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76 Keys

64 Voices

16 Meg of ROM
Onboard Effects
ADAT" Compatible
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The Sound of Alesis.

128 fuctory presets, 128 wser prog LS G ite Swmthesis'™, ()S Parallel/Mutric Effects™ with 4 independent busses, a PCM-CIA ROM card siot, intelligent
user interfitce, multiple lml'[mulnll zones, r«loﬁly qﬂrm:urh and direct digital recording b ADAT make the QuadraSynth the mast powerful keyboand you can own.
The Dream Stwalto™ 1s coming together. 1 m't need the keys? The $¢'™ Sound Module s coming soom. Call 1-800:5-ALESIS. See 'mrAuﬂumad Alesis dealer.

All trademarks are property t:}(ﬁllsu Corporation. 8 Alesis and ADAT are registered trodemarks of Alesis Corporation.

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016
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“G Plus Sounds Ecellent -
By Any Standards”

Allen Sides, Ocean Way
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Tie world’s largest music console — a 100-charnel SL 8000 G Plus - is installed at
Ocean Way's ‘Record One’ facility in Sherman Oaks, California.

“Record One and Ocean Way share a common ethic - to
provide the best possible equipment, classic and modern, to
meet the needs of both artist and producer. I have always
respected the ergonomics and automation of SSL desks. The
addition of Ultimation™, bypassing the fader VCAs, and
new audio enhancements mean that G Plus sounds excellent

by any standards.”
Allen Sides, Owner
Ocean Way, Los Angeles
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Solid State Logic

International Headquarters:- Begbroke, Oxford, England, OX5 1RU. Tel: (0865) 842300
Paris (1) 34 60 46 66 - Milan (2) 262 24956 - Darmstadt (6151) 93 86 40 - Tokyo (3) 54 74 11 44
New York (212) 3151111 * Los Angeles (213) 463 4444 In USA call Toll Free 1-800 343 0101



Te More Sophisticated Woofer & Tweeter

Differentiat Material Technology (DMT™) is the study of Different materials and their
relative behavior when in intimate contact. The starting point of any high grade professional
monitoring system is propery engineered drivers that naturally work well together. With this
established, the crossover can be designed purely for the function of filtering between high and
low frequency drivers rather than the complex function of addressing limitations of the drivers
themsefves. Through the use of computer circuit analysis software, this would seem a simple
task... But in the real worid, not only do components not behave as their mathematical models

predict, but components inter-react with the powerful magnetic and acoustic fields present within

a loudspeaker system. Understanding and measuring these effects is extremely difficult, and
rather than ignoring these previously unexplored aspects of crossover design, Tannoy's DMT
research team has spent a great deal of time investigating the interactions of each element within
the speaker system’s design... Particularly through extensive listening tests.
Tannoy considered the new Dual Concentric driver as a complete system to
both generate the signal and control the wavefront. The low frequency cone is
designed and injection molded to work with the new Tulip HF waveguide so that the
Griver system shows no discontinuities of the response or wavefront at the critical
crossover area. Research into component behavior and empirical tests showed that
when a capacitor is encapsufated in vibration absorbing material, its noise
performance noticeably changes, dramatically improving both the sonic texture and
dymn‘lqret ng:e loudspeaker syslem and so the DMT capacitor was born. Every
oy custom capacitor's, from the type of film employed to the high
[ used for fermination leads has been opn
hown that reducing the' eﬁ on

-~

rsonlc penmmance ————

vibrations experienced within a loudspeaker cabinet, can improve overall system bass and
midrange resolution. Consequently, within the DMT 1l crossover, Tannay used coils vacuum
impregnated with a resin selected to reduce vibration
With the mechanical aspects of the DMT crossover design largely resolved, Tannoy
engineers addressed the problems of interaction with magnetic fields within the system. Air
cored inductors radiate a significant measurable magnetic field which can affect
split crossover, with the inductor mounted on the cabinet's
Cross-brace away from the other crossover-components and
The final components to come under scrutiny in the DMT

system were internal connection cables. By usmg

eliminated, yielding substantial audible improvements.
The DMT I system is:a resuft of using the best

nearby components and the inductors are themselves affected by
the driver's magnetic radiation. ftwas found that creating a
driver magnets, produced sound guality improvements that
more than justify the additional manufacturing costs.
custom manufactured braided Teflon
Kimber Kable, unwanted ,./'
signals ordinarily induced into the internal wiring
from within static and magnetic fields can be virtually :
analytical tooks, test equipment and computer analysis avaitable, together with intuitive
desngn ideas thoroughly tested Dyan extenswe program of listening tests.
16 : (519) 745-2364




a new state of the art

Studer Dyaxis Il MultiDesk System

USE READER SERVICE CARD FOR MORE INFO

\
I*JXPERILN(:F. THE ULTIMATE in creative
control and editing flexibility with
MultiDesk™ for Dyaxis II. Our third
generation modular, multi-track audio
workstation with sleek hardware console
provides a perfect balance between
virtual and physical workspaces.
Modular, Multi-channel Workstation

Up to 24 1/0 channels & 48 playback tracks
Digital mixing with five-band paramelric £EQ
Unrestricted virtual tracks playback
Integrated with MultiMix®, the leading
workstation software

Fingertip Control

Moving fader dynamic automation

Dedicated keys for editing, positioning
& transport control

Integrated computer & control surface

Universal Connectivity

Reads, writes and translates between AES,
SPDIF, SDIF-2, & Yamaha

File format compatibility with OME, AIIF,
sn-2 & MacMix

EDL compatibility with OMF, CMX, GVG

& SMPTE

Multiple machine control

Advanced Signal Processing

Real-time ingredient gain, fades & envelopes
Real-time channel gain, pan & EQ

Time compression/expansion

Plug and Play

4:1 Dolby ACG-2 compression provides full
audio quality from inexpensive 3.5" media

More than 90 track-minutes per disk

Dyaxis I with MultiDesk provides
unparalleled performance for a surpris-
ingly affordable price. For the latest
information on all Studer products, call:

Studer Editech  415.326.7030
Nashville 615.391.3399
New York 212.626.6734
Los Angeles 818.703.1100

STUDER

PROFESSIONAL AUDIO EQUIPMENT
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Cover: Pacific Ocean Post Sound
(Santa Monica, Calif.) recently in-
stalled the first fully automated Neve
Capricor~ digital console in North
America. Residing in POP’s all-digital
sound facility, the 96-input Capricom
has been used for the mix on Steven
Bochco Productions’ weekly episodes
of NYPD Blue for ABC Television.
POP Sound's 17,000-sq-ft. classic
mediterranean building includes five
digital mixing suites, voice-over
booths, ADR/Foley stages, offices
and a rooftop patio. Photo: Ed Free-
man, Inset photo: Jay Blakesberg.
Screen photo: Steven Bochco Pro-
ductions/ABC Inc.
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The Truth From

’l‘hc truth...you can't expect to find it everywhere you look, or
listen. But when mixing music, hearing the truth from your
monitors will make the difference between success and failure.
You'll get the truth from the Alesis Monitor One™ Studio
Reference Monitor.

Room For Improvement

Fact: most real-world mixing rooms have severe acoustical
defects. Typical home and project studios have parallel walls,
floors and ceilings that reflect sound in every direction. These
reflections can mislead you, making it impossible to create a
mix that translates to other playback systems. Trying to solve
the problem with acoustical treatments can cost megabucks
and still might not work. But in the near field, where direct
sound energy overpowers reflections, reverberant sound waves
have little impact, as shown in the
illustration. The Monitor One

takes full advantage of this fact and ‘
is built from the ground up
specifically for near field
reference monitoring. ! W \J !

Ny a—

Working close to the sound solves |
the room problem but creates
other problems, such as high
frequency stridency and listener
fatigue (typical of metal-dome and
composite tweeter designs). Our
proprietary soft-dome pure silk
tweeter design not only solves
these problems, but delivers pure, ¢ — 3
. . Does vourhu roem double us your mixing
natural, incredibly accurate suite? The pink area in the illustration
A shows where direct sound m:rxy overpowers
frequency response, even in the reflected waves in a typical mixing room
aye e Monitor One helps eliminate such
critical area near the crossover omies acousicpraiems by forising diec
. . S(}ll"l el lowa ne mixil ion
point (carefully chosen at 2500 Hz). ‘instadof e lovessat

The Truth From Top To Bottom

The Monitor One gives you all the truth you want in the mids
and highs, but what abouf the low end? You probably know
that the inability to reproduce low frequencies is the most
common problem with small monitors. Most of these
speakers have a small vent whose effect at low frequencies is
nullified by random turbulence, or thev're sealed, which
limits the amount of air the driver can move. Such speakers
give disappointing results in their lowest octave.

The Monitor One
overcones
wimpy,
inaccurate bass
response with
our exclusive
SuperPort™
speaker venting
technology.

The ingenious
design formula of

Alesis SupeyPort™ technology gives you the ome thing that other
small monitors can’t: incredibly accurate bass transient

response. No, the SuperPort doesn't have a blue light, but 4
lh.e S.U perPort makes the picture look coot
eliminates the
choking effect of

small diameter ports, typical in other speakers, enabling the
Monitor One to deliver incomparable low frequency transient
response in spite of its size.

The result? A fully integrated speaker system that has no
competition in its class. You'll get mixes that sound punchier
and translate better no matter what speakers are used for
playback. Whether you mix for fun or for profit, you want
people to hear what you hear in your mixes. The

Monitor One’s top-to-bottom design philosophy is a true
breakthrough for the serious recording engineer.



Left To Right

Power To The People

High power handling is usualiy reserved for the big boys. While
most near field monitors average around 60 watt capability,
the Monitor One handles 120 watts of continuous program and
200 watt peaks...over twice the power. Alsc, its 4 ohm load
impedance allows most reference amplifiers (like the Alesis
RA-100™) to deliver more power to the Monitor One than they
can to 8 ohm speakers. That means the Monitor One provides
higher output, more power handling capability, and sounds
cleaner at high sound pressure levels.

If you like to mix loud, you can.

’lhe Engille % ¢ 7 i R A cross section of the
Our proprietary 6.5” low 4 A bl s PO
frequency driver has a ) r".' 6 wou frequency driver
special mineral-filled ‘ ‘;ﬂ A e
polypropylene cone for | bL 1 2Mearled e
stability and a 1.5” voice g lDamped linean

rubber surround.
2 4. Kapton former.
5. Ceramic magnet.

coil wound on a high- '
¥ X J 3 7 Spider,

temperature Kapton

B. Dust cap.
former, ensuring your ] 3 Pole piece.
woofer’s longevity. N 9. Front and back
Our highly durable 1” g P
diameter high frequency

driver is ferrofluid cooled (costly, but it’s
the best way to cool a tweeter), to prevent heat expansion of the
voice coil which inevitably leads to loss of amplitude and high

The Monitor One is the speaker for the Alesis Dreum Studio™. Need mave information about the
Alesis Monitoring System? Call 1-800-5-ALESIS. See your Authorized Alesis Dealer.

Monitor One, SuptrPon RA 100 and the Alesis Dream Studio are tradsmarks of Alesis Corporation.
® Alesis is a regi: rk of Alesis C

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016

frequency response. Combined,
these two specially formulated
drivers deliver an incredibly
accurate, unhyped frequency
response from 45 Hz to 18 kHz,
+3 dB. The five-way binding posts
provide solid connection, both
electronic and meckanical. We
even coated the Monitor One
with a non-slip rubber textured
laminate so when your studio
starts rockin’, the speakers stay
put. Plus, it’s fun to touch.

The New Alesis Monitor One™

You don't design good speakers by trying hard. It takes years
and years of exparience and special talents that only a few
possess. Our acousfic engineers are the best in the business.
With over forty years of combined experience, they've been
responsible for some of the biggest breakthroughs in
loudspeaker and system design. The Monitor One could be
their crowning achievement. They're the only speakers we
recommend to sit on top of the Alesis Dream Studio™.

The Monitor One's five-way binding posts accept
even extradarge monster wire, banana plugs and
lugs. Hiokup is fast, easy and reliable.

See your Authorized Alesis Dealer and pick up a pair of
Monitor Ones. Left to right, top to bottom, they’re the only
speakers you want in your field.

LSE READER SERVICE CARD FOR MORE INFO



FROM THE EDITOR

In keeping with the spirit of change
that has characterized 1994 so far, we want to tell you about a major
development in the way we will be presenting our directory informa-
tion. Over the past several months, we have conducted extensive sur-
veys to determine how our databases can best serve our readers and
the industry at large. Beginning with this issue, we have implemented
the most sweeping upgrade of our directory services since we began
publishing 17 years ago.

All of the listings that used to be printed in Mix will now appear in
a new publication called MixPlus, which will have separate Eastern,
Central and Western regional volumes for the U.S. and Canada. Many
new services, such as tech support hotlines. 24-hour repair services,
independent record labels, promoters and distributors, will also be
included. MixPlus will be sent free of charge to Mix subscribers, as
well as to Electronic Musician readers and Mix Bookshelf customers,
providing much higher exposure for those listed.

As a consideration to the companies and facitities that would still
like to appear in the pages of Mix, a new monthly section called
Showcase will be availuble starting with this issue. For more informa-
tion on MixPlus and Showcase, call toll-free (800) 344-5478,

This month we've put together a special Sound-for-Picture supple-
ment. Associate editor Tom Kenny has keyed off of this year's NAB
convention to offer a wide-ranging look at audio applications and
technological developments in the booming audio market for film and
television. Highlights include an expanded product section, a feature
on DAT location recording and a close look at the do's and don'ts of
time code.

We'd also like to introduce you to two new editors. Mark Frink has
taken over the title of Sound Reinforcement Editor. Mark has worked
in sound reinforcement for many years and brings a strong back-
ground in language and economics 1o the working world of the live
sound professional. Mark has some exciting ideas to share with Mix
readers, 50 be sure to see what he's up to in our Live Sound pages.

Our second new editorial personality is Maureen Droney, an
accomplished L.A. recording engineer who will carry on the tradition
of the “LA. Grapevine.” the Southern California focus of our Coast to
Coast section. Maureen will report on the LA, studio scene—business
news, trends, sessions or whatever she digs up. If you have informa-
tion to pass along to Mark or Maurcen, their contact numbers are list-
ed in their respective parts of this month's issue.

Keep reading,

David Schwartz
Editor-in-Chief

v BPA Circulation independently audited and verified by
INTErNATIONAL Business Publications Audit of Circulation since 1985.

Mix magazine 1s published at 6400 Hollis St. #12, Emeryville, CA 94608 and 1s ©1994 by Act Il Publishing. Mix (ISSN 0164-9857) is published monthly.
Subscriptions are available for $46.00 per year. Single copy pnce 1s $4.95, back I1ssues $6.00, Missed 1ssues within the U.S. must be claimed within 45
days of publication date and abroad, within 90 days. Send inquines and changes of address toMix magazine, PO
Box 41525, Nashville, TN 37204 or call (800) 888-5139. Outside U.S.. call (615) 377-3322. POSTMASTER: Send address changes to Mix magazine, PO
Box 41525, Nashvilie, TN 37204, Address all other correspondence to Mix magazine, 6400 Holhs St. #12, Emerywille, CA 94608, (510) 653-3307, Fax
{510) 653-5142. Second class postage paid at Oakland, CA, and additional mailing offices, Editeur Responsable {Belgique), Christian Desmet,
Vuurgatstraat 92, 3090 Overyse. Belgique. This publication may not be reproduced o quoted 1n whole or in part by printed or electronic means without
written permission of the publishers. Printed in the USA,
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More records go gold on Ampex than on
all other tapes combined

AMPEX

Ampex Recording Media Corporation 401 Broadway, M.S. 22-02, Redwoad Cy, CA 94063-3199  ©1993 Ampex Recording Media Corporation
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INTRoDUCING Five New Reasons Way Pro Toors
I5 Ta IoustRy's Most FLxit Avp
ExpaNDABLE DiGITAL Auio Probuction Swse,

T DIGIDESIGN®, WE BELIEVE A DIGITAL WORKSTATION SHOULD
INCREASE your creative options, not limit them.
That's why, together with our Development Partners,
we continue to deliver on our promise to make
Pro Tools the most “ull-featured, flexible

digital audio production system you can buy.

Pro Tools is already renowned as the world's leading digital audio
workstation, and with the addition of the TDM Digital Audio Bus"

you get powerful new expandable mixing and processing capabilities.

In addition to allowing you to easily integrate your existing analog

NEW PROFESSIONAL OPrTIONS FOR
PRrRO TOOLS FROM DIGIDESIGN

PRO TOOLS VERSION 2.5

¢ New Edit window features allow access to metering,
sends, EQ, level and voice assignment in one window
TOOLS BRRLLEIE

o Scroll during Playback for real time visual feedback

* 99 autolocation points with name, selection, and zoom level memory for
fast editing and instant track navigation

* Session “Stationary” Templates for customizing and recalling your
personal work environment

TDM DIGITAL AUDIO BUS®

* Avirtual “digital mixing console”
with automatible inputs,
eifects, master faders, and more.

Bos

¢ TDM Plug-Ins allow additional mixer functionality without
having to purchase stand-alone etfects boxes. Third-party developers
will allow a host of new creative options for signal processing.
Integrate your analog equipment and automate it. Use third-party
hardware such as Lexicon’s NuVerb”,

¢ Add TDM to your SampleCell i to get 22-bit digital audio,
integrated mix, processing, and automation capabilities.

equipment into Pro Tools, this 256-channel virtual digital mixing
environment provides a unique, open-ended architecture that welcomes
a host of hardware add-ons (such as Lexicon’s NuVerb*card), as well

as powerful software “Plug-Ins” such as dynamics, EQ, reverb, 3-D
spatialization and more—all powered by our DSP Farm” cards. As

our list of Development Partners at the right suggests, there’s no
shortage of great things in store for Pro Tools.

So keep your options open Call today at 8003332] 37 ext. 444

and find out what Pro Tooks can do for you. You'll find a whole
industry’s worth of possibilities awaiting you.

THE DIGIDESIGN ADAT INTERFACE

ADAT DIGITAL INTERFACE [ntegrated, sample-accurate control

of Alesis ADAT” with simultancous 8-channel
digital transfer between ADAT and Pro Tools. Recording/Editing within
the Pro Tools environment. |

* Using TDM, automate ADAT tracks, mix them digitally, and still play HD
tracks at the same time

¢ Cost-eftective audio storage fcr Pro Tools

POSTVIEW"

+ Cost-2ftective random access, integrated
digital video in the Pro Tools environment, with
frame-accurate sync

¢ VIR control via Sony 9-pin and V-LAN protocols

¢ AutoSpot and Nudge-to-Picture with one keystroke without the
need for VITC

[ 4 | MASTERLIST CD*
‘!c,,. ¢ Everything vou need to create your own duplication-

ready CD) masters using a number of commercially
available SCSl-controlled CD recorders
or 8 mm Exabyte tape drives

HASTERLT 0

¢ Supports Sound Designer 1, [1, and AIFF mono or stereo
soundfiles

¢ Independent L/R level adjustnents and SDIl-type crossfades
¢ Hull PQ code editing




Mage TaT FIvE Dozey New REASONS,

DIGIDESIGN DEVELOPMENT PARTNERS
To provide the widest range of hardware and software otions for Digidesign audio systems, we are working with more thar sixty audio industry
manufacturers of software Plug-Ins, hardware, a1d sample libraries—bringing the talents of some of the most creative names in the audio industry to

one comprehensive platform. To date, our Deve.opmen: Partners include:

Advanced Media Group Mark of the Unicorn, Inc.
Alesis McGill University

Alphatronix
Apogee Electronics
Arboretum Systems
Big Fish Audio
CCSD

Crystal River
Engincering

Miroslav Vitous

Neurodata

Northstar Productions

Opcode Systems, Inc.

Optimage
OSC

Dynatek Polestar Magnetics

East West -
Communication
EMAGIC

Eye & I Pro«itGefNins

Gallery S4IEGUSCIRT

PR O T SE I
Greytsounds
Sound Developifgtnt '

GW Instruments

Hollywood Edge

ILIO Entertainmend i g i d es i g n

Image Engineering

Precision Media
und Labs, Inc.
Q Up Arts

11 Digital

ads, Inc.
Softron

sonic Foundry
Sonic Science
SoundSoft
Soundwaves

Spatializer

INA-GRM Sprocket Development

Invision Interactive
JL Cooper Electronics

Jupiter Systems

International
Steinberg-Jones

TC Electronics

K.S. Waves Limited Unisync - Vitous Firma

Kurzweil Virtual Corporation

Lexicon

W.D. Coakley

Ljudproduktion Zola Technologies

Cait. Dicingsion Topay At 800-333-2137 ext. 444 To Sicy
Up For A FREE DIGIDES.GN SEMINAR, PRODUCT LITERATURE,
OR INFORMATION ON THE DEALER NEAREST YOU.

© 1994 DIGIDESIGN, INC. ALL FEATURES AND SPECIFICa TTONS SUBJECT 10 CHANGE WITHOU NOTICE.
ALL TRADEMARKS ARL THE PROPERTY OF THEIR RESPECTIVL HOLDERS.
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NAMM REPORT

by George Pctersen

Let’s be blunt. Mid-January of 1994
will not be remembered as the opti-
mum time for the National Associ-
ation of Music Merchants 1o have
hosted its annual winter show in
Anaheim, Calif. Just four days after
a massive 6.6 earthquake devastat-
ed the San Fernando Valley north
of Los Angeles, and as one of the
worst cold spells on record dis-
rupted shipments and air travel in
the Midwest and East, the timing
of the annual winter NAMM was
hardly fortuitous.

Therefore, it was no surprise
that the overall attendance at the
show was somewhat down when
compared to past years. However,
most of the exhibitors T spoke with
reported increased orders and
good business. Somehow, the se-
rious buyers managed to find their
way to the Anaheim Convention
Center, thus turning this particular
NAMM into a successful event.

And despite the occasional af-
tershocks rumbling across Califor-
nia’s Southland, there was plenty
to sec on the show floor. Probably
the single most talked-about prod-
uct was Yamaha's new VLI Virtual
Acoustic Synthesizer, said to be the
world’s first real-time application
of computer-hbased physical mod-
eling for musical sound synthesis.

“The VLI is the first entirely new
type of instrument to come atong
in a very long time," said Yamaha
Corp. of America’s president, Masa-
hiko Arimoto. The VLI's modeling
is based on “instruments”—pre-
programmed voices that provide
the fundamental tone or timbre,
which are controlled via assigna-
ble parameters (such as throat,
pressure, cmbouchure, tonguing,
pitch and damping in woodwinds)
and tailored with modifiers (har-

monic manipulators, filters, equal-
ization, etc.). Intended as a lead
instrument, the VL1 has a 4-octave
keyboard with internal digital sig-
nal processing and an onbouard
floppy disk drive.

And for those whose keyboard
chops are less than ideal, Wave-
Access, of Berkeley, Calif., dem-
onstrated its WaveRider system,
which converts brainwaves, mus-
cle or cardiac activity, and/or gal-
vanic skin resistance to MIDI data.
Information from head- or arm-
hands is sent to a peripheral box
connected to any Windows-com-
patible PC, where the data is sent
to a sound card or to external
MIDI devices. A Macintosh ver-
sion is also in the works.

Perhaps one of the most notice-
able trends at the show was the
cemergence of affordable, in-line 8-
bus consoles designed for the proj-
cct studio market. With the increas-
ing popularity of modular digital
multitracks, such as the ADAT for-
mat machines and Tascam’s DA-
88 recorders, the market for mix-
ers to accompany these decks is
growing by leaps and bounds.

Mackie Designs (Woodinville,
Wash.) showed its 24x8 and 32x8
models with meter bridge and out-
board sidecar options, and Alesis
plans to start shipping its X2 mixer
soon. Available in 16/24/32-frame
sizes, the Spirit LC from Soundcraft
(Northridge, Calif) is an 8-bus re-
cording board featuring 3-band
EQ with sweepable lows and mids,
eight aux sends and seven aux re-
turns. Distributed by Samson Tech-
nologics of Hicksville, NY, Sound-
tracs’ Topaz has 4-band EQ with
sweep mids, six aux sends, four
sterceo aux returns, and automated
VCA faders and mutes. Retail is
$3,995 for a 24-channel Topaz; a
32-channel model is $4,995. And

new from Tascam (Montebello,
Calif) is the M-2600, an 8-bus re-
cording model that has 4-band
mid-sweep EQ (splittable between
the channel and tape inputs), one
stereo aux pair and four mono aux
sends. The 16-channel M-2600/16
is $2,999; the M-2600/24 is $3,799,
and the M-2600/32 is $4,699.

However, one of the best parts
of any NAMM show is surprise
unveilings. AKG announced the
formation of a new wireless prod-
ucts division with its first product,
the WMS900, a modular UHF sys-
tem designed for high-end, no-
compromise performance. Also in
the line is the WMS100, a cost-ef-
fective VHF system; other wireless
products will be shown later in
the year. In another departure
from the norm, Peavey launched a
new, high-tech line of acoustic
drums, which float the drum shell
using The Radial Bridge System™
a design where no mounting or
tuning hardware contacts the shell.
Inexpensive? Not exactly. A six-
piece kit lists at just under $3,500.

A more interesting debut from
the folks at Peavey is “Patrick? an
in-store computer kiosk that pro-
vides music store customers with
detailed, up-to-the-minute infor-
mation about Peavey products—at
the touch of a button. Patrick also
can print out product spec sheets
and let users watch informational
videotapes.

As always, NAMM is a time for
celebrating, with ample parties,
hoopla, concerts and fun. ART
marked its tenth anniversary with
a host of new products; DOD sa-
luted its 20th as the proud parent
of a new 120,000-square-foot man-
ufacturing facility, completed last
year; Hammond celebrated its
60th anniversary and continues to

~—CONTINUED ON PAGE 16
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What's more fascinating than
a man who can sing
) two notes at the same time?
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Digital Mixer Core.
Up until now, it's
been the same old song.
Your studio e:ther stays

analog or goes digital.
But all that's

changing tharks to the

AT&T DISQ Digital Mixer
Core.

Invented by the company that’s
been involved with audio since its
inception, this remarkable system
offers you the unheard of. Namely,
the capability to go back and forth
between analog and digital. At the
mere press of a button.

Analog is still music lo many
arlisis’ ears.

After all, many rock
musicians still prefer
analog. To their way of
thinking, digital lacks a
certain wallop.

The great thing about
the DISQ System is that it
supports analog lovers
while giving them the option
of evolving to digital.

Jazz or R&B-who are already

mixing system that
and digital at the

That’s the AT®RT DISQ™

Others are really
@ digging digilal.

On the flipside,
there are artists and
producers—be they in
Contemporary Pop, Country,

sold on digital. They feel it |
lets them hear nuances they
never heard before. And that
digital is important in
editing and mastering.

The bottom line? The
DISQ System lets you
cater to the exact tastes
of any client.

Adding digital by adding to your
analog system.
The DISQ System
works in tandem with
your existing analog
boards.

Meaning you
avoid the hig
learning curve a
new digital console

requires. So when
clients ask for a
certain sound



£
=
=

an engineer still knows which of
3.000 faders and knobs to move a
mere fraction of an inch to
give ‘'em what they want.

Spend halfas much to do
tuice as much.

Besides the incredible

flexibility

capabilities afford you, there’s
also the cost savings.

Because you simply add the
DISQ System rack to your
existing hardware, there's not
a ton of pricey equipment 10
buy. Or install. Meaning your

downtime
minimum.

Add other stuff anytime
down the line.

You won't get hit up for

the DISQ System’s

AIRT Bell Labs: A name
that’s pure platinum.
Not surprisingly, the
technology for the DISQ Svstem
came from the best R&D (not to be
confused with R&B) facility in the
world-AT&T Bell Labs.
A mixing svstem that's both
analog and digital. It's not impossible.
It's the AT&T DISQ Digital Mixer Core.
For details. call 1 800 533-8805. Outside
the U.S. and Canada, dial 919 668-2934.

is kept to a bare

& B

lots of gadgets when you want

to upgrade, either.

Typically, all it takes is

new softw
In fact. the DISQ System is
so flexible that mixing board
functions can be changed with
a mere tweak.
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If the Tuvans wanted to use the NDISQ System to make an album. they
might bave to travel 10 a city many Americans find foreign
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INDUSTRY NOTES

JBL Protessional (Northridge. CA)
appointed Mick Whelan to the po-
sition of product manager for large
touring and permanent-install sound
systems design. Also at JBL, Thom-
as Weeber was hired as sales and
resource manager.. . Steve Payne
joined Paramus, NJ-based Crest
Audio in the position of division
manager, stocking dealer market,
for pro amps. Also, Sam Spennac-
chio was promoted to national
sales manager of Crest consoles. .,
Peter Kehoe, former Siemens East-
ern region manager, joined AT&T
Digital Studio Systems as Central
Eastern US. regional manager. Based
in New York, Kehoe is directing
sales of the DISQ Digital Mixer Core
Swiss manufacturer Sonosax pur-
chased the assets of Digital Audio
Technologies, makers of the Stella
vox and StellaDAT recorders. These
recorders and other Sonosax prod-
ucts are distributed in the U.S. by
new offshoot Sonosax USA Inc., lo
cated in North Hollywood, CA, and
headed by Manfred Klemme, for-
merly of Nagra...Bob Fulton is the
new president and CEO of Carver
Corp. (Lynnwood, WA). He replac-
¢s Tom Graham, who continues as
a consultant to the company and
member of the board of directors
Pat Mountain was promoted to vice
president of sales and marketing
Craig Paller was named market
development manager for Electro-
Voice (Buchanan, MD...Apogee
Sound Inc. (Petaluma, CA) hired
Christopher Buttner to the newly
created position of marketing and
media specialist...Ampex Corp.
(Redwood City, CA) recently opened
European headquarters for its sub-
sidiary Ampex Media Europa B.V.
in Nijmegen, the Netherlands. The
company also formed a strategic al-
liance with TCG, a leading third-
party transportation and logistical
support company, also based in
Nijmegen. .. Eastern Acoustic Works,
Whitinsvilie, MA, hired Joseph Man-
ning to its international sales man-

agement team. Manning is heading
up sales in Asia, Australia, South
America and Africa. Also at EAW,
James J. Kawalek was appointed to
the newly created position of prod-
uct specialist....In an effort to stream-
line internal administration, affiliat-
ed firms Group One and Celco offi-
cially merged in January, retaining
the Group One name. The compa-
ny also appointed three new re-
gional managers: Marty Druckman
is West Coast sales manager, Tim
King handles the Midwest, and
Brad Hanson covers East Coast sales
...Avid Technology (Tewksbury,
MA) appointed pro audio dealer
AudioTechniques as its exclusive
NYC rep...QMI (Hopkinton, MA)
was appointed exclusive U.S. dis-
tributor for British-made SoundField
mics. QMI also hired Nicoll Public
Relations as its new U.S. PR firm. ..
Mclbourne, Australia-based ARX
Systems hired John Root as sales
and marketing manager for the
LS., Canada and Mexico. The com-
pany also hired two new distribu-
tors: Audium S.R.L. is handling haly,
and Merheim covers the Nether
lands. .. Jon Dressel & Associates Inc¢
formed an agreement with API Au-
dio Products Inc. (Wheaton, IL) to
provide technical service and support
for API gear...Mike Bogen joined
the staff of New York City's Dale
Electronics Corp. as director of pro
audio sales.. . Bag End’s Northwest
rep, Roger Ponto Associates Inc.,
added Karl Wahlenmaier to its staff

..Audio Wave Productions moved
to 1026 Garland Ave., San Jose, CA
95120; fax (408) 277-0272.. Barry
Diament Audio moved to 171 Ro-
chelle St., City Island, NY 10464;
phone (718) 885-2212, fax (718)
885-2293.. .Studio Supply Co. of Dal-
las recently expanded its operations
with the addition of three new pro
audio specialists. Roland Antoine and
Mike Rutherford will work out of
the Dallas office, and Bruce Coffman,
formerly of LD Systems, will operate
out of the new Houston office. B
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make organs, Leslie cabinets
and digital pianos; and Celes-
| tion—the oldest manufacturer
of professional loudspeakers—
is a ripe-old 70 and still keeps
the industry rockin’.

NAMM returns to Nashville,
the Music City, from July 30-
31, this summer. In the mean-
time, we'll present our com-
plete show coverage, with more
NAMM goodies, next month.
See you here.

MFEA DISTRIBUTES

TEC AWARDS FUNDS

The Mix Foundation for Excel-
lence in Audio recently distrib-
uted more than $25,000 from
the proceeds of the 1993 Tech-
nical Excellence & Creativity
Awards. A check for $12,500
was presented to the House Ear
Institute and its Hearing Is Price-
less campaign. The remaining
funds were given to the Socie-
ty of Professional Audio Re-
cording Services, the AES Edu-
cational Foundation, Heuaring
Education Awareness for Rock-
ers (HLE.A.R.) and seven schools
with established TEC Awards
scholarships. They are Berklee
College of Music; Full Sail Cen-
ter for the Recording Arts; In-
stitute of Audio Rescarch; Mid-
dle Tennessee State University;
University of Massachusetts,
Lowell; University of Miami and
University of Southern California.

QMI DISTRIBUTES NEXO

Nexo, one of Europe’s largest
manufacturers of pro sound
reinforcement products, select-
ed QMI as its agent for the US.
market. Dominant in a number
of markets worldwide, and with
production going full bore,
Nexo is ready to embark on
structured growth plans in the
U.S., beginning at the NSCA
show in April.

|  CORRECTION

In the January '94 directory of
Sound Reinforcement Compa-
nies, Showco's proprietary
monitor loudspeakers were in-
correctly identified. The cor-
rect name is PRISM SRM:

1

4
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STUDIO LC

QUALITY MIXING THAT S WITHIN
EVERYONE" S REACH

Ncw technology brought down the
cost of digital multitracks, samplers,
kevboards and rackmount sound
modules, erabling you to add more
equipment & your studio. But now
you're paying the real price: your
mixer's inputs are inadequate, your
recordings seent noisier — and you
think you can't afford a better console

Think zgain. The 8-bus Studio LC
does much niore for much less than anv

other rixer in its class. It juggles all your
instruments. mics. signal processors and
effects units «ffortlessly. It's so quiet. its
trarsparent to digital recordings, and it's
compuazt enough for even the smallest
studio. Mudio LC comes in 16, 24 and 32

channel frames and it has
] UP TO 82 INPUTS AT MIXDOWN

There's just too
much to tell you about
Studio LC in a one-page advertisement so
if you're ready for a betier mixer, write,
call or fax for full details.

At last, Spirit Studio LC brings quality

- ) studio mixing within your reach
featnres you expect from a mixer

costing twice as much: 82 inputs Sounderaft JBI Professiona
8 BUS GROUP'SECTION at mixdown (32 channel frame), P.O. Box 2200 8500 Balbo Boulevard,
8 aux sends and ~ returns as Northridge. CA 91329, US.a

Tel: 818-893 2451, Fax: 818-893 0358

standard. powerful 3-band EQ Flashfax: 818895 8190 - Ref N# 254

8 AUX SENDS & 7 STEREQ RETURNS .
It even has features you wouldn't

expect. like a submixer input, a true Salo-
in-Place factlity, fully balanced inputs and —
ground compensated outputs. -

Bu: how''s it done? Uncompromising
design crawn from 21 years of know-how., SPI R IT
pluﬁ -Ihe mast advanced mixer production By SounkTaf
line in the world. that's how. There are no
cut cotners. no cheap components, no
skimpv circuits - just audio engineering
atits best H A Harman International Company
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by Stephen St.Croix

IGITALIS ParT 1

(OR: | DON’T THINK THIS SOUNDS QUITE RIGHT)

IN THE BEGINNING

here is no question that the key to
true happiness is getting your clock
cleaned. After you have had your
clock cleaned, everything not onlv
seems better, it is better. Life is more
enjoyable, you are more relaxed,
everybody seems a little nicer. Fewer
headaches, smoother days. Or. ..

Or you can just continue to go
through your life with a dirty clock.
You'd be surprised how many do
just that.

Here we go. Digital is great. It's
wonderful, it's marvelous, it's.. well,
you know, it's digital. We all rely on
it more every day. But did you ever
stop to think that all this great digit-
al magic that we are buying—with its
awesome accuracy and unprece-
dented repeatability—is limited by a
common weakest link? Well, it is. Al
these hypercool digital dream ma-
chines need clocks. They certainly
womn't run or even boot without a
clock, and how well they work de-
pends o1 how stable the final clock
is at the D-to-A converters. Sort of
their own litde digital “hearts” Aaaah.
Isn't that cute? Little digital hearts.

Anyway, these little hearts are the
absolute reference for what goes on
in there and for how the swiff you
want to process or record gets in and
out. And these little reference clocks
are, in fact, dnalogt Oh my! What's
an engineer to do?

ROCK ON

Well, you could...get your clocks
cleaned. Digital clocks start off as
slaves to analog crystals. A clock cir-
cuit is basically a rock, a capacitor, a
resistor or two, and very simple dig-
ital signal shaping. When it's ex-
posed to electrical current, the littde
slab of rock vibrates at a frequency
that depends on its size and thick-
ness. What? You say the rocks at
your house don’t do this? Actually, if
they are properly cut, you stand a
pretty good chance that a few of
them will.

So what do we have here? Your
digital equ:pment is controlled by a
timing circuit made by Barney Rub-
ble. A rock from your back vard is
chiseled down to a little slab, and
then the obvious happens—some-
thing we would instantly see as log-




DIGITAL
EVOLUTION

Technology evolves. The market develops. DIC Digital excels.
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_ neconpABLE cD

As one of the original suppliers of DAT tape to the professional, DIC Digital
recognized industry demands. As a result, we were
the first DAT supplier to offer a truly professional
DAT cassette.

Once again DIC Digital is leading the way
by introducing recordable CD’s. Our discs
are fully compatible and bear the “com-

pact disc” logo. DIC Digital’s CD-R’s are
readily available in 18, 63 and 74 minute lengths.
Call today for the name of your nearest DIC Digital
dealer.

THE ULTIMATE IN SOUND

LILOIGITARL

Glenpointe Centre West, 500 Frank W. Burr Blvd., Teaneck, NJ 07666
Phone: 201-692-7700 or 1-800-328-1342, Fax: 201-692-7757
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FAST LANE

ically unawvoidable if we were the ex-
perts: It is immediately bestowed
with the honor and responsibility of
controlling eeerything the biman
race sees conrdd bears from its digital
world. Cool.

To make matters even a liule
more silly, for digital data to move
from one machine 1o another, the
clocks must be the same: truly iden
tical. But since these clocks come
from our analog world, they arent
exact In fact, they are dramaticatly
less iddentical™ than vou would ever

think. Their frequencies are never
the same: they drift in their own di
rections at their own rates, and they
jiter. Bov, do they jitter,

All cquipment must cither lock or
data-rate convert it it wants to dance.
The first approach—locking—is ob
vious. One device must relinquish
control tignore or stop its own heart)
in order 1o slave 1o the other, Only
then, with the machines all actualty
using the same clock, can data flow,
Remember from grade school how
terrible it was when you tried 1o dance
and both of vou led or both followed?

In the second approach, all clocks

Cross Over I

ASHLY has been the world’s leading authority in electronic crossover
technology since 1972. So, when we decided to offer a crossover input
option as part of our new PowerCard Series of amplifier accessories, we
knew exactly what would be expected of us. Exclusive features like our vari-
able phase controls that allow up to 360 degrees of adjustment between the
high and low outputs (equivalent to a 1.25 ms time delay when crossing

over at 800Hz). A wide range of crossover frequencies can be casily select-
ed by changing internal resistor networks, and owr unique Output Mode
Switch allows for either biamped or dedicated sub woofcr operation. (D
hom EQ is switch selectable, and we even provide aux outputs for
connection to other power amplifiers in your system. Why compromise fea-
tures, function, and performance when selecting a crossover-amp combina-
tion? Cross over to a package that offers it all. Cross over 1o ASHLY!

Balanced Input =g

{Pin 2 Hot)

P

Ashly Audio Inc.. 100 Fernwood Ave, Rochester, NY 14621 |
Tall Free (800) 828-6308, Telephone (716) 544-5191, FAX (716) 266-4580

O
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are allowed to careen through space
and time at their own rates, and the
datais then “gearboxed™ or sample
rate converted. The problem with
this is that it is inherently o destruc-
tive (dati-modifving) process. Bits of
datacare either thrown out, repeated
or synthesized 1o make up timing
differences. Somebody who yvou
don’t know designed the picce of
gear and decided when and how this
should take place—not vou.

Each of these methods introduces
its own crrors, and the multitude of
variations and implementations have
their own idiosyneracies, or idioasyn
cracies, as it were, In the historic words
of SNL's Roscanne Rosannadanna, ~If
it's not one thing, it's another”

PAY TO PLAY, PRAY FOR

THE DAY WHEN WE CAN SAY,

“IT DID IT MY WAY”

Yes, boys and girls, real-world clocks
are jittery, plain dirty! What are we
gonna do about it? We're going (o
clean those clocks. This is something
that vou can do at home,

Now [ want vou to stop reading
for just e moment and go up 1o vour
parents (or spouses) and ask them
for five doltars. Now put it in an ¢n
velope and send it o me. Fll let you
know in Part Two how manv [ got.
Okay. good. Now back to the secrets
of how to clean your own clock.

There are three basic arcas 10
cover: setting up an environment
where your gear can generate the
hest possible clocks. hooking things
up so that the datastream suffers as
little damage as possible while it is
passing digital /O from one picce of
cquipment to another. and tricks 1o
repair the damage that iy going 10
take place anyvway.

1} THE BIG HAND IS ON THE THREE,
AND THE LITTLE HAND IS MOVING
ALL OVER THE PLACE

Let's start at the start: generating the
best possible clock. Since vour crys
tal is a rock, it is subject 1o the laws
of physics—most notably that its di
mensions change as a function of
temperature. The rock dir jorr works
by resonating. so a change in its
physicat dimensions unfortunately
causes a change inits resonant [re
quency: it drifts as it warms. Oops,
Some designers use little ovens that
bring the ervstal up to some temper
ature that it can maintain and then
keep them there for as long as the
gear is up.



Serious Automation

Euphonix leads the industry in computer aided

mix management. With the powerful Version 2.0
software the CS2000 incorporates features. thaz take it
beyond any other system on the market.

The new CS2000 digital control studio system from

Screen based interactive graphics supplement the
controls and indication on the console surface. intuitive
displays provide the engineer with instant feedback on
session and mix status.

The system includes SnapShot Recall”, for instantly
resetting everything on the console, and an updated
Total Automation™ mixing package.

Total Automation has many new and innovaiive features.
Play back a mix and all consoie settings are instantly
recalied together with the dynamic automation. Over
99 levels of undo are instantly available o the engi-
neer in the form of mix passes.

The new termplate software allows the eng:neer to pre-
set the level of automation fcr every conmtrof on the
console. Those familiar with conventional systems can
simply start by automating lower faders and mutes,
moving on to upper fader, pan, aux send, and input
gain automation when the session demands it.

For total control and creative fiexibility, no other system
competes with the CS2000.

Worldwide Sales: 10647 Riverside Drive, N_ Hollywcod, CA 91602 « (818) 766-1666 = FAX: (€18) 766-3401
1162 17th Ave. South, Suite 202, Nashvilke, TN 37212« (615} 327-2932 « FAX: (615]) 327-3306

U.S. Central Region:
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FAST LANE

In addition, each of the other
components in the oscillator circuit
has its own temperature-related, value-
change curves. Any one of these com-
ponents changing value will cause
the oscillator to drift. Basic approach-
es such as attempting to design so
that the drift of one component can-
cels out the drift of another help some-
what. Pretty hokey but absolutely
necessary. Even if you get these coun-
teracting components right next to
sach other on the circuit board, or put
them all together in an oven, other
factors effect them: power supply
stability, induced modulation and
noise, interactive instabilities from
proximity to another digital clocking
circuit, and good old aging.

You might ask, “What can a person
such as myself do about this?” Actual-
ly, there's a lot that you can do. Don't
cven think of using a picce of digitl
gear until an hour after you have
turned it on. And if you plan on us-
ing an A/D or D/A converter, don't
think of it until three to five hours
after power up. Really. Don't put stuff
that gets hot under your digital gear,

is sleek 7 Ih., 14"
2.2" chassis. And talka

and make sure that your AC line is as
clean as possible. Run serious line
conditioners. Be nice to animals.

2) IN LIKE FLINT?

A lot of people think that once you
have converted to digital, you're in;
your data is immune to the horrors of
our uncertain, unstable analog world.
You wish. The reality is that we mere-
ly trade certain problems for new ones,
for the privilege of seriously improved
power in the digital domain. In fact,
in some ways interconnectivity is a
little worse with the current state of
digital than it is with analog. For ex-
ample, you know that analog audio
cables suffer from the effects of line
capacitance.

All real-world conductive materi-
als have internal resistance, so when
you add capacitance, you create a fil-
ter. Real, live passive analog EQ, with
all the infamous side effects. Phase
shift, HF rolloff and transient destruc-
tion are all applied to your poor lit-
tle signal. Termination decoupling
caps add LF rolloff, and hum and
buzz leak in through real-world,
nonideal shielding. High-current line
drivers add noise and distortion of

Micinpuu.ilnsert 4 stereo inputs,

Systems * P.0. Box 2344
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their own. Bad copper alloys and un-
known metal junction pollutants in
the actual soldered connections can
all add noise and even semiconduc-
tive nonlinearities. Ground loops cause
hum. I am not even going to open
discussions on line inductance. Go
digital and these curses go away, but
even as our industry is celebrating its
newfound freedom from these hor-
rors, new troubles appear.

Run a line from one piece of dig-
ital gear to another, and you are sub-
ject to the following curses.

DIGITALIS INTERRUPTUS

Oh, wait. We're out of space. Next
month, T will tell you exactly how
you can minimize these problems for
little if any money, so it should be
worth the wait. ]

Stepben St.Croix is converting one room
of bis bome to a totally digital envi-
ronment. He bas removed all soft,
rounded furniture and wears only
sharply tailored clothing while there.
As no round objects are allowed, no
CDs are present, so be bas not yet beard
music there. He says, “When done
properly, science can be frustrating.”




Dwning a
Real
Neumann

Just Got a
Lot Easier

You've put a lot of money into your studio... expensive
cansoles, recorders, processing, etc. But your recordings
just don’t measure up to your expectations. Chances are,
the problem is with the most important (and most often
overlooked) part of your signal chain... the microphones.

Virtually every major recording produced during the
last 50 years has utilized Neumann microphones on vocals
and critical tracks. And with good reason. Neumann micro-
phones sound better. The warmth. The texture. The velvety
smooth richness that cannot be duplicated. It’s called the
“Neumann Sound.”

The TLM 193 is a large diaphragm cardioid condenser
microphone with state-of-the-art specifications. Frequency
respanse of 20Hz to 20kHz, dynamic range of 130dB. self
noise of 10dB-A, and maximum SPL of 140dB.

Mics like the U 47, U 67, U 87, and the TLM 170 are
legends in the industry. Now, with the TLM 193, you can
have Neumann performance in the classic tradition for less
than $1300 us!

Make your next recording a classic Use Neumann...
the choice of those whe can hear the difference.

Introducing the TI.M 193

Large-Diaphragm Condenser Microphone

NetlaUs L

6 Vista Drive, PO Box 987 « Old Lyme, CT 06371
Tel: 203.434.5220 * FAX: 203.434.3148
West Coast Tel: 818.845.881+ » FAX: 818.845.7140

221 LaBrosse Ave., Pointe-Claire, Quebec HOR 1A3
Tel: 514.426.3013 » FAX: 514.426.2979

USE READER SERVICE CARD FOR MORE INFO
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by Russ Berger
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ITS YOURr

FacILITY

THE FIRST STEPS OF STUDIO DESIGN

am having a tough day. I've spent
the entire morning on the phone
with studio owners who are a little
confused about how to go about de-
signing a facility.

One client wants construction plans
by the end of the month. She just
can’t decide whether her new facili-
ty will have three or seven studios,
which of course depends on wheth-
er she decides to produce radio jin-
gles or go into film scoring.

Another guy wants to know how
much foam to use for a room of 1,600
cubic feet (kind of like phoning a
brain surgeon out of the Yellow Pages
and asking what size scalpel is best).

Then there’s the studio owner-to-
be who's just signed a lease on a for-
mer S&L building, has some equip-
ment coming in on a truck tomorrow
and wants to know where on the
walls to put the acoustics so they can
be ready for their first session week
after next.

Okay, okay, so maybe I'm just
fecling a little beat up right now, but
we take a personal interest in our

clients’ projects, and it's hard to help
some of them sce where they're
going. Just as it’s true that you don't
get an instruction manual when you
become a parent, there's really noth-
ing that prepares a studio owner for
building a facility.

It's no wonder that a lot of clients
are pretty bewildered when they first
call us. The hardest part—the part
that charts the course for the entire
project—is getting started. What we
reed is a guidebook for taking the
first steps in the design process so
that you end up with a successful,
working facility.

WHERE TO START

We periodically help teach a seminar
on facility planning and design. It
gives us a chance to step back from
specific project crises and take a
more abstract look at the design
process. More often than not, the
people in these workshops want to
know, "What do [ do first?” The front
end of a facility project is probably
the most important yet misunder-

The new SSL
Scenaria room
at Russ Berger-
designed Video
Post & Transfer,
Dallas
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Load, edit, and dump simultaneously.

No other digital audio workstation offers the multi-
tasking capabilities of the Sonic System. You can load
and unload to the hard disk(s) in the background
while you edit in the foreground. And while you're
working, you’ve got plenty of playback capability —
even the most basic Sonic System can play 12 or more
channels simultaneously from a single hard drive!
With NoNOISE® you can now run two jobs
simultaneously in the background and keep working
in the foreground.

Create radio spots, edit and master a CD, cut sound
for film or video, and restcre sound with MoNOISE.
The Sonic System is the power platform for a wide
variety of applications. Our product line is entirely
modular and can be easily expanded or customized to
your line(s) of work.

Share soundfiles with the engineer(s) next door.
With MediaNet? you can share soundfiles, edit
decision lists, and processing resources among Sonic
systems. MediaNet is the trie Power Users’ network —
it supports playback of 80 or more channels
simultaneously, and multiple users can access the
same hard disks {even the same soundfiles!} without
introducing a drag on the host system.

Cut to pidture with SonicVideo™

Our built-in digital video gives you fast access to
picture so you never have to wait for a tape machine
to shuttle. SonicVideo plays back smoothly without
any interruptions — even when listening to 24
channels of digital audio!

Write cudio €Ds and ZD-ROMs in double speed.
Sonic Solutions was the first to integrate a
workstation with a CD recorder. You can create high-
precision CDs which can be used or direct glass
mastering, archives, or reference copies. And soon,
you will be able to create the new CD-DVs (CD-Digital
Video) on a Sonic System!

Invest in a Sonic System.

No other system offers the breadth or flexibility of
the Sonic System. And no other system can match the
performance for the price — an entry level system,
including Macintosh and hard disk, is under $10,000
(slightly higher outside the US).

For more information on why Power
Users prefer Sonic, please call your
local dealer or our product hot line
at (415) 485-4790.

* Headquarters

1891 Eost Frarcisca Blvd., San Rafael, CA 94901 USA
Tel. 415 485.4800 Fax 415 485.4877

Sonic Europe
Brugwazhter 19, 3034 KD Rotterdam, The Netherlands
Tel. 31.10.414.7354 Fax 31.10.414.7365

SONIC SOLUTIONS

USE READER SERVICL CARD FORIMORE INFO



INSIDER AUDIO

stood part of the design process.
What can you do to make your proj-
ect a success?

Establish reasonable goals, find a
good site and select a competent de-
sign team. The rest of the project will
usually take care of itself. This re-
quires a lot of concentrated effort
early on in the planning, but it will
pay oft in the long run. Good deci-
sions at the beginning of a project
act like a fulcrum, increasing your
leverage to control the budget, qual-
ity and schedule later on.

Look at it this way: Many of you
have been involved with sessions
that were not rehearsed, where the
bass player brought his brother and
girlfriend in to produce or the band
came into the studio with a few half-
baked ideas but expected to cut six
songs in 45 minutes.

On the other hand, if you recall a
session that went smoothly and cre-
ated exactly the results that everyone
envisioned, I'll bet that the reasons
are pretty clear: planning, leadership,
an understanding of the process, wil-
lingness to give and take direction,

open communication. Well, the same
things apply to designing a studio.

GETTING WITH THE PROGRAM
Most clients are keenly aware of the
effect that the designer, the budget or
the building will have on the outcome
of their project. But sometimes they
overlook the fact that their own in-
put, actions and leadership have at
least as much impact on the results.
Before you can create your dream
facility, it's important to set clear proj-
ect goals that reflect your operations,
finances, technical performance and
target market. As you bring other
people in to assist with the project,
these goals help keep everyone on
the same page. In architectural terms,
as these ideas and expectations are
fleshed out and refined, they become
the facility program, a document that
spells out what the facility is sup-
posed to be and do; it serves as a
reference guide for the design team.
The more information you can
provide to the designers you select,
the more likely you will get what
you want. They need to understand
who you are and what your opera-
tion is about before they can help

you plan your project effectively.
Write it down. If you find that you
can’t explain what you want to do in
black and white, you might not actu-
ally know what it is yet. Include as
much supporting information as pos-
sible—photos, equipment lists and
sketches—anything that will help de-
fine where you're headed.
However, don't make new tech-
nology the driving force behind the
design. Figure out how you want your
rooms to function, then relate avail-
able equipment types to those func-
tions. Remember, even when equip-
ment changes, many other facility
needs—acoustics, ergonomics, traffic
flow, lighting, noise control—remain.

PICKING THE DESIGN TEAM
Pick a design team that you can trust.
Remember that these individuals or
firms are on your side. This is not an
adversarial relationship; design profes-
sionals aren’t used car salesmen. In
fact, if they have something to sell or
prove, run (do not walk) to someone
who has your best interests at heart.
Different studios have different
needs. Every project is unique, and
you should be wary of anyone who

Even the most

discerning ears

will perk up
when they hear
your new Digital
Compact Cassette
systems. DCC delivers

i d -y i f. . )
unequaled sound quality, irack after track.

DCC technology allows you to offer more...

«digital recording increased shock resistance AW
«ability to play current audio cassettes » sampling -
at 32, 44.1, and 48 KHz «digital error correction. s>

Specify DCC modules from Philips, the inventor of

DCC. Philips gives you everyth
you need for your perfect DCC
system: components such
as mechanisms, PCB's,
IC’s and complete

ing -~

1-800-235-7373

DCCtape 18 channel concep!

Ovutside U.S. FAX 31-40-732277

PH I LT P S K E Y

26 MIN, MARCI 1994

M ODULES

G R O UP

USE READER SERVICE CARD FOR MORE INFO

functional systems, including
hardware and software
development tools. Philips
DCC modules take your system to audio
optimization!
J  «LDU 1000... Load/record/playback unit J
+DIG 1000 Signal Processor... PCB with
complete DCC electronic set
raogeus «PASC IC's... Complete Precision Adaptive
Sub-band Coding IC set
+Thin Film Heads... 9 track record/playback to
18 track playback

Call today and let Philips help you make a
quality sound decision!

-

It's Time

. 1 )Y -



Whether You Have
A Large Problem Or
A Small Problem....

It Is No Problem!

"The Edge" is a broadband low frequency sound
absorber with a 95-100% coefficient from 400hz
and below. As the frequency rises, "The Edge"
becomes graduclly more reflective creating a
very natural ambiance. If desired, the high fre-
quency can be akenuated in increments by utiliz-
ing inserfion panels. This makes "The Edge" one
of the most versatile acoustical devices available,
unsurpassed in i's efficiency and musicality.
The same is to be said for all of our products. We
manufacture a camplete line of portable, modular

"With a few
EDGES
Pelonis Sound and
Acoustics turned
thas trailer into a

real control room."

Ross Pallone
Recording Engineer

USE READER SERVICE CARD FOR MORE INFO

Ross Pallone and John Tesh

acoustical devices designed o work together bringing
you accuracy in the most musical fashion.
With our products, itis possible to tum a square or
rectangular room, full of unwanted reflecfions and
standing waves info a pleasant, accurate and
professional working environment, without perma-
nent consiruction, So if you leave, you leave nohing
behind. If you are going to build, build it right the
first fime. Allow us to assist you with @ design
concept that will achieve the most for your money
withour compromising sonic integrily.

PATENT NUMKER 5141073



INSIDER AUDIO

seems to have a “cookie cutter” ap-
proach to design or implies that they
know exactly what you need before
you've shown them around the place.

This is your fuacility. Your design
team is working for you, not the oth-
cer way around. Their job is to pro-
vide you with ideas. recommenda-
tions, guidance and alternatives
based on their experience and ex-

pertise, but always directed by your

desires and goals.
Design consultants are part of a
service industry, but occasionally we

hear other designers talk about clients
as if they were the enemy, complain-
ing that they get in the way of good
design. That's a pretty good sign that
it's time for the designer to start look-
ing for another line of work. A design
professional should thrive on chal-
lenging projects. The charge of your
design team is to find creative ways
to meet your needs, enthusiastically
attack the problems at hand, find
cost-cffective solutions, make appro-
priate compromises and, as much as
possible, make the process fun.
Through all this, try to keep your
role in perspective. As the director

Red |
Mic
Pre-Amplifier Focusrite

(e}
Red 2 o

Focuarite

(o)

your personal audition.

A very different design philosophy is applied to all aspects involved in the
creation of Focusrite products. This starts with a simple set of principles,
rigorously adhered to, continues through with the experiences and
painstaking auditioning of the design team and finishes with an overriding
obsession about quality. This process transcends simple engineering com-
promises into a creative art with many similarities to an artist’s rendition
or a musician’s performance. The Red Range from Focusrite. Call for

3] Group One Ltd.

80 Sea Lane * Farmingdale, NY 11735

Tel: (516) 249-1399 « Fax: (516) 753-1020
West Coast: (310) 306-8823

Focusrite Audio Engineering Ltd.
Cores End Road, Bourne End,

Bucks SL8 5AS, England

Tel: ++44 (0) 628 819456

Fax: ++44 (0) 628 819443
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and focal point of the design team,
your talents are wasted if you can't
keep a fairly global overview of the
process. If you want to dabble in de-
tails because it's fun or because
you’re particularly good at it, great!
But don’t lose the forest for the pine
needles. The sclection of rack-mount
screws should not interfere with your
review of the room sizes or the tech-
nical power systems or some other
larger, less forgiving issue.

The design team can’t (or at least
shouldn't) tell you your business. No
one knows your market better than
you. The reason to seek out qualified
designers is to help flesh out your
ideas, figure out how best to get
what you need and find new ways to
address old problems.

Effective communication is the lu-
bricant that keeps a project moving.
Miscommunication is responsible for
more failed projects (and relation-
ships) than any other factor. If you
establish the form, frequency and
distribution of project information
among the design team early on, the
rest of the process will be much eas-
ier (and maybe even possible).

I see the design of a studio facility
increasingly as a holistic process. It's
not about good acoustics vs. the budg-
et, or g()()d aACcoustics vs. zlcslhe[ics,
or good acoustics vs. anything else.
For a successful project, acoustics
must work in concert with the archi-
tecture, the electronic systems, the
structure and everything clse about
the building. It is meaningless to
champion “perfect” acoustics, be-
cause there is no such thing. There is
only appropriate acoustics, and that
has to do with a host of other issues
besides the narrow concerns that
most people associate with design.

Of course, there’s much more
about the first steps in the design
process that is important to the suc-
cess of a project, but you get the
idea. Just remember that the more
you do to make well-thought-out,
careful, rational decisions carly on,
the easier it will be for everyone else
to help you get what you want out
of your new facility.

Oops, gotta go. I think I hear my
phone ringing. Probably that guy
who's building a studio on some re-
ally cheap land at the end of the
freeway. ]
Russ Berger is a TEC Award-winning
studio designer based in Dallas,
Texus.



Names In The Music Business
Have Discovered The Biggest
secret In Digital Recording
Systems Gomes Gompletely
Packaged For Just

1,299

Turtle Beach 56K™... in a word, the best value in digital ¥ Stereo mix ... mix stereo sound files together ... digitally.

recording systems in the industry today!

OK, so we used more than one word, but the fact is, rothing
comes close to the 56K for turning your IBM compatible computer
and DAT machine into a prefessional digital audio mastering
workstation — uniess you take out a second mortgage on your
hacienda.

56K is chock-full of realworld features,
like a Motorola digital signal processor running
at 10 mittion instructions per second (MIPS),
anda proventechnology we've beenshipping
and enhancing for over 3 years.

There are no hidden gotchas either.
like some other products. With 56K, what
you need is what you get ... fer just $1,295

And here are some other reasons why
it is a powerhouse for the moeney ...

» SoundStage Mastering software included
... replace your analog 2-track tape recorder, razor
blade anc splicing tape with flawless. crystat clear digital editing.
» Non-destructive tools ... make instant changes without
affecting the source file, thanks to our Playlist editor and realtime
4-band parametric equalizer. Fast and powerful.

» Time compression ... change the time without changing the
pitch ... create perfectly timed radio commercials, music, or audio
segments.

USE READER SFRVICE CARD FOR MORE INFO

» Visual analysis tools ... real time 3-D FFT display, browse,
frequency analysis and others.

» SMPTE chaseflock ... synchronize audio with video for
television, video, and motion picture projects.

» SMPTE/MIDI manual triggering ... trigger audio
playback from a variety of sources. Use live sound
effects playback in theater and other live
applications.

» Gain adjustments ... perfect fade-ins,
fade-outs, cross-fades, and volume changes.
» Single sample editing ... repair clicks,
pops and other imperfections with up to
1/48000 second accuracy.
» Theallimportant“undo”...
not happy with an edit, undo it.
Of course there’s more. If you would like
more information, call 1-800-645-5640.

Or better yet, call and order 56K direct
today, and find out why we've mastered mere hit
albums than you can shake a mouse at!

We guarantee it ... we'll back up that claim
with a 30-day money back guarantee.

TURTLE BEACH SYSTEMS

P. O. BOX 5074, York, PA 17405 717-767-0200 FAX: 717-767-6033

if you're
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by Mr. Bonzai

ToMm PETTY

HISTORY IN THE HITS

*I guess people usually put out a hits
collection before 18 years go by,
Tom Petty admits modestly, “but |
just never thought about it before?”

The Tom Petty musical saga start-
ed back in his hometown of Gaines-
ville, Fla., when he teamed up with
guitarist Mike Campbell and key-
boardist Benmont Tench to form a
band called Mudcrutch. The band
got a record deal, moved to Los An-
geles in 1974, their first single flopped,
and the group dishanded. Two years
later they were joined by fellow
Floridians Stan Lynch on drums and
Ron Blair on bass, and Tom Petty &
The Heartbreakers were born, Luck
was with them this time around. The
big break for The Heartbreakers was
a radio-friendly song called *Ameri-
can Girl,” which was described as
“Byrds-like™ at the time and even
recorded by Roger McGuinn. “Break-
down.” also from their first Sheliter
Records album, was their first to
crack the Top 40. The band toured
unceasingly in the late 70s, success-
tully bridging the gap between the
burgeoning new wave and the pop
mainstream. It was melodic rock, but
with some attitude.

In 1979, The Heartbreakers, with
Blair replaced by Howie Epstein on
bass, began work wih producer Jimmy
fovine and ace engineer Shelly Yakus
and scored big hits with “Don’t Do
Me Like That” and “Refugee” “We
started 1o get a much bigger sound on
the records,” Petty says. It was cer-
tainly a turning point productionwise.”

In 1982, the band recorded “You
Got Lucky” and made a landmark
music video, known as a “promo
clip” at the time. Shot in the desert
with a futuristic Western motif, it was
released just as MTV was being
born—indecd, The Heartbreakers
were one of the carliest bands to
benefit from heavy MTV play. In
1985, Dave Stewart of Eurythmics en-
tered the picture as co-producer of

“Don’t Come Around Here No More?”
Petty describes it as one of his fa-
vorite singles, “with all sorts of strange
sounds, and a pretty wild arrange-
ment—a first sign of breaking ground
and finding new things musically”
Working with Mike Campbell,
Petty’s solo album Full Moon Fever
hit in 1989, produced by Jett Lynne
(a fellow Traveling Wilbury along
with Bob Dylan, George Harrison,
and Roy Orbison). From The Heart-
breakers” most recent album, Into the
Great Wide Open, the hits package
includes the title track and the en-
chanting “Learning to Fly” Of the
two bonus tracks produced by Rick




Rubin, Petty says, “He brought us
back to a sense of freedom—nothing
is too outrageous, we can try anything,
and it’s evaluated for what it is”

Our conversation took place just
as the Greatest Hits album was com-
pleted and as Petty was in the final
stages of preparing a Disney Channel
rockumentary of his career, directed
by jon Bendis.

Bonzai: Any surprises for you in go-
ing over the old film footage?
Petty: 1 was surprised that the music
held up as well as it did—perform-
ances that I thought might not be my
favorites, in retrospect, seeing them 18
years later, they're pretty damn good. It
was kind of fun watching it, actually.
Bonzai: How have your songs changed
over the years thematically?
Petty: Well, [ think the songs have
certainly grown in a lot of ways. Lyri-
cally, I've certainly gotten better. 1
think I've gotten better musically over-
all, although T still do enjoy that wild
rock 'n’ roll stuff, In a way, 1 think
that's where I'm headed again.
Bonzai: How have the changes in re-
cording technology affected your
work over the years?
Petty: Well, to my knowledge, the
changes in recording technology
have really screwed up music for the
most part. 1 spend an inordinate
amount of money to stay away from
any sort of technology.
Bonzai: I'm not sure [ understand—you
spend the money to stay away from it?
Petty: Yes, because it's getting more
and more expensive to buy this old
'00s gear. We won't allow any comput-
er of any kind in the room at any stage
of the game, or any sampling, syn-
thesizer, or anything. I really like the
sounds that you get through cheaper
equipment. Actually, last week we
were mixing, and I went to three stu-
dios and ended up going back to Mike
Campbell’s house and mixing on his
Soundcraft desk because 1 didn't like
any of the multimillion dollar desks 1
was working on. They just put too
much gear in there, too much stuff that
you don't need that really colors your
sound. I've got the sound [ want on
the tape—I don't really want another
sound coming up through the board.
Bonzai: You've known Mike Camp-
bell since you were teenagers?
Petty: Yes, we met in 1970.
Bonzai: How do a friendship and an
-CONTINUED ON PAGE 209

Todd Gray

Jimmy “Jam” Harvis (vighs) and Terry Lewss of Flyte Tyine Productions

olby SR keeps us
sounding quiet.”’

Terry Lewis, Producer

“We chose six Otari MTR-100 multitracks all with
Doiby SR modules becausc we preferred the sound aof
analog recording over the available digital options. Since
our production teams work as artists, producers and
engineers, recording with Dolby SR at 15 ips is invaluable
in producing good-sounding, quiet, forgiving recordings.
It’s the cost-effective way to get the sound we like.”

Steve Hodge, Chief Engincer

“One key to our success is to bang the tape hard and
overload it to alter the sound. Dolby SR takes away the
hiss but leaves the low-end warmth associated with
analog. Our recordings have the dynamic range

everyone's come to expect from CDs.”
Jimmy Jam. Writer & Producer

Flyte Tyme is a private facility located
outade Minncapolis. “We've built a
very creative environment that owm
artisis, producers and writers teel
comtortable in. In '94 our focus is
to build the roster of artists tor A&M
Records' black division, as weil as on oar label,
Perspective Records.”
Jimmy Jam and Terry Lewis
USE READER SERVICE CARD I'OR MORE INFO

Dolby SR: now over 77,000 tracks worldwide.
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You're the WARM UP for a band no one’s ever heard of.

Your MANAGER just decided he could sing.
The SATANIC YOUTH just adopted your lyrics as an anthem.
And, yes, that’s a PRODUCER in the audience tonight.

Now, what kind of WIRELESS MIC did you say you're using?

\ 4
\
\
\

—y

The WALS 100,
About $1,.200. Al worthe ecer,
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Why not get everything professional

Diglital Audio Workstations have to offer?
Create your best part out of 10 recordings and use it

in five different places... record 100 takes in the same
place, on the same track... synchronize sound FX to a
picture in less than a second... erase a word and bring it
back a week later... and do all this on a machine that
gives you instant access with incredible editing speeds,
the sound quality you want, and the reliability you can

count on, project after project.

Problem is, many DAWS just can' give you all of
these things.

Heres why:
Problem: Some systems use a single computer
for graphic user interface and for audio information
processing. This slows the whole system down, and
makes you wail.

The Answer: A workstation that sepa-
rates the hardware “engine” from the user
interface computer. This way, audio infor-
mation processing is not slowed down

by the user interface, and the interface
computer operates without the load of
additional tasks. And you save time and
money

Problem: A system crash in the middle
of a complicated project could cost you as
much in time lost as some of the less pro-
fessional DAWSs are worth. You should
expect reliability you can count on from
your DAW, and get it.

The Answer: First, call around. Check
the reputation of DAWs. We have DM-80s
working every day all over the world in
high volume production environments.
Our customers will tell you they're reliable.

Problem: Some systems don' give you a
user interface that's familiar and easy-to-use.

The Answer: Buy a DAW that lets you choose either a
dedicated hardware remote that gives you familiar tape
recorder controls, or computer software control that is
simple to understand and easy 1o operate.

& Fée (&t Solexi Bpham iyiiom

Optional DM-80-S Multitrack Manager control
for the Macintosh®— easy to learn, fast to use

ord.

Problem: Some DAWSs are the weakest link in the audio
chain. The DAW you buy should deliver sonics as good or
better than any piece of audio equipment you own.

The Answer: Choose a DAW from a company that knows
professional audio, not just a company that knows comput-
ers. But most of all, ask audio professionals who own one.

We believe you'll find all these answers and more in the
Roland DM-80 Digital Audio Workstation. Call us at
(213) 685-5141, ext. 337, or FAX (213) 722-0911 fora
brochure. Or better yet, schedule a demo. You're going to
like what you hear.



“The thing is just impossible to screw up! The DM-80% non-destructive editing is
the only way to go—revisions are extremely easy, and very quick.”

— DAVID ESCH
DIRECTOR OF COMMERCIAL PRODUCTION
WPNT CHICAGO

“Edits fast, sounds great, and doesn’t break. The DM-80's multilayering capabilities and
simultaneous recording on all tracks gives us the flexibility to do whatever we want.”

— JOEL VALENTINE

the Word
on the street.

“The first DM-80 paid for itself in two months, so we bought a second one...
I like the editing ease—no waiting. It's my ‘word processor’ for audio.”

MICHAEL STANTON

“The DM-80 is our secret weapon! It’s a very enabling technology.”

— MAZ & KILGORE
RAMMY NOMI
NEW YORK

“What goes in... comes out! And the sound is wonderful. Easy editing, plus easy
sync to video lets me concentrate on the creative aspects of the production.”

RICHARD FREITAS

“Operational speed and ease of editing make the DM-80 the greatest
thing since sliced bread! We use it for all our production”

— VINCENT FUMO

NDEPENDENCE BLUE CROSS. PHILADELPHIA

“The DM-80's power and speed allow me to complete a
half-hour television documentary every week. As an investment,
the DM-80 has proven to be a very smart choice.”

JIM HEFFERNAN
E

(
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Avdio Post-Production For

EVEN COWGIRLS
GET THE BLUES

[Even Cowgirls Get the Blues was origi-
nally scheduled for a Novenrber 1993 re-
lease. At the last minite. director Gus Van
Sunt, in conjunction with Fineline, pulled
the film from distribution for a re-edit. Ac-
cording to reports, Van Sant was to bave a
new cut completed by the first of the year,
and the film was to be released this month.
The interviews for this story were condiict-
ed in August 1993 at the Sanl Zaentz Film
center in Berkeley, Calif.. during the final
deatys of the final mix.)

It's the end of reel 9, beginning of reel
10, and we're coming down from the ¢li-

mactic gunbattle on the Rubber Rose
ranch. The last flock of whooping cranes
in North America has flown off on a de-
layed migration. And Bonanza Jellybean,
de facto head ot the Rubber Rose, has
been shot dead by the FBL

The cowgirls of director Gus Van Sant’s
Lven Cowgirls Get the Blues sit heavily in
the bunkhouse. The camera moves
around the semicircle of long faces and
weary shoulders as Debbie (Victoria
Williams) strums and sings “Happy Trails
to You,” then pans slowly past Williams to
Sissy Hankshaw (Uma Thurman), laid up
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Delores

§ Del Ruby

(Lorraine
Bracco),
Sissy
Hankshaw
{(Uma Thur-
man) and
Bonanza
Jellybean
(Rain
Phoenix)
with cow-
girls in
Even Cow-
girls Get
the Blues,
directed by
Gus Van
Sant
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in a bunk, forlorn at the loss of her
lover and friend.

This music, the only piece in the
film—score or song—that does not
come from k.d. lang and Ben Mink,
has been left dry. On second pass,
re-recording mixer Leslie Shatz adds
echo from a Lexicon 480 (sort of a
dreamy reverb) to the final mea-
sures, so that when the song tapers
off, it swirls around cavernously, as
if we have entered Sissy’s head.

As Shatz (sound designer and
mixer for Bram Stoker’s Dracula)
and re-recording mixer David Park-
er move through the rest of the reel,
they delete some of the ranch
sounds (“too many horse whin-
nies”), take out the steady-state wind
in favor of whooshy wind, remove
the sound of a brown paper bag rus-
tle, bring up the crackle of burning
love letters and bring out individual
lines in the voice-over.

Van Sant returns from lunch to
listen to playback on reel 10. *Can
we shorten the intro by a measure,”
he suggests, “to get the sense of time
passing more quickly? And can we
move the echo a little later, so that it
comes in as the camera moves to

Dialog editor David Cohen
at the DAWN workstation at Teknifilm Labs,

Portland, Ore.

her face?” Done.

Later, a score cue is shifted a few
frames to come in as the character
known as The Chink (Pat Morita),
lying in his recovery bed, looks at a
photograph. And in reel 11, the song
“Sweet Little Cherokee” is reposi-
tioned over the credits so that it ends
as the first set of main credits winds
up. By chance, it turns out that the
song now begins—with a k.d. lang
howl—just as the film ends and the

Sissy Hankshaw (Uma Thurman)
with the Film Director (Udo Kier)
and Miss Adrian (Angie Dickinson)

screen goes blank. Shatz calls such
moments, and there were plenty,
“inspired accidents.”

Even Cowgirls Get the Blues, a
Fourth Vision production distributed
domestically by Fineline Features, is
Gus Van Sant’s third commercial fea-
ture film (the other two are Drug-
store Cowboy and My Own Private
Idaho). Based on the best-selling
novel by Tom Robbins, who also
provides the voice-over for the film,
Cowgirls is a playful cross between
cult and camp. It is the story of Sissy
Hankshaw, born with enormous
thumbs, who becomes the world’s
foremost hitchhiker and the cover

ances by Roseanne Arnold, William
Burroughs, Ken Kesey, the late River
Phoenix, Buck Henry and many oth-
ers. Stars Uma Thurman and John
Hurt (The Countess, the owner of
Yoni-Yum) are outstanding. And a
haunting, eerie, countryish score by
k.d. lang flows through the 90-
minute picture. The songs and score
are the unseen actor.

“If there was a music editor on
the film [Van Sant has a credit as
music supervisor], I wouldn’t have
been doing any of that moving and
rearranging of music in the final,”
Shatz explains. “It gets back to this
handmade feel that Gus wanted. 1
was willing to fly by the seat of my
pants and experiment, and I felt like
1 could take a chance, take a risk. If
it was awful, we'd try something
else. And that spirit kept building.

“Maybe Gus didn't know what he
wanted until the final moment,”
Shatz continues. “I like to say that
the mix is the final performance of
the movie. It’s a standout score, but
part of what makes it great is the
way that Gus reinterpreted it for the
movie. Not very many of the cues
are where they were originally in-

Supervising sound editor Kelley Baker (L)
and editor Peter Appleton at the Kem,

Square One Productions Portland, Ore.

girl for Yoni-Yum feminine hygiene
products. She ends up with a rene-
gade group of cowgirls on the Rub-
ber Rose ranch, and together they
fight for the rights of the last flock of
whooping cranes in North America.
The Chink moves in and out, im-
parting wisdom and manning the
Clockworks, the focus of a Native
American religion based on notions
of time.

Cameos abound, with appear-
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tended to be, or in their original
form. We did a lot of manipulation.
I think this must be difficult for k.d.
lang, because when you write for
record or CD or radio, the composer
puts his or her stamp on it, and
that's the way it goes out. But in
film, the music is just another ele-
ment in the palette for the filmmak-
er. The music doesn’t reign
supreme.”

The five k.d. lang songs in the



film, as well as the score, were
recorded by Marc Ramaer at a
home studio in Vancouver and
Skip Saylor Recording in L.A.
They form part of lang’s latest
atbum. “k.d. approached Gus
about acting in The Mayor of
Castro Street [based on the life of
Harvey Milk, the assassinated gay
San Francisco politician] while
Gus was still working on it,” ex-
plains producer Laurie Parker,
who also produced My Ouwn Pri-
vate Idabo and Michael Tolkin's
acclaimed The Rapture. “They
had lunch, and all Gus could talk
about was Cougirls. By the end
of lunch, she wanted to do the
score. And she was great. She
had an outstanding vision of the
music. Ben [Mink, lang's collabo-
rator] is 4 master instrumentalist,
and they are such fun together.
She's a powerhouse. He's a pow-
erhouse. And she's a wonderful
guitar player.”

Shifting 1 composer's music in
the final is not unique to Cowuwgirls,
by any means, and it certainly made
it easier having the k.d. 24-tracks on
the stage. The unique part was the
interplay that took place in the Saul
Zaentz Film Center, Mix Stage 2, in
Berkeley, Calif., between director
writer Van Sant, producer Parker
and her 18-month-old son Kaj, mix-
ers Shatz and Parker, and sound de-
signer Kelley Baker. The mood was
relaxed, and the energy was experi-
mental.

“As you saw, we're not afraid to
do things on the stage,” says Baker,
owner of Square One Productions in
Portland, Ore., and sound designer
on My Own Private ldaho. “That's
one of the things about working
with Gus—it’s all part of the process.
Do we need an effect on stage?
Great. It's not like, *Oh, God, get an
editor in here, we gotta stop every-
thing.” If somebody gets an idea on
the stage, we do it.

“The big thing with Gus® films
specifically is that they have this
handmade feel to them,” Baker con-
tinues, echoing what seems to be a
theme. “And 1 like making the
soundtrack feel a littte on the hand-
made side. For example, we went in
and replaced an airplane because
the original airplane, which was cut
wonderfully, sounded too nice. Gus
said that he liked the one we had in
the temp mix. So | called the sound
house where the picture editor got

“The big thing
with Gus’ films
specifically is that
they have this hand-
made feel to them,”
Baker says, echoing
what seems to be a
theme. “And | like
making the sound-
track feel a
little on the

handmade side.”

it, and the guy said, ‘He liked that?
Well, it’'s on a record, but it's not
particularly clean.” But that is what
Gus wanted, and 1 like it—that
funky old airplane sound.

“Over the last 20 years, we've lost
a lot of great sounds—the telephone
bell rings, typewriters, V-8s. But we
needed all those effects for the show
because it's a period piece.”

EFFECTS AND BACKGROUNDS
About 25% to 30% of the effects in
Cowgirls are original recordings from
Baker and his team up in Portland,
The rest come from his extensive,
often quirky library, which includes
effects gathered from ten years of
animation work. Peter Appleton and
Mary Bauer were the effects editors,
and though it's Baker’'s name in the
credit roll, he attributes much of the
sound design to colaboration with
Appleton, Richard Moore and Bauer.
Van Sant films are not typically ef-
fects-heavy, Baker says. But besides
Van Sant's outstanding musical sense,
the director seems to have an ear for
backgrounds and subtlety, and so
does Baker, Whenever we see Bo-
nanza Jellybean in the film, for in-
stance, we hear jangling spurs. After
her death, we hear the spurs on Sissy.
1 don’t know if anyone will ever
catch this,” Baker says, “but when
Sissy and The Chink are down
betow in the cave, you hear a bunch
of crickets. But when we go to the
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Clockworks, where they are
walking along, we put in just a
single cricket. We referred to it
as the Sissy cricket, because
there are a bunch of scenes
where she is by herself, or what
we considered a little more vul-
nerable. When she and Jelly are
in the sleeping bag near the end,
and all the cowgirls are whoop-
ing it up over by the campfire
with lots of crickets, out in the
sleeping bag there is just one.
It's little stuff that probably no
one will ever hear, but we use it
to work on the unconscious. If
the backgrounds are a little dif-
ferent, 1 think the audience reg-
isters that on some level.”

The New York scenes, by
contrast, are busy with sound,
and that was the intention. The
party scene in Julian’s apartment
is loaded with urban noise. “We
wanted overkill,” Baker ex-
plains. “On my first visit to New
York, I was walking around, and

I had to go back to the hotel at four
in the afternoon. There was just too
much noise, and it was getting to
me. I also remember waking up at
four in the morning, and there was
noise, seven floors up. New York
just doesn’t stop. So Gus and 1
tatked about it, and that was his im-
pression, too, so he said, ‘Absolute-
ly. Kill us. Push it." "

Yet much of Cowgirls takes place
outdoors, cither on the ranch, up on
The Chink’s ridge, in the cave or on
the road. Because the environments
changed so much, even within the
context of the ranch setting, back-
grounds often set the tone. Most
were assembled in the Doremi Labs
DAWN system, as was all of the dia-
log, by dialog editor David Cohen.

“Birds were really important in
this film,” Baker explains, “so we de-
signed specific backgrounds for spe-
cific parts of the ranch. Everywhere
you go, there is something different.
We researched the types of birds
from the prairie, what kinds of birds
would be up with The Chink in the
high mountains—obviously, we
knew the hawk would be there. But
here we are in the middle of eastern
Oregon, so I'm looking for things
that people might not necessarily
hear but are indigenous to whatever
area we're in.

“There are tons of winds,” Baker
continues. “l love winds because
wind adds a texture that you rarely
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ever hear when you're outside doing
something—you feel it. In the
movies, we have the chance to let
you hear it, to try to create what you
would be feeling. Wind, to me, is al-
ways there. The other big thing—
and people never talk about this—is
that winds hide a lot of problems in
the dialog.”

Wind sounds can be heard
throughout Van Sant films, and they
fit nicely with the time-lapse images
of directors of photography Eric
Alan Edwards and John Campbell, as
well as the open prairie scenes. The
connection of the visual and aural
elements is obviously crucial to the
whole suspension of disbelief when
viewing a film. That point is driven
home when we first meet the
whooping cranes in Cowgirls.

Van Sant uses stock photography
for the whooping crane scenes, and
he doesn't try to hide it. Baker called
all over the country to find an au-
thentic whooping crane call and
ended up with a 15-second DAT
from the Cornell Ornithological Li-
brary. That was loaded into the
DAWN, broken up and shifted
around so that the same loop didn't
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play over and over. After a while,
Baker says, he feels like he’s hearing
the same thing, though he sprinkled
in sandhill cranes and some other
birds.

Shatz, on the other hand, thought
it worked perfectly. “To me,” he
says, “the sound is a stock sound.
And it’s absolutely perfect that a
stock shot would have a stock
sound. Why should we try to hide it?
It would seem more out of character
to have these stock shots with some
incredibly well-recorded piece. The
whole idea of the cranes in the film
is that they were this ideal, this icon.
When they appear, they are an icon.
You cut away, and it’s a closely
framed shot with no background.
The sound is obviously repetitive—
it’s an icon, and it stands out. [ don’t
feel it was necessary to hide the
repetitive nature. To me, it was an-
other one of those divine accidents.”

Incidentally, the crane wing flaps
were all done in Foley at the Saul
Zaentz studios by Foley walkers Jen-
nifer Meyers and Margie O’Malley,
recorded by Eric Thompson and Jim
Pasque. In the climactic scene, those
are three channels of wing flaps that
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were transferred twice and cut at dif-
ferent intervals, eventually ending
up with 12 channels of wing flaps.
As Baker said, “We wanted it to
work.”

THE CLOCKWORKS

Not everything in this film is subtle,
and not everything happened by ac-
cident. The shining moment of the
film’s sound design actually takes up
nearly an entire reel: reel 0, inside
the cave, when we are introduced to
The Chink’s Clockworks, a ragtag
collection of found junk, assembled
into a primitive, timekeeping version
of the classic, Rube Goldberg-esque
“ball rolls down ramp, hits string,
trips crossbow, which fires into a
bulls-eye, which triggers flashing
light and rings the bell kind of
thing.” It was the one reel that Baker
actually edited as well.

Baker first viewed the film in Jan-
uary 1993 and started working on it
in March. His first thought was the
Clockworks. I started thinking,
‘Okay, what is this thing all abourt?
What is the main theme behind the
Clockworks? What do we want the
Clockworks to say?” And [ kept
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going buack to the opening reel
when they talk about the Earth
being alive. So I wanted to try to use
organic sounds as much as possible.
I started thinking about animal
sounds and odd things that people
wouldn’t associate.

“I knew I would need some ma-
chines,” he continues, “but you hear
an elk in there—that high-pitched
eeeeceee! is an elk—and obviously,
I took my ten-speed bicycle and
spun the chain backward. There's
some clanking and c¢lunking and
squeaks from a loose board in the
kitchen of an apartment I used to
live in. One of the main sounds of

the Clockworks—one of my fa-
vorites, and it took us awhile to
find—was a wooden metronome.
Everybody has those damn plastic
ones, but the old wooden ones
sound really nice.

*You're also hearing a roulette
wheel, a pinball machine, which is
the only electronic thing in there, an
old cash register, fire, a tree falling,
bowling pins being knocked down,
bowling ball down an alley. There's
a ton of stuff in there, and we didn't
drop a single track in the mix. Gus
would ask to cut back a little on the
thunder—I like low end—when The
Chink starts talking, for example, but
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it’s all still there.”

Baker worked with Richard
Moore on the Clockworks, assem-
bling and building all the sounds in
a CyberFrame. Each of the elements
was then stripped out and onto
35mm. A rough mix of each Clock-
works scene was done in mono, so
that Baker could spread them out
and put them in different places in
the theater. That way, once he came
down to Zaentz and heard the dia-
log and music against the effects, he
could cut down on the interference
without losing elements.

All of the effects were cut on
Moviolas, shipped up from Christy's
in L.A. for the project. To run the
Clockworks itself required 14 or 15
tracks, and each track contained
anywhere from three to five sounds.

“The Clockworks basically takes
up most of reel six, onscreen and
offscreen” Baker says, “and we
didn’t want people to get bored and
tired of hearing it. So when we pre-
mixed, we decided to inject some
randomness into it. Sometimes
David Parker and I would push two
tracks up a little hotter and hold
them for ten or 15 seconds, then pull
them down and bring something
else up. Because it’s organic and
such a bizarre contraption, it should
have a random feel.”

“I originally thought this was
going to be the part of the film
where we went inch by inch,” adds
Shatz, who was not present for the
premix because of a commitment to
The Secret Garden. “But when 1 first
heard it, I turned to Kelley and said,
“That is great.” I was delighted by it.
Again, it's handmade and not overly
sound-designed. There’s something
about all the sounds chosen that was
sort of like a garage sale of sounds—
this potpourri that was really ap-
pealing and appealingly in sync with
the odd character of the clock itself.
One element that [ thought stood
out was a sliding pick over a guitar
string, which had this human quali-
ty. I think Kelley did a superb job,
and I told him that I'm glad to know
there is someone further north of
Hollywood than I am,” he adds with
a laugh.

DIALOG

David Cohen edited all ten reels of
dialog on the DAWN system over a
six-week period at Teknifilm Labs in
Portland. His 8-channel setup in-
cluded a Macintosh Quadra 700, a
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1.3-gigabyte Seagate hard drive and
a Ricoh magneto-optical drive,
which was used mostly for storage
and transfer of sounds. Everything
was backed up to analog 8-track.

Three-quarters of the production
dailies had time code, the other
quarter came in with a 601z tone.
The workprint and cut track were
delivered to Teknifilm, and a trans-
fer was made to “-inch videotape
with two window burns. Time code
in and out points were marked in on
the TimeLine Microlynx, which cal-
culated the offset and sent the takes
to the DAWN. For the last quarter of
the movie, the Nagra was resolved
directly.

"My main asset is my ability to
concentrate on my job,” says Cohen,
who recently won an Emmy for his
work on Law and Order. *1 am lis
tening strictly to the quality of the
sound itself, in order to provide
them with an edited production
track that doesn’t require finessing in
the mix. The DAWN allowed me 1o
go into a bunch of aliernate wkes
and build every cut in as scamless a
manner as possible.”

Ironically, Cohen's most difficult
scene for dialog was one of the
scenes that made use of some un
usual ADR—unusual by nature and
unusual because Van Sant does not
like 10 loop. “It's the hotel tobby
scene,” Cohen says, "and the cutting
was very tough 10 begin with: an ex-
tremely reverberant space with a lot
of noise and movement going on. A
lot of time was spent in the DAWN
pasting in proper backgrounds to
make it work. And then Julian [Keanu
Reeves) has his asthma attack.”

“The asthma scene is only half
Keanu.” Baker adds. "The other half
is me. The first time 1 heard the
track, 1 thought he was having a
heart attack. I'm an asthmatic, and
asthmatics have a ring in their lungs
that nobody else has and no actor
can duplicate. So I didn't take my
medication when 1 should have—
and when my wife found out what |
had done, she was ready to kill
me—and | went into a recording
studio. It sounds worse than it is. It
was living in LA, that gave me asth-
ma; my years in L.A. caused a hor-
monat change in my body.

“But David has a great ear for di
alog,” Baker continues. “He would
cut a reel, and then we would sit
down in the small mix room at
Teknifilm and listen to it on the big



speakers—a wonderful luxury to
have. We then transferred straight
out of the DAWN onto 3-track,
bringing down about eight channels
of dialog per reel, roughly. We then
spent about four-and-a-half days on
the dialog premix once we got 1o
Zaentz.”

When listening to playback in the
Zaentz screening room, the dialog
comes through incredibly clean and
intelligible, without being overly
sanitized, as Shatz points out: “The
dialog is intelligible because it was
recorded well, prepared well and
because of choices Gus made in the
mix. He had the sound organized so
that it fit around the dialog. As far as
the technique of mixing goes, I think
this is the one steadfast rule that vou
can say is absolute: If you bury the
dialog, vou've done a bad job, ¢ven
if the dialog is expendable, even if
it's off-camera, throwaway lines. If
people don't understand what is
being said on the screen, vou break
the spell, you break the flow, and
they're out of the movie.”

Even Cougirls Get the Blies is not
Terminator 2, and it's not The Fugi-
tive. It's not meant to be. The Holly-
wood trade press panned it long be-
fore its release. But then again, the
trades weren't too excited about
Drugstore Cowboy or My Own Pri-
vate Idaho, both excellent pictures.

This is a fun film, with a playful
feel that comes across in the almost
comic performances of Uma Thur-
man, John Hurt, Buck Henry, Lorraine
Bracco. Angie Dickinson, Pat Morita
and many others. After viewing the
film foot by foot, hundreds of times.
Baker says he still gets a charge out of
Morita and Hurt, especially.

I believe that the whole act of
Gus giving it a handmade feel is
what endears his films to people.”
Shatz says. “His point of view is pres-
ent, and he doesn’t try to eradicate
his presence. That's very unique and
very difficult to achieve, because you
really have to be in tune with your
own intuition, and you have to trust
your own judgment. Gus trusts his
judgment, which means he’s not
afraid to go in there and say, ‘Make it
rough around the edges.” And peo-
ple who go see the film will know
they just saw a Gus Van Sant film.
This film was made by a person with
a point of view. not cranked out by
some machinery.” ]

Tom Kenny is a Mix associate editor.
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SCORING FOR
" SEINFELD"

by Tom Kenny
Signature opening themes
are a hallmark of prime
time television series.
Think back to M*A4*S*H,
Welcome Back Kotter,
Hauwaii Five-O—you could
tell from the first note
what show it was, even if
you were in the kitchen
finishing up the dishes.
The best themes fit the
mood of the drama or sit-
com and can be played re-
peatedly without annoying
the audience. Hell, some
even made it to radio.
The music for Seinfeld,
composed by Jonathan

Wolff, is as signature as
signature gets. It’s quirky,
jumpy, rhythmic and fluid,
all the while maintaining a
sense of humor—ijust like
the wildly popular Thurs-
day night sitcom. The
opening shaker rhythm in-
troduces comedian Jerry
Seinfeld on stage, doing
his stand-up routine in a
comedy club setting. From
there. the bass line weaves
in and out of the star’s
voice, then reappears
throughout the 22 minutes
in transitional cues, before

Comedian Jerry Seinfeld
onstage delivering the
opening monologue.
Below:
Composer
Jonathan Wolff at the Pro
Tools station at Music
Consuitants Group,
Burbank, Calif.

wrapping up with a clos-
ing monologue.

“I watched a lot of
Jerry’s comedy material,”
says Wolff of his initiation
to the show, “and I no-
ticed that he has a unique,
quirky rhythm to the way
he delivers—in the pacing
of his words and phrases
and inflections. And he
has kind of a musical
quality. So I based the
rhythm of ‘Seinfeld, The
Theme' on rhythms of his
speech patterns. 1 said,
‘Okay, he seems to be
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talking about at this
tempo,” and Jerry’'s voice
became the melody of the
theme. I built the rest of
the music around him. In-
stead of using drums and
percussion, which might
not blend too well with
his voice, I used digital
samples of finger snaps
and lip smacks and noises
to accompany him. The
way I first designed it, and
it seems to be working, is
as if they are part of his
speech. I guess if there is
a musical melody to it, it
would be the bass line,
but it’s in an audio range
that doesn’t compete with
Jerry.”

The finger snaps and lip
smacks are all sampled
Wolff, stored on a hard
drive and performed along
with the other musical in-
struments on the se-
quencer. Because Sein-
feld’s opening and closing
monologues change each
week, so must the music.
Each Wednesday night, the
show arrives on two %-inch
videotapes, and while an
assistant takes one away to
spot the transitional cues,
Wolff takes the other and
spends the next couple of
hours working up the two
monologues.

“I architected this
theme in a manner to be
easily manipulated modu-
larly,” Wolff explains. “If
you've got a long joke,
you wait for him, and
when he hits the punch
line, you start in with the
next phrase. You fit it
around, scooch it around,
and that’s where Auricle
comes in.

“Auricle is a PC-based
time processor, and time
code is where [ get my in-
formation. For instance,
he’ll say a line, and I'll get

—CONTINUED ON PAGE 16
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BOING! CRASH!
SPLAT! SATURDAY
MORNING SOUND

by Tom Kenny

Audio rules break down
when you work in sound
for animation. A body
falling off a cliff may land
Boink! rather than Thud!
Footsteps may sound rub-
bery on pavement rather
than click-clock. And when
eyes bulge out, any num-

Above right: Doug doing his
best Tom Cruise imitation,
posted at Pomann Sound.
Middie, i-to-r: Jim Hodson
and Biii Koepnick of Advan-
tage Audio, Burbank;
Robert Pomann of Pomann
Sound Design and Produc-
tion, New York City; the
new Pink Panther, posted
at Advantage. Bottom right:
Cro, from Chiidren’s
Television Workshop,
posted at Advantage.

ber of whoops, whishes or
squirts may fill the track.

Essentially, sound for
animation is wide open.
The sound designer’s job is
not so much to support the
action as it is to exaggerate
it, or augment it in an un-
usual and freshly emotion-
al way. Many sound de-
signers in feature films will
tell you that they've done a
good job if they are not
heard. In cartoon sound, if
you’re not heard, the ani-
mation, no matter how
well it is drawn, will often
have no life.

“Watch Terminator 2
without the sound and it’s
nothing but a bunch of
pretty pictures,” says Bill
Koepnick, co-owner of
Advantage Audio in Bur-
bank, where the special-

ty—make that the only
work—is sound for anima-
tion. “You listen to the
sound on that, and that's
what makes the picture
exciting. We get to do that
on a smalfer scale and do
it all the time. Cartoons
without sound are kind of
boring. When you put in
the sound, the sound
makes it work in a very

dramatic way.

“When we're done
building a show,” Koep-
nick continues, “if you
mute the dialog and mute
the music and turn off the
projector and just listen to
the effects, it sounds like
you're listening to a movie
soundtrack, with this in-
credible activity happen-
ing. You can visualize
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what’s going on because
we put all this detail into it.
I think depth and detail are
what we're looking for.”

SOUND EFFECTS

AND FOLEY

Depth and detail. Robert
Pomann, owner of Pomann
Sound Design and Produc-
tion in New York City,
refers to it as “weight.”
Whatever you call it, it’s
what separates good sound
from mediocre sound,
whether in live action tele-
vision/film or cartoons. If

you have kids, and if slide
whistles, gong clangs and
countless boings have be-
come your background
weekend soundtrack, you
already know that much of
what appears on the air
comes from CD effects li-
braries. And often the same
sounds are on different
shows.

Pomann owns most of
the standard effects li-
braries. However, while
designing the sounds for
the animated Nickelodeon
children’s series Doug, he
combines the CD sound
effects with organic mouth
and percussion sounds.

Fred Newman, host of
the Disney Channel’s
Mickey Mouse Club, is a
master of vocalization—
odd sounds, effects and
whinnies that date back to
the golden age of Looney

—CONTINUED ON PAGE 18
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NORTHWEST VIDEOWORKS

Four years ago, in an article
about the Chicago post commu-
nity, Mix pointed out a trend that
actuzltly had been going on for
some time: video houses putting
in high-end audio rooms. Some
audio facilities perceived it as a
threat then; others saw it as em-

blematic of an increased aware-
ness of the importance of audio
in the commercial community.
Some said that audio would al-
ways be the poor stepchild in a
video facility, and others ap
plauded the merging of the two
industries.

We all know that good rooms
don't guarantee good audio. But
we also know that good rooms
go a long way towuard keeping

-CONTINUED ON PAGE 20

FROM PAGE 14, SCORING FOR SEINFFELD
the exact frame that those lines end
and the exact frame where the next
one starts. And if he makes a hand
signal, I get that frame. [ enter all that
information into Auricle, and 1 tell
Auricle what tempo we are—Scinfeld
usually hovers around 110—and Au-
ricle tells me where cach of these
events occurs musically. If I need o
do a little speed-up or slow-down,
Auricle does the math.”

Once Wollt finishes with the
monologues, he begins previewing
the transitional cues that one of his
three assistants (Jack Diamond, Paul
Buckley, Rich Goward) has sclected,
accessed through a ClarisWorks
database. Although they now have
an extensive, perfectly usable Sein
Jeld library after four scasons, many
times Wolff will come up with new
variations. I like to keep the library
fresh,” he says. The infamous Chi-
nese restaurant episode was unusu-
al in that it had no transitions—just
one long scene of waiting for a
table. But according to Wolff, Sein-

Jeld typically has three or four story
lines going, resulting in anywhere
from 30 to 40 pieces of music for a
half-hour show—a lot for a sitcom.
Certainly technology has made
much of this weekly original music
possible. Wolff's Music Consultants
Group in Burbank is a two-room fa-
cility running dual 8-channel Pro
Tools systems on Macintosh Quadra
950s; session files are transferred be-
tween the rooms on Ethernet. Back-
up/archiving takes place in the back-
ground and is sent to Grey Matter
Response’s Mezzo dataDAT system.
The main console is a 40-input,
16-bus Trident—"a good, clean
workhorse board, with great-sound-
ing EQ,” Wollf says. He built a large
control room to accommodate key-
boards when he bought the building
in 1987. But now that synths have
gone rack-mount, he's opted for a
Roland JD-800 controller to fire his
wide range of sounds. He works pri-
muarily with Opcode Studio Vision.,
All recording and editing is done
directly to Pro Tools, and mixing
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takes place internally, cither to Pro
Tools or Sound Designer Il. The
music is then delivered on a zero-
offset time code DAT to Compact
Video for an 8 o’clock, Thursday
morning prelay. Wolft scores five
other network shows, and for some,
depending on the post house in-
volved, he delivers on a removable
magneto-optical disk.

“For now, the standard seems to
be time code DAT,” he says, "which
is an improvement over last year,
which was %-inch, 4-track. DAT’s
limitation, however, is that it’s only
stereo, and often for music, a third
or fourth track is desirable for isolat-
ing vocals or featuring instruments
on the same delivery medium. To