording studio,” he contends, pointing
out that Stage A was built in the sume
minner.

The hollow floor of the main stage
posed a challenge in the area of sound-
proofing, since the same qualities that
enable orchestral sounds to travel and
blend also allow unwunted sounds to
dothe same. Outside noises are stopped
around the perimeter of the orchestral
space by a concrete stem wall. Eight-
cen-inch-thick  perimeter walls are
composed of nine layers of sheetrock,
cach one scaled with rubber from top
to bottom.

Interior treatments vary from space
to space. In the main room, fixed
acoustic diffusers consist of triangular
ouak panels that randomly reflect high-
and mid-energy back into the scoring
stage to create ambience. The rever-
beration time is in the range of 0.9 o
1.0 second. In the drum booth, mov-
able wooden slats, covered on one
side with plastic laminate for a very
hard sound, can be positioned to cre-
ate cither a live or dead room ambi-
encee.

The emerald-shaped, 27-footdomed
ceiling of the main stage has been
constructed as u huge bass trap, con-
taining a chamber of 1,440 cubic feet
that selectively absorbs  unwanted
boominess. The trap is covered with
wool cloth and hardwood skats placed
in such a way as to reflect mids and
highs back into the room and increase
diffusion as a result of thousands of
hard/soft surtace variations.

All the finer points of the room's
look and operation display forethought
and finesse. Ventilation panels are
handmade of oak with diffusers; all the
audio and video wall panels are hid-
den behind cabinetry; even the sprin-
klers have “phantom” covers that pop
off if water pressure is applied. Clean
power is provided by a large isolation
transformer and voltage regulator, and
“trap doors™ in the stage floor allow
access to power, mic lines and other
necessities for the conductor and mu-
sic editor.

Control Room
“What's unique about the control room
design is that all the film and audio
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Take a look around the next fime
you're in the studio. Talk fo the most
demanding musicians and recording
engineers. Ask them what mics and
headphones they prefer. You'll find that
most of them count on AKG to recoid
and reproduce their music’s incredible
dynamic range, subtle nuance

and emofion.

It's no wonder that 1990 and 1991
Billboard surveys found that AKG
microphones are the “#1 Most Widely
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A unique digital effects pro-
cessor with analog and digital
inputs and outputs, time code
automation, and magnificent
sound.

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

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

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

LEXICON

THE ART AND
N SCIENCE OF SOUND

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

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

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

LEXICON 3000l

Total MIDI control
With the 300's real time MIDI auto-
mation you can record parameter
changes on most any sequencer.
The 300 also includes Lexicon's
Dynamic MIDI® allowing you to
control the 300's effects para-
meters from any MIDI controller.
And of course, the sound is
superb. The 300 delivers near-
ly unmeasurable distortion and
exceptional phase linearity
through the use of state-of-the-art
converters.
They're so advanced you
can use their outputs as a
system reference.

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

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

For more information about the
300 or any of Lexicon's products, call
(617) 736-0300, FAX (617) 891-0340,
or write Lexicon, Inc., 100 Beaver St.,
Waltham, MA 02154.
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reproducers are intended to operate at
a remote location in the second floor
machine room,” Cooper says. “How-
ever, for those who prefer them to be
within arm’s length, connector panels
are provided.” An clevator is conve-
niently located just off the loading
dock and opposite the loading area for
Scoring Stage A. Equipment can be
moved in and out, or transferred from
one stage to another, without having to
pass through the studio or control room.

Cooper built the room with a pro-
prietary Expansion Ceiling™ that slopes
up toward the middle to a height of just
over 16 feet, promoting exceptional
stereo imaging and providing the vol-
ume necessary to best reconstruct rich
orchestral sounds. A 300-cubic-foot
bass trap in the rear is tuned to the
room dimensions using the formula
for a membrane resonator.

The control room window is, in
Cooper’s words, “the biggest one I've
ever seen.” Its size allows mixers and
producers to sce nearly every stage
area and the full height of the Stewart
11x27-foot screen from the console
position.

The V Series custom film scoring
console just installed is the largest
Neve board ever shipped to North
America. “It's a one-of-a-kind at the
moment, but I'm sure it will set the
pace for other people,” McCormack
says. Based around a standard VR 60
with Flying Faders automation, sub-
stantial modifications were designed
by Warner Bros. staft with assistance
from Neve engineering. In addition to
the normal in-line monitors, it contains
a second G4-input monitor side with
extensive matrixing capability. The
talkback switching allows control room
personnel toselect specifically towhom
they will talk, and while most consoles
are built to switch between two
multitracks, this one will switchamong
four, Taking into account all possible
returns, the mixer has 184 inputs, mak-
ing it one of the largest anywhere.

Flanking the console on either side
of the glass are one of the iso booths
and a producer’s booth, both of which
are accessed through double sliding-
glass doors separated by one foot of air
space. Each of the thermopane doors
consists of two layers of 1/4-inch glass
with one inch of air space in between.
The producer’s room is outfitted for
video and audio monitoring, and is
intended to allow production staff to
conduct business during sessions
without interruption.

Left, center and right monitors will

be English-made ATC 300s wired with
Audio Quest Lapis speaker cable. Four
surround speakers are JBL 8330s, and
for monitoring on the stage itself, JBL
4675s. One of the two Sony 32-XPR
video monitors will be for automation,
the other for program. Peripheral
cquipment will go in a rack at the
center-rear of the room, which,
McCormack points out, serves two
purposes. “It’s not only a patch bay,
but a desk, so the copyist or arranger
can do their writing or changes back
here.” The patch bay is in a rack rather
than in the console; with over 2,000
patch points, it allows access to signal

at almost any stage.

Some 140,000 to 150,000 feet of
Mogami wire were used between the
console, the stage and the machine
room. “You usually find something
like this in a dubbing room, but not a
scoring stage,” McCormack says
proudly.

An clevator ride away is the last
component of the stage: the upstairs
machine room/projection booth.
McComuick has chosen Otari MTR-90),
Studer A820 and Mitsubishi X-880 digital
multitrack recorders to go with Albrecht
sprocketless mag machines, Australian
Perrcaux amplifiers that have been

DIGITAL RECORDERS
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The ROLLS HR11C mike processor is ideal for DAT
applications requiring a lot of control. It combines
compressor, 10 band EQ, and notch filter in a small half
rack package with 1/4” and XLR outs. Inputs are line
level 1/4” and mike level XLR with phantom power. The
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modified with higher tolerance com-
ponents and different wire, and JBL
Control 5 monitor speakers.

The sound department is currently
evialuating two German projectors: the
Kinetone and the Perfectone. “Nobody
is using them in this country at this
moment,” explains McCormack. “We
have the only ones in captivity.”

Cost vs. Benefit

There is a trade-oft involved in running
a full-service sound department.
“There's the theory that says equip-
ment you order today is almost obso-
lete by the time it’s delivered, because
the next wave [of technologyl is out,”
McCormack says. “We try to keep
abreast by looking at innovative
equipment that takes into account
technology coming down the road.
Examples are enough inputs in the
console, switching capabilities  for
multitrack machines and the digital
domain.”

In Warner's dubbing rooms, the
consoles have all been fitted with GML
automation, and the sound depart-
ment has embarked on a plan to install
even more electronic editing systems,
“Over the next 30 1o 60 days, we'll be
changing one of our present ADR
tacilitics, incorporating the LarTec to
give us greater flexibility both for video
and film.” These and other purchases
represent a financial commitment that
is ongoing.

*The nature of this business doesn't
lend itself to plateauing,” McCormack
says. “You may stop major construc-
tion, but equipment all has a lifespan.
It takes a lot of punishment, and at a
certain point, it just gets tired. Between
the maintenance and the mileage, it's
more advantageous to just ugprade,
You can't afford to have a 100-piece
orchestra on the stage and have the
console go down, because you can't
pick up the phone and say, ‘Hey, |
want to rent a console. Can you have
it here in an hour?””

The up side of the struggle 1o re-
main state-of-the-art is that it keeps the
facility on top. One example McCor-
mack cites is transters from  digital
multitrack to 35mm. Warner Bros. can
perform this service for other studios
because they've kept the machinery
up-to-date,

“We still try to keep up that tradition
[of firsts],” McCormack asserts. “We are
one of only a few facilities in existence
with complete sound capabilities. This
way, we have control over the end
product. We furnish the best equip-



ment available to do the job, we main-
tain it, and we do any modifications
that are needed. If a production on the
fot has a problem, we're only a phone
call away. If they go out on location,
we furnish backup equipment and
resolve problems if they run into dif-
ficulties.

“In order to offer clients something
from beginning to release, and give
them control over it all the way through,
it’s vital to keep all this together, rather
than do as some other studios have:
get out of the scoring business and
production sound.”

More To Come

Future plans for the lot include a
60,000-square-foot post-production
facility for which Jeff Cooper Archi-
tects has just finished drawings.
McCormack hopes to begin construc-
tion in early 1992. When finished, it
will expand their capacity for film-to-
tape and tape-to-tape transfers, ADR,
prelay and electronic editing. Dubbing
Stages 2, 3 and 5, and Scoring Stage A
are also scheduled for upgrades.

Another major project is a large
theater for which drawings were sitting
in McCormack’s office the day of this
interview. “One goal of management
is to have a 400- to 600-seat theater on
the lot,” McCormack says. It will un-
doubtedly include some digital sound
system, although he declined to specu-
late on whose would be selected.

So while sound recording at Warner
Bros. has gone from disc to digital, the
impetus behind the newest wave of
building and acquisition is the same as
in the past: the desire to remain an
acknowledged leader. It is this mental-
ity that has brought the studio kudos
for everything from award-winning
classic scores like My Fair Lady to
Disney's The Black Hole—the first score
to be recorded digitally, on a 3M
machine in the late "70s—to two of this
year's Oscar nominees: Ghost and
Avalon. Looking over the new stage,
McCormack nods with satisfaction and
concludes, “We're trying to live up to
the Warner Bros. name by being num-
beronein the sound department area.”

(For cooperation above and be-
yond the call of duty, special thanks to
Chris Chigaridas, assistant director of
post- production sound at Warner Bros.,
and Jeff Cooper, owner of Jeff Cooper
Architects, ATA). ]

Amy Ziffer writes a montbly column for
Mix on Los Angeles recording facilities
and industry events.
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LUNCHING WITH BONZAI

by Mr. Bonzai

DD

= (OFFORD

Ifvou pull out a few of vour vintage Yes
albums, you'll notice the credits read,
“Produced by Yes and Eddie Offord.”
Starting out as a musician in the late
‘00s, Offord quickly switched to engi-
neering and then assumed the new and
coveted role of engineer/producer.
Offord was at the center of the
seminal English sound of the earty “70s,
producing and engincering seven
monsters for Yes and a couple for
Emerson, Lake and Palmer. He engi-
neered Pink Floyd for Antonioni's
Zubriskie Point, worked on The Last
Waliz and Showtime's Synchronicity
World Tour for the Police. Other no-
table credits include several tracks on
John Lennon’s himagine, riding herd on
the R.C.O. Allstuars, featuring Dr. John,
BookerT.. Levon Helm, Steve Cropper
and Donald “Duck”™ Dunn, as well as
respectable projects with Todd Rund-
gren, Thin Lizzy and the Dregs. He
recently moved to Los Angeles with his
family and will pursue new projects
after completing an ambitious collec-
tion of old and new Yes recordings.
Ah, Yes. The band began its classic
rock odyssey in 1908, progressing
through various line-ups, including

distinctive vocalist Jon Anderson, key-
boardists Rick Wakeman and Tony
Kave, drummiers Bill Bruford and Alan
White. guitarist Steve Howe and bass-
ist Chris Squire. In checking the many
branches of the family tree, it's notable
that Squire has been at the bottom of
things through every incarnation.

When I think of Yes, I hear the an-
gelic choruses balanced with the dark
rumblings of British power rock. The
music cranks upa mighty machine and
then drops down to Earth with delicate
acoustic passages and baroque synth
excursions. Offord lets you catch your
breath, lcaving space in the drama. The
rhythm and dvnamics stap you around,
creating an operatic, quick-cut cin-
ematic effect.

I'was invited to meet with Offord at
Hollywood's Cherokee Studios during
mix sessions for the Yes reunion. Old
tracks are being cleaned up, new tracks
are being created, and the gang is get-
ting togethertotake their history on the
road. When | arrived early in the
evening, Offord was hovering overthe
console with Tony Kaye, Chris Squire,
and a newcomer to the team, Billy
Sherwood. Offord snaps the caps off a

Left to right:
Eddie Offord,
Tony Kaye,
Billy Sherwood
and Chris
Squire at
Cherokee
Studios.

PHOTO: MR. BONZA!
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couple of Coronas. and we start tochat,

Bonzai: Youre most associated with
Yes..

Offord: Along with Emerson, Lake and
Palmer. I would say so.

Bonzai: Do vou like that identification?
Offord: Yes, because that kind of mu-
sicwasvervacclaimed forits sound: the
clarity. That kind of music really lends
itself to exploration for un engineer.
Bonzai: When vou refer to that clari-
1y of sound, what years are vou think-
ing of?

Offord: The early 70s. 24-track and
sometimes even 16-track recording.
I've seen the whole recording scene
change in the time I've been involved.
Bonzai: L.et's go back to vour formative
vedars. You were a4 musician first, a
guitar plaver.

Offord: [ used to play in a band.
starting in the English equivalent of
high school. Talwaysioved music. And
just by coincidence [was looking fora
holiday job and saw an ad for a sound
engineer trainee. [ thought I'd give it a
shot. and when T got in the studio and
saw the musicians plaving. and those
big speakers. | was sold. At night I'd

finish a session and  have my band
waiting around the comer. We'd pre-
tend like we were closing up the studio.
andthen'd play guitar. record and mix
in the off time.

Bonzai: Did you have an engincering
instructor, or were you self-taught?
Offord: When I first started. there
weren't any recording schools like we
have todav. Basically. vou got a4 job as
an apprentice.

Bonzai: Did you have a mentor?
Offord: There were a couple of influ-
ences in the beginning. but | think 1
pulled away on my own fairlv soon.
Bonzai: Did vou feel satisfied with
vour new role as engineer, or sad that
vou gave up the guitar?

Offord: I wouldn't switch sides of the
control room window to save my life.
I preter being on this side

Bonzai: I've been listening back 1o
some of those early recordings. and
what strikes me is the wham-bam.
hard lefi. bard right. sweep across the
speakers stereo. 1 miss some of those
wild things we used to hear, like foot-
steps going from one side of the room
to the other, lead vocals hard right and
chorus hard left: a real cinematic feel-
ing to sound.

Offord: Obviously, since I first started

there have been manv developments in
the way in which things are recorded.
Unfortunately. T think it has become a
little bittoo homogenized. Every sound
is so huge that you can hardly tell one
hund from another. Guitars tend to be
multilaycred, and the drums might be
live but they have samples added
Evervthing sounds bigger than life. This
is cool. but T think there is a tendency
1o lose the identity of the band behind
that wash of sound. il you know what
I mean.

Bonzai: Exuctly. In listening to your
work. there is an impression of an
immense sound. but when you start
analyzing it. there are relatively few
elements involved.

Offord: \ es. you can actually tell what
each member of the band is plaving.
Bonzai: In the Yes recordings., there is
dramatic buildup, and then suddenly
the bottom will drop out and vou
showcase one lone acoustic instru-
ment. A lot of dynamics and space
Were vou responsible tor that?
Offord: Yes.

Bonzai: I mentioned 10 a scasoned
enginecr. Bill Dooley . that [ was going
1o be meeting vou. and he said, "He's
my idol! He's the reason I got into this
business.”




Offord: Oh dear.

Bonzai: He felt that vou were one of
the first engineers 1o get credit where
creditwas due. Is that true? Are vou one
of the guvs who elevated the position
of the engineer?

Offord: [ would sav so. yes. Way back
when [stanted. the engineer was more
of a technician and didn’t really con-
tribute that much artistically. He was
just told todo what he did. 1 think Glyn
Johns and mvself were among the first
crop of engineers that turned into pro-
ducers.

Bonzai: Did vou push for it. or was it
the chemistry of the situations you
found vourself in?

Offord: 1t was the chemistry. T had
engineered one album with Yes. called
Timeand a Word whichdidntdo very
well at all. Then Phil Carson from At
lantic said that the band didn’t really
need a producer. 1 was asked to co-
produce with them. The very first al
bum that we did together was a big hit.
The Yes Alhum.

Bonzai: How did that relationship fit
with the bandmembers?

Offord: Basically, there were a lot of
different factions in Yes, and they had
contrary tastes and feelings about the
music. [ would uyv to channel all this

high energy of wanting to do every
thing and act as a mediator, a referee
trying to figure out what ideas were
good and which were bad.
Bonzai: Were there ever any argu
ments?
Offord: Yes. [laughs| And [ wasthe one
who was catled on to make the peace,
as it were
Bonzai: Lets talk about cgo—for the
artist, the engineer, the producer.
Offord: Purcly as an engineer. you
must have very litde ego. because vou
are dealing with big enough egos s it
is and anotheronejustdoesnthelp. As
an engineer producer, vou have to be
a litle more forcetul and stand up for
what vou think. But I've always been
flexible. I've always gone by the phi
losophy that it someone has anidea, it
takes just as long to argue about it as it
takes to trv it I you trv the idea. the
speakers don'tlie. Either it works or it
doesn’t

In the hand. 90% of the ideas were
terrible, but there was that 10% that
were really great. [f vou rejected eveny
idea from a particular member, you
could lose out onsomething that might
really work. Tkeptan open mind about
other people’s suggestions
Bonzai: So there wasacertain amount

of experimentation going on?
Offord: Yes, we did all sorts of wild
things.

Bonzai: Did you keep the outtakes?
Offord: Not reallv. With Yes it was a
very different process. Some of the
songs were 20 minutes long. They
never plaved the song from top to
hottom. We'd do the first musical sec-
tion, which might be 30 seconds long,
and work on it until they were really
happy with it. We'd do it section by
section, sothere were no outtakes. The
24-track was a series of splices.
Bonzai: Didn’t that cause trouble in re-
creating it on stage?

Offord: No, not at all. Once the album
was finished, the band would have to
learn how to play it. [laughs] Having
done that, at some point after the
Fragile album. they alked me into
coming on the road with them and
doing live sound and making them
sound like they did on record—even
better, hopefully. 1 had two tape ma
chines so that 1 could just cue in—al
though it wasn’t a Milli Vanilli-tvpe
thing—certain overdubs  that they
couldn’t accomplish all at the same
time. Mavbe a church organ here. or a
vocal part there 1o add a touch of the
record
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Bonzai: This was in the period of the
Yessongs live triple album?

Offord: Yes. and Twason the road with
them for four or five years. It changed
my life totally. T wasjust this young kid
who had grown up in a recording stu-
dio. All I'd seen in my life were those
four walls, and suddenly Fwas touring
America, Japan, Europe, Australia,
Doing a lot of partying, mecting girls.
One thing it did teach me was that
when you go out on the road with a
band. when you do the same show
every nightomosttimes its good, afew
times iUs terrible and a few times s
really magical. You can'tforecastit. On
those magical evenings you come off
fecling so uplified.

Bonzai: Onc of your hits: "Round-
about.” That's a backward tape at the
heginning?

Offord: Yes. abackward piano. lttook
quite a long time to assemble it be-
cause it meant picking the right notes
and editing it all together.

Bonzai: When vou take it apart, it's a
pretty strange combination: an acous-
tic guitar with a backward tape. atech-
nical mancuver. One of the most dis-
tnctive instrumental hooks in popular

music.
Offord: Well. in some ways, people
were a litde more daring. more creative
back then. 1 love the bigness of the
sounds today. but like anything else. it
getsoverdone. The firsttime the flange
was invented. it was like you soon
heard flanging on every record. 1guess
the first ones were Small Faces on
“ltchycoo Park.” They did a very aste-
ful thing. and then, of course, it was all
overdone and evervone phased ev-
ervthing up the wazoo. Every new re-
cording technique that comes out usu-
ally starts very tastefully and then gets
overdone,

Iwould like to see asituation where
the new technology could be right
alongside some of the carlier tech-

nologics so that you get the feeling of

hearing a band. Places in the song
without huge drum sounds—cleanand
clear. so you can hear what the
drummer’s intlections are. And mayhe
in other parts of the song you can go
for the wull of sound. or whatever. But
to have thatwall there all the time gets
extremely boring,

Bonzai: In that era of Yes, Emerson.
Lake and Palmer, Pink Floyd, Moody
Blues and Genesis, there was a very
powerful thing happening in England.
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I imagine that there was a healthy
competitiveness, of trving to top one
another, which resulted in all these
seminal records. What's your take on
that time?

Offord: [ think we took more chances
back then, We really got 110% out of
the equipment. which was preuy
meager back then. We were forced o
be innovative. Yes. there was compe-
tition. Especially for me. working with
Emerson. Lake and Palmer and Yes at
the same time. They were jealous of
one another when Iwas working with
one ortheother. They all had theirown
individual sounds. but they were com-
peting to o certain extent.

In general, Fwould say that my suc-
cess comes down to my ability 1o get
along with people and make them feel
good and create the right atmosphere,
more than it is my engineering exper-
tise, That's the most important quality
someone in my position can have.
Bonzai: Right now vou're doing a
boxed set. a Yes collection?

Offord: You know, it's a funny situa-
tion. I worked with a band a few years
back called Platinum Blonde. and they
went five times platinum. 1 did an al-
bumwith Billy Squicr. Some albums go
straight up the charts and then straight




down the charts. You never hear from
them again. If you're /ucky. they go
straight up.

With Yes, Tkeep hearing this bloody
music on the radio. It does sound a bit
dated to me nowadays. On this boxed
set I'm actually going in and remixing
a few tracks, like “Close to the Edge.”

1 don’t want to lose the integrity of

what was happening back then, but 1
know that with the modern devices
around today. I can make it sound even
better.

Bonzai: So you're not going to offend
the religious fans?

Offord: ['m going to he extremely
careful not to! No, I'm not going to put
drum machines all overit, Hust want to
do it tastefully, but better.

Bonzai: That was an interesting pe
riod. Doyou think audiences today are
as profoundly moved? Back then the
music was a lifestyle. You locked onto
hands.

Offord: [ think the younger generation
has its heroes as much as we had back
then. And 1 also think that things are
starting to change a bit in the music
business. Bands like R.E.M. don‘t gofor
this heavy production stutf. They just
want to do their thing. [ think there is
acycle going around., and as cach gen-

eration comes up they go through what
we did. T have a 20-year-old step-
daughter, and she cries when she sees
some bands. She went to see a U2
concertand she was crying all the way
through it. It was so emotional. So, 1
guess it's the same for them, too.
Bonzai: [s Yes getting together for a
tour?

Offord: The idea of a reunion tour has
been proposed. and [ assume it will
come about. The whole band, old and
new, will gettogetherand doa massive
tour. They THdo some songs where Rick
Wiakeman, Tony Kaye, Trevor Rabin
and Steve Howe join up, and smaller
groupings. It should be quite interest-
ing. The dates are all booked. [T hope
it all comes off.

The actual physical part of putting all
those people onstage is not going to be
casy. from a staging point of view, 1
think the plan is to use a revolving
stage.

Bonzai: Will you be engineering?
Offord: | would definitely like to be
involved to some extent., to make sure
it all runs smoothly,

Bonzai: Let's touch onsome of the oth-
erpeople you've worked with. Tell me
about the Syncbronicity world tour.
Offord: We did live recording. 1 went

out on the road with the Police and
studied all the musical cues for four or
five dates, made notes, and when Twas
together on it we brought in a huge
truck and recorded for two or three
weeks. Then we went into the studio
and fixed a few bum notes here and
there, and Sting resang some vocal
parts. We had women singers on that
tourand we double-tracked them back
in the studio. [ think it came off very
well. Tt sounds good.

Bonzai: John Lennon?

Offord: 1 recorded “Jealous Guy™ and
"I Don't Want to Be a Soldier Mama™ for
the Imaginealbum. What happened is
that I started the album out and it was
going really well. Tt was a very magical
experience forme, butTwassointo the
progressive rock thing at the time that
[ told John and Yoko that [ couldn’t
continue on with the album because 1
had prior commitments. I started the
album and then had to withdraw from
the project.

Bonzai: Had vou known John back in
the carly days?

Offord: I'd met him briefly at parties,
but you never really get to know any-
one that way. Fdidn't really getto know
him until T started to work with him in
the studio.
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Bonzai: What was he like?

Offord: 1t was really great. He had a
sixth sense and an awareness about
him that you could feel. Although he
hadn’t gone to great schools or studied,
and wasn’t extremely sophisticated in
terms of some things, he had this soul
that just shone through everything.
Yoko was really the intelligent one in
the family: a smart lady, and a nice lady.
[liked her, although Thated it when she
sang.

When we would have a break inthe
studio, John would say, “Well, let's do
some stuff with Yoko.” She would go
and scream into this mic while the band
was playing. To me, it sounded pretty
bad, you know? 'm sure she wouldn'’t
mind me saying that, and I respect her
asaperson. [ think Johnand Yoko were
just made for each other.

Bonzai: You've worked with a few
other people whom I greatly admire.
What about Dr. John?

Offord: Oh, yeah, it was great working
with him. It was up in Woodstock, New
York. I had my own studio there for
about 15 years, a unique place in the
sense that I set up in the same room
with the musicians. And Levon Helm
had this huge barn and house, which
we used. Levon played drums. Steve
Cropper on guitar, “Duck”™ Dunn on
bass, The Saturday Night Live homn
section. It was a great assemblage of
musicians, and a lot of fun. The hard-
est part was getting themall to be inthe
same room at the same time to play.
Before we started recording, Dr. John
actually did an hour’s ritual where he
went around the outside with incense
and blessed the studio.

Bonzai: I bet it helped.

Offord: [laughs] I think it did, yeah.
Bonzai: How about Paul Butterfield?
Offord: Oh, he was in the band, too.
Paul was a very close friend of mine.
We used to hang out all the time and
terrorize the people in Woodstock.
He's one of those sad cases of someone
who really wanted to die.

Bonzai: Remember the Eeast-West al-
bum?

Offord: Yes. He was definitely the best
white harmonica player that I've heard.

John Mayall comes a close second,

maybe.

Bonzai: No doubt vyou're fairly
wrapped up in today’s technology.
Have you got any new tricks up your
sleeve?

Offord: There is a whole array of toys
out there. So many signal processors,



which I think people tend to overuse.
[ would like to mention the speakers
that I'm using, though—Radian.
Bonzai: These are near-field monitors?
Offord: Yes, but while usingthem I've
heard comments like, “Let’s hear what
it sounds like on the little speakers.”
And T say, “Well, those are the little
speakers.” Ithink they give you a ten-
dency to puta little bit more middle and
high-end than you would with the
Yamahas, which are sort of the indus-
try standard. I like them very much.
Right here, I'm using this new de-
vice, a processing thing called Spheri-
cal Sound. There are other systems that
are similar, like QSound, which Ma-
donna used. Roland is supposed to be
bringing one out. This one is quite so-
phisticated. It’s a nice addition as a
processing thing, to space a sound out
ifyou like. The object of the exercise is,
if you have the mix setup perfectly and
you close your eyes, you can't tell
where the speakers are.
Bonzai: Of all the people you've
worked with, who is the most out-
standing, the most amazing artist, the
genius?
Offord: There have been a few, but
David Sancious is one for sure. He's not
very well known, but he's an incredible

keyboard player—one of the best ever.
He’s on tour with Sting right now, and
he’s played with Peter Gabriel. 1 did two
solo albums with him. They weren't
phenomenal commercial successes,
but a lot of musicians enjoyed the al-
bums.

There's also the technical genius:
someone like Keith Emerson or Rick
Wakeman, who can play that really fast
stuff. Emerson would play in 7/8 or a
really weird time signature with his left
hand, and he’d be drinking a beer with
the other hand and carrying on a con-
versation with someone at the same
time. The guy’s technique is incredible.

It isn't always how much you play,
but how much you don't play. Rick
Danko used to say, “Hey man, I don’t
play bass, I play space.” And Lennon
really blew me away. Chris Squire is an
amazing bass player, one of the best in
his class. Those are a few names that
come to mind.

Bonzai: Any advice for those aspiring
to your position? Is there any shortcut?
Offord: You must stop copying other
bands. T have this theory: England is
about the size of one of yoursstates here
in America, but so much innovative
music has come out of England. The
reasonis partly the lousy weather, and
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that the pubs close at 11, and that the
TV and radio are totally screwed up.
You can't just switch on the radio and
getwhateveryou like. They play a little
bit of this and a little bit of that, and it
drives you around the bend. So, bands
gointotheir garages and come up with
things that are new.

American bands are so exposed to
radio and MTV that they try too much
to copy. Obviously, you have to draw
fromyourinfluences, but there is a fine
line between that and sheer copying.
You have to believe in what you are
doing, and you have to have your own
sound and approach to music. Draw
influences, but don’t emulate.

T also think that the music business
has changed a lot. Earlier on, people
were more daring and adventurous.
Today, if Yeswasa new band and they
came to the record company with 15-
and 20-minute songs, they'd say, “Get
outta here!” The record companies are
responsible for saying to an artist, “Lis-
ten to Madonna, Michael Jackson—
that’s what you should be doing.” They
are also culpable. [

Koving editorMr. Bonzaideniesthat in
the early '70s be bad bigher platform
shoes than Keith Emerson.

Hill Audio « P.0. Box 2344 Fort Worth, TX 76113

Ph. (817) 336-5114 Fax: (817) 870-1271
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POST SCRIPT

by Peter Caranicas

TARTING
ROM SCRATCH

HOW SYNC SOUND
ANTICIPATED THE FUTURE

en Hahn says he never intended to get
into the facilities business. Eight years
ago, after building a good client base
as studio manager of New York's Re-
gent Sound, he wanted to become a
freelancer. Why, then. did he and Bill
Marino, who was Regent's chief engi-
neer, start Sync Sound. the New York
audio post house?

“Because we couldn't find anaudio-
for-video facility to work in that we
thought woultd be able to grow into the
future.” Hahn says. “We looked at ex-
isting houses and didn't like them. It
seemed best to start from scratch.”

So Hahn and Marino came up with
a plan fora new audio post house. Now
co-owners of Sync Sound, they run a
facility with about 30 full-time em-
ployees that occupies 11,000 square
feeton Manhattan's west side. To build
it, they got financial backing. but it's
really their careful planning that made
Sync Sound a success.

That planning was built upon cer-
tain rules.

First. don't make clients pay for
more than they need. If a client is just
doing voice-over, he or she doesn't
want to pay for equipment in a room
that's not being used.

Second. give clients options. “In-
evitably, they come up with new ways
of shooting things.” Hahn says. “You'd
think that by now they'd have it to-
gether. But they'llcome inand say,'T've
recorded on FI, and backed it up on
DAT. and shot some Beta, some 1-inch,
and some D2—oh, and I've got this film
stuff. too.” You need some of every-
thing.”

But if you get some of everything to
please everyone, how can you keep
costs down? Hahn and Marino wrestled
with this quandary. “It's a hardware-
intensive business and you need to
have a lot of formats available,” H{ahn
says. "Do you putthem all in one room?

Ken Hahn and
Bill Marino, co-
owners of Sync
Soundinc.in
their new
Studio J editing
suite, featuring
their fourth
AMS AudioFile
Plus system.

PHOTO MICHAEL PARTENIO
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PUNCH!

THE KNOCKOUT
GATEX™

FOUR CHANNEL NOISE GATE/EXPANDER
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Check it Out! GATEX™ gives you four cost-
effective channels, each capable of performing
noise gating, expansion and noise reduction
functions. With GATEX™ you can: eliminate
unwanted background noise from vocal and
instrument mics; “punch up” your drum sounds;
eliminate track leakage in recording; and perform
noise reduction on mixed program material.
Thanks to Valley’s proprietary circuitry and

DYNAMITE™

Two-channel (stereo) multi-function dynamics processor with compression,
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patented VCA, GATEX™ provides clean, dynam-
ic control of all signals within its 100dB plus
range of operation.

Why pay mcre for two-channel, half-rack
units, when you can get full-featured, four-chan-
nel performance for less with GATEX™ ?

At $425%, GATEX™ will get the gremlins out
of your sound and keep them away from your
wallet, too!

PR-2A

Two-channel powered rack enclosure designed to house one or two
800 series modules horizontally in a 1 3/4" x 19" rack space. XLR con-
nectors are provided for all audio inputs, outputs and external outputs.
LIST: 839997 L. i - DIRECT: $250%

PR-10A

Ten-position powered rack enclosure designed to house any selection
of 800 series modules vertically in a 5 1/4" x 19" rack space. XLR con-
nectors are the standard interface for ali audio inputs, outputs and
external outputs. LIST: $759%° DIRECT: $450%

HH2X2B
Level Matching Interface
Two-channel +4 to -10
level matching interface.
Balanced, XLR outputs
and internal power supply.

limiting, noise gating, and expansion modes.

LIST. $599%°

810-KEPEX™

Single-channel noise
gate/expander module
eliminates ambient noise
in live mics, creates
“punchy” attack on weak
drum sounds and per-
forms noise reduction on
mixed program material

DIRECT

811-Gainbrain ™
Single-channel limiter
module transparently lim-
its dynamic range of pro-
gram, prevents tape satu-
ration during recording
and protects against
speaker damage in live
performance.

DIRECT

DIRECT: $375%

LIST

812-Maxi-Q™

Single-channel. fully para-
metric 3-band equalizer
module features steep
notching for transparent
feedback suppression,
overtapping frequency
ranges for creative EQ
setting and “Tune™ mode
for easy set-up.

30 DAY MONEY BACK GUARANTEE
FULL ONE YEAR WARRANTY

ORDER NOW TOLL FREE

Diner’s Club
Carte Blanche

1-800-800-4345

DIRECT

... $299%

815-DSpP™

Single-channel Dynamic
Sibilance Processor mod-
ule eliminates high fre-
quency, sibilant compo-
nents that cause distortion
and tape saturation. Spe-
cial “Tune” mode for easy
set-up.

LIST ... .
DIRECT ....

. $499%°
. $290%

817-Comander™

Single-channel compres-
sor/expander module
increases apparent loud-
ness of mixed program,
provides total dynamic
control of live mics with
interactive compression/
expansion and keeps level
constant on widely varying
program sources.
LIST

DIRECT ...

.. $499%
.. $290%

(615) 370-5901
FAX (615) 370-5907

.

VALLEY

INTERNATIONAL. INC.
616 Bradley Ct.
Franklin, TN 37064
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POST SCRIPT

If you do, it ties that room up, yet ev-
ery job eventually entails some voice-
over, some music editing, some effects
editing and some dialog editing.”
Which led Sync’s founders to the
third rule: Look before you leap.
There's the casy way to get into
audio-for-video, Hahnsays, and there’s
the right way. “The easy way is to start
with a recording studio, add a monitor
and a 3/4-inch deck, and put in a syn-
chronizer to let your multitrack chase
your videotape machine. All of a sud-
denyou'rein the video business. Then
you realize you need to editsometimes,
s0 you add another audio tape machine
you can edit to. Then you need to mix
to 4-track, so you add in a third ma-
chine. All of a sudden you need inter-
faces, rehearse capabilities, and this
machine has to talk to that machine.”
The right way is to design the facil-
ity for audio post right from the begin-
ning. From its inception, what has set
Sync Sound apart is its central equip-
ment room. “Back then, it made us
different from other facilities,” Hahn
recalls. “We knew that equipment was
getting bigger, noisier, hotter, requiring

more pampering. Plus, people were
changing formats. One day they'd do
24 tracks, the next 16, then 32- or 48-
track digital. You couldn’t have a room
with all that stuff, nor could the client
afford it. Now, inside the suite, you can
switch from one format to another any
time you want.”

Sync Sound’s strategy—not so ob-
vious in audio postat the time—wasto
have the equipment room wired in
such a way that any machine can be
accessed fromany of the facility's suites
via a patch bay with 32-track patch
cords. Two operators talk to the suites
via intercom. VT'Rs in the room include
Sony BVH-2000 and BVH-2830 1-inch,
Sony Betacam SP and Sony D2 com-
posite digital machines, and JVC 8250
3/4-inch decks to make work copies.
A Magna-Tech 16/35mm mag record-
er handles film work. The room also
containsa Sony PCM-3324, PCM-1630,
F1 and R-DAT recorders, an Otari
MTR-90, a variety of Nagras and a
new Sony PCM-3348 digital 48-track
machine.

“Even though we designed the
central machine room eight years ago,
its configuration is still optimal today,”
Hahn says. “We couldn’t foresee the

The No.1 International Professional
Audio and Lighting Event for Asia

Pro Audio Asia 91

now in its 3rd year
Concurrent Event:

Sound & Light
Asia’9l

Join the world's

leading manufacturers including Nationo/
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SINGAPORE

World Trade Centre
July 10-12, 1991

To sxhibit or visit, please contact
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exact direction technology would take,
but we knew that maintenance will al-
ways need to walk behind equipment.”

Studios and workstations served by
the machine room include: Studio A,
equipped with an SSL 4000 E Series,
Foley stage and video projection; Stu-
dio B, Sync’s earliest suite, equipped
with an SSL 6000 E Series console; Stu-
dio C, Sync’s smallest room, equipped
with a Soundcraft 24-track and used
mainly for sound effects, voice-over
and smaller programs; and Studio D,
Sync’s first AMS AudioFile room, used
extensively for dialog editing, splitting
of tracks, sound effects and music ed-
iting.

In addition to pioneering the central
machine room in audio, Sync Sound
was one of audio’s earliest users of
digital, having conducted its first dig-
ital audio mixing session nearly seven
years ago. Now it has four AMS Au-
dioFile Pluses. Their hard drives are in
the machine room, but their creative
ends are scattered throughout the fa-
cility.

Anewly completed area into which
Sync Sound has expanded contains
one of the AudioFiles and includes a
room with an NED PostPro SD. This
area has its own, smaller machine room
with 3/4-inch, Beta and 1-inch decks,
and is also interconnecting with the
main machine room. “We built thisarea
for those who want to be able to do it
quickly and make it work artistical-
ly. The PostPro and the AudioFile are
here. Inevitably, as much as you don't
want to do editing in a mixing room,
you always end up doing it. Once you
get all the tracks up, you hear, ‘We've
gotto move that voice-over two frames
carlier.” That's a lot easier nowadays.
Before, the client would say, *Can we
just hear this one more time? You'd
give him a look that says, ‘It's gonna
take awhile.” He'd say, “You know
what, let’s forget it.” But if you can give
him what he wants, he’s that much
happier. He'll say, ‘Now 1 can tell my
client that we've tried everything.””

Much of Sync Sound’s business
consists of audio post for long-form
programming, which means lots of
episodic TV, concerts, TV specials and
sports programming. One of Hahn's
favorite projects was Billy Joel Live at
Yankee Stadium, shot at the ballpark
fast summer. “It let us put together all
the things we've learned about how to
mix and sweeten for picture,” Hahn
says. “We shot picture of the audience
one night, the performance the next.




You know how good this guy is. For total
musical abilities there's simply no one better.
So when an impressive guy like Stevie tells
us he’s real impressed with A-DAM, its
music to our ears.

Well, what Stevie is doing for music, Akai

is doing for digital multi-track. As-DAM,.

The world’s first portable digital multi-track,
with the convenience of universally accepted
8mm tape, gives you the flexibility to expand
to 36 tracks. It's the only digital machine
within the means of any professional
application.

A:-DAM is the ultimate satellite multi-
track. In a midi facility, As-DAM is the ideal
primary machine because its SMPTE

TECHNICAL EXCELLENCE & CREATIVITY

1990
WINNER

[F A-DAM IS JUST ANOTHER
DIGITAL MULTI-TRACK,
STEVIE IS JUST ANOTHER MUSICIAN.

compatibility lets you devote 12 digital tracks
to vocals. And with single frame editing, you
can now eliminate the most difficult breaths
and pops with absolute precision.

A-DAM . Just another wonder from Akai.
Call today for the authorized AKAI Digital
dealer nearest you.

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



POST SCRIPT

We recorded sound both nights on 48-
track [analog with Dolbyl SR and later
bumped overto 48-track digital.” Hahn
mixed the audio on a Sony 3348 using
the SSLin Studio B. Billy foel has been
released as an 85-minute home video,
as well as a concert on cable’s Disney
Channel.

Hahn's and Marino’s foresight cight
years ago enabled them to build an
audio post facility that, in Hahn'’s
words, “grew into the future.” Butnow
they have to think about the next cight
years. How canthey keepand incerease
their clientele?

Hahn believes the best way to court
producers is to approach them as film-
makers. e points out that, for histori-
cal reasons, television and film have
inherited different attitudes toward
post-production. When it was live,
television used no postatall. And afer
video recording was invented, Tt was
possible to do a videotape edit and
walk out with a finished audio track,
which is a mixed blessing. In film you
would never finish cutting your picture
and release it 10s unheard of not to do
some sort of mix.

“A lot of our clients,” Tahn contin-
ues, “prefer to shoot, edit and mix on
film. But the fact is that for ecconomic
reasons, many who used to shoot film
now have to shoot Betacam. But they
still call it film. They want their tracks
treated as though itwere film, These are
filmmakers, making films—on video-
tape. They want the dialog split. They
want extensions put onto tracks. That's
one of the things this facility does bet-
ter than most.” ]

Peter Caranicas is a freelance writer
living in Pleasantville, N.Y. He is the
JSormereditor of Millimeter magazine.

POST NOTES

National Moves into Audio

National Video Center, one of New
York's largest video facilities, has
formed National Sound, an audio divi-
sion oftering musical services ranging
from original compositions to audio
post. National Sound is headed by cre-
ative director Peter Fish, scorer of nu-
merous commercials and TV shows,
and spouse Jennifer Fish. The opening
of National Sound follows an upgrade
of National's digital audio Studio 4 and
the arrival of senior audio engineer
Doug Di Franco, former audio pro-
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ducer for several MTV projects. The
suite includes an NED PostPro SD
workstation, a direct-to-hard disk edi-
tor with recording capability integrated
with a Synclavier 3200, Sony PCM-
3324A 24-track digital and SSL 4000
console. National Video VP Andrew
Lustig, who put together the deal set-
ting up the new division, was moti-
vated by what he calls “a need to keep
our video clients under one roof. We

Senior audio engineer Doug Di Franco at the controls
in National Video Center’s new all-digital audio suite.

did a lot of business with clients who
went elsewhere tor audio, primarily
because we didn't offer them a good
alternative. Priorto this we offered only
mixing, and people were looking fora
more creative atmosphere.”™ Lustig un-
derscored National Video's financial
commitment: “In addition to purchas-
ing two PostPro units, an SSL console
and all-digital mixing for one of the
rooms,” he says, “there are tremendous
salaries associated with our music di-
vision. We've hired top people, with
clientele, and they're worthit. You can't
bring in top creative people without
giving themthe besttoys. And you can't
have the best toys unless you have the
best people running them.”

Superdupe Meets Back to Back
New York-based Superdupe, in busi-

ness 22 yedrs, has signed a deal with
Back to Back Productions, the four-
year-old team of composers/arrangers
Chris Andromidas and Richard Fiocea.
In addition to activities in high-speed
duplication and spot trafficking, Su-
perdupe operates six interlinked audio
post suites. Thirty-five percent of its
business consists of audio-tor-video,
according to manager John Adelman,
and clients include CBS Sports, MTV
Networks, Young
& Rubicam, DDB,
Needham, Saatchi
& Saatchi and HIBO.
Superdupe gear in-
cludes two Sony
BVH-30001-inch ma-
chines that can be
patched to any of
the rooms for vid-
co interlock. Four
rooms have Lynx
synchronizers; the
other two are equip-
ped with Adams-
Smith. The facili-
ty’s digital worksta-
tions include anSSL
Screensound  and
DAR Soundstation
1. “Clients fove them,” Adelman says.
“Even though there’s an extra $50
charge in tose rooms for using that
cquipment, they think it's worthwhile
because itcansave you time, and it can
give you more creative possibilities.”
Ardronudas and Fiocca have scored
and written title songs for dozens of TV
shows, documentaries and films. In
addition to composing, they offer cli-
ents sweetening and sound design, and
have established audio and video links
plus full SMPTE time code interlock
with Superdupe’s studios.

Wetzler/Transcom

Collaboration

Composer/sound designer Peter Wetz-
ler recently completed three widely
contrasting TV and video projects in
conjunciion with New York facility

TN

Transcom Digital. He scored
some acts of PBS’s The Colored
Museum  for the network’s
Greal Performances series,
with Transcom’s Richard Fair-
banks coordinating audio post.
Wetzler also scored the open-
ing of Worldvision’s video re-

Chris Andromidas and
Richard Fiocca of Back to
Back Productions




ROGER MASTERED DIGITAL TEN YEARS AGO,
AND THE DD1000 OVERNIGHT.

Roger Nichols has been a premier proponent
of digital recording since engineering his
first digital master in 1981. Today, Roger’s
blessing on new digital technology is con-
sidered by many as the ultimate approval.
That's why he extends his blessing sparingly.

It only took an evening for Roger to
embrace the power and potential of the
DD1000 magneto-optical digital mastering
recorder. He discovered how quickly and
easily the DD1000 constructs songs, com-
bines sound effects with music, edits dialogue
with total precision and syncs cues to video
as easily as manipulating text in a word
processor.

According to Roger, “The DD1000 combines
all of the benefits of tape with the opera-
tional advantages of a hard drive. Its remov-
able 5%" optical disk holds an incredible
650Mb of digital audio information. You

get instant random access to as much as

90 minutes of stereo audio with 3 sampling

rates, a noise-free dynamic range of 96dB
and immeasurable wow and flutter”

Roger's word to the wise? “From music
composition and recording to audio post,
from film scoring to broadcast, the un-
matched capabilities of Akai's DD1000 will
play an important role in my digital future.
And if you're as serious about the business
as | am, you will audition it for yourself”

The DD1000 is available for your personal
inspection at all authorized Akai Digital
dealers. So, what are you doing tonight?

AKAI

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



POST SCRIPT

release of the TV series One Step Be-
yond and added original underscore to
each episode upon editing to D2 at
Magna Sound and Video and digital
remastering at Transcom. Finally, he
scored the investment video Indonesia:
Islands of Promisefor Hill & Knowlton.
Wetzler works out of his scoring suite
with tielines to Transcom’s 24-track
digital recording studio, which houses
an SSL console and Compusonics disk
recorder with ASR editorial software.

POST BRIEFS

An Avid Media Composer random-ac-
cess, nonlinear Macintosh-based edit-
ing system is now available at Digital
Multi-Media Post in Orlando, FL, for
film and video post...International
Video Network did the post-produc-
tion on Scenic Wonders of America,
three hour-long videos released by
Reader’s Digest, at San Francisco’s
Pacific Video Resources. For six
months, PVR night editor Hank
Duderstadt worked in Betacam SP with
IVN’s Marianne Gammon and Chris
Valenti to condense 150 hours of

source material into three. PVR graphic
artist Caitlin Content designed and
created opens, maps and effects using
an Abekas AGO digital disk recorder
and transferring digitally to D1 com-
ponent digital tape. . .Cycle Sat of For-
est City, Iowa, has launched a high-
speed delivery service for TV com-
mercials. Called Satellite Shuttle, it links
New York and L.A. with 21 other cen-
ters in North America for tumkey de-
livery of video in two hours or less.
Cycle Sat picks up a tape of the spot,
uplinks it to satellite, and duplicates it
at the downlink. The cost: $460 for a
spot transmission from coast to coast;
duplication and physical delivery are
extra...A milestone was passed re-
cently when Mitsubishi digital mul-
titracks (X-800/850/880) and 2-track
mastering recorders (X-80/86) entered
their tenth year on the market. The
latest buyers: T&R Trilogy of Somer-
ville, New Jersey, and Javelina Re-
cording Studios in Nashville. Both
bought an X-880. The 200th Mitsu-
bishi X-86 to be sold worldwide went
to 321 Studios, New York...Howard
Schwartz Recording audio mixer
John Alberts recently completed audio
post for Nine, a one-hour prime time

special about abused kids, produced
by Oprah Winfrey’s Chicago-based
Harpo Productions and syndicated
nationally on over 200 stations by King
World. Working with Harpo producer/
director Lloyd Kramer, Alberts used a
Sony PCM-3348 digital multitrack and
an SSL 6048 G Studio Computer to
conform and clean up dialog, then
combine it with an original score.
Video offline was done by Patrick
Sheffield in Chicago, with online com-
pleted at New York’s Broadway Vi-
deo...Group W's WMMR-FM (Phil-
adelphia) has purchased a 4-track
upgrade kit to boost its Digital Dy-
namics 8-track ProDisk-464 digital
audio recorderand editortoa 12-track
version...Meanwhile, Digital Dyna-
mics has released advanced operating
system software for the ProDisk-464
family. Dubbed Series 111, it provides
speed capabilities said to approach
those of RAM-based editors. The new
software is being shipped free to all
ProDisk-464 customers on record...
Communications Engineering Inc.
in Alexandria, VA, is designing and
building a complete turnkey facility for
Gannett Broadcasting TV station
WUSA, Washington, DC. ]

and 200% quumy controlled b
leaving our plant. Designed to be t
best possible investment in professional
audio equipment.

Whatever your audio application, design in
reliability and system integrity. Design in peace
of mind. Design in ASHLY,

PLIFIERS  MIXERS

ASHLY

AUDIO TOOLS FOR THE TRUE PROFESSIONAL

mudmmwm'mmw.mmmuwmoamnymmm
‘ﬂl. NY 1462) « TOLL FREE (800) B28-6308 » (716) S44-5191 « FAX; (716) 266-4589

134 MIX, MAY 1991




JOINED ARSE

Starr Parodi, keyboardest for the Arsenio Hall
Show, wants more than perfection. “l go more for
the passion in music, and | want to communicate
emotion to the audience; she says. “And any gear
that can enhance that process is a valuable tool”
That’s where our new Akai S1100 prevails.

You see, we've taken the 51000, which is already the
standard in digital sampling, and added technology
that enhances musical creativity more than ever
before. The new 64 time oversampling A/D
convertors, and the floating D/A conversion
process, provides the truest reproduction of your
sounds. With a fully expanded memory of 32
megabytes, the S1100 allows over 12 minutes of
sampling capacity. It also features built-in SMPTE
with cue list programming and a SCSI port for
direct connection to hard and optical disks. Not to
mention, a built-in realtime digital signal processor.

"R STAR HAS

I0'S POSSE.

Starr goes on to say, “ We just did a new theme for
the Arsenio Hall show, and we did fantastic things
on the intro with the new Akai sampler. It wasn't

a case of climinating musicians, but of adding
elements that we could only imagine before. Also,
I am just finishing my first solo album in which |
used the Akai sampler for a wide variety of
instrumental, vocal and percussion tracks”

So, gather up vour own posse, and see what this
star will do for you. See the S1100 at your local
authorized Akai Professional dealer today.

AKAI

professional
P.O. Box 2344 « Fort Worth, TX 76113 (817) 336-5114



TAPE & DISC

by Philip De Lancie

TAKING StOCK

TAPE SUPPLIERS ASSESS THE CASSETTE

Ee compact
cassette is kind of
like the Rodney

Dangerfleld

of prerecorded
music, It’s been

the largest-selling
configuration for
years, but it still
can’t get much
respect,

The compact cassette eclipsed vi-
nyl without inheriting the LP's hi-fi
mantle, having never lived down
the poor reputation itacquired ear-
ly in the development of high-
speed duplication. Its a multipur-
pose workhorse for everyman. but
it lacks the high-tech allure that has
made the CD the format to watch
for nearly a decade. Even now: at
what may be the peak of the cas-
setie’s popularity, the big question
is not if that popularity will beginto
decline, but when.

Nobody's claiming the cassette is
on the verge of following vinyl into
the void. But the CD. having fin-
ished off the LR has begun to look
like more of a threat lately. As of this
writing, final RIAA figures for 1990
have vetto be released. but it's safe
to say that the climb in CD sales
continues to be fairly robust. while
growth in cassettes remains com-
paratively tlat.

The CD. the more expensive
format. has already surpassed the
cassette in terms of the dollar value
of 1.8, sales, according to articles in
Billboard surveying both record
companies and retailers. On the
other hand. those same reports had
label executives denying any ero-
sion in the actual number of cas-
settes being sold. And given the
variety of the applications it fills, it's
hard to see any format—CD. DAT or
DCC—that could drive the cassette
into an LP-like tailspinin
the near future.

Perhaps the clearest
indication that it’s tar too
carly to dwell on the
cassette’s demise is the
positive attitude toward
the format evidenced
lately by major suppliers
to the duplication in-
ustry. BASF's recent ac-
quisiton of Agfa’s mag-

Joseph Kempler

netic tape business. including its
duplication lines, is just one ex-
ample. The company also plansa §5
million expansion at its plant in
Bedford, Mass.. to allow increased
chrome audio tape production.

BASF's competitor Sunkyong is
also putting its money on the con-
tinued health of the cassette. Last
November, the company, which
has sought to raise the profile of
its chrome duplication products,
brought a brand new tape plant
online in its home base of South
Korea. In the following twin inter-
views, senior ULS. technical per-
sonnel from the two companies
offer upbeat assessments of the
cassette’s future, and share their
observations on developments in
hardware (digital bins. DCC) and
tape formulations.

¢ ¢ 0

What are the most important fac-
tors duplicators should consider in
choosing tape fornndations?
Joseph Kempler. Technical Di-
rector, Sunkyong Magnetic/Amer-
ica Inc.. Long Beach. Calif.: First of
all, their recording needs. If they are
using dligital bins, they should use a
tape capable of recording the infor-
mation. particularly high-frequency
transients, that are found on the
masters. Beyond that, the tape
should be reliable and trouble-free.
Among the various grades of
tape. ferric oxide is still
the most popular, and it
is going to stay that way
for some time to come.
So ferric tape should
normally be the work-
horse of the instaltation.
And with caretul atten-
tion to detail as far as
level is concerned. it can
be made to sound excel-
lent. But tor those tough
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applications where ferric oxide can
no longer handle the high frequen-
cies and tends o saturate, the next
step would be to go to chromium
dioxide, or some of the newer co-
balt tapes.

Peter Piotrowski, ‘Technical Serv-
ices Manager. BASE Corp. Infor-
mation Systems. Bedford. Mass.:
The biggest factor is quality. Num-
ber one, that means the quality of
the clectro-acoustical performance.
Number two, and probably even
more important. refers to the me-
chanical properties of the tupe—
how it performs during loading and
duplication. and ulso how it per-
forms during use of the cassette as
a final product.

As far as choosing a specific tape
stock, that depends on who the
customers are out in the field. For
instunce. spoken word tapes may
not require high clectro-acoustic
performance compared to music.
So vou have to determine what
Kind of recordings make up the
mainstream  of  the  duplicator’s
business: Is it words or music? If
music. is it more toward the high
end. meaning classical, and there-
fore more targeted to people inter-
ested in high quality? That's what
decides what kind of tape to use as
far as electro-acoustic properties.

Once vou've decided electro-
acousticatly, vou need to decide
which brand is likely to give the
most consistent overall perform-
ance. That's what makes it com-
plex. because cheap tape might
give vou the performance you want
electro-acoustically. but not me-
chanically. Anvthing can happen
with a cheap tape: bad slitting or
rub-off of the coating. So the tape
should come from a reputable sup-
plier who offers a wide range of
tapes for different applications.

~—CONTINCED ON PAGE 133

Tape &
Disc News

DCC Launch Set?

Following its introduction of the
Digital Campact Cassette at Jan-
uarvs Consumer Electronics Show,
Philips has become more open
about its plans for the new format.
Even so, a number of uncertainties
remain. For instance, Wim Wiclaps,
managing director of Philips Audio.
is reported by Billboard 1o have
specified a launch date of April
1992, But David Birch-Jones, nur-
keting manager for Philips Audio in
the U.S.. subsequently told Aix that
“it's still a little carly to start talking
about exact months or dates. No-
body could possibly know that yet.

Just 1992 is the best information we

have available today”

Philips™ plan is to launch DCC
first in one of three major markets
(Europe. North America or the Far
Eas) with the cthers to follow
rather than attempting a simulta-
ncous global rollout. Birch-Jones
says, “We don't know which coun-
try will be the launch country yet.”

Philips plans initial pricing on
DCC hardware to be in the $600
range. Software prices are beyond
the company’s control, but are ex-
pected to fall between those of
prerecorded cassettes and CDs.

Perhaps the biggest question
remaining about DCC is how the
hardwure and software communi-
ties will handle the copyright/home-
taping issues that have proven so
divisive in the case of DAT. Philips

The Versadyne PT-250 in action
(see page 147)

devised the Serial Copy Manage-
ment System. which wus supposed
to be a techneal fix for the proh-
lem. The company was able to in-
corporate SCNS into the specifica

tions for DCC, meaning that licens-
ees of the format will be obliged 1o
include SCMS in all DCC hardware.

Unfortunately for Philips, SCMS
hus already failed (o placate repre-
sentatives of publishing and song-
writing interests, who seek levies
on hardware and blank tapes as
compensation for revenue alleg-
edly denied them through home
taping. Led by the National Music
Publishers  Association,  pro-levy
forces last vear took Sony to court,
maintaining that the compary’s
importation ot DAT machines con-
tributes to the infringement of cop-
vrights, even though those mu-
chines are SCMS-equipped.

It could be a long time before
the verdict is known. though it
seems unlikely that the NMPA will
ultimately prevail. In the meaniime,
however, just the existence of the
suit is having some effect. though
not necessarily the effect intended
by its backers. The RIAA has re-
portedly dropped plans to pursue
legislation in the current session off
Congress requiring the inclusion of
SCMS in consumer digital record-
ers. That's probuably because the
NMPA's legal battle provides a pre-
text for Congress to avoid taking
any potentially unpopular action,
either on SCMS or levies, by claim
ing that the court should be ul
lowed to decide first.

—CONTINUED ON PAGE 144
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FROM PAGE 137, TAKING STOCK

What's the breakdown of citrrent
duplicator demand for Type fand
Type 1l formudations, and how do
Yo expect that to change over the
coming yedais?
Kempler: In the US,, Type I ferric
oxide is probably still at least 85%,
maybe more. with the balance be-
ing Type I As time passes, there
will be more Type 11, specifically
because of the need to handle high-
frequency information that the fer-
rics can no longer handle comfort-
ably. It's going to be gradual, but 1
think some of the major duplicators
will find it necessary 1o do substan-
tial increases in Type 1L T can't pre-
dict what it is going to be, but 1
could visualize 30% within the next
two years,
Piotrowski: I would guess that the
ratio for BASF varies between 60
40 and 70/30 in favor of Type L 1
absolutely expect Type [ o grow,
based on the higher quality of tape
that is being asked for now.
Chrome is growing, and I would
think that other Type I formula-

tions would probably grow too
because of this growing demand
for higher quality.

Whait affect does the use of a “digit-
al hin™ bave on the performance re-
quirements of a duplicator’s stock?
Kempler: The advantage of the
digital bin is that it carries the full
dynamic range of the program, in-
cluding all those transients that
cannot be accurately transferred 1o
an analog cassette. That means that
if they make an improvement in the
equipment, they also need to up-
grade the tape so the improvement
can be heard.

High-frequency transients were
always the weak link in cassette
duplication. Its just that now it is
getting more severe than it was be-
fore. It will require tape with higher
coercivity, specifically Type I tapes
like chromium dioxide and cobalt.
Beyond that it would also be pos-
sible to use metal tape, which has
even better qualities in this respect,
but that would mean changes in the
type of heads that are being used in
present slaves,

The high-frequency levels com-
ing off the digital bin strain some
tapes more than others. And Fve
heard rumors, though I have no di-
rect information, that chromium di-
oxide may strain more in the mid
high-frequency range than some
cobalts. But the people Thave spok-
en with on the subject have tried
only one type of chrome. so one
cant necessarily categorize chrome,
on the whole, as being deficient
based on their observations.

In our technical center we are
doing some investigation into ex-
actly what is happening with the
digital bin, because the whole pro-
cess still has not been sufficiently
explored. We are studying all tapes
as to how they respond to high-
level high-frequency signals. There
are all kinds of formulations, and
very often the formulation that has
better  high-frequency  response
may actually produce more of this
mid-high distortion. With ferric ox-
ide, the output diminishes as the
tape overloads, so you don't hear
the distortion components. How-
cever, if the tape is better in its satu-
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ration properties, it will self-erase
less, and some of the components
that are still saturating may repro-
duce with more distortion. So a
“hbetter” tape may produce some
by-products which are less desir-
able to the ear.
Piotrowski: The digital bin re-
quires a higher pcertormance from
the tape. In the past. the running
master, being an analog version of
the duplication to be made, basi-
cally acted like a filter. With the
digital audio bin, this filter has dis-
appeared. because the signal on
the digital master goes through the
D/A converter and then directly to
the slaves. making the cassette tupe
the first analog generation. Be-
cause the digital master tapes are
usually prepared more tor Ch than
cassette, we are seeing that the cas-
sette tape cannot handle that load.
What is needed is higher re-
sponse at both the low and high
ends of the spectrum. As far as
higher maximum recording level
for high frequencies. our chrome
would be just perfect for this appli-
cation, though there is still a possi-
bility of saturation in the low end
and the midrange, which is true to
some degree with every type of
formulation. Even the ferric-cobalt
tapes that are on the market oday
cannot handle completely the dig-
ital bin using masters made for CD.
But we have a new cobalt-ferric,
which is currently available only in
a limited supply, just for fecling
out that market. And development
¢oes on to improve our chrome to
better deal with the digital bin.

Alot of energy has gone into devel-
oping better prervecorded casseiles.
S0 that the hest cassettes duplicated
now are potentially far better than
those of a decade ago. Is the aver-
age mmusic consumer fully henefit-
ing from these efforts, or are there
areds inwhich more could he done
(o implement improvements?

Kempler: Toduy’s cassettes are
tremendously better. Any cassctte
from any major duplicator will be
much better than any tape that was
available even five years ago. All
the major duplicators we deal with
are concerned about quality, and
in most cases they are breaking
their backs to do a good job. The

standards they apply for tapes,
shells and equipment are improv-
ing all the time, and they sound
great. How much the consumer
ulimately gets out of this depends
on his or her equipment, and things
like azimuth adjusument. But if vou
have top-notch equipment. then
vou can get sound that is justabout
as good as a digital source.

Cost is always a factor, even a
penny or a fraction of a penny per
cassette, because vou are tatking
about hundreds of millions of
these things being made. So cost is
important. But in cases where it is
necessary 1o use chrome or cobalt
or metal, because they no longer
use ferric with the digital bin, they
will do it even though the cost will
be higher.

Piotrowski: The major duplica-
tors have all done a tremendous
job of improving their quality com-
pared to a decade ago. The aver-
age consumer has very much ben-
efited from all the effort that has
been put in. Its not only at the
highest quality levels: the whole
average has been raised. The con-
sumer has rewarded these efforts
by making the cassette the most
popular prerecorded configuration.

Among the tape manufacturers.
BASF specitically has influenced
very heavily the C-0 manufactur-
ers by providing a standard for azi-
muth, which is very important. In
addition, BASF waus the leader in
introducing chrome tape, to fulfill
requests for higher quality.

There is still room for improve-
ment. but the bulk of the easy
things have already been done. We
are reaching a point where the
benetits become smaller and smaller
in relation to the effort put in. For
instance, I personally think that the
digital bin represents tremendous
progress in cassette quality. But if
you consider what it costs com-
pared to a normal loop bin, and
vou talk to duplicators in the field,
you find different perspectives.
The question becomes, “How tast
a return do I need on the invest-
ment | put in?”

How do you think DCC will affect
duplicators, andwhat can they do
o prepare forit?

Kempler: Things of this tvpe are
hard to predict, and it's certainly
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premature. So I don’t know that
I can advise duplicators. T can
only say what 1 think is the most
likely scenario. The duplicators
have spent and continue to
spend a lot of money on im-
proving and enlarging their ana-
log facilities, even knowing that
DCCis coming. So DCC, whenit
shows up, is not going to dis-
place analog. Rather. the analog
duplicators will be trying very
hard to match the sound of digi-
tal, so that people who like cas-
settes and have cassette equip-
ment will not necessarily be
tempted immediately to switch
to DCC, because they will be
satisfied with the cassette. So 1
can see a continuation of the
great effort being expended to
improve the quality of analog
and maintain its market share.

DCC won’t show up for may-
be another two years, and it will
coexist with analog. It will grad-
ually make inroads, simply be-
cause it is a digital system that is
backward-compatible in play-
back. As such, i’s not going to
get the same resistance as DAT,
especially if the price is lower.
Eventually, though it may be well
into the 21st century, analog will
give way to DCC. That may be a
very slow process, but digital
with good quality and reliability
will eventually prevail, because
it is ultimately a better system,
Piotrowski: I don’t know how
DCC will be accepted by the
market. It depends what the sys-
tem offers beyond what cas-
settes can give right now. But t'd
like to see a system that is back-
ward-compatible with the exist-
ing tapes out in the field. If you
compare DCC with DAT. you see
that DAT gives no possibility
whatsoever of playing back
whatever cassettes have been
accumulated over time in a con-
sumer’'s household.

Buplicators should be think-
ing ahead about how easily and
quickly they could change over
from the processes they use now
for analog to duplication for
digital. Ideally, this conversion
would go step-by-step, with DCC
gaining at the expense of the
analog cassette. The systems
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kow do you edit DAT recordings?
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would not be in competition. Rath-
er, they would just be ditterent gen-
erations, allowing the nice things
about the old to be carried on into
the new.

It would probably be interesting
for any duplicator right now to get
informed by contacting Philips for
information on what needs to be
done to existing equipment to be
able to duplicate DCC. Then, if
Philips is able to push the system
through, duplicators can begin talk-
ing about budgets and planning
modification or changeover.

Houw do you see the market for pre-
recorded cassettes developing over
the next few years. and what affect
is that likely to bave on your com-
pany's product lines?

Kempler: We visualize continued
growth, though it may be affected
somewhat by recession or other
things. In other words, the peak
hasn’t been reached yet, and prob-
ably won't be before 1995, or may-
be beyond. And with the efforts to
make the cassette sound still better,

there will be increased needs for
newer and better-quality tapes. The
emphasis will gradually move to-
ward Type II, with possibly a “Type
1-1/27 which could be a replace-
ment for ferric. It would be a some-
what higher bias tape, made just for
duplication, with much better high-
frequency response than regular
Type I.

Standard ferric tape will con-
tinue to be used for spoken word,
but the products we see as the fu-
ture are chrome and cobalt-ferric.
There is also a chance that there will
be mixtures of magnetite and co-
balt, and perhaps metal tapes. These
materials, some of which are well-
known and others not, are the ones
that will dominate the markets for
years to come. There are other pos-
sible formulations, but they are too
exotic and expensive to consider at
this point, especially for analog.

DCC will also require new tape,
but ultimately good analog and
good DCC tape may very well be
the same. We have new facilities in
Korea, and new R&D groups work-
ing on what we hope will be better

tapes. We will supply whatever is
necessary—whatever the duplica-
tors and the market are ready for.

Piotrowski: I think there is still
quite a potential in the compact
cassette. BASF is watching very
closely what is going on, and re-
sponding to changes in the market
by offering the widest range of du-
plicator tapes available. We'll con-
tinue to support our customers by
meeting, and exceeding, their elec-
tro-acoustical and mechanical re-
quirements with the highest quality
possible—at a price that is reason-
able for their applications. ]

Tape & Disc editor Philip De Lancie
is a mastering engineer at Fantasy
Studios in Berkeley, Calif.

—FROM PAGE 137, TAPE & DISC NEWS

Until somebody acts to resolve
the issue, there’s little prospect of
converting publishing interests into
home digital recording enthusiasts.
That poses a dilemma for major la-
bels like EMI and BMG, which have
responded positively to DCC. They
appear to be eager to see the new
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TAPE & DISC

format succeed as heir to the ana-
log cassette, but they've qualified
their support for DCC with assur-
ances of continued support for ef-
forts to require levies. So it would
scem that Philips’ ability to rally
crucial label support for DCC will
depend largely on how the levy
initiative develops.

Presumably, vigorous support
from Philips, as a hardware maker
and developer of DCC, would add
great weight to the pro-levy effort.
And according to company state-
ments, PolyGram, which is 80%
Philips-owned, is, like other major
labels, “committed to securing an
appropriate levy on hardware and
blunk cuassettes.”

But Birch-Jones betrays a differ-
ent slant on the issue from Philips
itself. Of the publishers, he says,
“They want money, bags of money”
Philips, he continues, “neither op-
poses nor embraces royalty schemes.
If they want royalties, they shouldn't
come to us, It's not our position to
say yes or no, because only gov-
emments can grant royalties” Asked

if anything might change to mollify
the publishers before DCC's pro-
jected launch in 1992, Birch-Jones
inspires little hope with his response:
“You have to ask them”

BASF Restructures

BASF has released further details
on U.S. restructuring in the wake of
its takeover of Agfa’s magnetic tape
business. A new division, BASF
Audio Video Professional Products,
has been created to encompass the
formerly competing operations.
Terry O'Kelly will continue to direct
the national sales effort, while Jeff
Brown has been named marketing
manager. BASF and Agfa technical
service staffs have been combined
under the name BASF Technical
Support Services (BTSS), with man-
agement shared by John Matarazzo
and Peter Piotrowski.

As previously reported here,
BASF will, for the time being, retain
all duplication products from both
company lines. Product distribu-
tion has been expanded to six U.S.
cities, and a new direct customer
service line has begun operating at

(800) 225-4350. Facilities at the com-
pany’s Bedford, Mass., headquar-
ters are to be upgraded with a $5
million expansion of chrome tape
capacity, a new tape laboratory and
a 24-track studio. The company
also intends to initiate a BASF Fo-
rum, which will follow in the foot-
steps of the Agfa Forum with pro-
fessional seminars and achieve-
ment awards,

Allied Goes DAAD

Allied Record Company has com-
pleted a four-day installation of dig-
ital mastering, transfer and dupli-
cation gear from Concept Designs.
Los Angeles-based Allied, the West
Coast division of WEA Manufactur-
ing, follows Pennsylvania sister
company Specialty Records in con-
verting to duplication from the
DAAD “digital bin” The bins are
high-speed loaded from Concept’s
MTS (Master Transfer System) units,
using tapes made in the facility’s
mastering rooms on an MMS (Mas-
ter Making System). Concept’s total
for DAAD units in production now
stands at 36.




SPLICES

Studer Revox has introduced the
model D740 CD Recorder, an op-
rical drive for Red and Orange
Book-compatible write-once discs.
The single-package, rack-mount
unit. operated from an integral
controf kevboard. includes con-
version from and o analog, as
well as 4 built-in PQ editor. First
deliveries of the D710 are plan-
ned for late summer 1991, with
pricing yet to be determined. ..
Loran Casscttes and Audio Prod-
ucts has completed duplication
of six DAT titles for GRP Records
in its recenty upgraded DAT
production facility in Warren,
PA. The company duplicates in
temperature-and humidity-con-
trolled clean rooms, using Sony
DRD-100 recorders to produce
tapes from any digital source in
custom-loaded lengths.. The 1991
edition of the ITA International
Source Dircctory is now avail-
able, free of charge 1o the indus-
iry. The annual directory lists
ITA member companies and the
products or services they offer,
categorized by type. The ITA
mayv be reached at (212) 643-
0620...BJM Duplicators has in-
stalled a Versadyne PT-250 Pro-
duction Totalizer at its North
Hollywood, CA, plant. The de-
vice, which provides a running
readout of total copies dupli-
cated on up to 12 slaves, is de-
signed 1o cut waste from over-
production.. Telex Communica-
tions (Minncapolis, MN) has in

toduced a new in-cassette du

plicator,the Stereo Copyette 1& 3.
The unit hundles one master and
three copy cassettes per pass,
duplicating both sides simul-
taneously. ltruns at 16-times real
time, copying a C-60 in less than
two minutes.. The RIAA has be-
gun a campaign to involve re-
tailers in the fight against strect
vendors of countertfeit prere-
corded music. A flyer is being
distributed 10 record stores out

lining procedures that can be
used, in cooperation with law
enforcement agencices. to shut
down sellers of pirate products.
For more information on the
Street Vendor Alert Program.
contact the RIAA Anti-Piracy
Unit at (800) 223-2328. |

DISC MAKERS

Complete manufacturing
for the audio industry.

COMPLETE PACKAGES FOR:
Cassette Duplication
Record Pressing
Compact Disc Replication
Il packages dre completely
retail ready, and mclude all

In-house arnt department for complete
desigr.. typesetung, film work, and printng
n-house mastenng department for a great
sounding product

CALL FOR OUR
FREE FULL COLOR
CATALOG.

1-800-468-9353

(In PA: 215-232-4140)

DISC MAKERS

1650 Broadway, Suite 1010 New York, NY 10019
(212) 265-6662

Company Inc.

s g omrsrcs oCustom length blank audio and
m CSSGW“‘ SE T °“‘ video cassettes manufactured
! ecREL in a class 100 cleanroom
L. A Cldoion |\ :
L | Py — @, °Nation's finest direct pad
® ) - printing on blank cassettes
= and duplicated product
«Top quality audio and video
i cassettes duplication
*Shipments within 24 hours;
. same day L.A. service
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SERVICE - QUALITY « INTEGRITY
Shop The Rest Then Call The Best!
NATION'S LEADING AUTHORIZED DISTRIBUTOR
AGFA AMPEX 3M MAXELL TDK BASF
1800736 - TAPE FAX 213 . 396 - 8894

1928 14th St. Santa Monica, Ca. 90404-4605 213 - 396 - 2008
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SESSIONS & STUDID NEWS

by Amy Ziffer
As | write, it's the middle of
March and hail is falling outside
my window. This wouldn’t ordi-
narily be worthy of mention ex-
cept for the fact that after five
years of drought and mere weeks
before the institution of a man-
datory water rationing plan, Los
Angeles finally saw some water
falling from the sky in the form of
a torrential two-day downpour.
Nonetheless, water rationing is
now in effect, and studios will
have to cut back like everyone
else or face fines. The city has
plenty of information on how to
reduce water use by the required
amount, so let this be a reminder
toall L A. studio managers to save
some future heartache and give
the board of public works a call.
One thing the rain didn’t
hamper was the Grammy awards
celebration held by the local
chapter of NARAS February 20 at
Telly's in the Sheraton Universal
CONTINUED ON PAGE 153

At the L.A. chapter NARAS
Grammy party were (L to R)
Dave Pell, Nina Simone and
Morris Diamond.

l;;IOIO: PAT LUBOFF
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NORTHEAST

Walter Sear, owner/operator of mid-
town Manhattan's Sear Sound, has been
in the business as a musician and en-
gineer for 30 years. Sear. who sold
Moog synthesizers in New York when
they first came out, helped usherin the
age of clectronic music. Yet, he has
grown tired of synthesized sound and

complete microphone collections in
New York, including many classic
vacuumtube and ribbon mics. “Ninety
percent of what you get on a record-
ing,” Sear explains. “is the microphone
and where it’s placed. If you have the
right mic placed in the right direction,
you won't need any EQ.” Butif you still
need to tweak that signal, Sear has six
vacuum tube limiters as well as EMT
vacuum tube plates.

Recent projects at Sear Sound in-

PHOTO. JEAN HANGARTER

(Left to right) Engineers Jim Anderson and Lance Duncan with guitarist
Reeves Gabrels at Sound Techniques recording studio, Boston, MA.

is a strong advocate of tube equipment.
Sear explains, "I've used vacuum

tube equipment for years because 1

always thought it sounded best. When
people  were  throwing  away
Fairchild limiters ' was buying them.
Ittook me 20 years before [ was able
to get away from my vacuum tube
console (Ihuiltit 20 years agoand it’s
stillinoperation)and get used to the
sound of transistors.”

Along with the homemade tube
console, Sear Sound possesses the
*'57 Chevy” of Neves—all class A
amplifiers, all discrete  compo-
nents—a  custom modified 8038
with Studer and Ampex multitrack
machines.

Sear Sound offers one of the most

clude Leon Redbone recording a pro-
ject for August Records; DRG Records
recording the Forbidden Broadway
show with Cynthia Daniels engineering
and Hugh Fordin producing: and Sear
engineering and producing the Griffon
String Quartet.

In Englewood Cliffs, NJ, engineer-
ing legend Rudy Van Gelder has been
busy with various projects: John Snyder
produced Hilton Ruiz for BMG/RCA
Records; Peter Leitch produced Kenny
Barron ona Criss Cross Records project;
and alto saxophonist Chris Hollyday
recorded an album for BMG, which
was produced by Chris and his father,
Richard Hollyday... At Sound Tech-
niques in Boston, guitarist Reeves
Gabrels of David Bowie’s Tin Machine



Oz Recording Studios recently opened in Baltimore. With more than
3,000 square feet, Oz is a 24-track facility featuring an automated TAC/
Amek Matchless console and a Studer A827.

was working on new songs with his
band The Atom Said with Jim Ander-
son enginecering and Jennifer Saziani
assisting. .. At Power Play Studios (Long
Island City, NY) Decee Lite were re-
mixing theirnew single entitled "Good
Beat™ with Pal Joey assisting.. John
Cale was at Baby Monster Studios
(NYC) recording a Leonard Cohen
tune with just piano and voice. Bryee
Goggin engineered. .. In Philadelphia,
the alternative music scene is alive and
well. At Third Story Recording Studio,
Scott Herzog, Adam Lasus and Ben
Vaughn have been engineering and
producing these alternative bands:
Pink Slip Daddy, Naked Twister, Sub-
stance D, The Big Thing, Go To Blazes
and King Carcass... Also in Philly. Taj
Mahal cut and mixed his new atbumoat
Studio 4 Recording. with producer Skip
Drinkwater and engineer Phil Nicolo. ..

SOUTHEAST

At Crescent Moon Studio (home of

Miami Sound Machine). John Haag and

Eric Shilling remixed “Seal Our Fate!
the new release from Gloria Estefan.

Lady Luck joined producer Rick Lee at
Reflection Studios (Charlotte, NC) to
record a new demo. Mark Williams
engineered  the  session...Doppler
Studios in Atlanta had Pebbles in re-
cording overdubs for heralbum. Dallas
Austin produced with programming by
Rick Sheppard, and Darin Prindle en

gineered with assistance from Mitch
Eaton...In Lithia Springs, GA,
progressive  country  singer
Chris Mercure finished mixes
on his latest project at Trans-
media Studio. Production was
handled by World Produc-
tions. Engineering and mix was
by David Norman. ..

NORTH CENTRAL

Chicago White Sox pitcher Jack
McDhowell recorded and mixed
three new songs for his up-
coming CD release at Seagrape
Studios of Chicago. The band

N.Y. METRO REPORT

by Dan Daley
Like long-dormant crocuses, New
York's existing facility base is
showing signs of revitalization
with the arrival of spring. Howard
Schwartz Recording will have its
ninth room up and running as of
May 1. Designed by John Storyk,
the room is equipped with a fully
automated SSL 4040 G console,
Studer A827 analog and Sony
3348 digital multitrack decks, an
Adams-Smith 2600 sync control
ler, an Otari 4-track and Sony
video machines, including D-2.
According to owner Howard
Schwartz, the $1 million-plus
room was designed for once and
future in-house mixer George
Meyer, who is returning to the
studio after a five-year stint
clsewhere. Meyer will be bring-
ing his television productionand
commercial clients with him—a
base large enough to warrant the
new investment, Schwartz says
—CONTINUED ON PAGE 154

Dizzy Gillespie and Jon
Faddis at The Edison
recording studio (a division
of National Video Center} in
New York City.
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Arts & Scicnces

At Last! An Affordable
Master Recording Program
Taught by AwardWinning

Professionals

If your goal is to succeed in the music
and recording industries, our professional
training program will give you the hands-on
experience and technical know-how you need.

CALL FOR INFORMATION
AND CATALOG

1-800-562-6383

1110 E. Missouri, #400
Phoenix, AZ 85014

Licensed By The State of Arizona.

Approved For Foreign Students.
NATTS ACCREDITED

What do

m The Boston Pops,
Maurice Starr,
The New Orleans
Jazz & Heritage
Festival, and
American
Playhouse
have in common?

GBH Mobile

Remote Audio Recording
Services

Amek 39x24x2, OtariMTR 901,
Dolby SR.DAT & PCM

Contact: John Voci, GBH Mobile
125 Western Avenue,
BostonMA 02134

617 492-2777 x2302
Fax617864-7927
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features Juck on guitar, lead vocals and
songwriting,  left-handed  pitcher
Wayne “Goatnuts” Edwards on drums
and St. Louis pitcher Lee Plemel on
bass. The tracks were engineered by
Tom Haban, but he raninto trouble and
had to be relieved by Mike Konopka for
the mix... At B.L.R. Studio of LaPorte,
IN, guitarist Chuck Galloway and
country singer Linda Bond were
working on an atbum project for
Wenceo Records. Brian L. Roseman
engineered the project, and Galloway
produced. ..

SOUTHERN CALIFORNIA

At Rumbo Recorders’ (L.A.) Studio C,
Jeff Lynne completed the mix on an
unreleased Roy Orbison song that was
sung with Del Shannon: “I Drove All
Night™...Guitarist Sandy Bull com-
pleted his latest CD project at Trolley-
barnStudios in Venice. Featured artists
inlcude drummer Bernard Purdie, the
Brecker Brothers on horns and pianist
Hilton Ruiz...Dread Zeppcelin were in
at Sound Chamber Recorders (Pasa-
dena) mixing their new project with

Lee Manning engincering and Rusty
Striff assisting...Jody Watley was at
Studio Masters of LA doing vocals with
producers Jon Nettlesby and Terry
Coffey for her next release. Wolfgang
Aichholzengineered the project. .. Ivan
Neville mixed his Polydor album at
Scream Studios (LA with producer
Hawk Wolinski. The album was mixed
by David Leonard. ..

NORTHWEST

AtFantasy Studios in Berkeley, CA, Boz
Scaggs has been working on a song to
henefit the homeless; Kevin Elson is
handling production duties and Tom
Size is engineering. Also at Fantasy, Joe
Satriani worked onoverdubs in Studios
B and C with his longtime producer

John Cuniberti and engineer Michael

Semanick, for a forthcoming solo
project on Relativity Records... The
Monks of Doom, which contains former
Camper Van Beethoven musicians,
were at mobius music (San Francisco)
working on a four-song demo with
Oliver DiCicco producing and Jane

-CONTINUED ON PAGE 155

by Dave Teig

In the nearly 12 years that it has
served as the voice of the audio in-
dustry, SPARS has gone far beyond
its original goals. The studio owners
at thatfirst meeting knew a national
force waus needed., but the growing
strength of the organization was
unexpected. The board of directors
overcame many obstacles in those
carly years, meeting four times an
nually at their own expense
OurNew York studio community
acted on its own initiative to further
the SPARS dictum of “Innovation
and Education Through Communi-
cation.” The Northeast regional
group decided on a monthly lun-
cheon that continues today, withan
average of 60 to 70 members rep-
resenting music studios, mastering
facilities, production and post-
production facilities, manufacturers,
pro audio dealers and allied indus
try personnel. These mecetings have
tostered a spirit of cooperation in
one of the industry’s major com-

P . N w

petitive marketplaces

Onthe evening before the group
lunches, studio owners gettogether
to discuss business and technical
matters, including the economic
climate, taxes, insurance and pro-
duct/service efficiency

“What's surprising to me.” says
Lee Murphy, owner of Brigg's Bak-
ery and newly elected member of
the board of directors, “given the
state of the economy and concerns
voiced by some studio owners, is
that the beginning of 1991 isactually
ahead of last year. Was it wise forme
to trim budgets as T did last fall?
Comments from other SPARS
members alerted me to the poten-
tial negative rends, and I feela great
deal more comfortable today be-
cause of that. It's all a mauer of
communication.”

And that's what SPARS is all
about here in New York—honest
talk and then some ]

Dauve Teig is SPARS Northeast coor-
dinator.
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FROM PAGE 148, 1. A. GRAPEVINE
Roughly 300 people were treated to a
surprise guest appearance by Nina
Simone, and KLOS DJs Mark and Brian
reading the pre-telecast Grammy
winners, It was the next best thing to
being there.

Colleen Creamer has taken the
position of studio managerat Burbank’s
Red Zone Studios. In her former life,
Creamer was ajournalist for Dark Room
Photography magazine, and is also a
screenwriter.

Get out the Rolodex! As of April 1,
Fred Jones Recording Services is now
known as Hollywood Recording Ser-
vices. Although CEO Barry Skolnick
says the choice: of dates was com-
pletely coincidental, 1think he gave in
to temptation. After all, the studio
changed hands on Halloween. This
could only be topped by a name
change on April Fool’s Day. The studio
celebrated the occasion with an open
house and “christening” party April 9,
with the theme, “We're bringing the
excitement back into Hollywood.” To
refamiliarize yourself with the staff and
studio, call them at (213) 467-4122.

As the saying goes, better late than
never. Lastsummer, well-known former
A&M mastering engineer Frank
DeLuna, together with other investors,
opened his own facility in North Hol-
lywood. Hot Tin Roof is a one-room
studio with a CD mastering facility
incorporating a Sonic Solutions hard
disk editor.

In the short time it's been open,
Debuna says Hot Tin Roof has gained
a reputation as “the best-sounding
room in the area for drums™—no doubt
partly due to the 18-foot ceiling. The
45x55-foot control room is based
around a Trident V-80 scries console
and Studer 827 24-track. Jack Edwards
of Jack Edwards Architects did the
design, which Deluna calls “very
modern.”

Another one bites the dust?...Bran-
am’s Fox Run Studios are for sale in the
North San Fernando Valley. The com-
plex is 15,000 square feet, with three
rooms and soundstage, and a Neve VR
60. Interested parties should contact
agent Bruce Conover at (213) 306-
0204.

And now, before 1 say goodbye,
I'm going to abuse my journalistic
privileges just slightly by imploring all
of you to beg, entreat, beseech and
plead ABC Television to retract the
misguided decision to cancel Twin
Peaks—a show that won two Emmys!

CONTINUED ON PAGE 154

For those
who take it

providing advanced
training in
conjunction with
Solid State Logic ™

.
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It's not enough to study the "art" of recording. You simply must learn the technology of
recording. That's the only way to insure your career for today and tomerrow!

% /AR grads are the most highly motivated and 800_5 44_ 2 501

best trained of anyone entering the engineering 4
field. | give IAR my highest endorsement. NY, NJ, CT 212-777-8550
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Dan Healy, Chief Engineer
App for Veterans Training / Financial Aid if Eligible

Institute of Audio Research

64 University Place, Greenwich Village, New York, NewYork 10003

NOCW! SOUND EFFECTS PACKAGES TO FIT EVERY BUDGET

“The Hollywood Edge...
the best sound effects library,
without a doubt!”

Oliver Stone, Director
(Born on the Fourth of July, Platoon)

Listen for yourself-
If you buy sound effects for your company, ‘
Call us for a free demo disc. |

Call 800-292-3755 In CA 213-466-6723 |
7060 Hollywood Boulevard, Suite 700, Hollywood,CA 90028 1
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FROM PAGE 153, LA, GRAPEVINE
Might I add, without suggesting any-
thing. of course, that dead rodents
would alsobe appropriate. Next month,
look for a recap of my St. Patrick’s Day
party. in which lumpy green mashed
potatoes will figure prominently.

send LA studio newsto Amy Ziffer,

I U
CD’S AND TAPES
COMPLETE = CD REPLICATION 19725 sherman Way, Suite 380, Canoga

PACKAGES Park. CA 91306, or call (818) 567-1.429

= HIGH SPEED CASSETTES IS ItItIN Yo ]

- AUDIOPHILE REAL TIME
CASSETTES ON TDK-SA
EASTERN FROM PAGE 149, N Y. METRO REPOR'

STANDARD « COMPLETE PRINTING BERSEISE S Rt O irapstes
PRODUCTIONS, INC. AND PACKAGING “and when you have a good mixer

who is also a good salesman, you
26 BAXTER STREET invest in him when the opportunity
BUFFALO, NEW YORK 14207

arises,
TEL 716-876-1454 In another local expansion, Chung
FAX 716-877-6395 King tHouse of Metal opened a new
1-800-527-9225 Studio A in March. Designed by Frank
Commentale, the room is equipped
with a Neve VR 60 with Flying Faders
automation, two  Studer A827
multitracks and PAD main monitors.

Owner John King says he's looking to
1 800 527 9225 move to genres beyond the rap music
= - = that has been Chung King's anchor for
FOR A FREE BROCHURE several years, The $ 1.5 million addition
brings the total number of rooms at the
studioto three, and the carliest of those
is getting an update—to a Trident
80C—and a facelift this spring as well.
DO YOU NEEd The studio has also opened its own
production company to develop arnt-
ists. All this was unveiled at a prety
chillin® soiree that was attended by the
first tier of rap. including Third Bass, LL
Cool J. Run DMC, Big Daddy Kane and
Brand Nubians.

Yet another move—this time by
Phillip Glass, whose long-time per-
sonal studio The Living Room will
close and reopen in larger quarters on
the site of the former Sanctuary Studios

y  at 632 Broadway. The new studio, a
two-roomer named Looking Glass, will
« hold an SSL 1000 Series console
mainframed for 48 inputs and a 32
input MCI Series 600 console. The
multitracks will e Otari MTR-90 Mk
P decks, and Digidesign Sound Tools

will be part of the studio package. The

; W’””"" instatlation is being overseen by Kunt
800'?@1& Munkacsi. president of Glass” Euphor-

bia Productions company. Looking

1000 CD’S
$2300.00

COMPLETE
PACKAGE

e CDI-1000 VITC

i - =3 ' Glass, which will open this spring. will
L CIDh@( d@lTO, INC he owned by Glass in conjunction with
5350 PARTNER'S COURT, P.O. BOX 170 two members of The Poppies, a NY.-

FREDERICK. MARYLAND 21701 based band signed to Sony/CBS
TOLL-FREE 1-800-331-9066 y S8 ) )

(301) 695-0200 FAX: (301) 694-5152 Records. According to studio manager
Rory Johnston, the studio will be pri-

184 MIX. MAY 199/



marily for the use of the artist/owners,
but time will be sold commercially as
well.

National Video Center has formed
National Sound, an audio division for
scoring, composition and sound design,
as wellas audio post-production. Peter
and Jennifer Fish are heading up the
new division as creative director and
managing director, respectively. Their
staff will include engincers Ed
Campbell, Chazz Menendezand Jimmy
Douglas. Five of National Video's six
audio studios, one of which houses
National Video's first PostPro SD sys-
tem. will be turned over for National
Sound’s use, and another one will be
built kater this year. Studio 4, which
was recently upgraded with an SSL
console and a sccond NED PostPro
SD, will remain the domain of senior
audio engineer Doug Di Franco.

Peter Fish said this enhancement of
National's audio capability differs from
the current  video-house-adds-audio
trend because National has had some
audio capability since its inception. "1t
also has multiple rooms, which was
important for the large number of
clients I'm bringing in with me,” Fish
says. “The other difference is that while

many video houses bring in audio
mixers, in this case they've brought in
a creative audio team; composers who
can also mix. "

Send New York studio news to Dan
Daley at 147 E. 30th St #5A, New York.,
NY 10016. |

FROM PAGE 150, SESSIONS AND STUDIO NEWS
Scolieri engineering. .. Paradise Sound
Recording of Index. WA, reports the
following activity: David Duvall con-
tinued work on a 33-song project: Pat
Barson recorded his fourth album; and
Legacy. an established Seattle band,
completed a project.. At lronwood
Studios in Seattle, engineer Jay Follette
wus working with avant garde jazz
artists Wayne Horvitz, Bill Frisell and
Robin Holcomb. ..

SOUTHWEST

The Rodeo Love Gods recorded their
polished covers of a few Doors tunes
at Planet Dallas (Dallas).. . Reelsound’s
mobile. out of Manchaca, TX, provided
audio mixing for the 1991 Texas
Governor's Inaugural Gala. Gordon
Wynne produced the two-hour special

that featured over 1,000 performers and
a 450-voice gospel choir. Headlining
the Texas musical review were Willie
Nelson, Dolly Parton, Jerry Jeff Walker,
Asleep at The Wheel and Kris Krist-
offerson. Malcom Harper mixed the
show with the assistance of Gordon
Garrison and Greg Klinginsmith. ..

STUDIO NEWS

Right Coast Recording Inc. (Lancaster,
PA) announced the availability of its
new remote recording system. The
Right Coast system is totally modular
and portable and offers 24-track analog
ordigital recording. For more info, call
Dave at (717) 560-1530...A new all-
discrete console from 