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Creative

Adams/Smith

Alesis

Ampex

Apogee

cns

Creation Technologies
Digidesign

Doremi

Drastic Technologies
EMAGIC

E-mu Systems

Fast Forward
Fostex

GVP

Invision

J1L.Cooper

Korg

LaserMation

Mark Of The Unicorn
Midiman

Musonix

NAC Technologies
Opcode Systems

Fur more ibormation on
The ADAT Grex

79
Al trade jemarks are propert
of therr respeeties kolder

Whether you’re managing a major recording center,
running a project studio, or pumping out demos in
your home, the ADAT Group is forging an unbreakable
link between your creativity and your creative tools.

By implementing the ADAT MultiChannel Optical
Digital Interface™ and the ADAT Synchronization
Interface™, these visionary manufacturers are
making their products work together with one
common language.

With over 30,000 ADAT 's in use all over the world,
nothing could be better for your creativity.

FOCUS ON COMPATIBILITY

USE READER SERVICE CARI) FOR MORI INFO

Prism Sound
Rane
RGB/AMILINK
RCM Electronic
Roland

Simple Systems

Solid Technologies
Sotund Sculpture
Sound Trax Stidios
Steinberg/Jones
Studer

Synthax

TAO

Thomas Gregor Assoc.
3M

Timel.ine

Timewave

Toucan Software
Videomedia

Young & Assoc.
Zahner-Electrik

ZIP Audio Technology
Z-Systems



“The Sound Quality is Marvellous”

George Martin, Air Studios

Air Studios, London, England ¢ Tel: #44 071 794 0660 'hotor Paul Burgess

“1 have always admired the ergonomics and  quality of the new console is maroellous.

automation of SSL consoles. Now, having compared “With the latest consoles, both their clarity and
the sound quality of our new SL 8000 console at Air  definition are noticeably better. Ultimation moving
Lyndiurst witl the older SSLs that were in use at our  faders are also a great idea, providing precise control,

former studio at Oxford Circus, I find that the sound  without any of the sonic disadvantages of VCAs.”

Solid State Logic

International Headquarters:- Begbroke, Oviord, ON3 1RU, Fragland. Tel: (0863) 842300
Paris: (13 34 60 46 66 ¢ Milan: (2) 262 24956 ¢ Darmstadt: (61511 03 86 40 @ Tokvo (3) 3474 144 @ Neav York (212) 315 1T o Los Angeles (213) 463 4444
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the new art of sound

Studer D827 MCH 24/48 DASH Recorder

USE READER SERVICE CARD FOR MORE INFO

Tmz STUDER D827 MCH 24/48 DASH
Recorder defines a new level of audio
quality and technical sophistication.
With unique “intelligent” design
features to unleash your creativity and
enhance productivity, the D827 MCH
proudly carries on the Studer tradition
of superior sound engineering.

Unparalleled Studer Sound Quality

18-bit A/D and D/A converters

New Noise-Shaping Technology (NST™)
provides the highest quality with total DASH
compatibility

Increased Productivity

Simply the fastest transport available

Enhanced servo control for faster and
smoother locating and varispeed operations

Dynamic behavior and tape positioning
refined for all reel sizes, up to 14"

Connectivity and Creativity
MADI, AES and SDIF-2 available
simultaneously

180-second sound memory

Macintosh Setup Handler for cues, track
sheets and production paramelers

System Core Concept

Unique field upgrade capability from
24-track to 48-track.

Optional digital 1/0-only version
MADI and AES/EBU standard

Standard built-in synchronizer for IC
or RT lock

The unparalleled Studer D827 MCH.
Experience the new art of intelligent
audio from Studer. To get the latest
information on all Studer professional
audio 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

& 1034 CTURER ERITECH CORPORATIO
5T 3 TECH CORPORATIC

DN All rights reserved
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10TH ANNUAL TEG AWARDS

List of Nominees

AUDIO

The Fast Lane: Hear Today, Groan Tomorrow
by Stephen St.Croix

Insider Audio: Making the Most of Your
Masters by Barry Diament

Recording the Acoustic Combo
hy Jobn La Grou

What’s New in Digital Multitrack Recorders
by George Petersen

Studio View: Track Bouncing Tips and Tricks
by Dan Daley

Three Styles of R&B Production:

Foster & McElroy—From QOaktown to

Your Town by Chris Patton; Patrice Rushen—
Looking for the Magic by Robin Tolleson,

Nick Martinelli—The Road from South Philly
by Blair Jackson

International Update: “Dreams of
Transformation"—New Music from the
Netherlands by Jobn Michael Weaver

Beyond the Great Wall: Recording in China
by Bill Ford

Recording Notes: The Beastie Boys—
Recording on the Fly by Adam Beyda, Adrian
Belew—"Here,” There and Everywhere

by Blair Jackson; Steve Tibbetts—Have Travels,
Will Guitar by Blair Jackson; Ed Mann and Brian
Hand's Global Drumming by Jeff Forlenza

4 MIX, JUNE 1994

112

121

127

132

100

111

PAGE 100

PRODUCTS

Auditions: Z-Systems Sample Rate Converter;
Millennia Media HV-3 Microphone Preamp:
MIDI for the Professional, Pinnacle Micro Sierra
1.3GB Optical Hard Drive

Field Test: Sonic Solutions MediaNet Network
Filing System by Mel Lambert

Field Test: Audio-Technica AT-4050/CM5
Microphone by George Petersen

Preview/Hot Off the Shelf

POST-PRODUCTION

Post-Script: “It’s the Wrong Trousers, Gromit!”
by Tom Kenny; Sound for Film: Movie Rock
by Larry Blake; Walter Murch Receives CAS
Award by Jobn Michael Weaver

New Products for Film/Video Sound



AUDIO & MULTIMEDIA

72 The Residents “Freak Show” CD-ROM:
Multimedia Eye-conoclasts by Paul Potyen

78 Multimedia Chip Shots

LIVE SOUND

152 SoundCheck: Celine Dion in Concert,
Club of the Month; News Flashes; QuickTip
by Mark Frink

153 On the Road with The Scorpions
by Mark Frink

158 New Sound Reinforcement Products

PAGE 48

TAPE & DISC

177 DADC’s James Frische: An Executive View of
the Optical Disc Market by Philip De Lancie

181 Tape & Disc News/Splices
by Philip De Lancie

80

10

12

168

172

184

188

191

MUSIC
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Lunching with Bonzai: Richard Thompson

by Mr. Bonzai

DEPARTMENTS

From the Editor

Current: NSCA Report,
Harman’s Realignment

Industry Notes

Coast to Coast
(Including Sessions/
Siudio News, Regional
Focus: L.A., NY Metro

Report. L.A. Grapevine)

Studic Showcase
Ad Index
Marketplace
Feedback

Classifieds

Cover: Film-scorer Hans Zimmer's
main writing room at his new five-
room facility, Cyberia, in Santa
Morica, Calif. Featuring & Euphonix
CS200C console, the room boasts
an impressive array of synthesizers
including the Yamaha VL1 Virtual
Synth, over 25 Akai and Roland
samplers and one of the largest
eollactions of vintage Moog and
Roland modular analog synths. De-
signed by Bret Thoeny of BOTO
Designs, the facility is owned by
Zimmer and produs:er/engineer Jay
Rifkin. Photo: Ed Colver. Inset
Phato: Ari Marcopoulos.
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Opcode Style.

Studio 4 R

Studio Vision Pro” and " Swaovisd
Your Macintosh = B

The dynamic duo for integrated digital audio
and MIDI sequencing.

Now, Opcade’s award-winning software is fully compatible
with 4, 8, 12 or 16 channels of Pro Tools.

Plus Studio Vision Pro works with the internal sound
capabilities of your Mac...or even your Powerbook.

What's that mean for you?

Record your session in a Pro Tools equipped studio, then take
your files “off-line” for edifing. Edit unywhere—m a cab,

ot home, or at the beach. Since al edits are non-destructive
you retain the original recording quality, even on a stand-
alone Mac. That means more flexibility for you,

and big savings on expensive studio time!

Studio Vision Pro supporis Digidesign® Pro Tools, Sound
Tools I, Mac Session 8, and Audiomedia II, as well as
the internal sound capabilities of newer Macintoshes,
so it fits into studios of every shape and size.

Opcod invenied the first integrated
digital audio and MIDI sequencing
softwore, Studio Yision, which won the

1991 Noclbsar Eddy Aword for Best
Music woftwore. (Version 1.32)

Studio Vision Pro, the professionals’ choice.

See your local dealer for a dynamic demo, or call Opcode
for free literature at (300) 557-2633 ext. 710

Al wodemerks ore tha priperty of twr ingectve helden.

3950 Fabion Way Palo Alto CA 94303 USA {415)-856-3333 fox (415)-856-3332
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FROM THE EDITOR

In thinking about our record pro-
ducer theme in this month’s issue, I couldn't help but wonder about
the role of the producer as more and more artists take the multimedia
plunge. Until now, it has been most common for a recording artist to
connect with an interactive developer to realize a CD-ROM concept.
Many of these relationships have been initiated by developers who
seek out artists.

Interactive multimedia is certainly a team sport at this stage of
development, so new that it seems no one has yet mastered all of the
skills required to assemble a truly successful multimedia production.
Even more apparent is that no real “hits” have emerged among music-
oriented CD-ROMs. It is inevitable that hits will happen as the prolifer-
ation of CD-ROM drives leads to rapid growth of software sales, which
are predicted to nearly triple over last year's sales, according to quite a
few industry observers.

In most recording projects, the producer is the team coach, creating
an environment for team members to work in harmony and synergy.
With all of the elements of a modern-day music CD-ROM, there are
tremendous opportunities for record producers to provide much-
needed perspective.

Who will become the next George Martin or Quincy Jones or Phil
Spector or Phil Ramone of the CD-ROM world? Is he or she in school,
or working near you at some workstation? Is it you? We'd sure like to
know. If this sounds like what you are aiming toward, please drop us
a note. We'd like to stay up on your progress.

We are on the cusp of a new Golden Age of media production,
with tremendous creative possibilities, a rapidly growing consumer
base and nearly no rules in place. Any record producer with an eye
toward the future would be wise to learn the production requirements
and possibilities of interactive music and the mind-set of working with
new kinds of multidisciplined teams. It may be that when real “hits”
start to emerge in this genre, it will be because of the hit perspectives
that forward-thinking producers have brought to the medium. The
time is right, and the opportunity is here. Make your mark.

Keep reading,

David Schwartz
Editor-in-Chief

v BP Clrculatlon independently audited and verified by

wrERnATonAL Business Publications Audit of Circulation since 1985.

Muix magazine is published at 8400 Hollis St. #12, Emeryville, CA 94608 and is ©1994 by Cardinal Business Media, inc. Mix ISSN 0164- -9957) is published
monthly. Subscriptions are available for $46.00 per year. Smgiecoprypﬂoels&l% back issues $6.00. Missed issues within the U.S. must be claimed
within 45 days of publication date and abroad, within 90 inquiries and changes of address toMix mag-
azine, PO Box 41525, Nashville, manm::.au(soolms‘:n Outside U.S., call (615) 377-3322. POSTMASTER: Send address changes toMix mag-
azine, PO Box 41525, Nashville, TN 37204. Address all other correspondence to Mix magazine, 6400 Holks St. #12, Emeryvilie, CA 94608; (510) 853~
3307, Fax: (510) 653-5142. Second class postage paid at Oakland, mmmmm Editeur Responsable (Belgique), Chwristian Desmet,
Vuurgatstraat 92, 3080 Overijse, Belgique.This pubtication may be reproduced or quoted in whole or in part by printed or electromc means without
written permission of the publishers. Printed in the uSACManGST #129597951; Canada Post Interational Publications Mait Product (Canadian
Distribution) Sales Agresment #0478733.

8 MINX. JUNE 1994

STAFF
EDITOR-IN-CHIEF David M. Schwartz

PUBLISHER Hillel Resner

MANAGING EDITOR Blair Jackson
SENIOR EDITOR George Petersen
ASSOCIATE EDITORS
Paul Potyen Tom Kenny
ASSISTANT EDITORS
Jeff Forlenza Adam Beyda
EDITORIAL ASSISTANT Barbara Schultz
SOUND REINFORCEMENT EDITOR Mark Frink
MEDIA & MASTERING EDITOR Philip De Lancie
TECHNICAL EDITOR Ken Pohimann
CONSULTING EDITOR Stephen St.Croix
EDITOR-AT-LARGE Mr. Bonzai
TEC AWARDS EDITOR Karen Margroff Dunn
LOS ANGELES EDITOR Maureen Droney
CONTRIBUTING EDITORS
Linda Jacobson Dan Daley Larry Blake
Bob Hodas Chris Stone
Larry Oppenheimer Bruce Pilato

ART DIRECTOR Tim Gleason
ASSISTANT ART DIRECTOR Linda Gough
GRAPHIC ARTIST Ric Braden

ASSOCIATE PUBLISHER Jeffrey Turner
SOUTHERN CALIFORNIA/SOUTHWEST AD MGR.
Terry Lowe
EASTERN ADVERTISING MANAGER Micheie Kanatous
NORTHWEST/MIDWEST ADVERTISING MANAGER
John Pledger
SALES ADMINISTRATOR Joanne Zola
ADVERTISING SALES COORDINATOR Christen Pocock
SALES ASSISTANTS
Yvette Torres Jessie Paolucci
CLASSIFIEDS & MARKETPLACE MANAGER
Robin Boyce
CLASSIFIEDS ASSISTANT Mitzi Robinson
CLASSIFIEDS SALES ASSISTANT Shawn Langwell
FACILITY SALES REPRESENTATIVES
Lauri Newman Melissa McMillion
DATABASE COORDINATOR Cyndi Lukk
DATABASE ASSISTANTS Leor Beary Rick Weldon

MARKETING MANAGER Elise Malmberg
ART DIRECTOR, SPECIAL PROJECTS
Michael Zipkin
ASSISTANT TO THE PUBLISHER/
EVENT COORDINATOR Jane Byer
MARKETING ASSISTANT Diana Sergi

DIRECTOR OF
OPERATIONS AND MANUFACTURING
Anne Letsch
PRODUCTION DIRECTOR Georgia George
COLLATERAL PRODUCTION DIRECTOR Ellen Richman
ADVERTISING TRAFFIC COORDINATOR
Elizabeth Hildreth
PRODUCTION ASSISTANTS
Niki Helley Shawn Yarnelt

CIRCULATION MANAGER Steve Willard
CIRCULATION ASSOCIATE Karen Stackpole
CIRCULATION ASSISTANT Peggy Sue Amison

BUSINESS MANAGER Benjamin A. Pittman
MIX BOOKSHELF ACCOUNTANT Therese Wellington
WAREHOUSE MANAGER Anne Eickelberg
WAREHOUSE ASSISTANT Andy Jewett
RECEPTIONISTS
Angel Alexander Carrie Gebstadt

MUSIC AND ENTERTAINMENT GROUP
GROUP PUBLISHER Hillel Resner

ALSO PUBLISHERS OF
ELECTRONIC MUSICIAN
MIX BOOKSHELF

CARDINAL BUSINESS MEDIA, INC.
PRESIDENT AND CHIEF EXECUTIVE OFFICER
Robert N. Boucher, Jr.
VP & CHIEF FINANCIAL OFFICER Thomas C. Breslin
VP & CHIEF OPERATING OFFICER James S. Povec
VP, PUBLISHING SERVICES Patricia P. Herron

DIRECTOR, HUMAN RESOURCES Carolyn J. Head
NATIONAL EDITORIAL, ADVERTISING and BUSINESS
OFFICES, 6400 Hollis St. #12, Emeryville, CA 94608. (510)
653-3307, IMC 736, FAX: (510) 653-5142. EAST COAST
ADVERTISING OFFICES, 110 East 59th St., 6th Floor, New
York, NY 10022, (212) 909-0430. DIRECTORIES ADVER-
TISING. (800) 344-LiST. CLASSIFIEDS ADVERTISING, (800)
544-5530. MIX BOOKSHELF, (800) 233-9604. CIRCULA-
TION INQUIRIES. PO Box 41525, Nashville, TN 37204,
(800) 888-5139. (615) 370-5643.

Founded in 1977 by
David Schwartz and Penny Riker Jacob



More records go gold on Ampex than on
all other tapes combined

AMPEX

Ampex Recordiny Media Corporation 401 Broadway, M.S. 22-02. Redwooc City, CA 940633199 ©1993 Ampex Recording Media Corporation

EIEREADIER SERVICE CARD FOR MORL INFO




(CURRENT

NSCA 1994: CHANGING TIMES
by George Petersen
Several thousand sound system
and contracting professionals gath-
ered in Las Vegas April 7-9 for the
annual NSCA Contractors Confer-
ence and Expo. Formerly the Na-
tional Sound und Communications
Association, NSCA is now the Na-
tional Systems Contractors Associ-
ation, a name that “better repre-
sents the expanding role and ca-
pabilities of our members?” explains
NSCA president Jack Toerner. Ac-
cording to a recent survey. an in-
creasing number of NSCA mem-
bers now include services such as
CCTV, access control, LAN, data
cabling, master antenna TV and
alarm installations.

This change was ¢choed on the
show floor, where a record 403
exhibitors showed technology rang-
ing from cutting-cdge sound rein-
forcement components to ceiling
speakers and nurse call intercoms.
The buzz word du show was “sys-
temis integration.” as manufacturers
emphasized intercomponent com-
munication protocols and com-
puter control of audio systems.
One of the most popular events,
Lone Wolt's Medialink Expo. com-
bined intensive four-hour work-
shops on the basics and possibili-
ties of system networking with
hands-on applications of Media-
Linked products controlied over
arious computer platforms.

TOA's DACsys 11 digital audio
control products take the technol-
ogyv developed for its Saori system
1o the next step. Controllable over
a PC or Macintosh (or via Media-
Link) with 16 memory presets, and
available as 2-in, 4-out and 2-in, 2-
out versions. the DACsys 1 units
provide %-octave EQ. alignment
delay (up to 1.3 seconds), 16-band
parametric EQ. noise gates, cross-

overs, notch and shelving filters,
and more. Both 20-bit digital and
analog 1/0 are standard: a pro-
grammable 8x8 matrix/mixer is
also available.

Having purchased the pro au-
dio division of Intersonics. those
mysterious guys at the show in lab
coats from Quantum Sound (North-
brook. I11.) debuted the latest in
speakerless technology. Torque-
Drive™ converts rotary motion to
direct air displacement. A single
9x14-inch, 30-pound. TorqueDrive
subwooter offers an LF cutoft ¢x-
tending down to 16 Hz: full-range
(100 to 18k Hz) svstems are also
planned. Quantum will also market
the voice coil-less ServoDrive and
ContraBass subwoofer svstems.

Renkus-Heinz (Irvine, Calit)
showed its CoEntrant Waveguide
Technology. combining multiple
HF compression drivers with cone
MF speakers. all mounted along
the apex of a compound throat,
which feeds a4 common horn flare
to create a point-source eftect. The
top-of-the-line CE-3 M/H high-
pack uses six I-inch HF drivers
and six 6.5-inch carbon fiber cone
mids, tor 142dB peaks and 250 to
20k Hz response.

More conventional—but also
very cool—is the R-4 Series 1 from
Clair Brothers (Lititz. Pa.). This
2060-pound. three-way svstem has
an 18-inch wooter. 12-inch cone
mid (mounted on a conical horn)
and 2-inch HF compression driver
on a CD horn. The 60°x40° horns
are rotatable for horizontal use.
and response is said to he 32 to
20k Hz. Optional casters attach to
the cabinet's extruded aluminum

For a list of the 1994 TEC
Awards nominees, please see
page 69.

corners, enabling the R-4 111 to be
moved cusily.

New Developments: Martin Au-
dio is on strong footing as part of
TGI North America (1.8 /Canadi-
an distributors of Tannoyv and
B&K). Martin operations continue
as usual at its Chicago HQ. And
the French line of Nexo SR prod-
ucts. renowned in Europe. are now
available through (Genelec and
Drawmer distributors) QMI of
Hopkinton. Mass.

GP's Product Pick: Available
through TC Electronic, Denmark’s
Odcon Sound software uses a PC
to specity the precise 3-D size,
shape. materials used and acousti-
cal treatment(s) of a listening en-
vironment, along with the posi-
tions of the sound source and lis-
tener. It then caleulates the roont's
aural characteristics, sends the da-
ta to a TC Electronic M5000 reverb
and simulates the room acoustics
over headphones.

Best Rumor Award: You didn't
hear it from me, but a well-known
Southern California-based manu-
facturer of reverbs and modular
digital multitrack recorders is about
to launch a sound reinforcement
division. First products will be two-
rackspace power amps, the A4
(200 watts/channel) and A8 (400
W/ch). T can't say more, but other
surprises are on the wav—and
keep it a sceret, huh?

Best Elevator Conversation: ‘The
most persistent topic at NSCA was
Harman Intl.’s “realignment” of the
AKG Group (sce related item below),
Harman's announcement, made the
day betore the show. seemed a to-
tal surprise to the AKG Group staft,
and no clear answers were forth-
coming, leaving emplovees, reps
and end-users in the dark about
the implications of the change.

-CONTINTED ON PAGE 12
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-+ The Hit Factory in New York City; know the W QZthesc\ .
[ tools and settle for nothing less than the bést—fﬁm &wﬁy oy
I they choose Neumann. -

The TLM 170R is the ideal multi-purpase studlo mlcr-ophon 3
Its large dlaphmgm, and transformerless circuitry offer =
superior performance and that famous “Neumann Sound.”

Regardless of the the scope of your project or the size of :
your studio, you need the right tools. You need Neumann... = =
the choice of those who can hear the difference.

Call or write for dctailed specifications
on the TLM 170R and our informative freld guide.

The TLM 170R is the first and only micrephone
capable of remote polar pattern selection via 6 Vista Drive * PO Box 987 « Old Lyme, €T 06371
standard miczophone cable (with the optional Telephone 203-434-5220 « Fax 203-234-3148

N 48 R-2 power supply/controller.) West Coast: Telephone 818-845-8815 » Fax 818-845-7140
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INDUSTRY NOTES

UK-based Trident Audio recently
opened a new U.S. national sales
office at 3200 West End Ave., Ste.
500, Nashville, TN 37203. Phone
(615) 783-1625; fax (615) 783-
1606...Euphonix opened an East-
ern regional sales office in New
York, headed by regional manager
Steve Zaretsky. The address is 630
9th Ave., Ste. 418, New York, NY
10036. Phone (212) 581-6242; fax
(212) 315-9552...Sabine Inc. (Gaines-
ville, FL) hired Michael Rennie in
sales and marketing...Jane Scobie
was appointed marketing manager
at Apogee Electronics Corp. (Santa
Monica, CA)...beyerdynamic USA
(Farmingdale, NY) is now distrib-
uting Sound Performance Laborato-
ry’s (SPL) line of EQs...Oklahoma
City-based Altec Lansing promoted
John Sexton to manager, sales and
marketing...Otari Corp. (Foster City,
CA) appointed Robert La Violette
as its new sales manager for indus-
trial products...As of July 1, Univer-
sity Sound Inc. will have consoli-
dated all operations and relocated
from its Sylmar, CA, headquarters
to larger facilities at 10500 W. Reno,
Oklahoma City, OK 73126. Phone
(800) 444-9516...Andy Somers joined
Fairlight DSG’s Los Angeles office
as product manager for North
America...Digidesign (Menlo Park,
CA) announced an agreement with
the School of Audio Engineering,
designating SAE as the exclusive
provider of Digidesign Pro Schools
worldwide (excluding the U.S.,
Canada and Austria)...Sonic Solu-
tions (San Rafael, CA) announced
a number of new MediaNet al-
liances for the company’s network-
ing system for multimedia applica-
tions. New MediaNet partners in-
clude Cisco Systems, Sun Microsys-
tems, Radius Inc., Silicon Graphics,
ImMix and Data Translation...IDB
Communications Group Inc. re-
cently acquired all the assets of En-
tertainment Digital Network Inc.
(EDnet)...Quantum Sound Inc.
(Northbrook, IL) appointed North-
mar Inc. as its sales representative

in Alaska, idaho, Montana, Oregon
and Washington. Quantum also ap-
pointed Jesse Walsh Communica-
tions as its advertising and public
relations agency...New sales reps
for Petaluma, CA-based Apogee
Sound: Pacific Star Marketing is
handling Hawaii; Quadtech Mar-
keting covers Minnesota, lowa, Ne-
braska, North Dakota, South Dako-
ta and western Wisconsin: On the
Hudson Marketing was assigned
the metropolitan New York area,
including Long Island; Rome Bailey
is the company’s rep in California,
Nevada and Arizona; Main Line
Marketing covers Florida; and
Evans Sales and Marketing handles
Mississippi, Tennessee, Alabama,
Georgia and North and South Car-
olina...AudioTechniques named
David Schecterson and Ed Knier-
iem as co-managers of its parts de-
partment...FAST Electronic moved
to new headquarters. The new ad-
dress is 1 Twin Dolphin Dr., Red-
wood City, CA 94065. Phone (415)
802-0772; fax (415) 802-0746.. New
alliances for Lone Wolf Corp. (Seat-
tle): Crestron Electronics (Cresskill,
NJ) and Lone Wolf entered into a
joint cooperative and technical re-
lationship, while Innovative Elec-
tronic Designs is the newest licen-
see for Lone Wolf's MediaLink
technology...The Lighting Dimen-
sions International convention will
be held November 18-20 at the
Sparks Convention Center in Reno,
NV. For more information, call
(212) 229-2965...The 18th Ton-
meistertagung international con-
vention on sound design will be
held in Germany November 15-18.
For more information, call (49)
2204-23-595.. .Finally, longtime Mi-
chael MacDonald keyboard player
Chuck Sabatino suffered a severe
stroke early this year and is now in
rehabilitation. Medical bills are pil-
ing up, and donations would be
appreciated. Please send them to
Mercy Retirement & Care Center,
3431 Foothill Blvd. Oakland. CA
94061, Aun: Sister Patrick, ]

~—FROM PAGE 10, CURRENT

Best Demo Award: Roy
Bowling of Labor $aving Devices
hawked his line of specialized
installation tools with an en-
thusiasm exceeding any TV
evangelist. You could learn more
about snaking cables from this
guy in ten minutes than in ten
years of working on the job. A
tool catalog is available by call-
ing (303) 232-6341, but better
yet, find out when he’s giving
one of his free seminars in
your area.

Our NSCA news continues
with expanded coverage next
month. The next expo is slated
for April 30-May 2, 1995, in In-
dianapolis. Call (708) 598-7070
for details.

HARMAN REALIGNS,

MOVES AKG GROUP

In a move designed to strength-
en manufacturing, distribution
and service, Harman Interna-
tional recently combined oper-
ations that share common ac-
tivities, scaling down the San
Leandro, Calif., office of the
AKG Group and relocating most
of the companies that were
headquartered there.

AKG and BSS are moving in
with JBL in Northridge, Calif.;
the dbx division of AKG will
move its manufacturing and
marketing operations to Salt
Lake City and will report to John
Johnson, president of DOD
Electronics. The low-end Sound-
craft products—such as the
Spirit line—also will be mar-
keted through DOD/DigiTech.

Lexicon assumed manage-
ment oversight for the activities
of Orban (which will remain in
the San Leandro office) and
Studer Editech (Menlo Park,
Calif.). Lexicon also is handling
all U.S. Studer distribution.

There will be some person-
nel reduction at the companies
that have relocated, but Har-
man is not planning on making
any big shifts in distribution, so
the marketplace won't see any
dramatic changes. The compa-
ny is chiefly moving responsi-
bility for some of the products
around. ]
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DAWN Does It All!

Introducing Internal Mixing
and Random Access Video for DAWN.
These features add a new dimension
to its wide variety of applications.

Sound Effects—

Auto Conform— Dialogue— Music—

] P

“EDLs are loaded
into the DAWN,
then sorted by
reel. We either
record the reels
manually or
automatically by
having the DAWN
control the source
machine, as
deemed neces-
sary. Edits are
then generated by
the DAWN and
placed to match
the original
imported EDL."

—ROB (RADAR)
HEGEDUS

FOR

SOUND INTERCHANGE
TORONTO, CANADA

“Because most of
the dialog work |
getis cut on film,
there’s no EDL to
auto load from, so
| re-sync from the
dailies one cue at
atime. The DAWN
streamlines this
process so
effectively that |
have more time to
be an editor—
whAich helps
everybody right
through the mix.”

—DAVID A. COHEN
FOR

TEKNIFILM LABS
PORTLAND, OREGON

“The live orches-
tral score is
recorded directly
into the DAWN
with a time code
reference. | edit
and lay multi-track
music stems, then
playback locked
to the dubbing
stage for the final
mix. | achieve all
of this sometimes
within an hour.”

—L.ORI ESCHLER,
MUSIC EDITOR FOR
SEAQUEST DSV
STUDIO CITY,
CALIFORNIA

“We get an EDL
from the editing
house and import
it into the DAWN.
Software 4
creates empty
edits, automati-
cally, with Ins and
Outs for each
sound effect that
has been spotted.
Then we ‘fill in’
the blanks with
SFX from our
library.
—CHARLIE
RYCHWALSK]}
FOR

SILHOUETTE SOUND
BURBANK, CALIFORNIA

“ADR is spotted,
then recorded and
cut on the DAWN.
Other DAWN
stations record
and edit dialog,
music, foley and
production
effects. All the
elements from
different stations
are then com-
bined at the
dubbing stage and
mixed off a 48
track DAWN
installation.”

—JOHN ROSS

FOR

DIGITAL SOUND AND
PICTURE

LOS ANGELES,
CALIFORNIA

Doremilabs, Inc * 3255 Cahuenga BI.W,#101, Los Angeles, CA 90068
Phone: (213) 874-3411 « Fax: (213) 874-3401 « Modem: (213) 874-3402
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FAST LANE

by Stephen St.Croix

HEAR TODAY,

(GROAN

TOMORROW

recently managed to slice my left ear
canal down to the bone. Actually,
this is not a very difficult feat once
you decide you are going to slice it
up at all, as there is no muscle tissue
there, just skin directly over bone.
Anyway, the result of this accidental
exploratory surgery was a trip to the
medicine man. He told me, in classic
medicine man tradition, that [ had
sliced my left ear canal down to the
bone, and that I should try to avoid
such activity in the future. He finally
told me that whatever happened had
totally missed the eardrum. Okay,
good. Operating on the basic as-
sumption that punching holes in my
eardrums might have some obscure
negative impact on my career, [ was
very glad to hear that.

But as long as [ was there, |
thought I would do the old hearing
test deal again and talk to this new
doctor about ears (if you remember
in my November '93 column, differ-
ent doctors told me different stories
on how the human hearing hardware
works). The doctor was not all that
helpful, which I have become pretty
used to. My father is a doctor, and
most doctors [ go to in Maryland
know of him, so I get the official son-
of-a-doctor treatment: short, fast, to
the point, no detail, assumptions that
I actually know what all that Latin
means, and out the door to live out
my life or to die in half an hour, as
the case may be.

But the lab technician who ran
my tests was a different story. She
was actually quite interested in ears
and hearing, was very current on the
new theories and procedures, and
had a great deal of amassed data in
her little cubical that I had never
seen before. She showed me elec-

tron microscope photographs of the
inner ear and the little cilia, explained
the Current Cool Concepts on how
hearing works, and basically spent
so much time with me that I think
she might have caught some flak as
a result. Another case of the high
cost of educating the masses. She
was great. And here is what she said,
in her...well, in my own words.
Hearing is pretty silly, and really
doesn’t work at all like we used to

14 MIX, JUNE 1994
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FAST LANE

think. There are in fact multiple rows
of audio sensitive hairlets (not 1o be
confused with the audio sensitive
harlots that used to come backstage
in the good old days), but it seems
that their assigned tasks aren’t what
we originally thought they were. To
simplify this to the point of realistic
inclusion in my column, the New
Deal is as follows,

Replacing the last decades belief

that the little hairs in the inner ear
are tuned like mini tuning forks is the
new theory that the shape and mate-
rial composition of the organ of corti
itself plays a great part in determining
which cells are excited by any given
frequency. Von Bekesy's traveling wave
theory is very popular again these
days. Simplified to the edge of dan-
ger, it's a place theory, as opposed to
the resonant theory that 1 referred to
in my last column on hearing.
Instead of all the hairs living in an
identical environment, with each one
choosing to dance only when excit-
ed by the frequency for which it was
born to dance to, it seems that they
are all basically the same, and the

SEITIS PLAYERS D0LY.

Professional tool, not
toy Keyable dynamlcally coupled gating, expansion,
compression, limiting and ducking. Dual mono or true
stereo link modes. Selectable auto or manual gain
makeup. Serious dynamics control that sounds great
at radical settings, without pumping or breathing. The
last word in analog gain reduction.
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environment itself is tuned, by shape
and material damping. High frequen-
cies first, where the SPL s the loud-
est (this is why exposure-related loss
is up there), with lower frequencies
as the sound travels deeper into the
cochlea.

Wait... Late-Breaking News: As |
sat here writing this column, my
March issue of Miv arrived, and 1
found Bob Ghent's piece “Healthy
Hearing and Sound Reinforcement.”
‘This is a must read article! It covers
in very clear terms what T was about
to go into here, so T won't repeat
read it

AND NOW WE RETURN TO OUR
REGULAR PROGRAMMING

Lets leave all the bull behind, where
it belongs, on the floor of used car
dealerships: The human ear simply
wias ot designed for modern life.
Society is loud, and modern techni-
cal society is even louder. Induced
hearing damage is basically inescap-
able in the big city, and unlike the
bulging muscles of the bronzed juic-
ers in Santa Monica, overuse does
not make your cars better, stronger
or more impressive—it just kills them.

USE READER SERVICE CARD FOR MORE INFO)

Age. on the other hand, often does
make your ears bigger, so hang on:
good times, they are a comin’.

Obviously, age is an important
factor in hearing loss. too, but here is
a thought: Not only are we exposed
to daily SPL levels far exceeding
what we are actually designed to
take, but we live much longer now
than even a few short generations
ago. and certainly multiples longer
than the original car design was war-
ranted for. This plays twice: I keeps
you around on the noisy streets long-
er, so that you can amass more ¢x
posure-related hearing damage, and
it causes non-damage-related HF
roll-oft to become much more pro-
nounced. I mean, how many engi-
neers in the cave days worried about
age-related HF loss, when life ex
pectancy was twenty years? As far as
I know. it was only the British ones.

So here are my 1994 Rules for
Hearing Survival:

) Never forget that the cleaner
your studio monitor chain is. the
louder you might mix: We, at Mar-
shall and Lightning Studio. have
found that when you switch from a
large wall-mounted system to a

No hype. No jive. In the

studio or on the road, it's two channels of the most
effective frequency selective expansion/gating and
non-destructive noise reduction available anywhere.
From anyone. Built in America by Valley, with
legendary sound quality that never gets old. At a
price that fits the serious player’s budget.

W

=———

E; ALLEY Aupio Propucrs INc.
9020 West 51st Terrace

Merriam, Konsas, U.S.A. 66203
U.S. Toll Free: (800) 800-4345
Phone: (913) 432-3388

Fox: (913) 432-9412




DIGITAL
EVOLUTION

Technology evolves. The market develops. DIC Digital excels.

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.

e B
- \' _Once again DIC Digital is leading the way
i ‘_';}” by introducing recordable CD’s. Qur 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

YIL)NGITAL

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

super-clean near-field, you may tend
to mix louder because the distortion
artifacts are less, After years of the
old way, we apparently associate dis-
tortion with volume to the point
where we tend to turn up a clean
system if the distortion is missing—
in a subconscious search for those
IM and HD levels that we all know
and tove. So when you finally get
those great new high-buck near-
fields you have been coveting, break
out that dusty old SPL meter and cal-
ibrate your life for the first week.

You may be surprised.

2) If your parents “cuffed” you on
your ears when you were a child,
have them killed and choose a new
line of work.

3) Two short three-minute, loud
playbacks will produce enough short-
term damage so that subsequent
playbacks actually have to be louder
in order to hear what we are all look-
ing for—those little drum squeaks,
reverb-return tail-mud, and the thou-
sand other unwanted artifacts that
we fear in a modern complex multi-
track session. Save the loud “buried-
in-the-background-garbage™ hunts

It's Never Been Easier
to Control Your Dream.

CuePoint Universal Autolocator

D1 MACHIE CONTROL

Cueloint
is ADAT Sync
compatible using the X
optional dataCARD (CuePoint-

ADAT Sync Card) or the dataSYNC.

Serial, Parallel & ADB cards coming soon.

JLCooper’s new Cueloint Autolocator controls

Alesis ADAT, Fostex RD-8, Tascam [DA-88,
other recorders, and digital workstations
in a powerful, compact and

affordable package.

dataSYNC ADAT*MIDI Synchronizer
The dataSYNC connects to your ADAT and provides

MIDI Time Code to drive computer based sequencers,
digital audio and video workstations. Supports MMC.

dataMASTER Professional Synchronizer for the Alesis ADAT

dataMASTER allows the ADAT to sync to all types of computer based workstations, analog

recorders and video editors via SMPTE or
MIDI Time Code. Using MIDI Machine
Control, dataMASTER integrates ADAT’s
digital audio tracks into virtually any audio,

video post production or multimedia system.

oJl€5cPER ELECTRONCS

JLCooper Electronics * 12500 Beatrice Street * Los Angeles, CA 90066 * 310-306-4131 + FAX 310-822-2252
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for the end of each day, then go home.

4) When shooting .44 magnum or
larger-caliber handguns inside, try to
keep at least a window or door
open. This is even more important if
you are in a small, tiled bathroom or
shower.

5) Really clean, super-low- and
super-high-frequency audio is very
difficult to judge for volume. Yes, I
know that you already know this,
but knowing that you know it is ac-
tually kind of dangerous, since you
think you know how much you can
misjudge, while the truth is that you
would be very surprised if you ran
controlled tests: You can't judge. This
stuff can sneak up on you really eas-
ity and slam your hearing before you
have a clue. So watch out.

6) When doing very high-altitude
free falls, stuff a bit of cotton in your
ears to cut the LF wind artifacts. 1
know that real men don’t do this, but
on the other hand, real men can't
hear shit, either. This also applies to
motorcycle riding (note that Harleys
sound even better this way) and rid-
ing in your car with the window
down (really)!

7) Be sixteen again and start over
and do it right this time, now that we
alt know that hearing loss is real.

8) If you happen to be sexually
involved with a screamer, be sure to
use protection; stuff a shooter’s ear-
plug in your ear. You know which
edar, it’s almost always the same one,
isn’t it?

9) If you have lint in your ear
from using cheap cotton or tissues
for the above suggestions, don't vac-
uum it out,

10) Don’t put beans in your nose.

11) Buy a little portable SPL meter
and find out for yourself how dead-
ly many daily activities can be for
your hearing. Then do something
about it. I guess a time comes in
everyone’s life when they grow up
and realize that though you may joke
about some things, some of these
things themselves are not jokes.
Hearing loss is so easy to accomplish
that it takes a very real level of
awareness to minimize it. You can’t
avoid it, but for your own sake, take
this seriously! ]
Stepben St.Croix was lucky: His first
live gig hurt, so be figured out that it
might not be good for him. He bas
used bearing protection ever since, be
it wax, Kleenex, cotton or .38 shells.
The shells look the coolest.
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COMPRESSION
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MD2

MULTIBAND DIGITAL
MASTERING DYNAMICS™

OPTIONAL PACKAGE FOR THE M5000

with independent stereo compressor,

expander, limiter and much, much

more. This means heavy compres-
sion just where you need it with-
out the usual side effects such as
breathing and pumping.

This powerful new mastering tool
from t.c. eletronic allows you to
alter dynamics while staying in
the digital domain. You will not
experience any loss of the
warmth typically associated
with analog signals.

Master the dynamics with the easy
You can change the dynamics exactly to use MD2 M5000 algorithm. Try
at the desired frequency due to the it! Contact your Pro Audio Dealer
three individual frequency bands, each today.
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t.c. electronic
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by Barry Diament

MAKING THE
Most OF
YOUR MASTERS

ver the years, many articles in music
and recording journals have explained
the preparation of master tapes for
the mastering studio. Though some
useful information is offered, most of
these pieces seem biased toward the
convenience of the mastering engi-
neers, so that artists and producers
may be unaware of all their options:
choices to be made before booking
time in the mastering room,

Before even thinking about the
mastering—indeed, before consider-
ing the mix—the most important de-
cision is the 2-track format, and with-
in the general categories of analog
and digital there are a host of other
categories. Analog offers %- and %-
inch tape widths, and tape speed is
usually 15 or 30 ips. (Slower speeds
are not recommended.) For any com-
bination of tape width and speed,
other options include noise reduc-
tion (Dolby A, Dolby SR or dbx).

These choices of wpe type, width,
speed and noise reduction (or no),
offer dozens of possible formats.
And that’s only in analog!

Digital 2-track formats inctude the
open-reel DASH or PD, the older
videocassette-based PCM-F1, the #-
inch U-Matic 1630 (or 1610) and the
ubiquitous DAT. Many digital record-
ers offer different sampling rates.
Even within each of the digital for-
mats, there is a further choice: that of
using the internal A/D converter built
into the record machine or using an
external, dedicated ADC. Using an
external converter opens another set
of options. Ladder-type? Single-bit (or
bitstream)? What about the new re-
dithering and noise-shaping devices
promising 20-bit resolution?

With at Teast 16 different analog
combinations and the number of dig-
ital formats increasing faster than |
can type, and with the knowledge

|
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Apogee’s new AD-1000 20 Bit resolution Analog to
Digital Conversion System is the combination of years
of design expertise with the practical “real world”
requirements of thousands of Apogee users.
Descended from the industry standard AD-500E, the
AD-1000 adds 20 Bit resolution with selectable UvV22™
encoding, ADAT™ optical output, digital oscillator and!
transparent microphone preamps.

Portable 12 volt operation and dual stage, triple
servo, direct coupled microphone preamps with
phantom power, let you take reference standard
conversion wherever you go. Effective input peak.
metering and “Over” indication ease the adjustment of

separate mic gain and multi-turn CAL controls. Select

the acclaimed SoftLimit™ function to position your
recordings above the competition.

A special version of Apogee’s UV22 process
captures 20 Bit resolution and detail into 16 Bit formats
such as CD, DAT and ADAT. UV22 encoding is the
overwhelming choice of mastering engineers world
wide for condensing high resolution sources onto CD's.

Outputs can be ADAT optical or simultaneous AES
and SPDIF to support multiple recorders. Optional
outputs include SDIF, SDIF-Il and Tascam TDIF™. With
the input selector set to DIGITAL, AES or SPDIF inputs
are converted to all outputs. A built-in digital oscillator

AD-1000

outputs all popular “0” reference levels for precise
headroom setting. Patented Apogee Low Jitter Clock
technology assures all digital outputs are free of the
negative effects of clock jitter.

The AD-1000 can operate as a Sync Master or lock
to external AES, SPDIF or Word Clock. Film and Video
are supported by NTSC color, monochrome and PAL
inputs. Transfer and repair work is further enhanced
with Apogee’s “1.001" circuit, allowing pull-up and
pull-down.

Don‘t settle for shortcuts to digital. Your projects
deserve the best. The clearest path from analog to
digital is through Apogee’s AD-1000.
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Digital audio unveiled.

/ ( APOGEE ELECTRONICS CORPORATION,

3145 DonALD DouGLas LOOP SOUTH, SANTA MONICA,
CA 90405. TeL: 310-915 1000/Fax: 310-391 6264

AD-500 Owners, contact Apogee for upgrade information.
TM: SoftLimit, UV22, Apogee Electronics Corp.; ADAT: Alesis Corporation; TDIF, TEAC America, Inc
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that each of these will sound at least
a fittle different from any of the oth-
ers, how do you choose?

ANALOG

Within the analog domain, “%-inch
tape sounds better than “-inch be-
cause having twice the space in
which to store the music increases
the signal-to-noise ratio, resulting in
less tape hiss for a given recorded
level. For the same reason, the 30 ips
speed offers better sound than 15
ips; twice the “real estate” is used for

a given amount of information stor-
age. Faster tape speed also offers im-
proved high-frequency response,
yielding better definition of transients
and, hence, clearer definition among
the separate parts in a complex mix.

The negatives with %-inch or with
recording at 30 ips are increased tape
cost and the need for more tape stor-
age space. Some engineers and pro-
ducers who decide to record in ana-
log stay with the 15 ips speed be-
cause they feel the bass frequency
response at 30 ips is compromised.
In fact, the greater apparent bass at
15 ips is the result of a “bass bump”

0
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A very different design philosophy is applied to all aspects involved in the
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obsession about quality. This process transcends simple engineering com-
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or a musician’s performance. The Red Range from Focusrite. Call for
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(a rise in the upper bass), caused by
a combination of the head geometry
of the machine and the tape speed.
Below the bump, low frequencies
rolt off quickly. At 30 ips, on the oth-
er hand, the bottom rolls off smooth-
ly, without a bump, albeit at a slight-
ly higher frequency; the added tran-
sient capability of 30 ips makes for a
tighter, snappier, truer picture of the
low frequencies. Also, the smooth-
ness of the inherent bass roll-off
makes it easier to restore the tow
bottom with EQ if desired. This is
not to say that you can’t have a great
recording using %-inch tape going at
15 ips; many great albums I've had
the good fortune to work on, espe-
cially remasters of some of the clas-
sics of various musical genres, were
done this way.

What about noise reduction? We
rarely see it used on 30 ips tapes, prob-
ably because of the higher speed’s
lower inherent noise. Many seem to
like the effect that noise reduction
adds to their program material. Effect
is the operative word here because,
in addition to reducing tape hiss,
many listeners find that the various
noise reduction schemes “reduce”
some of the music as well, slowing
down transients and robbing the
music of “air” and detail.

Most of the best-sounding albums
(on vinyl or CD) have their origins in
“-inch (wider on some older rec-
ords), 30 ips analog tape, with no
noise reduction.

DIGITAL OPTIONS

The once-popular PCM-F1 format
has given way to the increased con-
venience and superior quality of
DAT. The DASH, PD and 1630 ma-
chines are not as commonly avail-
able for mixing, although some proj-
ects do occasionally arrive in these
formats. Obviously, DAT is the most
common format for digital mastering.

If you choose DAT (or one of the
other digital media) as a master for-
mat, you have to decide how the sig-
nal will be encoded. You can use the
A/ converter built into the record
machine, or you can use a separate
ADC, in effect using the tape ma-
chine as a transport only. Some of
the best-sounding ADCs available
today come as outboard units.

The advertisements for A/D con-
verters abound with terms like over-
sampling, 20-bit, 16-bit, 1-bit, low-bit,
high-bit, bitstream and the current
buzz word, “jitter” What do these



It's nice to know an AKG studio standard isn't over anyone’s head anymore.

Even among pros, there are times when your
talent exceeds your budget. That's why we
created the new AKG C3000. It has the
warmth, clarity and character of the
most popular AKG studio mic in
the world — at about half the
price. In fact, when you
hear it you'll be amazed
what a large, gold-coated
diaphragm will do for
your sound. The C3000
gives you all the quality
of an AKG without
having to pretend it's

an AKG. Itis
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AKS

Bean, from D'Ciickoo, whose new “Umoja”
CD is on RGB Records.

H A Harman International Company
AKG Acoustics, Inc 1525 Alvarado St
San Leandro, CA 94577 USA
Phone 1 (510) 351-3500
Fax 1 (510) 351-0500
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There are good reasons why over 7,000
of the world’s leading audio professionals
have made Digidesign Pro Tools™ their

digital audio production system of choice.

One reason is Pro Tools’ unique,
open-ended system architecture, which
welcomes a host of powerful options,
including innovative and award-winning
products such as PostView", DINR",
MasterList CD", Sound Designer 11", and
SampleCell 11". Another is Digidesign’s
ongoing commitment to providing timely,
professional solutions with products such
as PostConform”, our soon-to-be-released
EDL/autoconform package, and the
Digidesign ADAT Interface™. Best of all,
there’s the unrivaled flexibility that comes
with products from over sixty Digidesign

Development Partners.

So join the industry’s best.
Call us today at 800-333-2137 ext. 102
to discover what Pro Tools can do for you.

You’ll be in good company.
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HANS ZIMMER-MEDIA VENTURES
(The Lion King, I'll Do Anything, Cool Rumnings)

WEDDINGTON PRODUCTIONS
(Aladdin I, Basic Instinct)

JONATHAN WOLFF
(Seinfeld, Married With Children)

Now with TDM

e A virtual digital mixing environment seamlessly
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5 unity-gain inserts, 5 effects sends and
automatable inputs, subs and masters

* Session snapshot of DSP settings/volume & pan
automation

* DSP Plug-Ins from Digidesign and Third-Party
Developers

* Third-Party hardware cards such as the
Lexicon NuVerb™

¢ Easy integration of external analog equipment

» 22-bit SampleCell II playback through TDM
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Maximizes the level and resolution of 8- to 24-bit files.
Look-ahead peak limiter for transparent processing.
Advanced dithering and noise-shaping for all applications.
Ideal for mastering, post, multimedia, & broadcast.

VU and numeric peak-hold metering.

Two dithering algorithms; three noise-shaping curves.
Processed 16-bit file has 19-bit perceived performance.

For Pro Tools™, Sound Fools II™ and Audiomedia II™ System

Searches through all major SFX libraries simultaneously.
Locates and plays through automated CD changers.
Creates EDLSs for uploading SFX to Pro Tools & PostView™,
Bulk Uploads automatically to Pro Tools and SampleCell.
Imports EDLs.

Controls tape transports.

User-definable libraries and one million word thesaurus.
Logical keyword search.

Networkable multi-user version available soon.
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INSIDER AUDIO

mean as far as sound quality is con-
cerned? Generally speaking, not
much. The term 64-times oversam-
pling doesn’t mean it will sound bet-
ter than 8x oversampling; it’s just a
number for folks who want num-
bers. “Twenty-bit” ain’t necessarily
s0; sometimes even 16-bit isn't! A
poorly designed ladder-type (“16-bit™)
converter won't sound as smooth as
many of the “1-bit” ADCs, but none
of the latter (non-ladder) will display
the degree of dynamic stam and har-
monic detail of the best ladder-types.

A problem that can result from
using an outboard ADC involves jit-
ter and the transfer of the digital
data. The sonic drawbacks associat-
ed with jitter originate in the entire
digital chain (all the way to final CD
or DAT playback). A low jitter spec
(the lower the better) for an ADC (or
a DAC on playback) does not guar-
antee low jitter. Jitter can be intro-
duced by the cable used to nansfer
the digital data from the converter to
the transport mechanism or from the
transport to the converter on play-
back. (Did you believe that “it’s just
numbers; digital cable doesn’t mat-
ter”? Of course not.)

The bottom line here is that if
you're going to use an outboard A/D
converter, pay attention to the cables
carrying the data. BNC, XLR and RCA
coaxial connections, in addition to
the AT&T optical method, offer the
best method of signal wansfer. Avoid
the so-called TOSlink (consumer)
optical connections, which are noto-
rious for loss of information and
coarsening of sound. If you're using
a co-ax cable, pay attention 1o cor-
rect characteristic impedance, or sig-
nal-degrading reflections will occur
within the cable itself.

Assuming you've chosen your en-
coding method (outhboard converter
with proper cabling or built-in con-
verter for convenience or economy),
at what sampling rate should you en-
code your signal? The commonly
available choice is between 44.1k
and 48k. Depending on how you
choose to master, each has its ad-
vantages.

If your recording is going to re-
ceive any sort of analog processing
in the mastering stage, sampling at
48 kHz offers slightly more treble
bandwidth and, consequently, a
more accurate tape to work with.
Many of our clients and colleagues

prefer using analog equalizers (and
limiters, etc.). They feel the addition-
al conversion stages (to analog for
processing, and back to digital for
the final CD or DAT) do less damage
to the sound than using the current-
ly available digital processing gear.
On the other hand, if your DAT
master won't require any processing
or if you choose to process in the
digital domain, 44.1 ktlz is the sam-
pling rate of choice. You can save
the additional conversion steps and,
more importantly, you won'’t have to
do a digital sampling rate conversion
(which always seems to harden the
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sound and obscure low-level infor-
mation by adding quantizing noise).

WHAT ABOUT 20-BIT?
“Twenty-bit encoding” is becoming a
popular phrase this year. Though there
are some 20-bit encoders on the
market, there is no widespread use
of 20-bit storage media. CD, DAT and
the other common digital formats are
16-bit media. Until the day 20- (or
more) bit digital media becomes
available, you can only store 10-bit
“words” on your CI or DAT.

In an effort to squeeze another
four bits’ worth of information (or

20621 Plummer Street, Chatsworth, CA 91311 708/449-7269 - FAX 708/449-5560

USE READER SERVICIE CARD FOR MORE INFO
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INSIDER AUDIO

more accurately, a facsimile of such)
from a 20-bit source onto the CD,
several companies now offer redith-
cring and noise-shaping devices. These
attempt to alleviate some of the loss-
es in low-level resolution as they
exist in the current standard.

Of course, there are 20-bit storage

media available today in the form of

hard disk drives, as well as magneto-
optical discs, and their associated
computer-based controllers. As many
professional mastering facilities use
these desktop systems, it is possible
to take an analog source tape and,
using a 20-bit analog-to-digital en-
coder, redither and noise-shape the
signal with one of the previously
mentioned devices, ending up with
a "20-bit™ CD. This cannot be done
from digital source tapes encoded
using the current 16-bit standard.

How audible is the result of using
one of the =20 into 16" devices? There
does appear to be some improve-
ment in low-level information re-
trieval, primarily in the midrange fre-
quencies. It should be kept in mind,
however, that the subtractive dis-
tortions being addressed by these de-
vices are not the ones most experi-
enced listeners agree upon as being
the weak link in the current digital
standard.

The High Definition Compatible
Digital system from Pacific Microson-
ics (Berkeley, Calif) promises to ad-
dress some of the additive distortions
plaguing the current digital stand-
ards, as well as the issue of resolu-
tion of low-level detail. At press time,
the system was not available for gen-
eral use; it is being used only by co-
inventor Keith Johnson on the CDs
he records for the Reference Record-
ings label. HDCD-encoded CDs can
he played on any standard CD play-
er with a resulting increase in low-
level information and some diminu-
tion of digital hardness. The full ben-
efits of HDCD encoding, however,
will be realized when HDCD de-
coder chips are built into CD players
(the way Dolby chips are found in
almost every cassette player).

Whether HDCD (and its chips)
and/or any of the various 20 into 16
devices becomes commonly available
or not, remember that these are only
intermediate steps toward a higher-
resolution storage device than the 16~
hit CD. But by far, the tactor that de-
termines the quality of the finished

28 MIX, JINE 1994

CDH more than any other is the qual-
ity of the 2-track original that the
muastering engineer will use.

MAXIMIZING THE MIX
During the mix, the most important
tool at your disposal is your moni-
toring system. (See “Mastering Mon-
itoring: Some Thoughts on Stereo”
by Barry Diament, Mix, June 1990.)
Because all of the decisions you nuike
regarding the sound of your record-
ing and your mix will be based on
what vour monitors tell you, it’s a
good idea to make sure they're going
to tell you the truth.,

The placement of your monitors
in the listening environment will kirge-

’I;le factor that

determines the quality
of the finished CD more
than any other is the
quality of the 2-track
original that the mastering

engineer will use.

ly determine how well they can do
their job. Because speakers and the
room work together to produce the
sound you hear, careful attention must
be paid to minimizing the room’s intlu-
ence. This way, the sound to be heard
by the end listener can be determined
and auditioned with assurance.

As far back as the 1950s, Peter
Walker wrote about placing loud-
speakers for stereo reproduction.
Now, keep in mind that by “stereo,”
Walker was referring to the re-cre-
ation of a three-dimensional sound
ficld (an audio “hologram™ and not
the traditional left-to-right spread
many people are used to. To mini-
mize the etfects of room modes (i.e.,
to get the truest reproduction of low
frequencies) and to maximize the re-
creation of the sterco soundstage,
Walker talked about placing speak-
ers well away from room bound-
aries. He suggested a starting point
one third of the way along the room
diagonals. In other words, the fronts

of the speakers will be about one
third of the room's length trom the
wall behind them and about one
third of the room width apart.

The rise of near-field monitoring
in the past several years indicates that
producers and engineers have been
reacting intuitively to the boxy sound
that results from monitors placed
near (or in) walls and corners. They've
been relying on small speakers that
fit on stands kept relatively near the
listening position. Why hasn’t any-
body moved the good speakers to
the choice listening position?

Are your own speakers near a
wall, floor or any large surface? Some-
times moving them only a few inch-
es can greatly improve the sound;
moving them several feet might prove
to be magical. Credit should be given
to Harry Pearson, editor of The Ab-
solute Sound (an audiophile journal),
for popularizing “The Rule of Thirds”
As with many aspects of audio, the
discoveries and observations of the
audiophile community lead to prog-
ress in the pro audio world. Correct-
ly placing your loudspeakers (assum-
ing they're reasonably accurate) en-
ables you to hear what your program
really sounds like. Compared to the
monitor implementation in most stu-
dios, that’s a giant step.

A few other details will ensure
getting the best final results. First, if
the program might require EQ or
some other torm of signal processing
in the mastering stage, it's a good
idea 1o leave a couple of dB extra
headroom.

If you're not absolutely confident
in your monitors, leave most or all of
the final EQ, etc. for the mastering
room. This is often a good idea any-
way, because it is easier to add EQ
(or processing) in the mastering
room than it is to "un-EQ" (or “un-
process™) what was done at an carli-
er stage of production.

Understanding the available op-
tions will make you better prepared
for all the choices you'll have o
make before you get to the master-
ing stage of record production. With
the optimum 2-track format chosen
for mixing, and careful placement of
well-chosen monitors, you're well on
your way to mastering the best rec-
ord possible. ]

Barry Diament is an independent
auiddio engineer and consultant whose
company, Berry Diament Audio, spe-
cializes in mastering.
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ur series on recording
techniques has so far
explored electric and
acoustic guitars, sym-
phony orchestras and vo-
cals, We'll now combine a
diversity of formats and in-
struments under the topic
of the acoustic combo, en-
compassing jazz ensembles,
small  classical  groups,
acoustic duos, percussion
sections, instrumentalists
with vocals and much
more. For this article, we
further stretch the definition
to include the occasional
amplitied instrument, such
as a jazz guitar with a small,
clean amp...no stacks of
speakers need apply.

Many of the engineering
techniques used for small
acoustic ensembles cross
over from orchestral and
pop recording. Maintaining
a sense of live presence
with occasional focus on
highlight instruments is a
key to most successful
combo work. Indeed. cap-

Koo

(HE RGOUSTIC COMA

turing realism—a sense of
“being there™—is a top pri-
ority with this month’s
panel of engineers,
Common to some acous-
tic combo recordings is the
quest for isolated intima-

BY JOIIN LA GROU

out regard to isolation.
Let's now explore the
acoustic ensemble tech-
niques of today’s top re
cordists. This month’s pancl
includes engineers working
with acoustic music in clas-

“Small jazz ensembles are usually
at their best in an intimate club
setting. For this reason, we ask the

players to arrange themselves in
the room or studio as they would in
performance.” —Michael Bishop

cy—an ideal recording en-
vironment in which musi-
cians work together natural-
ly while the engineer main-
tains separation. This is es-
pecially important on multi-
track sessions, but many en-
gineers today strive to cap-
ture the entire acoustic en-
semble direct to stereo with

sical, pop. jazz, country.
bluegrass and other genres.

MICHAEL BISHOP

Specializing in acoustic
music, Cleveland's Telare
International is one of the
most successful indepen-
dent labels for classical and
jazz recordings. Having de-
veloped a reputation for
high sonic standards,
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Telarc’s Michael Bishop shares some
of their methods for maintaining re-
alism on acoustic combo recordings.

“Small jazz ensembles are usually
at their best in an intimate club set-
ting,” Bishop notes. “For this reason,
we ask the players to arrange them-
selves in the room or studio as they
would in performance. When the
group is satisfied with their position
and sound, we'll try to adapt our
recording techniques to them.

“Wherever possible, we always
start with a single stereo pair of mics
providing a solid image of the entire
acoustic ensemble,” he adds. “We'll
use either the Mid/Side technique or
spaced omnis, depending on the
room and music. Microphone choic-
es will vary for similar reasons.
Using this single-pair technique, the
room, for better or worse, really be-
comes part of the sound. Some of
our favorite rooms for acoustic
recording are Clinton Recording Stu-
dio A, Power Station Studio A and
Master Sound Astoria.

“I really like the Sennheiser MKH
microphones tor their natural open
sound and dynamic range,” Bishop
says. “For M/S, we'll often use the
MKH-30 figure-eight with the MKH-50
supercardioid. If the room is really
nice, we’ll put up MKH-20s in a
spaced array, spread in ratio to the
overall width of the players. This
main pair will be prominent in the
mix.”

Because Telare also is known for
its live work, I asked Bishop how he
would approach the real deal. He
says that “P.A. bleed and general
leakage become problems in a live
club recording. Unless conditions
are near perfect, we augment the
main stereo mics by adding a num-
ber of close mics, mixed on-site to 2-
track.

“I like to use sterco pairs for cach
spot-mic position,” he says. “For in-
stance, the piano often gets a modi-
fied ORTF pair of B&K cardioids.
Specifically, T'll start with a spread of
about one foot at an angle of around
130 degrees and place the pair just
inside the perimeter, near the center
of the sound board. We carry our
own ‘medium stick’ to sessions, as
short stick can cause ugly lid reflec-
tions and full stick in live perform-
ance can overexpose the piano to
other instruments.

“However, for sheer sonics,” he
confides, “we really prefer to record
acoustic music in a controlled envi-

ronment. Even in the best studios,
we'll sometimes use individual spot
mics. A good example might be a
full drum set. We don't stick a car-
dioid mic on everything, but we've
found conservative methods that
offer a very realistic image while
maintaining the live group sound.

“Many drummers are now using
kick skins with a tuning hole on the
front,” Bishop adds. "A B&K omni
does nicely, perhaps a 4004 with a
severe windscreen directly on axis to
the hole, about one to three feet re-
moved. A spaced pair of cardioids
go over the drummer's head, point-
ed toward the right floor tom and
left rack tom, respectively. And, if
necessary, we might place an omni,
such as the MK11-20, near the snare
and hi-hat and fine-tune the position
for balance.

*Acoustic basses can be difficult,”
he continues. “A couple years ago,
we discovered a microphone made
by Audio-Technica, the ATM-35.
which is now our first choice for
spotting a bass. It's lightweight, takes
high SPL with interchangeable pat-
terns and comes with a tiny goose-
neck, which snaps on the F-hole.
Mixing a bit of DI signal adds that
crucial bit of presence without clog-
ging the image. We've found the 35
works well on close-miked trumpet
and sax.” [Author's Note: Listen to
Telare C-83301. a 20-bit recording
employing a pair of ATM-35s on
Jerry Mulligan's baritone sax, and
Telarc CD-83307 and 83316, where
Dizzy Gillespice’s trumpet is miked
with an ATM-35.]

“We'll often have to isolate the
vocalist when one accompanies the
group,” Bishop explains. “Depend-
ing on the room and style of music,
I'll use a slightly spaced pair of
omnis anywhere from two to six feet
away. A matched pair of Neumann
vacuum tube M-50s work especially
well on female vocalists.

“I also like to use an 8-foot-high
semicircle gobo of RPG Diffusors be-
hind acoustic groups,” he says. “This
really helps focus the group within a
larger room without losing the reso-
nance of the large room itself. 1f a
bassist or guitarist is using an ampli-
fier. I might use RPG Abfussors as
gobos between instruments.

“All microphones are sent on short
cables to a rack of outboard pream-
plifiers,” Bishop adds. “including Mil-
lennia HV-3s and FM Acoustics M-1s,
and mixed with the shortest signal

path possible in the board. Unless
there's some requirement for multi-
track, we'll record direct to a 2-track
Mitsubishi X-86 using our custom 20-
bit converters and an Apogee UV-22
for conversion to 16 bits if DAT is
used. We're also looking forward to
trying the Sony 9000 MO recorder
on sessions and in editing.”

BILL VORNDICK

One of today’s busiest acoustic
country engineers is Bil VornDick.
With a list of credits including Bela
Fleck & the Flecktones, Doc Watson,

Jerry Douglas, Allison Kraus, Mark

O'Conner, [T Tyme Out and the
Nashville Bluegrass Band (1993
Grammy winner for Bluegrass
Album of the Year), VornDick shares
his methods for defining today’s
acoustic country ensemble sound.

“I think the most important aspect

“I record most of the
acoustic groups with
a stereo pair of mics
on each instrument.
We rarely do multiple
dubs of individual
instruments. There’s
more life and
spontaneity when all
the musicians are
playing together; and
you can feel it on the
recording.”

—Bill VornDick

of recording an ensemble is prepa-
ration and organization,” VornDick
says. “It helps to know in advance
who's coming to the session. There
are many great players in Nashville,
and I know the sound of their in-
struments. H 1 know who's coming,
I can be tested and ready with the
proper microphones, preamps, cue
feeds and isolation techniques for
the session.

I record most of the acoustic
groups with a stereo pair of mics on
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cach instrument.” he continues. “We
rarcly do multiple dubs of individual
instruments. There's more life and
spontaneity when all the musicians
are playing together: and you can
feel it on the recording. Its always a
question of how much isolation is
required for any session. but [ prefer
to have alt the players in the same
space. Unfortunately, mixing a ses-
sion recorded without proper isola-
tion can translate into poor instru-
mental tone and definition. So 1 usu-
ally take advantage of the various
rooms and isolation methods here at
Music Row Audio lin Nashvillel].

“We have a large collection of mi-
crophones, preamps and compres-
sors. which we try to match up to
the individual instrument.” VornDick
says. “Every instrument is different,
and every mic and preamp high-
lights particular colors.”

Recently, VornDick recorded an
acoustic quartet session. “The up-
right acoustic bass was placed in our
larger isolation room, about 12 by
15,7 he says. "On bass, Flt typically
experiment with a KM-84 or 86,
paired with a C-12 or U47. I'll move
the mics around until we hit some

sweet spots: one mic in the upper
body. one in the lower.

“Many acoustic basses are dy-
namically inconsistent from note o
note.” VornDick continues, “so |
often use a pair of URELI LN11706
compressors 1o smooth the peaks
and valleys. The upper mids of a
bass also have a tendency 1o get lost
in the mix, so I may add some out-
board EQ to tupe. The Sontec or
Rane SP15 are good choices for this.

“The violin was placed in our
smaller room, which measures about
10 by 11, he explains, "We've tried
lots of techniques on the violin and
usually end up with a U67 or KM-6:1
through a Drawmer 1960 preamp
compressor. We place the mics
above and focused toward the sweet
spot. Some other nice combinations
we've found on violin include C-24s
and KM-81s.

“The other two instruments, gui-
tar and mandolin, were recorded in
the 25-by-30 main room.” VornDick
notes. “There's something very
sweet about recording wooden
acoustic instruments in rooms with
hardwood tlooring. Here at Music
Row Audio. the floor is “-inch oak

tongue and groove, which is tloat-
ing. The walls are trapped and fin-
ished with strips of Western cedar.

“The acoustic guitar, a Martin 1)-28,
wis recorded using two Sankens,” he
says. "On guitar, in general, Pl iy
pairs of Sanken CU-31s or 32s,
Schoeps cardioids or Audio-Technica
1033s—or some combination of
these. One mic sits between the end
of the neck and hole along the lower
body pointing up. about six inches
away. Of course, this changes with
every player.

“The second guitar mic is placed
right. about chest high, again around
six inches away, pointed down be-
tween hole and body,” VornDick ex-
plains. “Getting the proper phase be-
tween two mics like this can be
tricky. I'll monitor alternately in
mono and stereo while placing the
mics until the sound is solid. A
phasce meter can also be handy
when adjusting widely spaced stereo
mics. [ approach the mandolin like a
guitar; two mics caretully adjusted
for image and depth. Getting the
mandolin player to stay in place is
another story! The Milab DC-9613
sounds particularly sweet on the old

THE SIMPLE SOLUTION FOR

MULTI - CHANNEL 3-D SOUND

e Real-time control of Sound Positions
anywhereinside the Loudspeaker
array (up toeight channels)

e Automated control of Sound
Positions with MIDI and SMPPTE

e Automated control of Sound
Positions with one FSK Data track on

Multi-track Audio Tape Recorder

e No Encoding or Decoding required

SS

e Doppler Shift effects and Propor-
tional Reverberation with an external
Reverberation/ Digital Delay unit

e Compatible with all existing Sur
round Sound encoding/ decoding.

¢ Scaling, Rotation, Expansion and
Speed control of the Movements

e Stunning 3-D Music witha Touch
Sensitive MIDI Kevboard

SPATIAL SOUND, INC.
743 Center Blvd., Fairfax, CA 94930 USA
Tel: 415-457-8114 Fax: 415-457-6250

Just try to fly the sound of an
eagle from back stage over the
audience disappearing through
the back wall of the theater with
any automated or non-automated
mixing console. If you ever get it
right, it will take you a long time!

The SSP-200 Spatial Sound
Processor does it in less then 5
seconds. This is just an example,
but think of all the sound effects,
music, voices you would like to
move but never do because you
simply don’t have the time:
Trains, bullets, helicopters, bees,
distant voices, rockets, footsteps,
sirens, screams or even individual
notes from a music score?

The SSP-200 Spatial Sound
Processor is hard to beat both in
price and user friendliness! Call
us: 1-800-60-SOUND
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THE STUFF THAT LEGENDS ARE MADE OF,

Talent. Hard work. A little luck. “My experience with the CM5 and other mikes in the
And the right equipment. That’s the 40 Series has convinced me that Audio-Technica now ranks
stuff that legends are made of. as one of the very best manufacturers of high quality micro-

phones. The clincher is that the CMS5 offers incredible

Legendary musician, producer, engineer, arranger performance for much less than its competition.

and songwriter Alan Parsons knows what makes a legend
So we asked Alan to test the new Audio-Technica
AT4050/CM5 multi-pattern, large
diaphragm studio capacitor
microphone

“To say that the CM5
is a serious microphone
would be an understate- /2
ment,” says Parsons. e
“It's up there with the
very best. It gives
me a realistic,
warm and true
representation
in the studio

Symmetrical direct-coupled electronics in the AT4050/CM5
provide excellent transient response and low distortion.
Featuring three switchable polar patterns (cardioid, omni
and figure-of-eight), the CM5 combines warmth and
transparency with super-high SPL capability.
Find out for yourself what Alan Parsons has
found in the new AT4050/CM5. Write, call or fax
for more information. Audio-Technica U.S., Inc
1221 Commerce Drive, Stow, Ohio 44224
(216) 686-2600 Fax: (216) 686-0719

@ audio-technica.

Alan Parsons and
the new AT4050/CM5

J Alan Parsons will be using Audio-Technica microphones
exclusively on his upcoming world tour to promote his latest
Arista Records release “Try Anything Once.” (CD 07822-18741-2)
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Why not get everything professional

Digital 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 3 ]

gives you instant access with incredible editing speeds, i = Ll e

the sound quality you want, and the reliability you can Optional DM-80-S Multitrack Manager control

count on, project after project. Jor the Macintosh*— easy to learn, fast to use.

the Word.

Problem is, many DAWSs just can' give you all of Problem: Some DAWs are the weakest link in the audio

these things. chain. The DAW you buy should deliver sonics as good or
Heres why: better than any piece of audio equipment you own.

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 wait.

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.

The Answer: A workslation 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 Answaer: 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 We believe you'll find all these answers and more in the
dedicated hardware remote that gives you familiar tape Roland DM-80 Digital Audio Workstation. Call us at
recorder controls, or computer software control that is (213) 685-5141, ext. 337, or FAX (213) 722-0911 fora
simple to understand and easy to operate. 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.”

the Word
on the streedt.

“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.”

MICHAFT STANTON
(

“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 FRLITAS

“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

“The DM-80s 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

EMMY AWARD WINNING SOUND DESIGNER/PRODLUCEF
[ A

(“18T FLIGHTS WITH NEIL ARMSTRONG")

Roland
=

ProAudiovideo
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Why do top performens
tlemand Audix” OM-Series Mics?

The R, hals e o e
The Reed Hat Chili Peppers Ry Sprinastacn

Nirvana

1he Breeders

) ; Aldarrean
I~ mmylow Harris AlJarreas

The performance.

Pﬂl‘ll]l'ﬂlallﬂﬂ IS EVEFWIIIIQ And our Audix ONI-3 Bm ﬂl]ll’l ]llSl lakﬂ our Wlll'ﬂ Go ahead. Shop around.

ON-5 and OM-7 are the best [Look for a mic as good as the ON-3 L ONI-S “or
performing mics... at any price.

ONI-7 . You'll be comparing them to mics costing
much more. And trankly, no matter how much vou
spend. you won't find a better mic... just ask the pros!

lﬂaﬂlﬂﬂ lﬂﬂnﬂﬂlﬂﬂv Our exclusive VENE (Very Lo

Hassy diaphragm is made of a remarkably strong, vet
thin and lightweight composite Nvlar | Tes ligheness Ask vour dealer to demo the Audix ON-3 L ONI-5
allows phenomenal response and quick reaction to and OM-7 . You won't be disappointed.
acoustic impulses. "T'he results are unmatched levels of

resolution. rejection and gain before feedback You can write to us at: AUDIX, 19439 SW 90th Court

Fualating OR 97062, fax us at (714) 388-8172

i . e . .. st s - H -82
Tm] l]llamv \udix makes the highest quality mics in the or just call 1-800-966-8261.

industry. FFrom our rugged. clectronically applied
“e-coar” finish, to our durable, gold NLLR connector, and

high-tech, precision tooling—cvery element of ecery

Don't buy a mic without trying an Audix.

AUDIX

© Vb Corporation, 1994, AN rights resened. Audin, the Andi
| NS OMS and OM7 are trademarks of Audin Corporanion
Ozher trademarks are the property of their respectine osner

ONI-Sceries mic mecets the most demanding performance
standards. [t's why we can offer a lifetime warrann

on ONI-Series parts

The OM-3xbr
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F-hole Gibsons, as do the KM-84s

. . . V2 V4 V4 Y%
and 64s. For this session, we liked ) }‘V‘}‘ﬁv
the 96B-84 combination. :\‘{“%‘*\4

“When I'm recording more than
one instrument in the main room, |
use a closed-cell foam baffling.” he
adds. "It's about 12 inches thick and
is cut so the musicians can see over
the top. This foam is just right and
doesn't muddy everything up. It has
a nicely neutral effect, a free ambi-
ence so to speak, and is perfect for
isolating acoustic instruments with-
out isolating the players too much,

~All the instrument mics were fed
directly to mic pre’s.” VornDick
notes. “Some were then patched to
compressors, and others went
straight to our MTR-100A muititrack

using Ampex 499 tape. monitored S d d N 9 C l
through the console. Recording cach Oun an O]Se Onll' 0
instrument in stereo allows unique P d 'th S 1 ]
identities without conflicts in the ro UCtS Wl 0 U‘lons
mix. For instance, one in.‘s‘trunwm ! : i* :
might be panned hard teft and 10 % CALL FOR A FREE CATALOG

o'clock. while another might be set
at 11 and 2, and so forth.” AND SAMPLE {
1- 800 - 782- 5742

In summarizing his experience
with acoustic ensemble recording, .

AlphaAudln M. ACOUSTICAL SOLUTIONS. INC. ®

Acoustics

N

VornDick says, "Don't get caught up
with using the same audio path all
the time. I've offered some opinions
that work for me. but 'm always HETACTAY A SST LB L LI S RLLATAD

doing something different. What do - B v
your cars tell you? That's the bottom ‘
line.”

|
PRESTON SMITH !
As engineer for National Program-
ming Group at Minnesota Public
Radio and technical director for the
“I'm convinced that the O l l O: ; | ’

best direct 2-track

recordings sound more Business, that is. Are you At QCA, we know that is a

tired of waiting and waiting to sure way to lose business,

realistic than a remix. A get vour cassettes or CD’s 7 because so many of our clients

. . . Have vou heard have come to us afi

direct stereo recording is you Ve come to us after

every excuse in the CQ being treated that way.

especially appropriate book, and some We know only one

i bles i i new ones? way to work: quickly,

on acoustic ensembies 1N Is it frustrating to be at the on vour deadline, and at the

good rooms. Room ’ mercy of a company that does-  highest level of quality. Call us
n't respect your deadline? and place an order today.

. . n ) )
acoustics are difficult ‘
to maintain on a | 1-800-859-8401

2 < ”»
multitrack remix. QCA Inc. » 2832 Spring Grove Ave. Cincinnati Ohio 45225  (513) 6818400 Fax (513) 681-37™
. Manufacturers of Quality CD's, Casscttes & Records for over 40 Years
—Preston Smith _ - , ! - S i
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Minnesota Symphony Orchestra,
Preston Smith is no stranger to the
art of recording acoustic combos.
Smith spoke with Mix from the MPR
studios in St. Paul.

“Aside from broadcast responsi-
hilities,” Smith says, “most of my
recording work is with pure classical
and classical pops, such as semi-
classical remakes of hit tunes and
popular music. 1 recently finished a
project for Virgin called Love Songs
and Lullabies. We had Sharon Isbin
on guitar, with vocals by Benita Va-
lente and Thomas Allen, and Brazil-
ian percussion. It was entirely
acoustic and very enjoyable.

“On Sharon's record,” Smith con-
tinues, "it was important to capture
the sound of all players and vocalists
in a single space without sounding
clectrically panned and mixed. On
some songs, the only way to achieve
this was to forsake the multitrack
and record directly to 2-track.

“Though it's tempting to do
everything in multitrack, I'm con-
vinced that the best direct 2-track
recordings sound more realistic than
a remix. When you record direct,
you avoid the additional trip through
the console and the unavoidable
new generation. A direct stereo
recording is especially appropriate

-

Warm 1t up!
The ADL 1000 Tube Compressor
6 v 0 ° .

and

The ADL 200 DI Stereo Tube Direct Box

Find out now why so many people are warming up
their sound with ADL tube equipment
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* Neil Dorfman (Sting, Paul McCartney, Def Leppard)  Stephen Paul Audio, LA
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* John Jennings (Mary Chapin Carpenter), Nashville  Bearsville Studios, NY « Tchad Blake, LA
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\__ Anthony DeMaria Labs - 5 Dubois Road - New Plz, New York 12561 )
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on acoustic ensembles in good
rooms. Room acoustics are difficult
to maintain on a multitrack remix.

“For instance,” Smith says, “there's
nothing like a beautifully reverberant
room for recording a classical cham-
ber group. No reverb in the world
can duplicate the detail and com-
plexity of a fine room. However,
when the natural acoustic sound is
good, a reverh such as the Lexicon
480XL can nicely complement the
recording.

“Most  producers  prefer an
acoustic recording to be fairly imme-
diate and clear. Yet, the closer to the
ensemble we place mics, the less
room sound we get. This is why |
find it difficult to avoid using a
mixer. A good balance of direct en-
semble and room is often attainable
only through a minimum of four
mics—two or three on the ensemble
and two for ambience.”

When asked to elaborate on a
typical ensemble recording setup,
Smith responds, “It really varies de-
pending on the project and room.
We did the Isbin project in the MPR
studio [a 40x60x15-foot room with
Neve V Series console], and each
song was quite different. The guitar
was recorded with a pair of B&K
40006s, the vocal ensemble was
recorded somewhat distantly with a
pair of B&K 4011s, and the Brazilian
percussion array was generally
miked with a pair of Neumann KM-
84s, often spread fairly wide. We
sometimes overdubbed percussion
using the B&K omnis for a larger
image. Some songs were recorded
as an ensemble direct, and others
were overdubbed instrument by in-
strument.

“On a typical string quartet or
small chamber group,” Smith elabo-
rates, “I'll often select two or three
Neumann KM-131s or B&K 40006s,
spread and mixed to strike a balance
between spaciousness and good
stereo image. An additional set of
stereo omnis often go up in the
room or hall for ambience.

“When we go remote,” he notes,
“I like to use the Ampria 8x2 line
mixer, which has remote mic pre-
amps or my DDA Model S for
acoustic ensemble mixing. As [ set
up a mix, I tend to go with my first
impressions. [ find that the more 1
try to tweak the image, the easier it
is to mess things up. I'll always bring
along some trusty reference CDs and
listen carefully while I'm setting up a
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a logical. fully implemented control
Topaz includes SOLO and
functions on all tape monitors,
a critical feature in cutting through
the mix to isolate problems. some-
thing our competitors may have
overlooked
MORE FLEXIBILITY. Our
Floating Bus™ design enables vou
1o route Topaz's 8 group outputs
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mix. If it takes longer than ten min-
utes or so to develop a good bal-
ance, I go back and listen to the en-
semble for a while and start fresh.

“l prefer to monitor on speakers,
but that's difficult in certain remote
rooms; especially churches. If possi-
ble, 1 bring B&W 80ls and PSE
mono power amps for reference
monitoring. The Wadia A/D pro-
vides the majority of my conversion
to digital.”

A few parting Smith truisms:
“Don’t overlook the obvious. So
often, we'll scratch our heads and
wonder why the sound isn't right. It
might just be that the ensemble isn't

in perfect tune, or one player is a lit-
tle too soft. When things aren't going
well, one thing I've done is re-
arrange the players in a different
way—maybe facing each other, or
setting different instruments closer to
cach other. It's amazing what a dif-
ference little things like this can
make in a recording.”

BRUCE SWEDIEN

Although his recent credits focus on
pop and rock recordings, Bruce
Swedien is no stranger to the
acoustic combo. With an engineer-
ing legacy spanning nearly 40 years,
Swedien brings a master's insight to

Ll
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the defining years of sterco combo
recording.

“I think the most important en-
semble recordings I made were the
late-"50s sessions with Oscar Peter-
son,” Swedien says. “The sessions
were officially recorded in mono,
but I privately multed a stereco ma-
chine down the hall! 1 still have
those stereo tapes today. and they
sound marvelous. There's even talk
of making a CD from some of the
unreleased stereo masters.

“Those sessions were all recorded
at Universal's Studio A in Chicago.”
he explains. “1Us a very large room,
about 75 by 30 with a 25-foot ceil-
ing. Acoustic ensemble recordings
usually do better in a large. well-
tuned room, and the Peterson ses-
sions were no exception. Studio A
has a sound like you wouldn't be-
lieve. 1t's magic! 1 recorded a lot of
acoustic groups in that room.

"I learned carly on that jazz

“I learned early on
that jazz combo players
need to play together
physically or they lose
the groove. Wherever
the musicians feel
comfortable playing is
where I try to work
from, though

certain modifications
are inevitable.”

—Bruce Swedien
combo players need to play togeth-
cer physically or they lose the
groove,” Swedien says, “Wherever
the musicians feel comfortable play-
ing is where I try to work from,
though certain modifications are in-
evitable. For instance. the acoustic
bass couples casily into the piano.
But Oscar and Ray (Brown) liked to
play real close together. So 1 placed
the bass on an iso-riser. about ten

feet off the floor. This cleaned up
the piano low end.



“On Ray’'s bass,” Swedien contin-
ues. T devised a technique of wrap-
ping the microphone in foam rubber
and placing the mic in the hole of

the bridge so that the capsule is —

under the fingerboard. Ray didn't \ ~ 292 Blap
scem to mind, and the Altee 218 : ' I ‘ / = =

mics I used worked wonderfully. ; \_

Theyre shaped like small Coke bot- 3
tles and fit pertectly. I've got a num- —\ -

ber of these 21Bs, which 1 still use
today.

“My first choice for piano miking
at that time was a pair of KM-506s."
he savs. ~Occasionally, T use the
same pair today that T used on
Oscar’s piano back in 1958, They
sound so good! I like to place them
in coincident X-Y nearer to the high
strings. with the lid open full. De
pending on production require

™

ments, T may go in as close as cight == ¥ PosT PERFECT/MIXED NUTS
feet oft the high piano strings. An- I posT PRODUCTION FACILITY, NEW YORK
other NX-Y pair I'm using on piano is i MONITORS: BBSM-4, BBSM-12
the AKG 4 14-EB. |

“Ed Thigpen was Oscar’s drum- i | Westlake Audi
mer.” Swedien notes. “1wish the 1
drum overheads were stereo for = = monitar:
those sessions, but T used only a sin: : chia

gle Telefunken CM-51 short body—
the one with interchangeable cap-
sules. An RCA 77DX ribbon mic
picked up the hat and snare.

“These days,” he says, “assuming
we're isolating the drums from the
ensemble, Tl start with a true coin-
cident pair of B&K omnis over the
set and adjust for overall sound. I've
got a lide 12-inch square mini-gobo
made of particle board and ply-
wood, with Mu-metal sandwiched
inside. This panel goes between the
snare and hat to provide extra isola-
tion. 1 have a particular AKG-451.
which works wondertully on many
snares.

“Now for kick.” Swedien explains,
“I've got a furniture blanket sewn in
the shape of a drum. After we get a
good fit, I'll place an appropriate
mic in a special zipper slot. Kick
mics can range from U47s to MD-
421s, depending on the player. And
on toms, [ still like a robust mic.
such as a UR7.”

PAISLEY PARK
RECORDING STUDIO, MINNESOTA

y MoONITORS: SM-1 FIvE WAY SYSTEM

BOB KATZ

As product manufacturer and 20-
year recording veteran, Bob Katz has
gained a deserved reputation in pro-

" MANUFACTURING GROUP "}

fessional audio. Presiding over the : - o6 ey ot Ll
. ok AES ¢l e Kty dividos = U6 LAVERY LOUN Ll
New York AES chapter, Katz divides , Newbury Park CA 913208

his time between recording dates, : \ , AX
mastering sessions and management
of his company, Digital Domain, in
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~ Why you should buy an FBX
- to do nothing to your sound. |

By Doran Oster, President, Sabine Musical Mfg. Co.

ntil the invention of the Sabine FBX
Feedback Exterminator, engineers had no
practical alternative for controlling feed-
back other than the 1/3-octave graphic
EQ — a 35-year-old technology.
“What’s wrong with EQs?”’ Nothing — if
you need to "shape your sound”. On the
other hand, if you're using an EQ to
eliminate feedback, you may as
well think of it as a
“sound sponge”. In
fact, EQs “soak up” a lot
more sound than you
might realize. Practical
experience proves that EQ fil-
ters are much too wide for chasing feed-
back and end up muting the program.

L.

Here's why: 1/3-octave EQ filters are
actually one full octave wide! Think
about this: If the filters were only 1/3
octave wide, there would be no filtering

Wouldn't it be great if your EQ filters
could be ten times narrower? Then they
could eliminate feedback without a per-
ceptible change in the
sound. What if you
could get more gain
before feedback?
Well, the Sabine FBX
does all that — and the FBX's fully digital
adaptive filters do it automatically!

N ow, you may say, “If the room is set up
properly with an EQ, | don't have a prob-
lem.” But maybe you do, and don't realize
it. Try this test, and prove it to yourself.
After you finish your next installation,
patch in a CD player and play your favorite
CD. Now punch the EQ in and out of line.
We think you'll agree it sounds like
there's a blanket on the speakers when
the EQ is in. That's your EQ soaking up
the sound.

Are all sound profes-
sionals crazy to use
EQs to control feed-
back? No — up until
Sabine invented the
FBX, there was no
practical alternative.
Parametric EQs have
narrow filters but are

Moving even a single EQ slider ruins your frequency response! too slow and cumber-

between the fixed sliders. I'm not just
talking about cheap EQs — even the best
EQs share this problem. In fact, if you
pull your 1000 Hz slider down 12 dB,
it actually removes 46% of the power
going to your speakers between 500
and 2,000 Hz! Pull two or three slid-
ers, and you wipe out the overtones of
your voice, causing you to sound nasal
and your monitors to sound muddy.

FBX

FEEDBACK EXTERN

[
sabine

some for live sound.
They cause phase shifting, and drift with
temperature. Pitch and phase shifters ruin
the sound and can't be seriously considered.

Which brings us back to the new
Sabine FBX Feedback Exterminator,
the only option that really works.
Put it just before the power amp in the
audio chain, and it automatically senses
feedback. Then it automatically cal-

culates the frequency of the feed-
back and, in less than a second,
places a very narrow digital filter

FBX- 50
ANLa ) iawan
e e

The Sabine FBX-900

(ten times narrower than a 1/3 octave EQ
and up to 20 dB deep) directly on the res-
onating frequency. The FBX automatical-
ly eliminates feedback without muting
the sound. And you get more gain
before feedback. Think of the FBX as an
EQ with 20,000 sliders run by 1,000 top-
notch engineers. It's just that simple.

Who's using the FBX? Thousands are
now installed throughout the world.
Here are just a few of our customers: The
Ricky Van Shelton Band. Dr. John.
Vienna State Opera House. The Vatican.
NASA. Full Sail Center for Recording
Arts. CBS Studios. Merle Haggard.
McCormick Place Convention Center in
Chicago. Hyatt Regency, San Francisco.
Jefferson County, Colorado, Court
System. Boeing. Ohio University.

And the list goes on and on.

Make us prove it— call Sabine to arrange
a demonstration of the FBX Feedback
Exterminator.

FEEDBACK EXTERMINATOR

FBX Feedback Exterminator (Patent Pending) is a regis-
tered trademark of Sabine Musical Manufacturing Co
Inc. for their brands of automatic feedback controllers
All rights reserved
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“Think of the FBX as an EQ with 20,000
sliders run by 1000 top-notch engineers.

It’s just that simple.”
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Musical Manufacturing Company, inc.

4637 N.W. 6th Street

Gainesville, Florida 32609 USA
Telephone: 904/371-3829 or 800/626-73%4
Fax: 904/371-7441

FBX8P071583



New York City.

Specializing in acoustic recording,
Katz has engineered more  than 100
CDs for the audiophile Chesky label
and many others. Among these fine-
sounding recordings can be found a
number of acoustic ensembles. |
asked Katz to comment on his tech-
niques and opinions on recording
the smuall, mostly unplugged combo.

“*Owning a mastering studio, |
have the opportunity to really scruti-
nize the quality of my recordings,”
Katz explains. “In fact, no matter
how familiar I am with the speakers
I bring to the recording sessions, |
always come back to the mastering
room to double-check my work.
This is why the first day of any ses-
sion is considered ‘our day’ for get-
ting the right sound; that is, for the
musicians and me. After the first day
of recording, it's all theirs.

“In my acoustic recordings,” he
adds, "I have a priority of impor-
tance. Most important is the room.
Any engineer can multimike a
combo and get an acceptable sound.
It's my objective to match the room
and musicians in such a way to
allow for minimum microphone

For over 12 years, Sweetwater Sound has
been dedicated to providing musicians with
the very latest technological breakthroughs at
affordable prices. From synths and samplers
to multitrack recorders and mixing consoles,
Sweetwater has everything you need to make
your dream MIDI system or home recording
studio a reality. Isn't it about time you tound
out why musicians and engineers around the
world have come to depend on Sweetwater
for all their equipment needs?

KORG
Roland

KURZWEIL
AP PGt _Spplerrit—

SCAM

CONFUSED2 WHAT ARE YOU WA

“Any engineer can
multimike a combo
and get an acceptable
sound. It’'s my
objective to match the
room and musicians in
such a way to allow for
minimum microphone
usage—often just a
stereo pair.”

—Bob Katz

usage—often just a stereo pair. If the
room is just right. and the musicians
can play with sensitivity, two micro-
phones are sometimes sufficient to
capture a beautiful soundstage.”
Katz’s next priority is the “neces-
sity of the producer and engineer to

YOUR ONE-STOP MUSIC TECHNOLOGY SOURCE

Whether you're a
first-time buyer or a
seasoned pro look
ing 1o upgrade your
gear, Sweetwater
sells products from
over 80 of the best
names i the busi
ness and our prices
aresolow . youwon'
have to ke a see-
ond job just to start
making music! With a sales staff that s the most
knowledgeable in the industry and a factory
authorized service center on premises, vou
have 10 ask yourself: why go anywhere else?

NG FOR? CALL US FOR FRIENDLY, FREE ADVICE AND GREAT PRICES!

coax an exceptional performance
from the musicians. Great players
need no help in concert, but record-
ing is unique and, especially when
attempting 1 minimal mic technique,
the engineer and producer must
work closely with the musicians to
get a balanced, natural sound.

“My third priority is, of course,
the selection of microphones and
signal path,” Katz explains. *In my
work for Chesky, we almost always
use a custom AKG C-24 stereo mi-
crophone with electronics entirely
modified by George Kaye at Audio-
labs. The transformer has been re
moved, and the all-tube electronics
have been modernized for lower
noise and better sound. The preamp
is actually built into the mic so it op-
crates at line level. On occasion,
we'll also use stock microphones,
but as highlights only and almost
never for main pickup.

“Now. I always begin an acoustic
ensemble project with a clear mental
picture of how the combo should
sound on record,” he continues. *1
believe iU's an aesthetic sensibility
that every recording engineer should
develop. Without an audio vision,

Opcode @ Mark of the Unicom ¢ AKAI » Sony
Digidesign e Ramsa o Passport  TOA ¢ AKG
Panasonic * Digitech * InVision e Nakamichi ¢ JBL
Mackie o BBE e Lexicon o Carver » Coda o Rune
Fostex Recording ¢ JLCooper ¢ Dynatck © Stewan
Soundcraft © TAC/Amek  KAT » Crown e Anatck
Fumuan ¢ Oberheim ¢ Tannoy # Juice Goose
Tech 21 o 3M. Ampex & Denon Tape
Macintosh, IBM and Atari MIDE software & interfaces
OTHER MAJOR BRANDS TOO! HUGE INSTORE INVENTORY!

N

Our exclusive guarantee:
“If you don’t like it, we’ll take
it back — with no hassles!”

NO SALES TAX (except IN)
VISA ¢ MasterCard ¢ Discover
‘ AMEX »COD » Trades

fwaler

, SOUND INC.©

5335 BASS ROAD « FLWANE, N 46808 ( 2T9) A3 2=8176 Ax (2194321758
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there's no real direction, and the end
result is left largely to random
chance.

“I think the best combo recording
I've made was with Kenny Rankin.
To begin with, we used the old RCA
Studio A in New York—perhaps the
finest room in New York City. The
ceiling was entirely adjustable, and
the room was perfect for acoustic
work. They were just crazy for clos-
ing it.

“Kenny was backed by a bunch
of great players: Dave Ratajezak on
drums, Danilo Perez on piano, Dave
Finck on upright bass and George
Young on woodwinds. We recorded
the ensemble with a Blumlein
crossed figure-cight pattern, and
Kenny sang on the back side of the
microphone, facing the ensemble,
using the cqually sensitive rear
Blumlein pattern. 1 think we needed
a litde extra presence on the piano,
but better than 90 percent of the
record was recorded with a single
stereo pair.

“One thing that made this session
work is a drummer who played with
great sensitivity,” he explains. “On a
single-point mic arrangement, if the
drummer gets even a litde too loud, it
can spoil the entire group. The entire
group, in fact, understood the con-
cept of self-mixing their levels. We
took hours to find the right positions
for everybody. And because Kenny
faced the group, it was casier for the
players to sense and interact with the
singer's subtleties, and vice versa.

“Another important aspect of two-
mic ensemble recording is having a
consistent bass player. Dave Finck's
instrument, and his ability to play it
uniformly. made this recording very
special. No compression or EQ was
necessary. We also had our pick of
pianos from Yamaha's Concert Art
Department in New York. Finding
the right piano for the room and
combo blend was another key.

“The entire recording was sent di-
rectly to 2-track via my custom 128-
times oversampling 20-bit A/D con-
verter, dithered for 16-bit format,”
Katz says. "Newer Chesky recordings
use an A-to-D adapted from my
solid-state design but built with
tubes by George Kaye. The very lat-
est recordings are 20-bit and re-
dithered 1o 16-bit using a new algo-
rithm at the last stage only.” n

Jobn La Gron is an engineer, miisi-

cian and inmventor.
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Iy
DIGITAL
MULTITRACK
TAPE RECORDERS

66

he more things change. the more they stay
the same.” At least that old adage still applies in
professional audio. Remember, if you will, back
to that Orwellian year of 1984. A decade ago.
evervbody predicted that in ten years we'd all
be encrypting thought processes on biocubes.,
and recording tape would be.awell, history. So
here we are in 1994, and good ol recording
tape is still with us. High-end digital multitracks
continue their steady sales. Mcanwhile, thanks
to the revolution in modular digital multitracks
(MDMs), the reality of digital recording has be-
come affordable to just about anyone with a
MasterCard and a yen to be creative.
Here are the latest offerings in the world of
digital multitrack tape recorders—what's available,
along with retail pricing. Regarding the latter, bear

in mind that these are siggested retail prices; your
pricing may vary. Addresses are provided so you
can contact the manufacturers directly for more
information.

REEL-TO-REEL SYSTEMS

IU's no secret that the PD- (Professional Digital)
and DASH- (Digital Audio Stationary Head) for-
mat machines represent the elite corps of digit-
al multitracks, with a sizable user base among
high-end studios. DASH systems are available
from Sony. Studer and Tascam. Otari is current-
ly alone in the PD camp. although its machines
are also compatible with hundreds of the (now-
discontinued) Mitsubishi decks worldwide.

OTARI DTR-900I1
The DTR-90011 is Otari's third-generation digital
32-track, offering expanded use of VLSIs for

BY GEORGE PETERSEN
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Loud and Clear is
what the Dynaudio
Acoustics PPM3
mini-main monitor
system delivers.

T radeylz13rg

Mini-Main (Mhin'-ee Mane') n. 1. small, yet pewerful.
2. item of primary use, though diminutive in stature. 3. .
a distinctive and modern approach to high quality audio With output equal
reference monitoring, i.e. see the DynaudioAcoustics to thatofyour mains,
PPM3 (pictured below). yet sized small
enough to sit on the
meterbridge, the
PPM3 provides
nearfield clarity for
importantdecisions,
and remarkable
extended dynamic
range. The PPM3,
it's a whole new way
to monitor.

Ax I m_avkeling &

distribution
727 Aflantic Avenue, Boston, MA
ph. 617.457.8120
fax 617.457.8104

ciynaﬁioacoustics®

1 Book Mews, Flitcroft Street, London WC2H 1DJ, UK Tel. (+44) 71 379 7600
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R E C O RDI N G
You can get the practical, real-world skills needed to successfully start your
career as a recording engineer, producer or studio musician. *Hands-on
approach, learning by doing *Previous experience not required *Complete
300 hours of training in less than 2 months *6 studios filled with the latest

equipment *Small classes, excellent personal attention *Job placement
assistance *Financial aid available *Low cost, on-campus housing

For free brochure, call or write today
| g 1-800-848-9900 1-614-663-2544
T h e

THE RECORDING WORKSHOP
Recording 455-X Massieville Rd
WorkShop

Chillicothe, Ohio 45601
Ohio State Board of Proprietary School Registration #80-07-0696T
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greater reliability and less power con-
sumption, and improved +15-volt
power supplies to accommodate op-
tional Apogee lowpass filters in the
A/D and D/A sections. This PD-for-
mat machine records 32 tracks on 1-
inch tape and is compatible with
Otari DTR-900 models, as well as the
Mitsubishi X-850 and X-880 decks.
Maximum recording time is one hour,
using a 14-inch, 9,700-foot reel of
tape. Two analog cue tracks and a
dedicated SMPTE time code track are
provided.

Converters are eight-times over-
sampled, 18-bit DACs, and four
AES/EBU digital inputs and outputs
can be selected to any of the 32 tracks,
for use with digital VTRs or other
AES/EBU-compatible devices. Error
correction is Reed-Solomon Code with
CRC recovery/correction circuitry.
Analog inputs and outputs are active-
balanced, operating at +4dBu.

Among the DTR-900II's standard
features are switchable 44.056/
44.1/48kHz sampling rates, +12.5%
varispeed (adjustable in 0.1% incre-
ments and displayed in percent or
halftones), parallel and serial control
ports, built-in SMPTE time code read-
er/generator, digital overdubbing and
ping-pong capabilities, simultaneous
recording from digital and analog in-
puts (if desired) and a transport that
resolves to any common time-base
reference, such as composite video or
line frequency.

The remote provides full transport
controls, along with 30-segment LED
meters with selectable peak-reading
or peak-hold characteristics. Addi-
tionally, users can select from seven
different rates at which the bar graph
meters decay. Crossfade times can
be adjusted from 1.3 milliseconds
to 1.3 seconds, in 1,024 steps,
and standard autolocator features in-
clude 100 cue point memory, ten di-
rect store/search points, return-to-
zero, repeat and autopunch func-
tions, the latter definable in 0.1-
frame or millisecond resolutions. All
session data—such as cue point and
event time data, autolocator infor-
mation, channel setup memories—
can be stored on the tape and
loaded into the remote before the
next session.

A digital matrix feature allows the
user to select analog or digital in-
puts—or a combination of both—for
simultaneous, multisource recording.
Routing of signals within this digital
matrix can be addressed from the re-



mote or the machine itself, for as-
signing any input to any track. This
allows internal track bouncing and
scamless assembly editing, even on
a single-transport system.

The basic DTR-9001 has a pro user
net pricing of $140,000; the version
with Apogee filters is $150,000. Stand-
ard accessories include the remote lo-
cator with meter display. a H0-meter
cable for the remote and a 10-meter
digital dubbing cable for cloning
tracks between two DTR-900I1s.

Options include a plug-in chase
synchronizer module (EC-103) that
simplifies locking the DTR-90011 as a
slave to a master time code sourcee, ad-
ditional meter bridges for console-top
or recorder mounting, and a CB-303
PD-10-DASH-to-PD format converter,
enabling bidirectional transters be-
tween the DTR-9001T and any DASH
multitrack recorder—entirely in the
digital domain.

A dual-transport system with 04-
track autolocator is also available,
providing sample-accurate lockup
between the two machines.,

Otari Corporation, 378 Vintage
Park Drive. Foster City. CA 94404,
(415) 341-5900.

SONY PCM-3348

Since introducing the PCM-3348 48-
track digital recorder at the 1988 AES
Convention in Los Angeles, Sony has
delivered over 100 such machines in
the ULS.

The PCM-3348 uses the double-
density DASH tormat. Therefore,
hasic tracks can be recorded on any
standard 24-track DASH deck, and
production can continue by using
the (upwardly and downwardly)
compatible PCM-3348, providing 24
extra tracks for overdubbing and
mixing. Two analog cue tracks and
one time code track also are provid-
ed. Other amenities include record-
ing time of up to 65 minutes (at 44.1
kHz), two-times oversampling A/D
and D/A converters and a power
consumption of 1,200 watts.

Features  include a  multiple
ping-pong mode  for bouncing
up to 48 tracks simultancously
within the machine: built-in SMPTE
time code reader generator;
switchable 44.148kHz sampling
rates (44.050kHz sampling for video
applications is also available); £12.5%
pitch shift; and expanded sampling
memory. The latter provides 20 sec-
onds of full-resolution, 16-bit stereo
audio (or 40 seconds in mono), with

| S —

Headphone Solutions
For The Small Studio

The HA-6 Headphone/Monitor Amp is ideal for the
studio without a separate control room. Plug up to six
headphones into the front panel, and each musician has
his or her own volume control. It does double duty as a
20 watt/channel power amp for playback over small
monitor speakers. If necessary, expand it by adding. ..

Up to a dozen HR-2
Headphone Remote
Stations, cconomical passive
headphone boxes that clamp
to any mic stand. FHR-2's may
be daisy-chained with standard
mic cords from a HA-6 or a...
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SP-20 Half Rack
Stereo Power Amp.
The best way to go in
the studio with a
separate control room.

This compact unit contains the same amply-powered
20W/channel headphone amp as the HA-6, but with only
one built-in headphone jack. Put it in the control room
and attach a chain of HR-2's on the studio floor. It can
also do double duty driving small monitor speakers.

Furman manufactures a broad line of moderately
priced, high quality signal processors and power
conditioners for pro audio applications. For a catalog, call

or write:

Furman Sound, Inc.
30 Rich St.
Greenbrae, CA 94904 USA

All Furman products are made in the U.S.A.

Phone: (415) 927-1225
Fax: (415) 927-4548
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manual or external source triggering
and reverse sample playback. Precise
editing of sample start and end points
is possible, as is the ability to delay
the output of any track (in single-
sample increments) to compensate
for signal processing delays, miking
techniques, etc.

The PCM-3348's time code chase
synchronization and control func-
tions are extensive, with free-run or
rechase modes, variable resync ca-
pability and the ability to insert
frame- or subframe-accurate offsets.
SMPTE drop-frame, nondrop-frame,
EBU and film time codes are sup-
ported; an internal synchronizer
handles sample-accurate lockup of
multiple PCM-3348s. Also standard is
a dedicated electronic edit mode for
machine-to-machine assembly edit-
ing in the digital domain. Analog in-
puts and outputs are electronically
balanced, and available digital 1/0
ports are AES/EBU and (unbalanced
and balanced) SDIF-2.

The RM-3348 remote controller,
autolocator, which comes with the
recorder, provides control over all
PCM-3348 functions, including vari-
able speed control, digital ping-pong
and three days of memory backup.
Up to three PCM-3348 or PCM-3324
transports can be controlled.

The PCM-3348 is priced at
$252,350 including the RM-3348 re-
mote control/autolocator and stand.
Options include a console interface
board (for controlling the PCM-
3348's record-ready functions from a
mixing console) and a MADI inter-
face board, providing access to all
tracks using the Multichannel Audio
Digital Interface protocol, for con-
nection to other MADI-equipped
equipment (recorders, digital con-
soles, etc.) over a single coaxial
cable. Another option is a remote
48-track meter unit, with switchable
peak hold (two seconds or perma-
nent), clipping indicators, record sta-
tus LEDs for each track, and error
status indicators.

SONY PCM-3324S

Priced at $62,830—about the same
range as an analog 24-track with
noise reduction—is the Sony PCM-
33248, a digital 24-track recording
system that can be custom-config-
ured with numerous options. The
machine is compatible with all
DASH-format 24- and 48-track
recorders, has a maximum recording
time of 65 minutes on a 14-inch reel

of %-inch tape (at 44.1 kHz) and of-
fers selectable 48/44.1/44.056kHz
sampling frequencies.

The PCM-3324S uses a high-
speed, pinch roller-less transport,
and due to its extensive use of VLSI
technology, consumes a mere 800
watts of power. Prestriping and/or
erasing operations (including control
track and time code) can occur at
four-times real speed, and £12.5%
varispeed is standard. Other stand-
ard amenities include 1-bit A/D con-
verters (64-times oversampled), 18-
bit D/A converters (eight-times over-
sampled), a multiformat time code
generator, V-clock and varisync fa-
cilities, and automatic microproces-
sor-controlled alignment. Analog in-
puts and outputs are electronically
balanced XLRs.

The PCM-3324S becomes quite a
different machine with the addition
of various options. The RM-33248S
(83,090) is a simple remote control
that provides basic transport/record
controls, along with crossfade time
select, autopunch, varispeed and au-
tolocate functions, with 100 cue
point memory. The larger RM-3324
remote ($11,330) adds advanced fea-
tures such as machine-to-machine
synchronization for electronic edit-
ing and multiple digital ping-pong
for copying tracks within the digital
domain.

Other options include serial and
parallel transport control interfaces,
a confidence monitoring head, time
code reader/generator/chase syn-
chronizer and 2-channel SDIF-2 or
AES/EBU digital 1/0 boards (chan-
nels can be routed or assigned via
the RM-3324S or RM-3324 remotes,
and up to four I/O boards can be in-
stalled in the PCM-3324S). Multi-
channel digital /O options include
MADI or SDIF-2, with 24 channels
on either. As with the PCM-3348, a
remote meter display is available
and has two-second peak hold, infi-
nite peak hold and normal meter
modes. The RAM playback option is
similar to that of the PCM-3348, with
20 seconds of full-resolution, 16-bit
stereo audio (or 40 seconds in
mono), with manual or external
source triggering and reverse sample
playback.

Sony Pro Audio, 3 Paragon Drive,
Montvale, NJ 07645; (201) 930-1000.

STUDER D827 MCH
No newcomer to the digital multi-
track arena, Studer showed its first
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Bryston's BMP-2 Stereo Microphone Preamplifier

Warranty

Bryston’s BMP-2 is a balanced two channel single
rack-space microphone and instrument preamplifier providing audio perfor-
mance exceeding that achieved in recording studio consoles. Designed for
high level “close mic” appiications, headroom is maintained without using
input attenuation (pads). A 1/4” unbalanced (1 meg.) instrument input jack .

. Generation
is provided to utilize low and medium signal levels from magnetic pickups
in guitars, contact microphones, keyboards etc.

A unique feature is our low ratio input transformer coupled
to totally balanced and discrete inscrumentation amplifiers. This provides
very high input headroom (+ 10 dB) and ultra low distortion and linearity.

Each channel features: A program meter (60 dB range) with
response selector allowing the input to be monitored in peak or average
mode. A 12 position gain switch changes the channel gain in 4 dB steps,
from 14 dB through 58 dB*. A 10 pesition two stage high-pass filter switch
provides adjustment between 21 Hz to 163 Hz in half octave steps. Other
channel features include, switchable 48 volt phantom power, a microphone
impedance switch for matching the microphone to the preamplifier, micro-
phone input polarity switch and channel mute switch.

Switches and connectors are gold plated to provide freedom
from corrosion and distortion. Electronic components are hand selected and
tested boch before and after installation in the circuit. Each and every
preamplifier is “burned-in” on our test bench for a full 100 hours prior to
final checkout.

If your requirements are for sonic excellence ultimate refia
bility and superb value, all backed by our industry leading 20 year warranty,
then the Bryston BMDP-2 microphone preamplifier will surpass your

every performance criterion.

*Other gain steps or continuously variable gain also available on special order.

57 Westmore Dr., Rexdale, Ontario, Canada M9V 3Y6
o) e Tel: (416) 746-1800
) N - \
‘3 :ﬂ[j’—((ﬁr:sﬁl_,r‘ (_d] Brystonvermont, 979 Franklin Lane, Maple Glen, PA 19002
Tel: 1-800-673-7899
USE READER SERVICE-CARD FOR MORE INFO




digital 8-track design at the 71st ALS
Convention in March 1982, Unveiled
at the 1993 AES in New York City.
the D827 MCH. Studer's newest
digital recorder. is fully compatible
with all 24- and 48-track DASH-for-
mat machines.

Getting  past the recorder’s
streamlined look and radical purple
color scheme, the D827 MCH offers
much more than is visible to the eye.
The recorder can be ordered as a
basic 24-track machine, and can be
later field-retrofitted to full 48-track
operation as budgets or production
needs increase.

The basic machine (24- or 48-

Thanks to the
unique filter
design, the Y
Vitalizer gives you
unprecedented k
power to enhance
and enrich every
nuance of the

sound spectrum.
Choose from:

channel control
gives freedom to
enhance individual

psycho acoustic equalizer

track) in the standard configuration
is sold without converters (presum-
ably for use with external converters
and/or a digital console) and in-
cludes onboard SMPTE synchroniza-
tion (with full editing capabilities), as
well as 36-channel MADI and 2-
channel AES/EBU interfaces. Time
code is always available at the TC
output—ecven in stop or during
winding operations; and £12.5%
varispeed is  standard, as are
+4.1748/41.056/47 952kHz sampling
frequencies.

More than 14 available options
allow users to “custom”™ configure
the machine. First is the A/D con-

True stereo |
operation with
the same
uncompromising

approach to |
equalisation as
the Classic.

Internationol soles consultoncy: 5 =L
ICM GmbH, Tel. +49-9342 21866, Fox +49-9342 22544 "

fwswm"“f"’.w I: Grishy Music, Tel. 071-710 8471, Fox 071710 8477
S and UK GR: KEM, Tel. 01-647 8514/5, Fox 01-647 6384 |
representotion: beyerdynamlc)))) F.SST. Tel. 01-459 603 95, Fox 0)-428 582 47

Finlond: ~nto-Yhtidt, Tel. 0-755 7711, Fox 0-7553581 |
Us: Tel. 516:293 3200, Fox 516-293 3288 Toiwon: Kingsbeom, Tel, 02-788 6816, Fox 02-782 4741
uk: Tel. 0273-479411, Fox 0273-471825 Turkey: (8, Tel. 01.281 8925, Fax 01-279 1850
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verter package. which uses ad-
vanced noise shaping techniques to
impart many of the benefits of 18-bit
conversion for storage on the 16-bit
DASH format. The A'D converters
are available in groups of eight
channels, with and without noise
shaping. The D/A converters are
also available in 8-channel blocks
but do not require noise shaping cir-
cuitry, as the noise shaping is 2 sin-
gle-ended process (encode-only),
with no decoding necessary.

This fall. Studer will begin deliver-
ing its 24-bit expansion system for
the D827-48. This retrofitable $30.000
option transforms the 48-track
recorder into a 24-track machine,
where the first 24 tracks will be
DASH-compatible for 16-bit play-
back. and the additional bit informa-
tion for the first 24 tracks is stored on
tracks 25 to 48. The option provides
digital 170 only and does not include
the 24-bit converters, so users can se-
lect their own converters, or connect
the deck 1o a digital console.

Other options include an SDIF-2
interface. 24- or 48-track confidence
playback heads. remote meter
bridge, parallel audio interface. two
autolocators (with and without
sound memory) and “Setup Han-
dler.” The latter is a Macintosh ap-
plication that takes full advantage of
the D827's software configurability.
allowing screen-based manipula-
tion/storage of user parameters, user
text memos, input/output configura-
tions and internal ping-ponging or
track-bounce setups/routings. Sound
memory is an onboard RAM option
providing sampling capability to
simplify the editing of recorded ma-
terial for reinsertion into any new lo-
cation. With cither 45 or 180 seconds
of mono audio available (split
among any four tracks), the editing
of sizable sound files is possible.

Pricing for a standard 24-track
1D-827-2+4 is $80.000 (less converters);
48-track models begin at $125.000
(less converters) or $148.400 with
A/D and D/A converters.

Studer Editech Corp.. 1865 Air
Lane Drive. Nashville. TN 37210;
(613) 391-3399.

TASCAM DA-800/24

Tascam’s DA-800/24 is a 24-track
DASH-format digital recorder featur-
ing proprietary ZD circuits in the
ID'A converters, two-times oversam-
pling in record and playback, analog
and digital cue tracks, 30-point au-
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DIGITAL EFFECTS CARD
FOR MACINTOSH

The Lexicon NuVerb
— Reverh & Effects Processor
—— . ‘| isthe next generafion of

i control and creafivity
for desktop audio production.

wir® NuVerb will interface with all
— | of the leading production
C 2 software as well as sequencing / /
P [’{' programs and features exclusive
T - 20-bit audio processing with
L full AES/EBU Digital 1/0. .
|| Plug-into professional audio’s
/\’ ’_ || world-renowned Lexicon Sound

'~ and gef ready for a wild ride
| on the NuBus.” .

exicon

HEARD IN ALL THE RIGHT PLACES

H A Harman International Company

LEXICON, 100 Beaver STREET, WaLTHAM, MA 02154 TEL: (617) 736-0300 Fax: (617) 891-0340

& NuBus are registered of Apple Computer.

USE READER SERVICE-CARD FOR MORE INFO ‘
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Get a Warehouse of
Tube Amp Rigs
in a Single Rackspace.

Tech 21's revolutionary technology is designed in the true tradition
of tube amplifiers in their fotality. SansAmp PSA-1 merges the
warmth, dynamics and responsiveness of this 100% analog
circuitry with digital programmability. You can instantly select
from a "warehouse" of industry-recognized tube amp sounds,

and create an entirely new arsenal of your own. Engineered for
direct recording and live performances, SansAmp PSA-1 delivers
consistent pro quality sound, studio to studio, venue to venue.

From Vintage to Modern.

There are 49 factory presets and 49 user-definable
programs. Presets pay fribute to such distinctive
sounds as Hendrix and Van Halen I, B.B. King
and Stevie Ray Vaughan, Santana and Metallica,
Queen and Pantera. There are 10 bass style
seffings, ranging from traditional jazz fo Yes,

from slap fo King's X.

Effects Loop "50/50" Switch.
Preserves signal integrity. When engaged,
Effects runs in parallel with the interna
signal ::z) of the SansAmp. The dry signal
remains in the PSA-1 and is not subject fo A/D
conversion or other signal degradation.

Universally Friendly.

Parameters are adjusted manually in real time
with standard/analog potentiometers. You just
play the instrument, turn the knobs until you like
what you hear, and save it. The exact position
of each pot is then stored in the memory. To
find the prese:fosih'on of any particular

pot, arrow indicators guide you directly
fo that point.
Universal Output Section.
Enables signal fo be compatible with
full-range systems as well as guitar
and bass speaker cabinets.
Not Just Another Pre-amp.

Uniquely designed with an individually
adjustable pre-amp section and symmetrical
clipping "push-pull" output stage, you are able to
o:fieve and modify the harmonics and sweet
overdrive characteristics inherent
fo tube amplifiers.
Universally Creative.
In addition fo its obvious applications with
guitar and bass, SansAmp PSA-1 yields
intriguing results when used in seemingly
unorthodox ways, such as with keyboards,
drums, sax, and vocals. It is also excellent
for enhancing existing tracks
in mixdowns.
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PSA-1

T ECH &7 NYC

1600 Broadway, NYC, New York 10019
212-315-1116 / Fax: 212-315-0825
MADE IN THE U.S.A.
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tolocator, 40-character alphanumeric
display, and AES/EBU and SDIF
digital 1/0 ports.

Among the standard amenities on
this $100,000 machine are a full-
function remote controller and on-
board synchronization, which can
operate either as a slave or master
code source. Some of the recorder’s
convenience features are emphasis
and control logic switching at the re-
mote control (under a hidden
panel), an hours/minutes/seconds
calculator, and an optional second
meter bridge for remote use. Due to
the DA-800/24's extensive use of 1SI
circuitry, power consumption is only
850 watts.

Tascam Professional, 7733 Tele-
graph Road, Montebello, CA 90640;
(213) 726-0303.

MODULAR DIGITAL

MULTITRACK SYSTEMS

High tape costs may be a thing of
the past, when you can record digit-
al audio tracks on an MDM system
using readily available videocas-
settes. Offering expandability and a
price/performance ratio that's un-
beatable, it's no surprise that more
than 30,000 MDM recorders have
been sold over the past couple of
yeuars. And this huge user base has
also attracted third-party companies
(and the manufacturers themselves)
to develop accessories and add-ons
for specialized applications.

ALESIS ADAT

Over the past two years, Alesis has
sold more than 25,000 of its S-VIIS-
based digital recorders, a number
that exceeds the combined output of
all other manufacturers of digital
multitrack recorders. Eighteen
months ago, Fostex agreed to devel-
op ADAT-formart recorders under its
own name and began delivering its
RD-8 decks this year.

Priced at $3,995, ADAT is a mod-
ular, expandable system based on
each unit having eight tracks and oc-
cupying three rackspaces. At sug-
gested retail, a complete 24-track
digital system (three ADATSs and a
BRC remote controller) costs less
than $14,000; a 32-track system is
less than $18,000.

ADAT features 16-bit lincar reso-
tution, variable sampling rates of
40.4 1o 50.8 kHz, two location mem-
ories (plus return-to-zero), loop-
ing/rehearse function and a choice
of four digital crossfade times.
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geral part of my studio, being ™
my atixing console.
t's a'pleasure to use,

Songwriter, vocalist, and keyboardist Michael Pinder, formerly with the Moody Blues, is famous for his pioneering use of the
Mellotron. The hauntingly beautiful sounds of this instrument became the trademark of the group's early works.

Mike is back in the studio, and has just released a new CD called “Off the Shelf.”' Mike's new CD “has a jazzier, more

sophisticated flavor than his music with the Moodies, while retaining...that heavenly atmosphere.

1952

When it came time to digitize his recordings for final mastering, Mike trusted only one system. “...at the end of the chain | mix
directly to an IBM clone computer running The CardD™, by Digital Audio Labs... It's fabulous, for a thousand dollars, and it has

incredible editing and the A-to-D and D-to-A converters are the best | ever heard. | do all of my mastering there.

CardD? .. $795

Professional-quality soundcard for the IBM.

“CardD’ $295

Companion to The CardD™, for direct digital
transfer to and from your DAT.

meDigital Only CardD"~  $49s

Stand-alone card for direct digital transfer to and
from your DAT.

' Mike's CD is available exclusively through Higher & Higher,
P.O. Box 829, Geneva, FL 32732. Send SASE for information.

From Higher & Higher, an independent fan magazine
focusing on the Moody Blues, Winter/Spring 1994

USE RCADER SERVICE CARD FOR MORF INFO
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FastEddie $199

The FAST editor for Windows™ soundfiles.

EdDitor DY $349

The Professional editor for Windows™ soundfiles.

Digital LUINOE

14505 21st Avenue North, Suite 202
Plymouth, Minnesota 55447
phone (612) 473-7626 fax (612) 473-7915
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Hans Zimmer's f:/m scoring projects include: True
Romance, Cool Running, I'll do Anything,The Lion
King, and House of the Spirits. Ut

Nat:ona/ Sound’s All-Digital Studio 2. renﬁ’;q;ects

NBC’s Today Show campaign, Fox-WNYW.!
A Current Affair theme, and PBS Netwo ( e.

Recent Shows Include: 1993 MTV Video Music Awards,
1993 Billboard Music Awards, Aerosmith, Rod Stewart,
Midnight Oil, Counting Crows, and Smashing Pumpkins.
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MUSIC

Media Ventures
Session setup_time is reduced
to zero. Save frequently used

‘seu’/ﬁs easily. Instantly move

from one song to another.
Monitor mixes, different ver-
sbons, dub mixes, £EQ, and level
variations may be instantly
recalled and compared. This
leads to impressive monitor
mixes, repeatable cue mixes,
and faster operation which en-
hances the creative process.

AUDIO POST/MUSIC

National Sound

(a division of National
Video Center/NY)

SnapShots allow for fast pro-
ject turnaround. Setups for
each client may be saved for
instant project setup. It is a
simple matter to save and

Some audio mixing systems have recall, but
there is a big difference between recall and
SnapShot Recall. This difference can be mea-
sured in the time it takes to reset all the con-
trols. The Euphonix CS2000 and CSII systems
feature SnapShot Recall which can instantly
reset everything including faders, pans, aux
sends, equalizers, and dynamics

in a music environment SnapShot Recall allows
the engineer to setup for complex mix and over-
dub sessions in seconds rather than hours. For
Audio Post Production studios, SnapShot Recall
lets the client compare different versions of a cue
or a scene, making the decision process easier

»

recall multiple versions of a ,‘!Great care has been taken in the analog circuit

spot or cue for co

made no time is wasted in
setup. Clients are able to audi-
tion different versions of a mix
instantly.

Jne Remote
productlons

linstantly during the
show Each segment in a show
may have its own SnapShot.
The Euphonix can handle the
work of several consoles, mak-
ing life a lot easier for the
engineer and resulting in bet-
ter mixes.

mparison. . design to'ensure that SnapShots may be fired
And when changes have tmbe&

~onmair. In fact Euphonix systems are installed in
facilities such as Broadcast Studios and Opera
Houses where it is essential to have instant,
silent resettability during the performance.

The Euphonix dynamic mixing system includes
a console SnapShot with each mix. When you
load a mix the console instantly resets all controls
and switches for true A/B mix comparison.

Once you have experienced SnapShot Recall,
mixing will never be the same.

Worldwide Sales, N. Hollywood, California
{818) 766-1666 FAX: (818) 766-3401

New York (212} 581-6242 FAX: (212) 315-9552
Nashville {615) 327-2933 FAX: (615} 327-3306
UK +44 (0)71 724-8773 FAX: +44 [0})71 262-8215

= Hiphonix

USE READER SERVICE.GARDFQR MORE INFO



Any number of ADATs—up to a
maximum of 16 transports—can
he synched to sample-accuracy
(£1/48.000 second) by connecting
one sync cable between each ADAT.

With ADAT's higher operating
speed, a 120-minute S-VHS cassette
yields 40 minutes. 44 seconds of
record time, going up to 53 minutes
on a 160-minute tape. Included with
every ADAT is the LRC, a palm-sized
remote controller that duplicates all
the transport controls.  Analog
input/output connections include
both Y-inch jacks (-10dBV, unbal-
anced) and ++dBu balanced 170 on
a 50-pin Elco connector. Also on the
rear panel is a “-inch jack for a
punch-in/out footswitch.

The rear panel has fiber-optic
in/out ports, allowing the cloning of
safety copies—cach ADAT includes
the necessary glass-fiber cable—and
providing access to the digital audio
datastream for connecting peripher-
al devices, such as the optional Ale-
sis Al-1 S/PDIF- or AES/EBU-to-
ADAT interface. Recently, Alesis
added ADAT-compatible, fiber-optic
ports on its Quadrasynth synthesizer
and Quadraverh II digital effects
Processor.

Priced at $1.995, the BRC controller
adds essential functions—such as
multichannel editing. video and/or
MIDI synchronization, programmable
pre/post-roll, multipoint autolocation,
track delays (up to 170 ms), track
bouncing, etc.—that are lacking in the
basic ADAT recorder. Standard BRC
features include SMPTE time code
read ‘write/generate, chase lock 1o
any external SMPTE source, MIDI
synchronization. transport control of
up to 16 ADAT decks, 400 locate
points, digital-domain track bouncing,
automated assembly editing, inde-
pendent delay of any (or ally tracks,
record group assignments. auto
punch-in/out, multimachine offset
and more.

The BRC also allows for a few
tricks of its own, including the ability
to name and display individual song
titles, take numbers or regions. A user
also can store such data (along with
setup information, autolocator points
and customized user defaults) on the
head of each tape. Continuous play
allows multiple ADATS to operate in
relay fashion, providing a virtually
unlimited amount of record/play
time—as one deck stops recording.
another scamlessly begins recording
from that point.

The BRC slaves an ADAT system
to incoming SMPTE time code at +4
or -10dB levels: video syne (com-
posite or black burst) and word
clock in/out ports are provided.
The BRC synes to MIDIE sequencers
using MIDI Time Code or MIDI
Clock/song Position Pointer; MIDI
Machine Control is also supported.

The optional Al-1 (8895} is an
Alesis fiber optic-to-AES/EBU and
S/PDIF digital interface and sample
rate converter. Also in a single rack-
space chassis is the Al-2 (5995) syn-
chronizer. Developed jointly with
TimeLine, the Al-2 offers SMPTE
chase. Sony 9-pin interface, word

clock in/out, video reference input
and an interface for controlling
ADATs from a Timeline Lynx, Lynx-
2 or MicroLynx system. Used with an
ADAT system (with or without BRC).
the AI-2 can act as a stand-alone
synchronizer for chase-locking to in-
coming SMPTE time code from any
source.

ADAT ACCESSORIES

DataSync from JL Cooper Electronics
(Los Angeles) derives a MIDI Time
Code output from ADAT's control
track, providing MTC or MIDI Ma-
chine Control for driving sequencers
or other MIDI-controllable devices

Probably
the
only
thing
Barbra Streisand
and
Nine Inch Nails
have
in common...

i M READER NERVICE CARD FOR MORE INFO
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without having to waste an audio
track for recording time code. Coop-
er's dataMaster is a rack-mount syn-
chronizer with SMPTE chase, MIDI
sync, MIDI Machine Control and op-
tional ($149) Sony 9-pin/ESbus sync.
CuePoint, Cooper’s newest product,
adds many of the BRC functions in a
mid-sized, mid-priced ($799) loca-
tor/controller.

The Steinberg ACI from Stein-
berg/Jones (Northridge, Calif.) adds
MIDI sync and MIDI Machine Con-
trol to any ADAT system. Designed
for use with Steinberg’s Cubase
program, ACI works with any se-
quencer or computer platform that
supports MMC. Sound Trax Studios’
(Burbank, Calif.) PC-Connection is a
hardware/software system for con-
trolling ADATSs via an IBM-compati-
ble computer.

On the workstation front, Digi-
design offers interfaces for transfer-
ring eight tracks of audio directly
to/from ADAT into Session-8 and
Pro Tools disk-based workstations.
Meanwhile, Fostex has included
ADAT-format, fiber-optic, digital 1/0
on its Foundation 2000 workstation.

Alesis Corporation, 3630 Hol-
dredge Avenue, Los Angeles, CA
90016; (310) 558-4530.

FOSTEX RD-8

Now available, the Fostex RD-8 uses
the same S-VHS transport and record
electronics as the Alesis ADAT but
adds sophisticated synchronization
and control features. The RD-8 is
compatible with the Alesis system
and can be used as a master or slave
deck; tapes recorded on the two ma-
chines are completely interchange-
able. With any ADAT system—Alesis
or Fostex—a 120-minute S-VHS cas-
sette yields 40 minutes, 44 seconds
of record time. The RD-8 also has a
T-160 mode, where it is possible to
use 160-minute videotapes.

The RD-8 offers 16-bit linear digit-
al resolution, variable sampling rates
(44.1 or 48 kHz) and a choice of
four digital crossfade times. Other
features include an onboard SMPTE
chase-lock synchronizer/reader/gen-
erator, RS-422 (Sony P2 9-pin) con-
trol for interfacing to video editors,
video sync input, word sync in/out,
pull-up/pull-down (44.056 and
47.952kHz sampling for 29.97 fps re-
sync), MIDI Machine Control, on-
board 170ms track delay, multima-
chine offset and +6% pitch shift ca-
pability.

Among the RD-8's autolocation-
specific functions is a 100-locator-
point memory and programmable
pre/post-roll times. Up to 16 ADATs
and/or Fostex RD-8s can be syn-
chronized with sample accuracy
(£1/48,000 second), and this trans-
port sync scheme does not require
dedicating an audio track to record-
ing SMPTE signals. One important
function that the RD-8 offers (which
is lacking in the Alesis ADAT) is the
ability to punch-in/out of the record-
ing process while recording on other
track(s).

The RD-8 has a two-line-by-18-
character LCD window to display
multiple pages of software access for
operational data (SMPTE rates, sync
status, sampling and/or clock rates,
etc.), as well as autodiagnostics and
locator info. Any information dis-
played in the LCD window, along
with the machine’s 100 locator mem-
ories and user-default settings for
sync and operational parameters, can
be stored in a table of contents sec-
tion on the head of any ADAT tape.

The RD-8’s rear panel has
-10dBV analog audio inputs/outputs
(on RCA phono jacks); +4dBu in-
puts/outputs on D25-sub multipin
connectors; fiber-optic digital 1/0
(ADAT-format); MIDI in and out;
BNC video input; time code input
and output on balanced XLR jacks;
output to the Alesis RMB meter
bridge; Y-inch jack for optional
punch-in/out footswitch; sync jacks
for interlocking other RD-8s or
ADATSs; and a 9-pin RS-422 inter-
face. The latter uses the Sony P2 se-
rial communications protocol for
controlling RD-8 functions from a
video editor.

Fiber-optic in/out ports allow the
cloning of safety copies between
two RD-8s, two ADATSs or one RD-8
and one ADAT, and each RD-8 in-
cludes the necessary glass-fiber
cable. The optical transfer ports also
provide access to the digital audio
datastream for connecting peripher-
al devices. Included with the RD-8 is
the Model 8312, a compact remote
that duplicates the transport controls.

The RD-8 also includes features
catering specifically to the film/video
post market. The unit slaves to in-
coming SMPTE time code. Word
clock in/out ports are also provided,
and the RD-8's SMPTE in and out
ports can be varied to operate at lev-
els ranging from -10 to +4 dB.

Additionally, the RD-8's sample



rate can be adjusted by £0.1% to
compensate for the timing differ-
ences between film shot intentional-
ly for video release at 30 fps (or 24
fps film transterred to video at 30 fps
via telecine), when the NTSC frame
rate is 29.97 fps. This “pull-up/pull-
down” feature makes the 0.1%
change in the speed of the tape,
while leaving the time code for-
mat/frame rate unchanged.

MIDI in and out ports on the RD-
8’s rear panel can output MIDI Time
Code for synching the recorder to a
MIDI sequencer. MIDI Machine Con-
trol is supported, which allows the
RD-8's transport and record func-
tions to be controlled from an MMC-
equipped sequencer.

The RD-8 offers extensive control
of the Alesis Digital Bus, a propri-
etary fiber-optic chain that allows
making clone copies, track bouncing
and assembly editing. Fostex has in-
cluded an ADAT-format, fiber-optic
digital input and output on its Foun-
dation 2000 workstation, an expand-
able 8- to 48-track disk-based system
that combines recording, editing,
mixing and signal processing func-
tions. Digidesign markets an 8-chan-
nel ADAT fiber optic-to-Digidesign
Session-8 or Pro Tools interface.

The Fostex RD-8 retails at $4,795,
including Model 4312 remote control.

Fostex Corporation, 13431 Black-
burn Avenue, Norwalk, CA 90650;
(310) 921-1112.

TASCAM DA-88

The Tascam DA-88 debuted at the
Audio Engineering Society Conven-
tion in San Francisco on October 1,
1992, Tascam, however, was no
newcomer into the professional
digital marketplace, having unveiled
its DA-800 digital 24-track four years
earlier.

The DA-88 is an 8-track deck that
can record 108 minutes of digital
audio on a standard Hi-8mm video-
tape. Like other MDM designs, DA-88s
do not require using audio tracks or
external synchronizers for multima-
chine lockup: A single cable between
DA-88s provides sample-accurate
sync, and up to 16 of these $4,499 ma-
chines can be interlocked for up to
128 tracks (in 8-track increments) of
recording capability. A 120-minute
tape provides an actual recording time
of 108 minutes.

Besides the usual transport func-
tions, the DA-88's four-rackspace
front panel includes controls for tape

shuttle, sample rate select, two loca-
tor points, rehearse and auto-punch
modes, clock source select, time
code generate/record switches
(these function only with the op-
tional SY-88 SMPTE synchronization
card) and keys for setting pre/post-
roll times, crossfade times, sync off-
set, £6% pitch change and playback
delays on any individual tracks, to a
maximum of 7,200 samples. A 24-
track meter bridge, model MU8824
(5899, plus the PW-88M meter
bridge connector cable, an addition-
al $90) is optional.

The DA-88 defaults to a crossfade
time of 10 milliseconds, which users

can increase to a maximum of 90
ms. The line-level analog inputs and
outputs are unbalanced RCA phono
jacks (-10dBV) and balanced +4dB
on two 25-pin, D-sub multipin con-
nectors. A Y%-inch jack permits re-
mote punch-in/out operations with
an optional footswitch.

Digital access is via the TDIF-1
(Tascam Digital InterFace), a 25-pin,
D-sub port that connects to a second
DA-88 for cloning tapes or to Tas-
cam'’s optional AES/EBU and S/PDIF
interface (the $1,099 model IF-88AE)
or the $1,299 SDIF-2 (IF-885D) inter-
face. Combined with the DA-88's
sync offset feature and a PW88D

)

REGORDIYAN

= OTEAEZ,

D,/ RECORDING STUDIOS

The world’s leading recording studio.
For over 25 years.

1032 N. Sycamore Ave. Hollywood, CA 90038 * Tel (213) 993-9300 * Fax (213) 466-8835

USE READER SERVICE CARD FOR MORE INFO
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dubbing cable (S100), the TDIF-1
port also allows multitrack assembly
editing between two machines. en-
tirely in the digital domain.

BNC word sync in and out ports
are included on the DA-S8's rear
pancl. but there are few practical ap-

plications where these would be of

any use  without the optional
AES FEBU or SDIF-2 intertaces. More
uselul is the optional SY-88 synchro-
nization bouard (5799). a plug-in
SMPTE card for MIDI Machine Con-
trol and chase-lock to time code
sources. A single SY-88 card pro-
vides SMPTE functions for the mas-
ter recorder and up 1o 15 interlocked
DA-83 units operating as slaves,

In addition to SMPTE chase. the
SY-88 provides a connection for ex:
ternal RS-422 video editor control and
video in out syne on standard BNC
jacks. for locking tofrom a standard

video syne signal. Other features of

the SY-88 include changing the mas-
ter DA-88's display to show any in-
coming time code source. absolute
tme to SMPTE time code conversion
and pull-up pull-down,

Priced at 5200, the RC-808 is u
compact 5.5x6-inch unit that dupli-

cates all of the DA-88's transport
controls except the shuttle wheel.
While the RC-808 is designed as a
single-machine controller, additional
DA-88s connected to the master DA-
38 will chase to follow the com-
mands issued by the RC-808.

The RC-848 (51,499) is a large
multimachine autolocator with re-
cord scelect buttons for up 10 18
tracks (six DA-88s). Bevond the
standard transport commands, the
RC-848 also provides programmable
prespost-roll. along with 9-pin RS-
422 output for interfacing 10 video
systems. ports for controlling Tascam
analog decks. 99-point autolocation,
shutle wheel, LCD status screen and
(wo time displays,

THIRD-PARTY DEVELOPMENTS
Soundnuster ol Etobicoke. Ontario

(near Toronto). a manufuacturer of

transport synchronizers for the film
and video industries, unveiled o DA-88
interface for its Integrated Operations
Nucleus (ION) system. The TON inter-
face puts the DA-88 under the serial
control of the Soundmaster SYNCRO
synchronizer. allowing DA-3S opera-
tions to be controlled from a PC host

computer. The system provides syn-
chronization control of the DA-88 and
anv number of other audio. video or
film transports.

At the recent NAB show, British
manutacturer PrismSound (dist. by
Sprocket Digital of Burbank. Calif.)
unveiled the MR-2024T, an interface
that allows recording six 20-bit chan-
nels or four 24-bit channels on the
Tascam DA-88. Designed for con-
nection with outboard. high-bit-rate
A Dand DA converters. this single-
rackspace unit has four pairs of
AES EBU digital YO, an S PDIF 1/0O
pair and four word svnc outs. Two
IDIF-1 (Tascam format) digital ports
provide connection to the main 1DA-
&8 and a backup deck. Applications
include 20724-bit music recording (or
as a high-res mixdown deck). lay-
back to 20-bit digital \V'TRs and mul-
tichannel surround sound mixing.

Tascam Professional, 7733 Tele-
graph Road. Montchello. CA 90640:
(213) 726-0303. ]

Mix senior editor George Petersen is
the author of Modular Digital Multi-
tracks: The Power User's Guide,
available through Mix Bookshelf.

"SHORT CUTTO PURITY”

FMI 14 MIXER INPUT

The Flex Series i 14
Microphone Preamplifier is
simply the shortest path to the
cleanest, purest recordings—
digital or analog. This compact
module offers the kind of serious
features found on big consoles,
but without the extra circuitry,
switching and long routing lines.
Features like an ultra-low

noise/low distortion mic preamp stage, 48V phantom, our patented Accelerated Slope™ EQ, @G

LJ
gee
il 141

fully assignable aux sends, external power supply and the new HR format.
More leading recording engineers are taking advantage of the minimum coloration and
maximum performance flexibility found only with the FMI 14. From the Flex Series...pure and simple.

RANE CORPORATION 10802-47th Ave. W., Mukilteo, WA 98275, (206) 355-6000
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OTARI'S CONCEPT I:

A 48 INPUT, DIGITALLY CONTROLLED,
AUTOMATED CONSOLE FOR UNDER $55K!

@ All digital routing with active [# SMPTE and MIDI-based
block diagram snapshot switch automation
® Dual path signal flow - each @ 10 Aux send buses
with 4-band E.QQ. and 100 mm
fader

@ Integrated fader and mute
automation

@ Soft keys on each module

0 CompuCal” digital calibration
system

[ 48-96 automated inputs in

@& Programmable master status three mainframe sizes

switching

Otari Corporation Otarl Inc. Otarl Deutschiand GmbH
US.A. Japan Sales and Marketing Europe
(415) 341-5800 (0424) 81-862B (Germany) 02159-50851

Fax; (415) 341-7200 Fax: (0424y81-8633 EAX{Garmany) 02159-1778

rE DEANER \FRVICE CARD FOR MORF 1YFO

All this for under $55K!
What a Concept!

Call Otari for more
information.

Otari Corporation
Foster City, CA
(415)341-5900

Fax: (4$5)341-7200

Otarl Singapore
Pte., Ltd.

(65) 284-7211

Fax: (65) 284-4727
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by Dan Daley

ForLLrow THE
BouncING TRACK

ee, wasn’t the future wonderful?”
That's the likely sentiment of many
project studio owners when, despite
all the revolutionary benefits of the
latest technology, they must get back
to basics. As dazzling as high tech
gets, the fundamentals always re-
main with us. As well they should.

One of those fundamentals is track
bouncing, which has become less an
issue in the 48-track environment of
large facilities but remains a ubiqui-
tous necessity in project studios
where 8- and 16-track configurations
still rule. Affordable digital systems
such as the ADAT make track bounc-
es less onerous from a noise stand-
point, but bounces in the digital do-
main still have their pitfalls. So do
those in analog, still the dominant for-
mat in project studios. Good bounce
etiquette in either domain helps en-
sure a good finished product; let’s
look at a few rules of the road.

THE ANALOG TRADE-OFF

Engineer Richard Dodd is a UK na-
tive who relocated to Nashville two
years ago. With credits ranging from
the Traveling Wilburys and George
Harrison to the quintessential hillbil-
ly of Marty Brown, he’s only now
considering jumping into personal
recording. However, as he points
out, “It really doesn’t matter what
type of studio you're working in,
personal or professional. There are
issues surrounding track-jumping
{British for ‘bouncing’] that are com-
mon to both”

Among them is noise reduction,
“When working with Dolby SR or
any other type of noise reduction, it’s
essentially a trade-off,” he explains.
“You have to deal with certain sonic
anomalies in exchange for the re-
duction in tape hiss” When bouncing
tracks down using NR, Dodd sug-
gests that you first decode, then re-

encode the tracks, rather than send-
ing encoded tracks to another track
and compounding the encoding.
“Because they're being read off the
sync head, Dolby isn’t seeing every-
thing it needs to make a perfect re-
production,” he says. “I also suggest

ILLUSTRATION: AD McCAULEY



This Changes

Don'’t Buy Any Mixer Until You Hear the

SEPARATE TRIM PEAK OVERLOAD LED

CONTROLS FOR
MIC / TAPE and LINE =

Mix line and tape j
inputs simuitaneously.

Effectively doubles e
the number of input o g
channels. s

MG TAPE TRIM

AIC or TAPE / LINE SWITCHING

: TAPC T UNE

- m : PHANTOM POWER
UNE TR 1

CALISIATION ¥

"HASE REVERSE

THREE BAND, MID SWEEP EQ
The most important part of any
mixer. No other EQ can match the
sound of the Panoramic for true
musical clarity and realism.

Its an authentic, made in England,
British EQ. You must hear itto
believe it!

FIVE AUXILIARY
SENDS
Three-post EQ and
post fader, two
pre-everything for
stage monitors that
are internally
selectable to be
post as well

SWEEPABLE HIGH PASS
FILTER

A feature normally fcund
only on mixers costing twice
as much! Greatly increases
EQ capability.

=
A
13
o 3 KV HIGH CUT FILTER
L., X 848 A high cut filter at 9 kHz on
PAN CONTROL D Vs e every channel. A very useful
Allows stereo . o tool that is an extension of the
imaging to be “us” 9 EQ section. This is another
assigned to the left - - teature found on much more

and right master

busses and to sub

masters

SUB MASTER [
ASSIGNMENT

Sub Master

switches route

channels to up to

eight sub masters.

aalss expensive mixers.

L-R CHANNEL ASSIGN
SWITCH

Allows you to route signals
directly to the left and right
outputs.

r
E]
£l

SOLO SWITCH
Solo is AFL with true
Stereo In Place
imaging.

gzo~v'.léx IMYARE MCHL

FADERS
100 mm, ultra smooth

professional quality, true
logarithmic taper faders.

S SERIES REAR PANEL

S Series Panoramic mixers offer the most flexibility when
it comes to connecting outboard equipment. Vilhether
you come from a 1/4" jack or RCA phono, you can
connect into the input channels and go. Even the MIC IN
XLR can be used for line inputs due to it's con:iderable
headroom capacity and dynamic range. |

[

LINE IN l

TAPE IN

S Series Models include l

the four buss.

S416, S424 and S432
.and the eight buss

$824 and $832 /

INSERT l

)

For a Panoramic S Series catalog, contact:
SoundTech 255 Corporate Woods Parkway * Vernon Hills, IL 60061-3109 USA
708.913.5511 or 1800 US SOUND =angramic™ i- a Trade Mark of SoundTech

USE READER SERVICE CARD FOR MORE INFO

Panoramic S - Series

Hew woule you like to master a CD using a mixer
designed by John Oram, a living legend in the audio
fieid? uohr’s brifliance in design-'work began in the
early 60's duilding guitar amplifiers for the most
famous bands of the “Brit:sh Invasion” and
continued through the 70°5 and 30's designing
legendary 'studio consoles, heralded for their sonic
quality: He is considered by many to be “The Father
of British EQ", and has been a factor in defining the
“British Scund".

el ¥ 7'__

JOHN DRAM “The father of ‘British EQ”

O—~ZPD0O0Z>T

Built by rebots, tested by. mach nes! That's right, the Lo

haman enror factor has teen eliminated, increasing reliability. Plus,

no “rroth:2r boards” that typically run the length of thesmixer and are very
susceptibie to damage on the road from flexing. Each channel has its
cwn highiquality, aviatiom grade glass epoxy PC board. Each rotary
potertiometer is mounted on and supported by the sclid steel front
pane'. not the PC board. These mixers are built like artank!

Luminous, intensity-matehed LED's from Hewlett-Packard, custom
cesignec, high slew rate mic pre-amps for transparert, wide bandwidth
performance and a “padtess” circuit designed microphone preamp are
some of e special featwres trat make the Panoramic mixers the best
\alue in the pro audio market!
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MODEL: S824

Loox for the Panoramic T Series and TJO Series coming soon!

SoundTech




Flyte Tyme

DEMANDS

Dorsy SR

Jimmy “Jam” Harris (right) and Terry Lewis of Fiyte Tyme Productions
'

olby SR keeps us
sounding quiet.”’

Terry Lewis, Producer

“We chose six Otari MTR-100 multitracks all with
Dolby SR modules because we preferred the sound of
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 Engineer

*“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
outside Minneapolis. “We've built a
very creative environment that our
artists, producers and writers feel
comfortable in. In *94 our focus is
to build the roster of artists tor A&M
Records’ black division, as well as on our label,
Perspective Records.”

Jimmy Jam and Terry Lewis

USE READER SERVICE CARD FOR MORE INFO

Dolby SR: now over 77,000 tracks worldwide.

Todd Gray

STUDIO VIEW

that you reduce the low frequencies
on the sync amp, feeding the Dolbys
less low end, essentially tricking the
Dolby and getting a better low-fre-
quency reproduction.”

Be careful where you're bouncing
to. Placing a sparse pianissimo track
combination next to a dynamic one
is asking for crosstalk trouble on
analog tape. Though that might seem
obvious, it highlights the need to
plan bounces as far ahead as possi-
ble, especially when working on lim-
ited track configurations. Crosstalk
problems can be rectified to a degree
by using the phase switch, placing
the elements of the adjacent track
out-of-phuse, thus canceling them
out. This works best when the infor-
mation that’s been bounced has little
frequency and dynamic relation to
the offending track. For instance, if
vocals land next to drums, any per-
cussion crosstalk can be effectively
canceled using the phase trick. The
remedy is less effective when two
percussive tracks—which include
synthesizers—land next to each
other. This solution also works better
on low frequencies than on higher
ones, (I's also an old trick used by
engineers looking to eliminate head-
phone leakage onto tracks.)

Digital bounces also have poten-
tial problems, the most egregious
being converter delays, which can
lag bounced tracks between 0.5 and
1 millisecond behind the rest of the
[..lpt‘ “That’s enough to be annoy-
ing,” says Dodd. “If you're going to
bounce portions of instruments, like
a drum Kkit, you're better off bounc-
ing the whole kit, even if it means
using more tracks” For instance, in-
stead of bouncing the overheads and
rack-tom microphones to a stereo
track and leaving the kick and snare
on their original tracks, bouncing the
snare and kick to one or two other
tracks will keep them in perfect sync
with the rest of the kit. The alterna-
tive is to use a high-quality delay line
to sync back the kick and snare dur-
ing the mix.

MDM BOUNCING

Track bouncing on the new MDM
decks, the Alesis ADAT and Tascam
DA-88, seems relatively straightfor-
ward. Although internal bounces can
be done, most users prefer to route
signal through the console for this

Doy Laboratores . 100 Potrs Ak, San Fanoic, CA 41034813 « Teaphone 415.50.020 + acade 150851373« Teex 3400 procedure, citing better control over
0B abrures b, oo St J+ Engard » Ty +Fcanlo T 2101 Tk 4443
ymiol of Doby Doy Laboratones . SHA00G2
y of Motown noarYy, mmmwm



The Post Group

has an award winning

SOUND DESIGNER

‘ CREDITS:
o K3 f d;?f'&' el hunder

3 S Nofateteteters il | ~ B 5. : >ﬁ
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RN s | Beaury and. the Beast

I “Thander T Paradise

i Aladdin

o : i |Vtsic Videos for Sting

enables you t |\ - ¢ 2 -3¢ /Janet Jackson and
advance quickly L L MmOsEleenwood Mac
in this field" : 1990 Winner of International
Dorrie Batten - '85 Monitor Award for

Best Audio Post Production

i; 5 Photo by Steve Sterback - Platinum Creative

She’s also a Full aiI Graduate

Dorrie Batten took an early interest in technology and music and turned it into an exciting
career in a field many people - especially women - barely know exists. Her first step was
enrolling at Full Sail Center for the Recording Arts where she received an education in
audio/video production. Today Dorrie is the head sound editor/designer with the Post Group at
Disney's MGM Studios in Orlando, FL.

Call today to find out how you can received a Specialized Associate Degree
and hands-on training on state-of-the-art gear including Neve, SSL,
Digidesign Pro-Tools, Lexicon Opus, CMX, Tascam, Peavey, Synclavier,
Video Toasters, Roland, Studer Dyaxis I, Grass Valley and much more.

% Full Sail Center for the Recording Arts
.g‘ audio, video, film AND multimedia education
4:32»« “= 3300 University Bivd., Winter Park (Orlando), FL 32792

1 (800) CAN - ROCK

1'SE READER SERVICE CARD FOR MORE INFO
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Some people

hear only what
they want
to hear.

Stereo UHF wireless system shown with Ear Monitors:

You know exactly what you want to hear in your live
monitor mix. So do the major touring artists and
engineers around the world who use Ear Monitors®.

Future Sonics is the innovator of the most widely used
and recognized at-ear monitoring technology, services,
and equipment in the world.

’ I ] j( : Lar Monftors FU I U R E
The winner of the
1992 TEC award.
Sound Reinforcement so N I cs
1992 WINNER Product of the Year

INCORPORATED

P.O. BOX 187, 1006 HOLICONG ROAD, PINEVILLE, PA 18946-0187
TEL. (215) 598 8828 FAX (215) 598 8827
© Future Sonics Inc. 1993

USE READER SERVICE CARD FOR MORI INFO

y4.
Ecm MULTITRACK
Faa COMPANY

waste time and money talking to
dealers offering THEIR limited
selection of multitrack recorders?

@

phone call to

The Multitrack Company and
the choice is yours

call m for:

» Most Extensive Selection
in the U.S.
e Leasing, Buy/Sell/Trade
* New and Used, e
Buy/Sell/Trade AVID SESSION 8

‘se habla espafiol” DIGIDESIGN  SONIC SOLUTIONS
17 Years of Excellence FOSTEX SONY

OTARI TASCAM

E AR PROFESSIONAL AUDIONVIDEO PROTOOLS  YAMAHA
2641 E. McDowell Phoenix, AZ 85008 602.267.0600 (and OTHER Digital 8tracks)
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STUDIO VIEW

level and access to EQ and effects
for the combined tracks.

Frank Piazza, co-owner of an
ADAT-cquipped project studio in
New York and producer of music for
TV cartoons through Livingston/Piaz-
za Productions, cautions MDM bounc-
ers to be aware of enhanced high
end in combined tracks. “You get
dazzled by the crisp, clear high end
of digital” he says. “That can lead to
a problem: When you combine tracks
in a bounce, that high end becomes
cumulative on the bounced track,
and the end result is too bright. I'd
rather add high end to the track in
the final mix.” Piazza rolls off some
top end above 5 kHz in his bounces
and prefers not to print any effects
on bounced tracks.

Piazza adds that microphone
choice is also critical on MDMs,
again because of the enhanced high
end, and that also affects bounced
tracks. “If you're using inexpensive
microphones, their imperfections will
get picked up on the ADAT, he ex-
ptains. “*Once you combine a six-part
vocat section using microphones like
that, the cumulative effect really
shows up

David Peacock, of Cutting Edge
Productions (Riverdale, NY), likes to
bounce internally, and thus digitally,
on the ADAT. The limitation is that
process requires two or more units,
linked by fiber-optic cable. and you
can’t bounce multiple tracks down 10
a single track. However, the benefit
Peacock has found is the ability to
create vocal and other types of comp
tracks from multiple tracks, then
send those to a single new track, all
digitally. “There’s also no level con-
trol when you're bouncing digitally,”
he says. “But that's more convenient
in some ways. It makes the process
simpler”

Robert Agnello, whose Manhat-
tan-based On the Lamb Music pro-
duces alternative music scoring for
the cable-TV kids’ show Pete & Pete,
says that going through the console
for bounces on his Tascam DA-88
doesn’t add noticeable noise or arti-
facts to the bounce mix and atlows
additional control over the result. “1
prefer to come back through my two
Mackie consoles for EQ and better
level control,” he says. “It’s harder to
control the level bouncing internal-
ly” Agnello also prints effects most of
the time during bounces. “It tocks



THE 10™ ANNUAL

Listed below are the nominees chosen by the
Nominating Panel of the Tenth Annual Technical
Excellence & Creativity Awards. The TEC Awards
will be held Friday, November 11, at the Westin
St. Francis in San Francisco. For more information,
contact Karen Dunn (510) 939-6149.

OUTSTANDING INSTITUTIONAL
ACHIEVEMENT

ACOUSTICS/FACILITY DESIGN COMPANY
ARcoustics, Inc., New York, NY
BOTO Design Architects Inc., Venice, CA
Russ Berger Design Group, Inc., Dallas, TX
studio bau:ton, Los Angeles, CA
Walters-Storyk Design Group, Highland, NY

SOUND REINFORCEMENT COMPANY
Audio Analysts, Colorado Springs, CO
Clair Brothers Audio Inc., Lititz, PA
Electrotec Productions, Inc., Canoga Park, CA
MD Systems, Nashvitle, TN
Sound Image, San Marcos, CA

MASTERING FACILITY
Bernie Grundman Mastering, Hollywood, CA
Gateway Mastering, Portland, ME
Masterdisk Corp., New York, NY
Masterfonics, Nashville, TN
Sterling Sound, New York, NY

AUDIO POST-PRODUCTION FACILITY
Howard Schwartz Recording Inc., New York, NY
Pacific Ocean Post, Santa Monica, CA
Skywalker Sound North, San Rafael, CA
Sync Sound, New York, NY
Todd-AO/Glen Glenn Sound Studios, Hollywood, CA

REMOTE RECORDING FACILITY
Effancl Music Inc., New York, NY
1 Mobile, Los Angeles, CA
Record Plant Remote Inc., New York, NY
Reelsound Recording Co., Austin, TX
Remote Recording Services, Lahaska, PA

RECORDING STUDIO
A&M Studios, Los Angeles, CA
Conway Studios, Los Angeles, CA
The Hit Factory, New York, NY
Record Plant, Hollywood, CA
Sony Music Studios, New York, NY

OUTSTANDING CREATIVE
AGHIEVEMENT

AUDIO POST-PRODUCTION ENGINEER
Ken Hahn
Lee Murphy
George Meyer
Gary Rydstrom
Wylic Stateman

REMOTE/BROADCAST RECORDING ENGINEER
Guy Charbonneau
Biff Dawes
Randy Ezrauy
David Hewitt
Kooster McAllister

SOUND REINFORCEMENT ENGINEER
Robert Colby
Dave Kob
Ricky Mocller
Greg Price
Robert Scovill

MASTERING ENGINEER
Greg Calbi
Ted Jensen
Bob Ludwig
Glenn Meadows
Doug Sax

RECORD PRODUCER
Walter Becker
Tony Brown
David Foster
Brendan O'Brien
Don Was

RECORDING ENGINEER
Ed Cherney
Bob Clearmountain
Steve Hodge, Dave Rideau
George Massenburg
Roger Nichols

OUTSTANDING TECHNICAL
ACHIEVEMENT

SIGNAL PROCESSING TECHNOLOGY
Analog Devices AD1890/A11891 ASRC Chips
DigiTech TSR-24 Digital Multieftects
Eventide DSP4000 UltraHarmonizer
Lexicon Alex Digital Reverb
Roland SRV-330 Digital Multicffects
Yamaha SPX990 Digital Multieflccts

RECORDING DEVICES/STORAGE TECHNOLOGY
Akai DR4d Digital 4-Track Recorder/Editor
Digidesign Pro Tools 2.0
Fostex RD-8 Digital 8-Track
Sonic Solutions Quattro Workstation
Sony PCM-9000 Disk Recorder/Editor
Tascam DA-88 Digital 8 Track

LARGE FORMAT CONSOLE TECHNOLOGY
AMS Logic 3
AT&T DISQ System
Euphonix €$2000
Otari Concept 1
Solid State Logic G-Plus
Sony DMX-6000

SMALL FORMAT CONSOLE TECHNOLOGY
D&R Vision
Mackic 8-Bus Scries
Soundcraft Spirit Studio LC
SoundTech Panoramic
Soundtracs Topaz
Studiomaster P7

SOUND REINFORCEMENT CONSOLE TECHNOLOGY

Allen & Heath GL-2
Crest Century LM Monitor Console
DDA QIf
Midas XL3-48
Soundcraft Vienna [}
Yamaha PM4000M Monitor Console

AWARDS

MUSICAL INSTRUMENT TECHNOLOGY
Akai CD3000
Alesis Quadrasynth
E-mu Morpheus
Kurzweil MicroPiano
Roland $-760 Sampler
Yamaha VL1

MICROPHONE TECHNOLOGY
AKG C414B/TL 11
Beyer MC834
Manley Reference Gold Series
Neumann TLM193
Sennheiser MKH80
Shure Beta 87

STUDIO MONITOR TECHNOLOGY
Alesis Monitor Onc
Apogee Sound MPTS-1
Bag End ELF System
KRK 7000B
Quested Q208
Tannoy PBM 6.5 Mkll

SOUND REINFORCEMENT LOUDSPEAKER TECHNOLOGY
Apogee Sound AE9
Clair Brothers R-2DP
Eastern Acoustic Works KF852/BH852
JBL SR Series 1l
Meyer Sound Labs MSL-S
Turbosound Floodlight

COMPUTER SOFTWARE & PERIPHERALS TECHNOLOGY
Digidesign SampleCell 11
Emagic Logic Audio
Innovative Quality Software Software Audio Workshop
Opcode Vision 2.0
OSC Deck I
Passport Producer Pro

AMPLIFIER TECHNOLOGY
Crest 7301
Crown MA-36X12
Demeter VI275HF
Hafler Trans-Nova 9505
Hot House M500 HV
Stewart PA-1400

ANCILLARY EQUIPMENT
Apogee Electronics UVI000 CD
Audio Precision ATS-1 Test System
Brainstorm Electronics SR-15+
Millennia Media HV-3 Preamp
Roland SRC-2 Sample Rate Converter
Tech-21 SansAmp PSA-1

HALL OF FAME

Frank Zappa

LES PAUL AWARD

Herbie Hancock
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Audio, Video, and CD ROM
format Training Programs
for Finale, Cakewalk, and
most major music programs -
Plus - general MIDI theory
and other electronic/music
related subjects. Call for
FREE information. -1-

EVSii. -800-
%{c(g?g)Pé geés“ig?s avaitable 6 5 O-
0 2427

FAX (210) 6568024,
Visa. MC accepted

STUDIO VIEW

me into making a decision. Other-
wise, I could go on doing hundreds
of mixes. and that's not something
you want to do when working with
the deadlines of television”

vou have to” Lambert explains. “You
lose both dynamic range and some
top-end brilliance when you send
the signal through four sets of con-
verters in a two-way bounce. The
best bet is to get edits youre happy
with, then bounce those four tracks

TIMING
ACCURACY
METER

© owen o

[

Reveals timing problems in MICI sequencer systems
Shows how closely a drummer plays with a click

Enables you to sync triggered samples with your
music tracks (.1 millisecond acouracy)

Exposes drummer / bass player timing problems
Checks sync of virtual tracks & tape recorders
Perfect tool for timing training and rhythm exercises

Call 800-880-8776 to try a Russian Dragon
risk-free for 2 weeks.
If you are not satisfied, retum it for a refund.

Purchasers Bob Clearmauntain, Walter Atanasieff, Shane Keister, £d Seay
Trevor Horn, Tom LordAlge. i3J Mutt Lange, Michael Boddicker, Roger Nichols
Eddie VanHalen, Joey Krames {Aerosmith), Bob Rock. Fhil Ramone, Jeff Lorber
Keith Cohen, Paisley Park. AéM. Capitol. W.amer Br , Ardent, Aire

Overnight Delivery Available. Credit Card or COD
210-525-0719, Sales 800-880-8776, FAX 210-344-3299
Jeanius Electronics, 2815 Swandale, San Antonio, TX 78230

USE READER SERVICE CARD FOR MORFE INFO)
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MEGATAKING, DIGITAL STYLE

There are many ways to get more tracks in a Modular Digital Multitrack system,
such as borrowing more transports, synching to MIDI or bouncing tracks. Here
are a couple of slick tricks that can turn your ADAT or DA-88 setup into a real
production powerhouse.

According to George’s Second Law of Studio Reality, if you need “X” number
of tracks, then the number available will always be exactly X minus one. Yet,
with a multitransport MDM system, you can easily avoid such limitations, with-
out resorting to the obvious solutions, such as renting or borrowing machines.

I call this method “megataking.” No, it's not a typo for megatracking. This
technique allows you to do as many takes of a track as you want, limited only
by your tape budget. Best of all, it works on any MDM system with 16 or more
tracks.

Let’s assume you have a 24-track system, and you've filled all the tracks. Then
on playback, you wonder if the sax solo on track 22 could be a little better. It's
the classic producer’s dilemma: “Should we erase a perfectly good take on the
chance that we could do a better one?” You're out of tracks, so this is no easy
decision to make. Fortunately, you're using an MDM system, so let’s do a little
megataking.

Grab a new, preformatted tape and make a clone copy of Tape 3, which con-
tains tracks 17-24. Now replace Tape 3 with the clone, and you can record over
the old solo on the clone tape without jeopardizing the original performance.
Once you get a performance you like, you can either keep it or stick with the
original solo. If you're really undecided, you can continue this megataking
process with as many clone tapes as you wish.

A further variation on megataking involves making a clone of Tape 3 and then
filling all of the tracks except #22 with up to seven different sax solos. Later, the
producer can pick from these seven and copy the selected track onto track 22
of the original session tape. As another alternative, the engineer could do an as-
sembly edit, copying the best sections from three solos into one seamless com-
posite performance (created on clone track 22) and then copying the compos-
ite back onto track 22 of the original session tape.

I have found the latter techniques especially useful for lead vocals, where |
can choose, say, the first verse and chorus from take one (recorded on track
one), the bridge from take 2/track 2, and the second/third verse and choruses
from take 3/track 3. With a little cut and paste, just about any vocalist can sound
like Pavarotti—well, sort of like Pavarotti...

Reprinted from Modular Digital Multitracks: A Power User's Guide, available
through Mix Bookshelf —George Petersen

In Nashville, Profile Audio part-
ners Mark Lambert and Alan Ship-
ston use their DA-88 svstem in con-
junction with a Digidesign Pro Tools
hard drive system, synched with a
Digidesign Slave Driver. The bounc-
es tend to go one way. sending edit-
ed tracks from the Pro Tools to the
DA-88. a premix approach that pro-
vides flexibility. They haven't pur-
chased the digital interface for the
Tascam deck, so their two-way bounc-
ing is limited. “You don’t want to go
through the converters more than

off the hard drive down 1o the tape
system.”

It's ironic that the premix, one of
the most functional tools of the carly
muhitracking days, is once again such
an important component of record-
ing. The fact that digital recording is
less noisy doesn't take away from the
basics of the operation. A good mix
still hoils down to good planning and
careful level and effects control. W

Dan Daley is a Mix contributing
editor.



hen the best of American Technology joins with the best
of German Engineering...the result is World Class.

Proudly introducing the new Mark 10° SC Pro

| Designed by professionals for professionals, the new Mark
10 SC Pro high performance audio cassette features the exclusive
patented Mark 10 independent bridge mechanism. This bridge
achieves and maintains the most accurate and consistent levels
of azimuth alignmen:t possible. Combine that with BASF finest
Super Chrome tape and the results are breathtaking.

All the highs and rich lows, with a warmth, transparency and

punch that reflect the best of analog recording. The new Mark
10 SC Pro: taking professional audio cassette technology toa

new height. Available in 10, 30, 60, and 90 minute lengths. P K
[ i =

Innovative Design. American Technology.
A Commitment to Excellence.

Biddeford Industrial Park

Exclusively loaded with 8. BASF Super Chrome Tape

PSE READER SERVICE CARD FOR MORE INFO Biddeford ME 04005
The Shape Mark 10 SCPro is available exclusively through Shape fax gg;ﬁgggg}gg

Professional Sales or through authorized Shape Mark 10 dealers. For
technical mform ition or lmct order and dealer locativndmyour jasa,
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by Paul Potyen

THE RESIDENTS’
“FREAK SHOW”

MULTIMEDIA EYE-CONOCLASTS

nyone who is familiar with the work of
The Residents knows that this group
of enigmuatic and creative individuals
probably possesses the best imagin-
able set of credentials for producing
an interactive multimedia entertain-
ment piece. And The Freak Show is
just that: a successful blend of quirky
music, amazing graphics and anima-
tion, and a story that could only come
from the minds of the mysterious
amalgamation known as The Cryptic
Corporation, the Residents” produc-
tion company, considered by many
to be “freaks™ themselves, and sus-
pected by many to comprise the
bandmembers.

The san Francisco-based Resi-
dents have been creating their own
oft-beat brand of music, music vid-
cos and performance art
since 1972, The Residents
Freak Show, a Macin-
tosh CD-ROM disc pub-
lished by The Voyager
Company, is a logical in-
carnation of their creative
energies, which have re-
sulted in more than 20
LPs, numerous music vid-
cos, TV and film scores,
and experimental live
performance art tours
such as Mole Show. The
13th Anniversary Show
and CUBE E: The History of American
Music in 3 E-Z Pieces. Within the
Freak Show circus tent. you discover
the bizarre stories and fantasies of
Wanda the Worm Woman, Harry the
Head, Jelly Jack and others. through
animation, photos, comics, music
and music videos.

The group’s members usually es-
chew publicity—refreshing in today's
hype-fueled world—having decided
at the outset that the personal details

of the individuals were irrelevant to
the group’s work. However, this in-
terview with Hardy Fox, president of
the Cryptic Corporation, provided a
rare opportunity to get an insider’s
perspective on the work of this unique
group of artists.

You dedicated The Residents Freak
Show to PT. Barnum, “whose legacy
of suckers’ and ‘freaks’ defined the

yin and yang of outcast culture.”

Would you elaborate on that?

Barnum took it from a slimy as-
pect of show business to a kind of
“high art” in New York in the mid-
19th century. He really created the
concept of the freak show. The public
saw freaks, but the freaks saw suckers.
One was no better than the other, ex-
cept from their own per-
spectives. The freaks re-
ally considered them-
selves as having special
talents and proved it by
getting suckers to give
them money.

Do The Residents con-
sider themselves freaks?

They do. That's basi-
cally how the whole thing
started. They had fin-
ished the lengthy CUBE
E tour. Touring sort of
wears you down and af-
fects your mind. The album grew out
of this feeling that people were pay-
ing to watch other people who have
eyeballs for heads. [For years, The
Residents have appeared in public
wearing giant eyeballs over their
heads to conceal their true identi-
ties.—Ed.] From that came the Freak
Show album. The album was trans-
lated into Freak Shouw, the graphic
novel. It was published by Dark
Horse about a year after the album



Top: Opening credit screen. Bottom, from left to right: Wanda the
Worm Woman makes her living by letting people watch her suck worms;
behind the circus tent with Tex the Barker; if you pour the ex-lion
tamer a few drinks in the privacy of his trailer, he’ll reminisce.

came out. Then those two things be-
came Frecak Show, the CD-ROM.

At what point did the idea occur
Jor an interactive treatment of this
subject matter?

Pretty much as soon as people
started talking about CD-ROM. The
Residents are computer-literate, and
they have samplers with CD-ROM
drives for their sounds. So they under-
stood the potential that the medium
offered them at a very earlv stage in
its development. They also get a cer-
tain amount of support and encour-
agement from the computer world.
They were very fortunate to have met
Jim Ludtke [the project's co-director,
animator and designer] several years
ago when they were in New York,
trying to transfer visual material from

the Mac to videotape at a time when
that was not casy. He helped make
that transfer. That was the beginning

of the relationship. Then a couple of

years aga, Jim noved to San Francis-
<o so the CD-ROM could really go.

It took about a year to record the
Freak Show audio CD, and then it
took two more years to become a
CD-ROM. Remurkably enough, the
audio CD has been repackaged and
is being released in April as the
soundtrack to the CD-ROM. Some
times the il wags the dog,.

Did you re-create the music for

the CD-ROM, or did you modify ex-
isting audio content?

The audio CD was produced using
the computer, aad every step of the
process was backed up. It was pos-

sible to go back and find any version
we wanted—without vocals, or vocals
only, for example. So we could re-
build tracks from the original elements.
Obviously, there was additional dia-
log recording for the CD-ROM.

We used a Pinnacle Micro PMO
magneto-optical recorder in connec-
tion with four channels of Digidesign
Pro Tools in producing the audio CD.
The PMO 630 uses 650MB cartridges
(325 per side) and was really critical
to our ability to do all this work. We
also used an ADAT, which was locked
to Pro Tools via SMPTE. This was all
recorded three years ago, so not
much of the sampling equipment
that we used then is still around.

How do you know when to band
off a portion of your project (for ex-
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THE SOUND OF OUR COMPRESSION IS MUSIC TO THE EAR.

Introducing the new AUTOCOM from
Behringer.

Uli Behringer knows great scund when he hears it.
Nicknamed “The Ear” since childhood, his special gifts
as a musician and engineer are reflected in every one
of his products.

So it makes perfect sense that his new AUTOCOM
Compressor/Limiter produces the smooth, musical
sound that immediately distinguishes Behringer
processing in any setting.

But Behringer also wanted te make the AUTOCOM
incredibly easy to use. So he developed an intelligent
“AUTO" processor that automatically sets attack and
release times based on the dynamic content of the
program material, without any “pumping” or
‘breatning.”

He also included manually adjustable attack/release
times for more sophisticated control over the

©1993 SAMSON

compression. And a switchable Soft/Hard Knee
function that lets you vary the AUTOCOM from softer,
“musical” compression to a harder, limiter-type effect.

For added flexibility, the AUTOCOM operates in dual
mono or true stereo. Endowed with Behringer quality
down to the smallest detail, it features servo balanced
inputs and outputs and a five year warranty.

The new AUTOCOM from Behringer. The Ear for

musical compression.
g)

THE PERFECT EAR. / [BEHRINGER

For more information about Behringer Signal Processing,
please call 1-516-932-3810 or write to Samson Technologies
Corp., P.0. Box 3068, Hicksville, NY 11802-9068.

Behringer is exclusively distributed in the U.S. by Samson Technologies Corp

USE READER'SERVICESTARINEOR MORE INFO
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ample, letting Jim Ludtke handle the
graphics), as opposed to doing it
yourself? How do you find the right
people to band off to?

Basically, all of us were astound-
ed by Jim's work. And even more so,
he was interested in doing it. He was
so excited about doing it that he was
willing to do it within the constraints
of the CH-ROM budget. He was at a

intermedia "94; Long on Titles, Short on Breakthroughs

According to the Optical Publish-
ing Industry, as of March 1, 1994,
more than 8,000 CH-ROM titles are
in print (an increase of 3% over
1992), and the total worldwide
commercial installed base of CD-
ROM drives is .4 million (up
153% from 12 months ago). As one
might expect, the 1994 infermedia
conference, held in San Jose, Calif.,
in March, provided ample evi-
dence of these statistics. More than
300 exhibitors were on hand at the
sold-out event, an increase of 33%
over last year's show.

Of particular note to interactive
music buffs was the announce-
ment from Compton’'s NewMedia
of a joint venture with Warner
Bros. Consumer Products to pro-
duce a John Lennon CD-ROM. The
interactive tribute to the famous
Beatles songwriter will provide
photos, video, CD-quality audio of
unreleased music and text from
Lennon's writings, including many
unpublished works. Tt will be of-
fered in Windows and Macintosh
formats this fall,

Despite the abundance of new
CD-ROM titles on parade. only a
few important announcements en-
sued from this year's infermedia
cvent, Among them was Sony's in-
troduction of its MDD DATA drive. a
rewritable storage device based on
its MiniDis¢ audio technology.

Sony MDM 111 MD Data Drive

Scheduled to be available for OEM
customers in April as an internal
unit that fits into desktop comput-
ers, the MDM 1T uses 2.5-inch-di-
ameter, magneto-optical dises with
a storage capacity of 140 MB. The

device will aceept rewritable, read-
only and hybrid (read-only and
rewritable sections) media.

Commodore announced plans
to introduce its Amiga CD32 CH-
ROM player in the U.S. this spring.
(As of March, more than 100,000
units have been sold in Europe)
Priced at $399, the 32-bit system
will also be able to run MPEG full-
motion video with an optional
$249 card. More than 100 titles
were expected to be available for
the player by ship date. Oddly
enough, Commodore’s only pres-
ence at the show was for the in-
dustry announcements,

Other news included the re-
lcase of Yamaha's new CDR100 CD
Recorder, capable of reading and
recording data at 1x. 2x and 4x-
speed. The unit, which is used in

Yamaha CDR100 CD Recorder

connection with PCs, Macs and
workstations via SCSI, handles all
standard formats, including Yellow
Book. Red Book. CH-ROM XA and
CD-1. Also of note was an April re-
lcase of Director 4.0 from Macro-
Media. The new version of that
company’s multimedia authoring
software for the Macintosh offers
faster script execution, which trans-
lates into decreased load times and
smoother playback of animation
and video.

Due to the anticipated increase
in demand for exhibitor space,
next year's infermedia conference
will be held within the larger con-
fines of San Francisco's Moscone
Center. ]

ALL MANUFACTURING

| IN OUR PLANT!

QUALITY"

‘o Compact Discs

From our factory to you
- No Middleman!

® Cassettes

Finest European Equipment!

® Vinyl Records

Direct Metal Mastering - HOT!

® Graphics

Printing and Custom Layout
Included In Our Packages!

| | ® Mastering
Studios - oMM’

‘ Neve Digital EQ, Sony Digital
Editing. Major Label Mastering.

SPECIALS -“witn his Ad onty”

500 Promo CD's - $1,380
3 - WHX DELIVERY!
Everything included - Pre- Mastering,
2 Color Label w/ Typesetting,
Jewel Case & Shrink-Wrap

500 Color CD's - $1,995

complete with FULL COLOR rront cars,
B/W Back & Tray Card, 2-Color Label,
Pre-Mastering, Typesetting & Layout
Jaws| Case & Shrink-Wrap

500 Cassettes - $715

Complete with COLOR J-Card & Noreico Box!

Everything included - Test, Typesetting
& Layout, Full Color J-Card,
Norelco Box & Shrink-Wrap (1o 50 Min,)

500 12" Vinyl - $995

Complete 12" Single Package
Direct Metal Mastering, Test, Label
Layout & Printing, Plastic Slesve,
Die-Cut Jacket & Shrink Wrap

call For our Complete Catalog
EUROPADISK/LTD.

75 Varick Street, New York, NY 10013
= (212) 226-4401 FAX (212) 966-0456

J

JUNE 1994 MIX 78

USE READER SERVICE CARD FOR MORE INIO



AUDIO & MULTIMEDIA

point in his life where he wanted to
do something else besides what ad-
vertising agency art directors had
been hiring him to do.

What about the programming?

Well we couldn’t have been much
luckier. It runs under the [MacroMe-
dia’s] Director [authoring system] shell.
Our programmer is Roger Jones, who
is one of the people who wrote Di-
rector. It turns out he was a Resi-
dents fan, and when the opportunity
came up, he took it. There's a lot of
code in there that you won't find in

Director. A CD-ROM of the complex-
ity of Freak Show will not run as fast
as this does. He programmed a lot of
interesting things into the CD-ROM,
including a certain amount of intelli-
gence. The program will make as-
sumptions about what you're going
to do next and prepare for it in ad-
vance in order to speed it up.

Also, I noticed that the first time
you come to a sideshow, the barker
shows up, and if you don’t want to
listen to bim, you click on the screen.
He says something insulting and
leaves. But if you come back to that
same sideshow, be won’t show up

Our Grads

e — — .

| Make Waves

‘ ... as sound engineers, sound designers,
V studio owners, educators, songwriters,

and audio

o?

. p crest anywhere sound is created and
. celebrated. Give us a call and we'll help 4
. you make a splash.

- DIART

Ontario Institute of Audio Recording Technology

502 Newbold St., London, Ontario, Canada N6E 1K6
Tel (519) 686-5010

composers, MIDI specialists, editors,

, performing artists, broadcast production

! engineers, independant producers, custom
duplicators,

© multi-media artists
“ consultants to
name a few.

3 ¥ For more than a
- decade OIART graduates
have been riding the ‘

Fax (519) 686-5060

Compare before you choose.
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again because be knows you've al-
ready been there.

That’s one of the areas that we
found most interesting. We'll probably
be exercising it more in our next title.

Can you describe the sequence of
steps you took to get from vision to
completed title?

Since it was spinning off of two
existing projects—an audio project
and a graphic novel—we had a basic
idea for using that material to tell the
stories of these freaks. There were no
board meetings or anything like that.
It was very organically grown, and
constantly changed. It just kept get-
ting bigger and bigger until it finally
filled the disc. Some things never got
on there because there wasn’t room.

What Jim brought into it was a
dual emphasis: There were the tent
performances, and then there was a
backstage area where these people
lived in their trailers. So the charac-
ters were presented in their profes-
sional life, as well as their private
life. Tt was a brilliant idea.

At what point did The Voyager
Company get involved?

Pretty early. We had done a laser-
disc for them called Twenty Twisted
Questions, which was a 20-year retro-
spective of video, live performance and
recordings. They were very pleased
with that, and when we presented
them with this idea for a CD-ROM, it
took about five minutes of explaining
to get them to say, “Let’s do it” They
went with a verbal description; we
didn’t have a demo. They’re probably
the only company that would have
done that. It also helped that [Voy-
ager president] Bob Stein had seen
one of our performances and liked it.

And from a financial standpoint,
it's absolutely a success. It is literally
flying out the doors. Voyager is saying
it's far and away their biggest hit ever.

How do you feel about the end
result?

[ think the general attitude is that
we're right up around 95 percent on
it, which is about as high as you can
go. We feel it’s a success, particularly
since we didn't really know what we
were doing in the process. We all
agreed at the outset that it should
have emotional impact. We wanted
something that would at some point
make you feel a little strange. We
didn’t want something that you mere-
ly watch and then click here or there.
Most of the CD-ROM titles out there
are quite removed from the human,
emotional side.



How did you try to accomplish
that emotional grab?

We tried to give character to the
freaks that are in it. And to some de-
gree, we wanted to imbue a sense of
caring about the characters, even
though they're just cartoons. Part of it
is done by giving them history and
personalities, and letting them have
pain. Ultimately, everyone is a freak
in some way. We may not have mas-
sive deformities, but despite our sim-
ilarities, we are all different from each
other. We wanted to call on our em-
pathy with our sameness, as well as
our empathy with our uniqueness.
While we worked on the project, we
were too close to it to know if we re-
ally accomplished that.

We wanted the section on the real
human freaks to be separate from
the rest of it. We felt there was some-
thing to teach there—something in-
teresting about humanity in that sec-
tion about real people who really did
interesting things. Some of them
were in pathetic situations, and some
of them were simply fascinating
characters. We felt that the inclusion
of that last section made it a more
broad, multitayered project.

DIGITAL
STEREO
TRACKS

UNDER
$4,000!

Where did you find the content
Jor the last section, and bow did you
get the rights to it?

Finding it is just a mater of re-
search, a lot of which had already
gone into the album. When The Res-
idents work on a project, they get in-
terested in it. We discovered that the
pictures are publicity photos. The
thing about the real-life freaks is that
a freak is not a deformed person: It's
a person who markets themselves.
So they all had promotional photos
because they were all selling their
deformities to the “suckers”

The Residents bave netver been
dfraid to embrace technology in pur-
suit of their creative vision. And yet
you never become “seduced” by it
Has this always been true for you,
and do you consider this approach
to be a key to your creative success?

The Residents use technology as a
means to an end. They don't always
know how to use the tools very well.
They could not possibly have pro-
grammed this CD-ROM, but they have
ideas about how it should be done.

They are quite fascinated by tech-
nology, but one difference between
Freak Show and other CD-ROMs is its

total lack of “techyness.” There are no
buttons on the screen, and no “instru-
ment panels” It was important that the
technology be invisible, The cursors
turn into icons that give ideas about
what to do and where to go. The in-
terface does not have a steep learn-
ing curve. Even a child can quickly
figure out what's interesting on the
screen. The technology is invisible.
* * *

The Residents Freak Show CD-
ROM is available from Voyager's dis-
tributors, including the Residents’ own
mail-order branch, Ralph America
(1800] 795-3933). Voyager is current-
ly porting The Residents Freak Show
over to the PC platform, and it is ex-
pected to be available in the fall. And
The Residents have a new CD-ROM
in the works. In addition, the Freak
Show Live Show is currently scheduled
to run for about three weeks in April,
‘95 in Prague, Czechoslovakia. And
Freak Show. the Movie is currently in
the talking stages. “Who knows,” says
Fox, "maybe there'll soon be a Freak
Show Amusement Park.” ]

Mix associate editor Paul Potyen is
part freak, part sucker.
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Plays 50 simultaneous stereo
tracks without bouncing!

M Add to your 386/486
computer

~And We'll Prove It!

“Excellent sonic quality... incredible freedom”
EQ Magazine, October 1993

M Up to 2,900 segments
available per project

H Non-destructive, precision
digital edits in under a second

M -110 db noise floor &
phase-linear filters

M Non-brittle, crystal clear
sound quality

M Backs up to audio DAT
M Easy to install, easier to use!

Call For Your Free Catalog Today!

MicroSoOuND
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il = Micro Technology Unlimited « P.O. Box 21061 * Raleigh, NC USA 27619-1061
U

Complete Work Stations Available!

919/870-0344
FAX/870-7163

USEE READER SERVICE CARD FOR MORE INFO

JUNT: 1994, MIX 77



MULTIMEDIA CHIP SHOTS

Pinnacle Micro Orray

PINNACLE MICRO ORRAY
Pinnacle Micro Inc. (rvine, CA) in-
troduced its new Orray 5.2GB opti-
cal disce drive. combining the multi-
head, multiplatter approach of mag-
netic drives with the removability
and retiability of MO systems. The
Orray offers data transfer at up to
8 MB per second in streaming or
transaction-hased modes, with an
intelligent, high-speed Intel RISC
processor. Standard operation pro-
vides management of media de-
fects by the ANSI X3B11
and ECMA 1.3GB 130mm

capabilities of E-mu’s EMUS000 inte-
grated audio DSP. The card supports
32-voice MIDI polyphony, as well as
independent controb of special ef-
fects (reverh, chorus or QSound),
and vibrato and tremolo for each
voice. Sound Blaster AWE32 also of-
fers 16-bit stereo recording and play-
back up to ++.1 kHz, with real-time
compression and decompression of
audio files. Retail price is $399.95.
Circle #202 on Reader Service Card

MICROBOARDS VIDEOVIEW 1000
This new mutltifunction multimedia
player from Microboards Inc. (Car-
ver, MN) supports video produc-
tion viewing. as well as other mul-
timedia applications for industrial
and commercial use. The board-
level player forms the basis for var-
ious custom-configured multimedia
systems and supports playback from
CD-1, CD-Audio, CD-ROM/XA, CD-
DA, CD-Video, data communication
devices, hard disks and SCSI devices
such as DAT, MO and 1C cards.
Circle #203 on Reader Service Card

SYQUEST SQ5200C HARD DRIVE

SyQuest released its first 200MB,
3.23-inch removable hard cartridge
drive, providing a SCSI T interface
that reads and writes to 44, 88 or
200MB SyQuiest cartridges. The new
drive offers near-line storage, sys-
tem sharing and fast backup. An
average access time of 18 ms, sus-
tained data transfer rate of 1.9 MB,
second and a Mean Time Between

specifications for inter-

Failure rating of 1,000 hours com-
plete the package, expected to re-
tail for about $399. Additional car-
tridges will run about $99-S109.
Circle #204 on Reader Service Card

MARK OF THE UNICORN
PERFORMER 5.0

Mark of the Unicorn (Cambridge,
MA) upgraded its popular Performer
sequencer for the Macintosh. New
features include support tor color
monitors: MIDI Machine Control
for working with any MMC-com-
patible device, including the Alesis
ADAT and BRC, and Tascam DA-88:
a Groove Quantize feature with a
unique graphic slider interface to
control timing, velocity and dura-
tion in any of ten beat divisions:
enhanced QuickScribe score nota-
tion; and drum machine-style cyvele
recording with a tull graphic inter-
face. Also included are 50 free DNA
Grooves from WC Music Research
and the Drumtrax library of drum
patterns. List price is $1495.

Circle #205 on Reader Service Card

VIDEOFUSION QUICKFLIX! 1.1
The new version of QuickFLIX! soft-
ware from VideoFusion Inc. (Mau-
mee, O has been optimized for
use with the new PowerPC Mac
intoshes, providing dramatic im-
provements in QuickTime movie
rendering and processing speed. It
also takes advantage of the speech-
recognition capabilities of the Mac-
intosh AV series. giving users the
ability to create, edit,
tayer and add effects to

—  QuickTime clips entirely

changeability, and Orray

operation features even

stricter standards for han-
dling defects

Circle #20) on Reader

Service Card

CREATIVE LABS SOUND

BLASTER AWE32 S
At intermedia in San Jose,
CA, Creative Labs Inc. (Mil-
pitas. CA) unveiled the
most advanced Sound
Blaster card to date, in-
corporating the digital
sumple playback synthesis

Mark of the Unicorn Performer 5.0

| by voice command. Sug-
gested retail is $149.
Also new from Video-
| Fusion Inc. is version 1.6
l of its VideolFusion pro-
fessional editing and ef-
fects software, also with
optimized support ftor
the Macintosh Power-
E ‘ PCs. In addition, it offers
| enhanced special effects
and support for Avid
Technology Open Media
Framework standard.
Circle #206 on Reader
Service Card
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THE NEXT GENERATION
OF AUTOMATED CONSOLES

~~~~

The M4000 fully automated mixing system
All functions automated (EQ, routing, pan, gain, globals, aux send/receive, etfc.)
Up to 240 inputs (not including group and aux inputs)

Configured as a LAN using RS-422 ports for multiple expansion architectures
Built-in real world event controller (relay, TTL, & opto-isolated outputs)

Runs your effects units' programs via midi
‘Next' and "Previous" scene controls for theater use
DAW digital stereo throughput
Outputs both analog and digital masters simultaneously
No external computer or display monitors needed
Motorized fader option
Sonically superior

TACTILE TECHNOLOGY, INC.

13855 Bentley Place
Cerritos, CA 90703
Carton-based lifeforms: 310-802-1500
Fax machines: 310-802-7330
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by Mr. Bonzai

RICHARD

THOMPSON

BURNING BRIGHT

There’s a devilish grin on Richard
Thompson's face as he steps away
from the microphone and lets the au-
dience take the chorus on one of his
much-loved songs. “Cry, cry/If it makes
you feel better/Set it all down in a
tear-stained letter” A rowdy crowd is
joined to form an impromptu glee
club of righteous rudeness. His new
Mirror Blue is jammed tight with
songs of grit and poetry that a haiku
master might admire for its crystal
clarity and brevity of expression. And
you pickers are gonna head for the
woodshed when you hear the com-
manding touch of this 30-year top
rankster and prankster.

Thompson first gained recognition
as a trailblazing guitarist, then singer,
songwriter with Fairport Convention
in the late "60s. In his crucible of

PHOTO:" PETER SANDERS

American folk forms, blues and Ap-
palachian balladry, Celtic classics and
basic rock 'n’ roll, he cooked up the
best of British folk-rock. He followed
with a memorable long-term stint
with his talented (ex-)wife Linda.
Thompson's been solo now for a
long time, but he always works with
a select group of top cats.

Produced by studio-maestro Mitch-
ell Froom and engineered by Tchad
Blake, he’s created an exquisite col-
lection of rockers and ballads. Gui-
tars are ablaze and smoldering, laced
with a mighty odd assortment of
booming percussion and exotic in-
strumentation. His singing is at a
height of powerful resonance, phras-
ing and freedom. After the 27-song
concert featuring his Banshee electric
wails and the most meticulous of
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LUNCHING WITH BONZAI

acoustic picking, L.A. Times critic
Chris Willman called him the “Jekyll
and Hyde of guitar heroes”

We met for an carly lunch—buagels
and mineral water—in Mr. Thomp-
son's gargantuan office in the Capi-
tol Records Tower, No, it's just an
empty boardroom, and he's hanging
up the phone as 1 enter...

Bonzai: What's that | overheard about
your guitar—did you lose it?
Thompson: No, it's just in the shop
for a lot of electronic work 1o be done.
Bonzai: What kind is it?
Thompson: ItU's a Loudin acoustic
guitar, made in Northern Ireland—a
really great guitar, but it's had a hard
tife. It needs work, and I'm upgrad-
ing the clectronics.

Bonzai: [low many guitars do you
have?

Thompson: Probably no more than
cight—a modest total. I've got two
Loudin acoustics, two Ferrington
acoustics, a Ferrington acoustic bari-
tone, a Ferrington electric, two Fend-
er Stratocasters, and a couple of
other things mucking around.
Bonzai: The current album, Mirror
Blua—is it the best one of your career?
Thompson: | wouldn't know, real-
ly. I think I've been fairly consistent
for the past ten or 12 years, haven't
fallen below a certain level. [ think
it's preuy good. and it's up there.
There are songs on this album that 1
really like, and in a year or two I'll
know if it's any good. We'll see if it
has a shelf life.

Bonzai: The triumvirate of yourself
playing, Mitch Froom producing and
Tchad Blake engineering has been
an ongoing relationship. How does a
team like this help out a steadily de-
veloping product?

Thompson: Or regressing product.
[Laughs] It can be both a good thing
and a bad thing. [t can be revitaliz-
ing, or stimulating to change and find
new people. But there is definitely
something to be said for developing
an understanding with people. We've
made four records together, and im-
proved. T always felt that there was
somewhere else to go. there were
more ideas and it was getting more
exciting. Excitement is an important
word: IU's fun to make records with
Mitchell and Tchad. We go and have
a good time.

Bonzai: You certainly get some ex-
otic sounds. Has Tchad ever been
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pushed to the wall and blown a gas-
ket trying to accommodate you?
Thompson: [ think so, ycah. The
good thing about the three of us
working together is that we pull in
different directions, in terms of style
and aesthetic, and tension. It's a
great and friendly wension, so it's
generally creative,

Bonzai: The new album has some
rather strange instruments, attributed
to Phil Pickett. Who's he?
Thompson: Professor Phil Pickeu.
Lets give him his fair due. He's prob-
ably the leading British carly music
specialist at the moment. He has his
own consort, which is known inter-
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nationally. When I first met him he
was nothing, of course [laughs], and
I've put him where he is today. Phil
is great, an carly musician with a
rock 'n’ roll heart. He loves to actu-
ally play loud and aggressively. He
plays everything, and manages to
play sttt in the wrong key, thanks to
masking tape.

Bonzai: In the wrong key?
Thompson: Well, you take a shawm,
a very inflexible instrument, which
plays in C or F. and I'll say. "Sorry,
Phil. This track is in B flat. Is there
any hope? Do we have to speed the
machine up?” He'll say, “Just a min-
ute.” Then he gets out his masking
tape and starts blocking holes off]
and half holes and manages to get
things in tune. He's a fine musician
and a great eceentric.

Bonzai: Who picks the instruments?
Thompson: In Phil’s case, | know
enough about carly music to suggest
something. He might come back
with, "Actually that would sound bet-
ter if you used two alto krumhorns,
two shawms, and maybe we'll bring
a sackbutt in.” He has the arranging
experience. On some records, we've
had Phil playing up to cight parts,

which just sounds wonderfully ag-
gressive, and really has a rock 'n’ roll
sensibility. Much more than a syn-
thesizer, because it's much ruder—an
ill-tempered selection of instruments.
And he gets that real nasal, double-
reed sound. Wonderfully impolite.
Bonzai: Do the strange instruments
ever slow down the recording process?
Thompson: In these cases, we do
overdubs. We basically try to get
everything live, and then fly to Eng-
land for Phil’s parts.

Bonzai: As a solo artist, how is it dif-
ferent from your many years as a
member of groups and collaborations?
Thompson: [t gives you a lot of
freedom, pays the rent.

Bonzai: You mean your group work
didn't pay the rent?

Thompson: When [ left Fairport
Convention, we were on £20 a week.
back in 1970-71.

Bonzai: Of course the pound was
worth a lot more then. ..
Thompson: Not that much more.
[Laughs] We were only on subsis-
tence wages. Started off on £12 a
week, just enough to pay the rent
and scrape by, It was great because
we wouldn't have cared if there was
no money. It was total enthusiasm,
and you can do that for a while when
you're young.

Bonzai: And you were so young—
17, 18 years old and playing some
pretty good guitar. When did you
start playing?

Thompson: [ started when | was 11.
Had a classical teacher for one year,
and my sister's boyfriends used to
teach me. They'd come round to
pick her up, and she was always two
hours late. We'd listen to the latest
Buddy Holly songs and such, and [
learned a lot.

Bonzai: Who were your heroes then?
Thompson: It was a real mixture,
but I grew up with a lot of guitar
music in the house because my fa-
ther played. He had Django Rein-
hardt, Les Paul, My sister, who is five
years older than me, was into rock
n’ roll, so we had Buddy Holly, Gene
Vincent, Eddie Cochran. 1T also lis-
tened to classical players and started
seeing live music when [ was 14,
going to folk clubs and listening to
Davy Graham, Bert Jansch. We'd go
to rock clubs like The Marquis and
see The Who, which was very excit-
ing, and The Yardbirds.

Bonzai: Did you ever see The Bon-
70 Dog Doo Dah Band?
Thompson: Many times, and we did
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some shows with them. I'm still in
touch with Vivian Stanshall, wonder-
fully sweet man. London had "em all:
Spencer Davis Group, The Action. In
my bands that preceded Fairport—
same lineup, different names—we
started listening to imported records,
because we were interested in song-
writers. We'd listen to Phil Ochs,
Richard Farina, early Joni Mitchell. A
focus of the band was to do songs
with great lyrics, and when we start-
ed to write our own material we
were very lyrically conscious. This
was actually unusual at the time.
Bonzai: Were you the main writer?
Thompson: Myself and Sandy Denny.
Bonzai: In the early days of Fairport
you weren't singing, and then stepped
forward in...

Thompson: 1970. Sandy Denny left
the band, and she was a great singer.
We thought, she's irreplaceable. We
looked at each other, looking for the
next vocalist and there wasn’t an ap-
parent one, so we just shared it. Three
of us sang, and we weren’t born
singers, so we had to learn, and I'm
still learning.

Bonzai: Is playing the guitar a form
of exercise?

Thompson: Depends on whether
you play sitting down or standing up.
[ suppose.

Bonzai: A form of escape?
Thompson: Could be a form of es-
cape, but I think actually it's more a
form of connecting with your inner
being, your inner reality.

Bonzai: Aggression?

Thompson: It can be a way that ag-
gression is expressed. I think per-
formance is a way of expressing ag-
gression. I would broaden the idea
to include the whole of performance.
I find that you have to attack the au-
dience sometimes—do a preemptive
strike and get to the audience’s air-
fields before they can start throwing
tomatoes at you.

Bonzai: Are audiences treating you
nicer now than in the past?
Thompson: Generally, they’re treat-
ing me nicer and nicer. Depends on
what part of the world.

Bonzai: Where are you most popular?
Thompson: Probably the United
States. Europe’s pretty good. Japan’s
not bad—I'm overdue a trip to Japan,
so | hope they forgive me. I'm trying

to get back, but we just had a baby,
and it’s hard to travel for a while.
Bonzai: When you look back, do
you ever cringe at the confessional
nature of your songs?

Thompson: No, if anything [ tend to
regret that I wasn't more forthright.
Especially when | was younger, |
was afraid of expressing myself. I just
couldn’t say I love you™ in a song. It
was too naked, so I pulled veils over
it and I am guilty of that.

Bonzai: My Thompson theorem: You
grew up singing the sad stories of
other people, the folk troubadour
with a fiery guitar, and now tell tall
tales of your own troubles with a res-
onance that reaches back through
countless centuries. How did your
folk days help you?

Thompson: [ think tradition is very
important. To come from tradition
gives you solidity, and a confidence
to experiment and explore. As they
say, “those who don’t know their his-
tory are doomed to repeat it If you
don’t know what the past is, you
can’t invent the future. To be mod-
ern. contemporary and forward-look-
ing, you have to know where you
came from. There is such strength in

OPTITILE Tetra® redefines console automation

with the introduction of the==MOV£ status.

EMULATES
MOVING FADERS
Tetra’s powerful new
MOVE" status emu
lates much more costly
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Hard Disk Recording Doesn’t
Have To Be Hard On Your Wallet.

“.na P *:::‘/ﬁ:’j‘brn:z: nce
comparison, the DR4d
would be hard to beat.
Thumbs up on this one.”

George Petersen,

MIX Magazine
h, decisions, decisions. You want to buv a new
04 multitrack recorder, and you want to go digi-
tal so that you'll get the best possible sound
quality. And you'd like to buy a hard disk recorder,
rather than tape, so you can get random access editing
power. And finally, it's got to be something you can
really afford. But there's a problem.... don't all hard disk
systems require expensive add-in hardware and soft-
ware, to already expensive computers? Not anymore!

The DR4d is the solution for those looking for an alter-
native to expensive, complex computer-based systems,
or the limitations and mechanical uncertainty of tape
recorders. It offers a perfec: combination of hard disk
recording benefits with an easy-to-use interface.

The DR4d can record up to four tracks simultaneously
to standard SCSI hard disks, either internal or ex-
ternal drives. An optionai 213MB internal dis
offers 40 track minutes of recording (44.1k-
Hz) right out of the box. To expand your
recording time, simply connect external

drives to the DR4d's supplied SCSI port.

With standard tape machine-style controls
the DR4d is by far the easiest hard disk
recorder to operate, which means that you
can get to work immediately creating music
rather than setting up and operating a com-
puter system. Punch ins/outs can be per-
formed manually or automatically from the
front panel, or by footswitch, naturally.

Now you can start to take advantage of random access
editing. You can cut, copy, and paste sections of audio
with ease. Our Jog/Shatle wheel lets you scrub through
the audio at various speeds, forwards or backwards. Try
out different arrangements. Create perfect tracks by
combining the best sections from multiple takes. And
you can edit with confidence, because if you change
your mind you can instantly Undo your last edit - even

On tape, the sections cf music are physically located far from each

USE READER SERVICE CARD FOR MORE INFO

otaton

On o spirning hard disk, the sections of music con
be accessed olmost instantaneously by the moving
heads of the drive mechonism. This allows you ta
seamlessly output parts regordless of their locotion
on *he disk. Also,
ways not possible with tape.

A
ot

great sound, useful

features, and friendly

tandard i1n affordable
standard 1n affordabi¢

recording

David Frangioni, EQ
Magazine

after the power is tu-ned off and on again! Imagine it.
Do it. It's that simple.

You can instantly move to 108 memorized locations at
the toach of a button, and these locate points may be
entered manually or on-the-fly. It's also simple to

set up seamlessly looping repeat sections, so it's

easy to jam over tracks. No more wasting time on
rewinding 1ape!

Of course, how the DR4d sounds is as important
as how it works. Advanced 18-bit oversampling
A/D and D/A converters insure crystal clear
sound, and with a tull 96dB dynamic range, the
DR4d offers no-compramise specs. The four
balanced 1/4" input and output jacks are
switchable between -10 and +4 operation, and 2-
45004, channel digital I/Q is included standard
(AES-EBU and SPDIF) with two
additioral digital ports optional.

Need more than four tracks? Four
DR4d’s can be linked to create a

16-track system. And for synchro-
n'zation to other gear, just add the

optional MIDI or SMPTE

interfaces.

And best of zll, the DR4d is an
affordable reality: suggested list is
only $2495.00 (or $1995.00 w/o
hard disk)! Multitrack disk recording
is within your reach, so see your
Akai dealer today for a complete demo!

Now Availeble - Version 3.0 Release:
Track Merging, Midi Machine Control,
and Midi Time Code support!!

ssible to jump instantly from one section o another. It wastes time, and limits creativity!

music con be easily cearranged in

~
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06\0‘, many feet of the tape itself. Since iou hcve to move all that foﬁ Ecst the heob :
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traditional music. Compare a typical
pop song with a Scottish ballad—no
question which is the greater song
by several hundredfold. 1t's been
sung for hundreds of years, and all
the bad verses have been dropped.
The language is refined, and so strong,
colorful, immediate. So much is con-
veyed in one verse, staggeringly good,
and yet, it is popular music. If you
study that, it can give you a strength,
a wonderful base to build on.
Bonzai: What's the story with that
little statue of you on the cover?
Thompson: They made 17, and we
smashed two. [ intend to smash
them all: The whole point is “anti-
iconic icon.”

Bonzai: Who is the most amazing
artist you've worked with?
Thompson: [Drummer] Jim Keltner
is pretty amazing. He does things in
a quiet way, and you find yourself
asking, How does he do that? He'll
do something technically outstand-
ing, in a very musical way. John Kirk-
patrick, the accordion player, is so
good, so subtle. He'’s singing and he's
playing harmony on this hand, and

- . _
“My clients wanted a fully

‘ ‘ automated console and a

name that was recognized.

With a 100K budget it was

the Trident or a used SSL.

1 chose the 90"

—Steve Palmieri, co-owner 0Z

Recording Studio.

With Steve in mind, we developed
the Serles 90.

The 6 input, 3 equalized signal path, in-
line design features 10 auxiliary sends
with multitrack feeds. The Legendary
Trident equalizer ensures precise
control and accurate translation of
extremely difficult signals.

In a world where automation is
essential, the 90 has no equal. With 12
automated switches, dual VCA's,
machine control, and virtual dynamics,
the 90 is at home in the most
complicated of sessions.

We invite you to audition the newest
incarnation of Trident's proud tradition
| and take a leap into the nineties.

| Al T 2
g |
| TRIDENT

3200 West End Avenue, Suite 500, Nashville, TN 37203
Tol: 615-783-1625 + Fax: 615-783-1606
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countermelodies with the other. He's
got to have three brains.

I look up to a lot of people. Espe-
cially dead people. Charlie Parker is
somebody to look up to. Ravel. If
you are a rock 'n’ roll musician, you
can look up a long way—there’s a
long way to go. You look at your
juzz and classical heroes, and you re-
alize that it's a long hill to climb.
Bonzai: What's your opinion of the
music scene today? Are we going
someplace?

Thompson: It's hard to say. There
seems to be a lot of recycling around.
Bonzai: Good for you, though?

Thompson: It's probably good for
me. Great for Rod Stewart, or Black
Sabbath, who probably thought they'd
never have a career past the age of
25, and they're still going strong at
50. That's fairly amazing. It's amazing
there's another generation listening
to the old fogeys. Its surprising and
encouraging and depressing all at
the same time. A lot of dance music
I find very dull. A lot of rap music 1
find very, very dull. It's just endless
recycling of old cliches, but surely
popular music was cver thus. Popu-
lar music has always been 80% total

tack. I suppose it takes time to see
who survives the trends. Elvis Costel-
lo came out of punk, although he
probably never was. Blondie came
out of punk. A lot of good people
came out of rock 'n’ roll. There are
waves and trends, and some musi-
cians have more substance, more re-
silience, and are more serious about
music than megalomania.

Bonzai: What is your next challenge
as a4 musician?

Thompson: Oh, the next few rec-
ords. T think of albums as challenges,
50 the next three or four records will
be different things.

Bonzai: So you're thinking that far
ahead?

Thompson: I'd like to do them all
this year. I doubt T'll manage it, though.
Bonzai: What do you do now, about
an album every two years?
Thompson: The whole cycle has
gotten longer. It's harder to get through
the touring cycle, the recording cycle,
and then the promotional cycle in
less than a year and a half, mini-
mum. Which is a shame. It would be
nice to put more records out.
Bonzai: Didn’t artists used to release
two records a year?




Thompson: One year, Fairport Con-
vention had three records out: 68 or
'69. But today, the media has become
so important, and it takes so long to
get the media geared up, and to get
promotional departments geared up.
It's the same with writing a book, or
getting a film out. The machinery has
to go into operation, because there is
so much competition for media at-
tention. If you're not out there being
reviewed, or on the breakfast chat
show, people won't be aware that you
have something in the marketplace.
It's a crowded market, and you have
to shout as loud as everyone else.
Bonzai: But you're not afraid of this
machinery, are you?

Thompson: Not afraid of it, but
sometimes 1 don't think it’s the best
use of my time. 1 could be at home
writing, or on the road performing.
But I do see it as very necessary.
Bonzai: Here's another theory: [ was
listening to “Easy There, Steady Now,”
and it struck me that some of your
songs are capturing a split second, a
moment, an epiphany. This song is
about someone who nearly crashes,
but catches himself—that split-sec-
ond perception.

Thompson: A song can often be
about a stage rather than a station. A
song can be a mood that passes very
quickly. Sometimes you feel sad, but
it doesn’t last forever. Sometimes you
feel crazy. It's good to have these
things that change all the time, and
it's good to have a song for those
things. It's good to reflect those things.
“Easy There, Steady Now” is about
someone pulling themself back from
the brink, and in the end, perhaps,
he doesn't succeed. It's open-ended.
Bonzai: What is the biggest mistake
of your life?

Thompson: Hmm...so many. You
actually learn a lot from mistakes. |
think that musically I wasted time,
especially in the '70s. [ should have
been more focused, should have made
better records. That’s a professional
regret. It was a tricky time, and it
wasn’t until punk came along that 1
felt that [ knew what [ was doing.
Bonzai: Any inspirational words for
those thinking of entering, or leav-
ing, the music business?
Thompson: Be honest. Tell the truth.
Trust your instincts. And never eat at
a restaurant called “Mom’s” ]

Mix roving editor Mr. Bonzai first
broke into the music business with
celtic rockers Erin Go Bragh-less.
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Denzil Foster & Thomas McElroy

by Chris Patton
ith Platinum productions for
such acts as Club Nouveau, En
Vogue, and Tony! Toni! Tone!
behind them, Denzil Foster and
Thomas McElroy could undoubtedly
coast on their reputations for a while.
After all, what more do they need 1o
accomplish? Well, plenty.

As partners in 2 Tuft-E-Nuff Pro-
ductions, the Bay Area-based duo
has ambitiously embarked on a proj-
cct to build a world-class production
facility in Oakland. The facitity will
host a recording studio, video editing
room, practice hall with soundstage,
offices and a lounge. Though pri-
marily for in-house projects, parts
of the facility will accommodate
other commercial endeavors. Al-
so new for the pair, using the
name FMob, is a hot new album
on East/West Records called Once
in a Blue Moon, which blends el-
ements of rap, jazz, hip hop and
funk in a dynamic package.

Foster & McElroy's studio is
being built in a renovated ware-
house just a quarter-mile from
the Mix offices, so we decided to
meet there. Foster arrived first.

What were your musical influ-
ences growing up?

Foster: Being born in "62, the ear-
Hest stuff T remember was the
Philadelphia sound that was big
in the '60s. I also liked the Beat-
les and Otis Redding—man, 1 lis-
tened to a lot of Otis Redding.
Aretha was big at the house.
Blues, too, was big in the house.
In the mid-"70s T got into funk. |
kind of snuck in some Sly [Stone]
hefore then, but after that, I real-
ly got into the Parliament-Funk-
adelic thing. When it took off, T was
definitely there!

Did that influence the way you pro-
duce?

Foster: Oh, definitely! Even now |
refer to that period for a sound when
P'm recording.

When I listen to Tommy play, I bear
some jazz influence.
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Foster: Right. That's the way it was in
his house. His father was a jazz pi-
anist. so Tommy was introduced to
that jazz fairly young. He picked up
the flavor at home. My jazz training
came in school.

Where did you guys meet?

Foster: We met at Laney College
[Oakland, Calif]. Neither one of us
was enrolled there! [Laughs| We were
there plaving basketball. Tle was
going to San Francisco State at the
time, and T was going to USC. Laney
had a summer school program that
Tommy was enrolled in, and a mu-
taal friend introduced us. We started

Thomas McEiroy and Denzil Foster

talking and hit it off. He was into the
musical vision I had about fusing dif-
ferent styles of music to create some-
thing new.

At that time, around 1983, R&B
was declining and modern rock was
kicking in—>Men at Work, Culture
Club—and rap was emerging, too.
We felt we needed o keep R&B

alive. The songs were there, but the
production wasn’t anymore. There
was nothing there to stimulate the
youth to hold on o it. So I thought,
il we were to take some rap beats,
place vocals over the top, we could
grab all these people. That's how the
Rumours, Club Nouveau thing came
about—take a big beat and sing
some serious songs on top of it
So, in 1980, this sound was the basis
of Club Nowveau?
Foster: Tommy and 1 had been
working on that sound since 1983,
The day we met, we started writing
songs and formulating ideas. Every
time a big-beat rap record came
out, like "Roxanne Roxanne™ or
something like that, we would
say, “If someone were to sing a
song to that, that would be hip!™
So we started writing stuff like
that, and later hooked up with
Jay [Kingl and an investor. As we
got into the project, however, the
investor bailed out, 1 mean he
bailed out hard, feaving us stand-
ing there with this bill from Star-
light [recording studio located in
Richmond, Calif.] and a distribu-
tor in L.A.. wondering what hap-
pened. We realized we had o
come up with something fast, so
at that point we did a record for
another act the investor had on
his independent label. A friend of
Jav's brought us the 4-track demo
of what was Rumours. We lis-
tened and thought the song was
funny—the lyrics were just out
there. We thought if we could pull
off a record like that, it would be
like The Time of its day. All this
was a fluke—there was no Timex
Social Club yet. It was just Mike
Marshall, myself, Tommy and Jay.
Nobody got it at first, but it wound
up selling 3 million copies.
Did you make any money?
Foster: No. That was our first lesson
on being ripped [off]. T had dropped
out of school to pursue this stuff. My
mother was mad! 1 kept telling her
about this record we had done, even
CONTINUED ON PAGE 02
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by Robin Tolleson

or Patrice Rushen. producing Sheena

Easton's No Strings seems almost a

natural culmination to a career that's
included roles ranging from juzz-fu-
sion wonderkind 1o pop funkstress
to TV arranger and session star. IUs a
ride that's seen her burning studio
synth solos behind Jean Luc Ponty
and John McLaughlin. arranging

Patrice Rushen

LOOKING FOR THE MAGIC

were all there living it and experi-
encing it together for one moment
only.” Or. as Rushen would say. “Hit-
tin' it...hoom!”

Patrice Rushen was born in Los
Angeles and was enrolled in a music
preparation class at USC at age three.
Persistent piano studies through high
school led to her winning a solo com-

invited Rushen, still a couple years
shy of 40, to record a soto atbum. But
the result, a funky, melodic and clas-
sy set titled Anything But Ordinary
(as consistently strong as her best
pop work of the "80s) was not to the
fledgling label's liking, and they chose
not to put it out. To a lesser talent it
could have been a crushing blow, but

Rushen keeps pushing ahcad,

strings for Prince’s first album,
singing and “selling”™ pop vehicles
like her tune “Forget Me Nots,”
co-founding the fusion super-
group The Meeting, and working
as musical director for the Emmy
Awards, the People’s Choice
Awards, the NAACP Image Awards
and Comic Relief V. Rushen also
scored the Robert Townsend film
Hollywood Shuffle, Sandra Bern-
hard's Without You I'mt Nothing,
and the ABC-TV series The Wom-
en of Brewster Place. starring Op-
rah Winfrey.

Easton's album (for MCA) is
the first Rushen has helmed, oth-
er than her own solo albums for
Elcktra, which she and partner
Charles Mims Jr. produced for
their Baby Fingers Productions.
With a production credit like Eas-
ton’s No Strings—illustrating her
keyboard chops, tinely honed ar-
ranging skills and ideal demeanor
for the studio—Rushen’s likely to
be getting more calls to produce.,
Easton is completely sold on the
pianist/producer’s talents.

“I've always had this vision of

doing an album of very classy
songs. with contemporary ar-
rangements,” Easton says. “And here
I was with a producer/arranger who
had the same vision, surrounded by
musicians who had become as excit-
ed as we were, While we were muak-
ing this album. I kept feeling that we
were  experiencing moments  of
magic. 1s the closest thing to a live
concert lyou could achieve in the
studiol. There's no layering, no picc-
ing together; there may be flaws. but
that's what makes it feel so live. We

petition at the Monterey Jazz Festival
in 1972 and being signed to a record-
ing contract with Prestige Records,
for whom she put out three R&B
tinged jazz albums. She became in
demand for session work, and in
1978 moved to Elektra Records, where
her style continued to streamline into
a pop-funk groove. She regularly
made the R&B charts untit choosing
other musical directions in 1987.

In 1993, Disney's Hollywood label

seemingly too busy to give much
of a thought to how or when that
project will be released. Rushen’s
legacy as a premier keyboardist
continues to grow with her tea-
tured status in The Meeting (with
Ndugu Chancler, Ernie Watts and
Alphonso Johnson), as well as her
guest appearances on guitarist Fa-
reed Haque's Sacred Addiction;
drummer Terri Lyne Carrington’s
Real Life Story, and on Roland
Vazquez's never-before-released
tracks from 1977, Best of the I.A.
Jazz Ensemble.

And it imitation is the sincerest
form of flattery, Rushen is blush-
ing all the way to the bank. Her
music has been sampled (and
she's been compensated) by ma-
ny artists, including Mary J. Blige
and R. Kelly on “Remind Me,” rap-
per Def Jeff who sampled Rush-
en's “Hang It Up,” Shabba Ranks
who used Rushen’s “Feel So Real”
on “What You Gonna Do,” and
Zhane who credits Rushen for
songwriting on the '94 Naughty
by Nature-produced hit “Groove
Thang” We spoke with Rushen
about her music and growing list
of production credits.

I noticed that you sampled your
own hit song from 1984, “Forget Me
Nots,” on your new solo album. Was
that the producer in you coming
out?
I love making records. | could go in
the studio anytime with anybody any
day and have a great time. The cre-
ative effort, the interplay and the ca-
maraderie that comes out of the
—CONTINUED ON PAGE 183
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by Blair Jackson

or producer/songwriter Nick Mar-

tinelli, it's been a long, circuitous

road from the tough streets of
South Philadelphia to presiding over
(with partner Herh Moelis) his own
custom record label, the recently
launched Watch Out Records (dis-
tributed by Mercury/PolyGram). He
started at the bottom: working first as
a stockboy in the late "60s for the
Philly-area distributor of Motown
Records. His dilligence, fueled by his
intense love of music (particularly
R&B), was rewarded as he moved to
warchouse manager and, later, to a
job doing dance music promo-
tion for the label in New York,
Philadelphia, Washington and
Boston. During this period he
started doing DJ work in Philly
clubs—that led to his learning
how to do his own spicy dance-
floor remixes. He credits Phila-
delphia International Records’
Dexter Wansel for his technical
training.

With his strong reputation for
being a master of the groove,
Martinelli managed to parlay his
DJ spot into doing actual produc-
tion, though it was in England
that he earned his first big suc-
cesses, first with Fat Larry’s Band,
then with Loose Ends, with
whom he notched his first Num-
ber One single, “Hanging on a
String” He had other chart singles
with Loose Ends and also scored
with the British act Five Star
(their Platinum LP Luxury of Life)
before returning to the States and
working on a slew of records, in-
cluding the top-selling remix of Ray
Parker Jr.'s “"Ghosthusters.” A stint in
prison in the carly '80s on a drug
charge took him out of the studio for
a while, but it focused Martinelli in
another direction: songwriting. Dur-
ing his time behind bars, he wrote
Number One hits for Miki Howard
(“Love Under New Management”™)
and Stephanie Mills (I Feel Good™),
as well as hits for Regina Belle, with
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Nick Martinell

THE ROAD FROM SOUTH PHILLY

whom he has had his longest pro-
fessional relationship.

In the second half of the "80s,
Martinelli continued his winning
ways with top R&B voculists, adding
names like Teddy Pendergrass and
Phyllis Hymun to his already-impres-
sive production resume, while con-
tinuing to do occasional remix work.
Last year, he produced four tracks for
Diana Ross’ boxed set and worked
with Ben E. King. Regina Belle and
others, He spent two years working
out of Miami but relocated to Los
Angcles in carly 1993, Now, based in
Santa Monica. he and Herb Moelis

(together they formed the MNM
Music Group and their Watch Out
labeD) are hoping to become a sort of
Gamble & Huff of the West Coast.
Their first signing, a Long Island funk
outfit called Shabazz, have just put
out their first disc, so the wheels are
in motion...

Houw do you juggle the demands of
writing and producing?
The writing is what inevitably will

get you the project a lot of times,
and of course you want to get your
own songs played, so you make the
time for writing. That’s not really
how P've always done it in the past.
It's really only in the past few years
that I've been writing. Years and
years ago, when I first got into the
business, I did a little bit of writing,
but then T got so busy remixing and
then producing these acts that were
self-contained, I never really had the
time to write. It's nice producing
other people’s songs, but I want to
do some of my own, too.
Do you write with specific artists or
at least a style of artist in mind?
Not really. Sometimes you can
tailor a song for someone and
then if they don't do it, you're
stuck with it.
When you were a kid growing
up in Philadelphia, houw aware
were you of what was happening
there musically? Bobby Rydell
and Frankie Avalon broke out of
there. ..
I wasn’t even a teenager when
that was happening. I mean, 1 re-
member Bobby Rydell and Fabi-
an and everything. American
Bandstand had started in
Philadelphia, but I think it was
gone by the time | was ten. My
years of being really into music
was more the Gamble & Huff
days, Motown and so on.
Were you a musician?
Not really. I took piano lessons,
but I never became a formal mu-
sician or anything. I wasn't in
bands. Actually, my background
in music started more in the sales
end. Wholesale distribution is what 1
did for ten years in the record busi-
ness. Then I did some deejaying in
clubs and that kind of thing.
What did you use as a model for
being a successful DJ?
When 1 started doing it in '80, 1
didn’t have any models. 1 had a part-
ner named David Todd, and we used
to do remixes. We'd basically just
—CONTINUED ON PAGE 96
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DENZIL FOSTER & THOMAS McELROY

now, I'll get a bunch of cats over and
just have them play the grooves and
sample that. It's better that way. Like
with the FMob, we used the old-
school players. The music scene had
kind of disappeared for them for a
while, but now it’s coming back. 1
ask them, “Can you give me the
sound like so and s0?" And they say
something like, “Oh, yeah, T was
doing that!” Marlon [McClain] pulls
out his old tricks and stuff on guitar,
and they become new tricks again.
Check out Hammer—he’s using
Maceo [Parker] and the rest of James
Brown’s old horn section. You don’t
get just music from using these play-
ers, you're getting knowledge, too.
For the newcomers, there’s a lot of
knowledge these people have about
things that aren’t done the same way
anymore, like how to arrange for
something live. When your main
work is in a studio, you're not think-
ing about how this is going to sound
once this artist takes this out live.
So sampling is really just a recording
studio tool?

Foster: Sampling enabled artists to go
into the studio and cut records in a
matter of hours. It works on that
side. But when it comes to the live
side, you have to basically take your
record or studio out there, or the
performances are not the same.
When you're using real musicians,
they understand how to get that live
sound. It’s casier on the artist be-
cause it relieves the pressure of hav-
ing to duplicate that studio “per-
formance” live. When we were with
Club Nouveau, which was basically
a keyboard band, me and Tommy
were under a lot of pressure. If one
of the sequencers were to go off
sync, or one MIDI cable wasn'’t con-
nected right, or the wrong button
was hit, we were in trouble! When
you play with real musicians, if the
drummer slows down, then every-
body slows down! [Laughs]

Do you feel it’s getting back to re-
cording artists baving to play live
again?

Foster: Yeah. An artist has to put on
a real show, instead of having 13
people on stage running around flip-
ping over each other, body-stammin’
one another, with the audience try-
ing to make out who's who. Of
course, the record companies won’t
like it, because they will have to pay
for real musicians. They say they

would rather have real musicians,
but you know they don't want to pay
for it. They'll pay for a couple DJs
and a DAT, though. I'm telling you,
rap is going to be around for a long
time. To record companies, that's the
cheapest way to make money. Other
productions aren't as cheap.

(Now it's Thomas McElroy’s turn to
lake the bot seat. He's calmed down
a bit from the self-described “kill
mode” be was in. Though a bit more
relaxed, be prefers to stand.)

When you guys were looking for a
site to build your production facili-
ty, what made you decide on Oak-
land?

McElroy: It was just the feel of the
Bay Area. It’s home, it's where we
are most comfortable. We could have
moved to a lot of different places by
now. But we would rather keep our
Bay Area flavor than move some-
where like L.A. and get washed out.
What projects bave you had in re-
cently?

McElroy: Just the FMob. We're doing
remixes right now from the album.
That’s about it. We really haven’t
been here long enough to cut any-
thing else.

How do you choose projects? What is
it that you look for in an artist or
group?

McElroy: Basically, we look for
somebody that's doing something a
little different. Someone who is try-
ing to be creative and willing to take
some chances. We get pretty bored
trying to do the flavor-of-the-month
type of thing. We always strive to be
a lule different ourselves and put a
different kind of twist on things.

No En Vogue clones, bub?

McElroy: We would be doing “Lean
On Me, Part 10” right now if that was
the case.

Let’s talk about FMob. When did you
Jeel it was time for you two to record
another album?

McElroy: We felt it was time to do
one when the record company told
us we had to.

So you weren’t exactly longing for
self-expression...

McElroy: [Laughs] Well, we were, but
we had been putting it off for a
while, so [East/West Records) kept
bugging us. We had been giving a lot
of attention to our other projects like
En Vogue, To Be Continued, Nation
Funktasia, who we were pushing,
and Something for the People, who
we were developing. We were caught
up in that and weren’t paying atten-




tion to our stuff. When we finished
those other projects, we committed
to do it. That's just where our heads
were at. Denny always wanted me to
do a jazz-influenced album. I didn’t
really want to do that; [ wanted to do
a rap album. So we went back and
forth. Eventually, we just combined
ideas and took it from there, and de-
veloped it into FMob—an R&B, hip
hop, jazz thing. Sort of what the
Blackbyrds were in the '70s.

How is this project different from
FM? back in 1989?

McElroy: FM? was just Denny and |
manipulating everything. In FMob,
it's us not being as manipulative and
letting the situation grow. It was
more spontaneous, with more peo-
ple involved—contributing to the
overall sound.

We knew what the rappers could
do. Same for the instrumentalists—
we let them do their thing. We
would give them a basic melody, or
idea, and let them bring something
to the table. Most of these guys we
had used before on other projects.
The thing that we really wanted to
get across to everyone was this is an
album in a jazz tradition, produced
with the new school technology.
When [ say that [ mean that in a jazz
tradition you make several takes and
keep the best one. That's basically
what we did here. It was about cap-
turing that moment in time, not ma-
nipulating it to the extent that we
usually do. Then after getting the
best performance, maybe we would
then use technology to “tighten”
things up, or to do some rearranging
of sections or whatever.

At first listen, one can’t belp notice
the minimal use of effects. Was that
intentional?

McElroy: The only thing we wanted
as far as technology goes were the
keyboards. We didn't want to go into
the studio and start using a bunch of
delays, reverbs, etc. We wanted to
keep it close as to how it went down
in the studio. The overdubbing was
enough for us. There were some
transparent things going on as far as
reverbs, but only for room ambience.
The album also bas sparse samples.
Did you feel adding them would
take away from the “rbytbm section”
sound you were creating?

McElroy: Most certainly. A lot of the
samples we used were “live” samples
we created. We tried to stay away
from the old-sounding samples
everyone else uses.
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Which samplers did you use?
McElroy: [Akai] $1000 and the Emax 11
What producers bave influenced
you?
McElroy: Quincy [Jonesl; a lot of his
carlier stuff especially. George Clin-
ton. You sce, I'm kind of funny—I
listen to so much stuff that some-
times [ don’t know who the produc-
er is. 'l listen to almost anything,
from jazz all the way to Kraftwerk.,
1 see you've been using Ken Kessie as
Your mix engineer. How did you
start working together, and why did
Yyou choose him?
McElroy: Before we got into music
[production] real well, we used to
hang out with Felton Pilate from Con-
funktion. Ken would be assisting him
over in Sausalito at The Plant. We
liked the way he worked. On the first
Tony! Toni! Tone! project, the first
project where we were on our own,
we asked him to come over and mix.
He did a great job! He was real pa-
tient and had a lot of good ideas.
We've been using him ever since.
Same thing with Steve [Counter]. He
has worked on a lot of our stuff. He
used to work over at Starlight.
There are certain guys who know
what they're doing. have good ideas
and can communicate with people.
Some studios hire a bunch of rough-
necks, and you can’'t even walk to them.
You feel like you're speaking another
language! [Laughs] Ken and Steve

know what a producer wants and can
get the sounds he's looking for. They
listen to rap and shit, and they know
what's happening. They've worked
on “fut” records, not just on some
paper-thin shit. We're fortunate—if
these guys die, we'd be in trouble!
Do each of you bave your oun proj-
ect studios at home?

Foster: I don't want to see work at
home anymore. 1 used to. but now
it’s just too much. I'm at the studio all
day—when I go home I don't want
to see another keyboard. Now my
home is going to be home—rest time!
McElroy: I don’t have one right now
because my home is being redeco-
rated, but after that, I'll have all kinds
of stuff in there. I'll leave what |
brought here and replace it with the
same stuft for my house. Currently, 1
have a piano that I have to play: it's
like my drug. I have to have stuff at
home I can play. I'll even play a key-
board at home while I'm in bed! Just
give me a [Yamaha] DXII and some
headphones, and 'm all right.

Is there a Foster/McElroy sound?
McElroy: We do certain things over
and over sometimes, like work in
certain tempos or approach bass
lines. It's not something we do on
purpose. Our influences come out.
It's the essence that creates that
“sound.” But orchestrally, we never
try to duplicate ourselves. | get
scared—anybody can pull up a key-
board patch and type it as “that Fos-

ter/McElroy sound”™ I think I'm going
to start making my own patches. I'm
going to edit more and do more
MIDI stacking, so people can't tell
what patch Fm using.

Aren’t you MIDI stacking now in

your seqiiences?

McElroy: A lot of times U'll play over
a sequenced part real time because |
don't want the part to feel exact. It
sounds better to me like that. Doing
it the other way sounds too...MIDI,
[Laughs]

S0 you're recording your sequences
in real time?

McElroy: Yes. I'll play 4- to 8-bar
phrases straight into the computer.
Any wisdom you want to impart to
those aspiring producers who would
like to be as successful as you in the
music business?

McElroy: Stay focused, don't get dis-
tracted. The music business is full of
distractions. Remember what you got
into it for. If you got into it for the
music, you'll be fine. Also stay away
from the hype and drugs. Don't get
with any wild no good women.
[Laughs] Stay hungry. If you're hun-
gry, you'll most likely be doing
something in the industry. even if
you don’t know to what extent. But
at least you'll be in the game. Take
care of business! ]

Christopher Patton is owner/operator
of Ars Nova Productions, a MIDI pre-
production studio in Oakiand, Calif.
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vibe off these records. We'd bring in
a musician and change whatever we
felt like changing and try to make it
into a different-sounding record. We
worked with this engineer named
Bruce Weeden. In a ot of ways, it
was an education doing that because
when someone sent me a record to
remix, I'd listen to it so carefully and
learn things not to do from it—the
way sounds were done, when
arrangements were bad. You learn
from other people’s mistakes.

This predates the widespread use of
samplers.

Actually, there was a little bit of sam-
pling in the early '80s. There was the
AMS and things like that.

Some producers are deeply offended
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that people like you are sometimes
brought in after a project is done to
take their work and dismantle it
and turn it into something different.
You've been on both ends of that—
bow do you feel about someone
doing a remix on tracks you've pro-
duced?

Well, there've been times I've loved
it and times I've hated it. About a
year ago, Frankie Knuckles remixed
a hit T had with Loose Ends called
“Hangin’ on a String,” and it hap-
pened to become a hit again in Lon-
don. It was a hit in "84, and it was a
hit again last year. He did a very nice
job. He changed it, and I liked what
he did to it. But there have been
other ones that scemed to mi