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

Room For Improvement
Fact: most real-world mixing rooms have severe acoustical defects,
with parallel walls, floors and ceilings that reflect
sound in every direction. These reflections can
mislead you, making it impossible to create a mix
that translates to other playback systems. But in the
near field, reverberant sound waves have little
impact, as shown in the illustration. The Monitor
One takes advantage of this fact and is built from
the ground up specifically for near field reference
monitoring.

The Truth From Top To Bottom
The Monitor One’s proprietary soft-dome pure silk

tweeter design delivers natural, incredibly accurate it o,
frequency response while avoiding high frequency ~ ffiminate such complex
siridency and listener fatigue—  frens G e
typical of metal-dome tweeter ; .

¥

The pink area in the
illustration shows
where divect sound
energy overpowers
reflected waves in a

mixing position.

designs. The Monitor One overcomes wimpy,
inaccurate bass response—the sad truth about
niost small speakers—with our exclusive

. o ™ & . H
Alesis SuperPort™ technology gives SUPErPort™ speaker venting technology. The
you the one thing that other small - dagign formula of the SuperPort eliminates the

monitors can’t: incredibly accurate A . N
bass transient response. No, the - choking effect of small diameter ports, typical

e e e ir: other speakers, enabling the Monitor One
to deliver incomparable low frequency

transient response in spite of its size.

The result? A fully integrated speaker system that has no competition
in its class. You'll get mixes that sound punchier and translate better
no matter what speakers are used for playback. The Monitor One’s
top-to-bottom design philosophy is a true breakthrough for the
serious recording engineer.

For more information about the Monitor Ones and the Alesis Monitoring System. see your
Authonzed Alesis Dealer or call 1-800-5-ALESIS.

Monitor One, SuperPort, and the Alesis Dream Studio are trademarks of Alesis Corporation.
® Alesis is a registered trademark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016

Power To The People

While most near field monitors average around 60 watt capability,
the Monitor One handles 120 watts of continuous program and

200 watt peaks...over twice the power. The Monitor One provides
higher output, more power handling capability, and sounds cleaner
at high sound pressure levels. If you like to mix loud, you can.

The Engine

Our proprietary 6.5” low frequency driver has a special mineral-filled
polypropylene cone for stability and a 1.5” voice coil wound on a
high-temperature Kapton former, ensuring your woofer’s longevity.
Our highly durable 1" diameter high frequency driver is ferrofluid
cooled. Combined, these two

specially formulated drivers ~ po7ssecton e Homitor 5 8 7
deliver an unhyped frequency designed 6.5"low frequency |- "/,ﬁ 5
response from 45 Hz to A/

18 kHz, +3 dB. The five-way 1. 1.5" oice coil IR
binding posts provide solid ~ #"sm el mil) el 1B
connection, both electronic 3 pamped linear rubber ‘ | ’
and mechanical. We even surround i 2
coated the Monitor One with 5 con/ 7 N | .
arubber textured laminate 6 Dustcap TN\

so when your studio starts 7 3 k \LP

. Pole piece.

rockin’, the speakers stay put. o front and back plates 9 4
Plus, it’s fun to touch.

The New Alesis Monitor One™

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

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

USE READER SERVICE CARD FOR MORE INFO



“The Sound Quality is Marvellous”

George Martin, Air Studios

Air Studios, London, England ¢ Tel: +44 071 794 0668 Photo: Paul Burgess

“I have always adimired the ergonomics and  quality of the new console is marvellous.

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
Lyndlrst woith the older SSLs that were in use at our  faders are also a great idea, providing precise control,

former studio at Oxford Circus, | find that the sound  without any of the sonic disadvantages of VCAs.”
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a new state of the art

Studer Cyaxis Il MultiDesk System

e perd GENIE oA ...

USE READER SERVICE CARD FOR MORE INFO

Al
I‘IXPERIEN(IE THE ULTIMATE in creative
control and editing flexibility with
MultiDesk™ for Dyaxis II. Our third
generation modular, muli-track audio
workstation with sleek hardware console
provides a perfect balance between
virtual and physical workspaces.
Modular, Multi-channel Workstation

Up to 24 1/0 channels & 48 playback tracks
Digital mixing with frve-band parametric £Q
Unvrestricted virtual tracks playback
Integrated with MultiMix®, the leading
workstation software
Fingertip Control
Moving fader dynamic automation
Dedicated keys for editing, positioning

& transport control

Integrated computer & control surfuce

Universal Connectivity

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

File format compatibility with OMF, AIFF,
SD-2 & MacMix

EDL compatibility with OMF, CMX, GVG

& SMPTE

Multiple machine control

Advanced Signal Processing

Real-time ingredient gain, fades & envelopes
Real-time channel gain, pan & £Q

Time compression /expansion

Plug and Play

4:1 Dolly AC-2 compression provides full
audio quality from inexpensive 3.5" media

More than 90 track-minutes per disk

Dvaxis IT with MultiDesk provides
unparalleled performance for a swrpris-
ingly affordable price. For the latest
information on all Studer products, call:

Studer Editech  415.326.7030
Nashville 615.391.3399
New York 212.626.6734
Los Angeles 818.703.1100

STUDER

PROFESSIONAL AUOIO EQUIPMENT
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6 AUXSENDS with Solo

and Solo LED.

6 STEREO AUXRETURNS, All have

204B gain, Soloand can beused in
stereo &mono. 1& 2 are pannable &

L émgloballyswftchabletoseetape

_ Optional titt-u
METER BRIDGE!

return preamps or channel output and
include YU meters for main L/R
output. MBe24 meter bridge for 2448
consoleis*799" MBe32for 3248 is
*899*, Our soon-to-be-released 1646
16x8x2 console’s meter bridge will
retail for*699%,
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independently of each other: Each
features source selection between
Control Room & any combination of AUX
3/4, AUX5/6, Mix-B or External source.
Solo allows control room to hearwhat
musicians are hearing in their
headphones.

TALKBACK assigns to all submasters,
main mix, AUXT, AUX 2 or Phones 182.

mainl/R +28dBCLIPLEDs). *
EXPANSION CONSOLES let you add

respective MONO L&R button. Whena
bus has been mono-ed, SOLO sends the
bus toboth speakers.

L MDX/R MIX & MONO L&R buttons
assighn buses to main L/R stereo bus.

Allchannels have Mackies renowned
discrete, wide-bandwidth MIC PREAMP
cireult for ultrahigh headroom & low

channels inbanks of 24 to either the Y
2498 or 3208, Expanders have their own
internal mixampg s0 the main board E OLDE ENGLISH
only “sees” one extra channel per SOUNDE. Greg
expansion console. started out by

- Builtrin talkback MIC. ysll("gy 'thﬂf
Trick BUS S0LO switches send odd- "h' ﬁ' bk %,
numbered buses to the left speaker and the finest British mixing
even-numbered buses to the right boards Fperform the way th
speaker — unless you've pressed the do?” For example, “classic”

older English consoles have
much wider-bond midrange
EQ than lower-priced consoles
— it really has an effect on
overall sound quality. So we
incorporated the same

capabilities on our new
consoles. This also enabled us

noise. Allmic inputs have RFI choking, to add the flexibility ofa

etz IR vale ondwihcontol o

¥ true parametric HI-

M ML NS 8 58 I 08 B S 3R N %.hwas,n’teas
fo engineer in
expensive
circvitry

: - / _necessary and still
S— B— (R PRI, A8, keep our consoles
¥ #4048l balanced 'L Baianced MIE, bal.Junbal. 'fhréaTAPEom?iﬂaaksper =" atfordable, but we did it.
FETURNE, switchabletoto BINEIN, MIC/LINE switch, 24BU

~10dBY unbalancedinbanksof ~ DIRECT QUT&CH.INGERT on

Sretums, everychannel.

bdé"(toté!af'zltz.
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Lo
attention fo vahity;,
grstead c;f ‘Ifss-b«w;ate';i},
-faper faders, we cOmAms~"7 >
siorlr'gd a totally.new custom ‘T‘ :
100mm fader with the . * <.
logarithmic taper foundini . >
mega-expensive consoles. :
€ EVEN THE FEATURES HAVE”.,
FEATURES. Naturafly each
channel has In-line monitoring
with split EQ. But our MIX-B
Monitor section dlso has d
SOURCE switch to tape off the
charmel (pre-fader) to create
nt mixes for taping,

broadcast feeds or headphone
mixes. Dual independent
headphone sections offer the
ability to switch between
Control Room and an
combination of AUX 5/4, AUX
5/6, MIX-B or External
sources. Tape mputs and
outputs feature internal

*Suggested Retail Price. Your actu



'0 THE UNEXPECTEDLY HIGH DEMAND FOR OUR

pBUS CONSOLES, WE WON'T EVEN LET
MIE IWE ONE YE'I' HE WORKED. HE SLAVED; He created the 8-bus console HE

B = always wanted to own. In foct Greg kept adding features

vt we threatened to whock hiet upside the head with a rancid salmon. Now the first notices are im from 8*Bus owners:

pontaaeous raves from recording studios, PA ies and video post louses. Quates like “It’s so quiet | had ta check fo see

at it was an” and “Blows away my old board that cost 520,000.” In other words, Greg really DID succeed at creating the first

uly affordable mheadmom, ow noise, feature-laden 8-bus consoles. Unfortunately, we can’tbuild them fast enough to meet
demond. Uslike our competitors, Mackie con’t just order up consoles by the cantainer-load. instead, we build each 248

and 32+ at our factory in Woodinville, Woshington. Even we're working l.;ldly and night {and
shipping more and more each week), there’s still a waiting list at Madkie dealers. Even

Greg hasn't gotten one yeH Serves him sight for designing so much
perforf’tlvmce inrosconsgf'fhai rem $3995* and

4995". Read on for the delicously
explicit details.
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FROM THE EDITOR
Commodity services. At a recent

meeting with representatives of Pacific Bell, I heard of plans to devel-
op a “virtual studio” environment, where clients would be able to “call
up” their production needs through the telephone company’s broad-
band connections with large production service providers. We have
reported on the growing trend to phone in your part before, but the
Pac Bell plan aims to democratize the process much further and treat
production services more as commodities.

At first, this idea seemed a little strange to me—maybe the person-
al touch is too important to lose in studio services. But the more 1
thought about it, the more it seemed that there are many high-volume
clients who would like to be able to just patch in to what they need.
This certainly would not eliminate other clients’ desire for the person-
al assistance of a favorite facility’s staff to help them realize the best
version of their project.

In this light, commoditization can create a cost breakthrough for
the high-volume client, or even for the project studio that is able to
obtain bulk services from a “mothership” provider. It may be that as
interconnection becomes increasingly prevalent as a way of doing
business, we will tend to categorize facilities of the future as large-
node or small-node studios.

As we move further into the era of the digital studio, complex stu-
dio operations will take place more and more at the end of the phone
lines. But you can bet that the phone companies plan to function as
much more than software carriers. Our cover, revealing the AT&T
DISQ installation at Nashville’s Masterfonics, provides a glimmer of
technology to come.

In watching these developments, it is easy to envision the scenario
James Coburn encountered in The President’s Analyst, the classic spy
vs. spy film of the '60s, in which the all-powerful force in the world
proved not to be the Russians, the Chinese or the Americans, but...The
Phone Company.

Keep reading,

David Schwartz
Editor-in-Chief
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More records go gold on Ampex than on
all other tapes combined
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Opcode Style.

Studio Vision Pro”and  Sudgovise
Your Macintoshe

The dynamic duo for integrated digital audio
and MIDI sequencing.

Now, Opcode’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 editing. Edit anywhere—in a cab,

at home, or af the beach. Since all edits are non-destructive
you retair the original recording quality, even on a stand-
clone Mac. That means more flexibility for you,

and big savings on expensive studio fime!

Studio Vision Pro supports Digidesign® Pro Tools, Sound
Tools 11, Mac Session 8, and Audiomedia I, as well as
the internal sound capabilities of newer Macintoshes,
so it fits info studios of every shape and size.

Opcode invented the first integrated
digital nudiu and MIV:H sequencing

software, Stadio Yision, which won the
1991 Maclher Eddy /word for Best
Music Softwmre. (Vernon 1.32)

Studio Vision Pro, the professionals’ choice.

. ’ See your local dealer for a dynamic demo, or call Opcode
L pgho for free literature at (800) 557-2633 ext. 710
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WORKSTATION SHOOTOUT

by Mel Lambert

The Society of Professional Audio
Recording Scrvices is once again
to be congratulated for organizing
an excellent two-day conference
at the Beverly Garland Hotel,
North Hollywood, during which
about 150 industry worthies had
the opportunity to examine the lat-
est and greatest hardware from 11
companies (Spectral Synthesis can-
celed at the last minute).

Not surprisingly, the networking
of workstations figured promi-
nently during the technical pre-
sentations, including updates on
OMF compatibility. Open Media
Framework is now being imple-
mented in a growing number of
systems and holds great promise
in providing transparent access to
both audio, data and video files,
EDL and processing information.

AMS-Neve was spotlighting its
integrated recorder-mixer package,
comprising an 8/16/24-track Au-
dioFile and Logic Series Mixer. Hot
on the firm's agenda is a refine-
ment of cross-platform OMF com-
patibility between its proprietary
CPU and Macintosh-based plat-
forms. AudioFile is now able to
read OMF files directly from mag-
neto-optical disk, without a trans-
lation process.

Avid Technology is also modify-
ing its operating system to handle
Native OMF structure, but talk cen-
tered on AvidNet capabilities via
Asynchronous Transfer Mode. Offer-
ing data throughput of 1 GB, ATM
will permit simultaneous transmis-
sion of multiple full-resolution dig-
ital video and audio channels of
CD-quality digital audio via a single
network. Also unveiled: details of a
new “SCSI Farm,” which allows up
to 49 disk drives or similar Fast SCSI-
capable devices to be accessed

| from AudioVision systems via 80-
foot balanced SCSI interconnects.
Digidesign announced Version
2.5 software for ProTools, which
offers full TDM support. The
Trans-system Digital Matrix Bus al-
lows processing cards and DSP
code from Digidesign and 60 other
| companies to be controlled from
within Pro Tools, including en-
hanced mixing, reverb/ambience
’ generation, parametric EQ and
| dynamics. Version 2.5 also extends
OMF functionality and adds exter-
nal sync functions. Also new: Post-
’ Conform software, which offers
automated EDL autoconform and
serial control: and a dedicated
| hardware controller with eight as-
signable moving faders and trans-
port controls.
| Fairlight ESP demonstrated new
l features for its powerful MFX 3
system, including 24 channels of
playback from a single hard disk,
l 40-bit DSP architecture running at
133 MHz ()—which offers real-
time EQ, pitch shift and log cross-
| fade profiles—plus an AES and
S/PDIF digital 1/O card.

Micro Technology Unlimited
was showing its cost-effective Mi-
croStation system, comprising u
series of PC-compatible digitizing
and playback cards, plus a time
code sync card. The system han-
dles 15 sample rates and can re-
play multiple tracks from disk.

New functions available on the
Orban DSE-7000 systems, under its
| revised V4.0 software, include im-

proved librarian capabilities, on-
screen displays of metering and I/O
status, plus storage and recall of
| track enables and solos. A new DSE
Disk Cache accelerates disk trans-
| fers between the RAM-based editor,
’ and a new digital I/O module offers
compatibility with AES/EBU and
S/PDIF sources and destinations.

Otari showed both the ProDisk
464 and a production version of
RADAR, which comprisces the dig-
ital equivalent of a 24-track re-
corder, complete with remote con-
trol and autolocator. ProDisk 464
is now shipping with the new
GUIDE software (Graphic User In-
terface for Digital Editing), with in-
tegrated nonlincar video playback
and V5.0 software that offers LTC/
VITC synchronization, support for
external MO drives, and optional
dynamics control and CMX-com-
patible autoconform.

The V2.0 software of Roland
Pro Audio’s DM-80 system features
waveform display on the remote
pancl; up to 40 positional markers,
auto-trim mode (which searches to
the first modulation on a selected
sound cue); fader grouping; auto-
naming of cues; plus group move
and back-timing functions. The
Mac-based software controller now
supports up to 32 replay tracks
from multiple DM-80 systems.

Sonic Solutions announced that
its Sonic System editing and mix-
ing software is being ported to run
on Silicon Graphics and PowerPC
plattorms. Networking figured
prominently in the firm’s demon-
strations and hands-on displays,
using the new MediaNet Server
and Client Cards for the Mac plat-
form. In addition to FDDI and
CDDI implementations, allowing a
theoretical throughput of 12 MB/
second, just around the technolo-
gy corner is an ATM-compatible
version of MediaNet. capable of
sustained data rates that will allow
both multiple digital video and
audio files to be accessed in real
time from multiple Sonic Systems.

Studer Editech spotlighted the
connectivity of its Dyaxis Il work-
station and new MultiDesk hard-

—CONTINUED ON PAGE 16
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Up until now, it’s
been the same old song.
Your studio either stays
analog or goes digital.

But all that’s
changing thanks to the
AT&T DISQ Digital Mixer

Core.

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

Analog is still music to many
artists’ ears.

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

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

_ Amixing system that
and digital at the

Others are really

digging digital.
On the flipside,

there are artists and
producers—be they in
Contemporary Pop, Country,
Jazz or R&B-who are already
sold on digital. They feel it
lets them hear nuances they
never heard before. And that
digital is important in

editing and mastering.

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

Adding digital by adding to your
analog system.

The DISQ System

works in tandem with

your existing analog
boards.

Meaning you
avoid the big
learning curve a
new digital console

requires. So when
clients ask for a
certain sound,



same tme.

an engineer still knows which of
3.000 faders and knobs to move a
mere fraction of an inch to

AIXT Bell Labs: A name
that’s pure platinum.

Not surprisingly, the
technology for the DISQ System
came from the best R&D (not to be
confused with R&B) facility in the
world-AT&T Bell Labs.

A mixing system that's both
analog and digital. It's not impossible.

give ‘'em what they want.

Spend halfas much to do
twice as much.

Besides the incredible
flexibility the DISQ System’s

capabilities afford you, there’s It's the AT&T DISQ Digital Mixer Core.

also the cost savings. For details. call 1 800 353-8805. Outside
Because you simply add the the U.S. and Canada, dial 919 668-2934.

DISQ System rack to your T ."oorg’._'_-.'."'" “rerererar

existing hardware, there’s not
a ton of pricey equipment to
buy. Or install. Meaning your
downtime is kept to a bare
minimum.

Add other stuff anytime
down the line.

/
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) i If the Tuvans wanted to use the DISQ System to make an album, they
You won't gel hit up tor miight bave to traivel to a city many Americans find foreign.
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lots of gadgets when you want
to upgrade, either.

Typically, all it takes is
new software.

—————
— e
In fact, the DISQ Svstem is —— AT T
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so flexible that mixing board —— &
R ——
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grg—

functions can be changed with
a mere tweak.
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INDUSTRY NOTES

Shure Brothers Inc. (Evanston, IL)
promoted John F Phelan to vice
president, international marketing
and sales, and Alan G. Hershner to
vice president, domestic sales...
Buchanan, MI-based Electro-Voice
Inc. named Jim Long to head its
pro sound team, and Terri Briggs
was named director of marketing
services. Long will direct the mar-
keting efforts of EV’s pro sound
unit in North America, and Briggs
is responsible for development
and production of the company’s
space advertising, literature and
other promotional and support
programs. In other EV news, Mark
Blanchard was promoted to appli-
cations engineer, and C.L. Pugh &
Associates is celebrating its 50th
anniversary as a manufacturer’s
rep for Electro-Voice...Opcode
Systems (Palo Alto, CA) named E.
James Hannon as vice president of
sales and marketing. The compa-
ny’s new multimedia division, Op-
code Interactive, hired Andy Sells
as vice president of multimedia
development...Spectral Synthesis
of Woodinville, WA, appointed Au-
dioTechniques as its New York
metropolitan representative. ..Digi-
design Inc. hired producer and
keyboardist David Lebolt as pro-
fessional products manager.. Neu-
trik USA (Lakewood, NJ) created
two new positions, hiring Edward
Obuch as engineering/production
manager and Larry Niles as prod-
uct manager for jacks, plugs, jack
fields and commercial connectors
...Booking agency the World Stu-
dio Group recently added six new
members, including three mobile
recording companies, to its roster.
The mobiles are Fleetwood, out of
London, SCI of Tokyo, and West-
wood One in L.A. Other new
members include Synchrosound
Studios in Kuala Lumpur, Malay-
sia; Valley Studios, Lausanne, Swit-
zerland; and BearTracks Recording
Studio, Suffern, NY...The World
Percussion Network, the Percus-
sive Arts Society’s bulletin board

system, can now be reached at
(405) 353-1441...UK-based studio
sound integration and control sys-
tems company Motionworks re-
cently relocated to larger head-
quarters. The new address is The
Barn, Worton, Oxford, OX8 1EB.
Phone 0865 883001, fax 0865
883002...Due to damage from Jan-
uary’s quake in L.A., design firm
studio bau:ton relocated its offices
to the Wiltern Theater tower at
3780 Wilshire Blvd., Ste. 420, Los
Angeles 90010. Phone (213) 251-
9791, fax (213) 251-9795...AGI Inc.
(Melrose Park, IL) reorganized its
sales and marketing departments,
dividing the sales force into three
specialized market-driven groups:
Pam Sansbury is vice president of
multimedia sales and marketing;
Rich Oppenheimer is vice presi-
dent of entertainment sales and
marketing. Oppenheimer will also
direct the consumer products
packaging division...Dobbin/Bol-
gla Associates moved to new of-
fices at 24 East 21st St., 3rd Floor,

| New York, NY 10010. Phone (212)

388-1400, fax (212) 388-1490...Dr.
Harry Clark, past president of the
International Network of Perform-
ing & Visual Arts Schools, was
named national director of acade-
mic relations at Full Sail Center
for the Recording Arts in Winter
Park, FL. He will be directing the
school’s outreach programs to
high schools and other secondary
schools. .. The first annual Interna-
tional Country Music Workshop
will be held August 4-6 at the
Music City Sheraton in Nashville.
For more information, call (615)
322-9897...Now in its tenth year,
Gand Musictech will hold its '94
expo on September 17 at the
Radisson Hotel in the Chicago
suburb of Lincolnwood, IL. Dedi-
cated to electronic musicians and
project studio engineers, the show
is the creation of Northfield, IL-
based Gand Music & Sound. For
more information, call (708) 446-
42063. ]

—FROM PAGE 12, CURRENT
ware controller, including com-
patibility not only with its own
MultiMix and MacMix file struc-
tures, but also Sound Designer
II, OMF, AIFF and LightWorks
formats. Also supported is
direct access to Ethernet and
FDDI-based network systems.
“Plug-and-play” is possible via
erasable MO drives, using eith-
er a non-compressed format
on 5.25-inch media or data-
reduced using the modified
Dolby AC-2 algorithm for 3.5-
inch drives. Direct serial con-
trol is now available via Sony
9-pin, Lynx, DA-88, SV-3900
and ASC Virtual Recorder pro-
tocols.

Timeline Vista showed a re-
vised and extended version of
its new Studioframe DAW-80
workstation, derived from the
basic WaveFrame designs that
the firm purchased from DFX
Systems earlier this year. Ver-
sion 6.0 of the Windows-based
software offers combined func-
tionality for music-recording
and post-production applica-
tions, plus improved editing
functions, floating toolbars and
other features.

TEC AWARDS TO
HONOR HANCOCK, ZAPPA
Herbie Hancock will be given
the Les Paul Award and Frank
Zappa will be honored posthu-
mously with a Hall of Fame in-
duction at the Tenth Annual
Technical Excellence & Cre-
ativity Awards, to be held No-
vember 11 in San Francisco.

Academy Award-winning
keyboardist-composer Herbie
Hancock performed with Miles
Davis in the '60s and has
emerged as one of the most in-
fluential electronic jazz artists
of his generation. During his
fabled and innovative career,
Frank Zappa released more
than 50 LPs, ranging from '50s
doo-wop to complex sym-
phonic works to spellbinding
jazz-rock fusion.

For more information about
the TEC Awards, call Karen
Dunn, Executive Director, at

(510) 939-6149. ]
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SnapShot
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Hans Zimmer's film scoring projects include: True
Romance, Cool Running, I'll do Anything, The Lior:
King, and House of the Spirits.

National Sound’s All-Digital Studio 2. Recent Projects:
NBC’s Today Show campaign, Fox-WNYW News theme,
A Current Affair theme, and P8BS Network theme.

Recent Shows Include: 1993 MTV Video Music Awards,
1993 Billboard Music Awards, Aerasmith, 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

(setups easily. Instantly move

from one song to another.
Monitor mixes, different ver-
sions, dub mixes, £Q, 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
recall multiple versions of a
spot or cue for comparison.
And when changes have to be
made no time is wasted in
setup. Clients are able to audi-
tion different versions of a mix
instantly.

BROADCAST

Westwood One Remote
During complex productions
complete console setup may
be instantly reconfigured on-
air. During rehearsal the mix
can be fine tuned to be
recalled instantly during the
show. Each segment in a show
may have its own Snap5Shot.
The Euphonix can handle the
work of several consoles, mak-
ing life a lot easier for the
engineer and resulting in bet-
ter mixes.

Everything
Instantly ~

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
tiols. 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
aub sessions in seconds rather than hours. For
Audio Post Production studios, SnapShot Recall
lets the client compare different versions of a cue
ar a scene, making the dedsion process easier

Great care has been taken in the analog circuit
design to ensure that SnapShots may be fired
on-air. In fact Euphonix systems are installed in
facilities such as Broadcast Studios and Opera
Houses where it is essertial to have instant
silent resettability during the performance.

The Euphonix dynamic mixing system includes
& console SnapSnot with each mix. When you
load a mix the cansole 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
(B18) 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
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by Stephen St.Croix

FromMm HERE
To ETERNITY

e all live out our lives inside one of
these organic machines—you know,
the one you are in right now. Each of
these machines has a basic operating
system and runs one huge (albeit, in-
comprehensibly efficient and com-
pact) life-long, self-adapting program.
Way back in the Piezo-Electric period,
the basic Version 1.0, with its four-
pa-t superstructure, worked quite well.

Every human machine went through
the same program. First, boot. This
was, of course, the original “warm
boot” Second, learn. Specifically, this
is a three-part process: learn what to
learn, learn how to learn and then
learn the stuff you need to learn.
Third, during the period of optimum
mechanical performance, the prime
directive turns on, and procreation
(and the stuff that makes it possible,
like fighting for our mates and de-
fending our own little territories) fills

the lives of the machines. Finally, the
machine self-terminates so that other
machines, hopefully of their own
manufacture, can have the space and
food they need to run the same pro-
gram successfully again. Remember,
we are all sharing a small bit of space
on a very tiny rock in a big, black,
scary void, and even the modern
1.0.5b machines know that they will
never leave this rock.

Oh, yeah, there are a couple of
Band-Aids: a built-in reward mecha-
nism to keep the machine in line and
built-in self-repair routines to cover
the machine’s proverbial rear resting
pads in the event of unforeseen mi-
nor mishaps. This repair ability is lim-
ited so that units exceeding certain
maximum levels of stupidity or self-
destructive behavior cannot recover,
terminating the line. Simple. Elegant.
Shockingly functional and practical.
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THINK OF IT AS A $1,000 PROCESSOR

THAT COMES WITH 30 CASES OF FREE BEER.

Let’'s talk about technology.

TSR-12 FEATURES

they can’t guarantee digital black.

The TSR-12 uses DigiTech’s pro-

prietary S-DISC, the most powerful

32 algorithms

digital signal processor chip
transmission

designed specifically for audio e Digital noise reduction

And now a word about effects,

Full bandwidth effects (20 Hz to 20 kHz)

since that’'s probably why you're

24-pbit signal patn, 48-bit internal daza

reading this. The TSR-12 includes

128 factory-fresh presets and 32

* Instant module and parameter access

applications. So it offers unheard-

of specs that always deliver

Built-in MIDI merging

effect algorithms. Built-in memory

Integrated MID! processor

lets you program 128 of your own

* MIDI controlled “morphing” eftects

clean, crisp sound. Even the most
expensive processors use your basic

off-the-sheif chip. Which gives them

your basic off-the-sheif performance.

How about noise? If you don’t hear any, it's
because the TSR-12 has the exclusive Silencer™ digital
noise reduction system. The Silencer is so intelligent,
it closes and writes digital zeros when there’s no
analog signal present. Higher-priced

processors may offer noise gates, but

multi-effect sounds. And one of
those more expensive processors? Just 100 presets
and 9 algorithms. If you're lucky.

At $499; the DigiTech TSR-12 isn’t some
watered-down version of a $1,000 sound processor.
So try an A-B test with anything else out there.
You’ll find the TSR-12 gives you everything you want
from a processor. For less. Try one at your local
DigiTech dealer today. Or call or

write for more information.

H A Harman International Company

Multiple dynamic effects.

Program: and store 128
of your own prevset..

©1994 Digitech

8760 S. Sandy Parkway Sandy, UT 84070 USA (801) 566-8&00 Fax (801) 566-7005

Al effects and pararieters available for
MIDI-continuowr control.

Two iaput/two outputs for
wlereo procesung.

N

*U.S. price only
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F LANE

So cfficient that it got us all the way
to now, more or less unchanged.

However, a secondary subroutine
developed along the way: society.
And operating this machinery within
the shell of a society has allowed the
addition of a new step between the
original steps three and four—pro-

reation and death. That is, free time
for the expansion of our personal
universes.

Yes, with the advent of mecha-
nized technical society, we are able
1o pursue more esoteric paths. And
what do we do with this free time?
Some party, some pet their cats, some
nap. Some skydive, others dedicate
their lives to trying to stop the oil
leaks on their Harleys, Sull others lift
weights, get liposuction, bleach their
hair and get chin implants, and then
pet their cats or nap. But for this dis-
cussion, we will focus on those who
want to grow, to expand their uni-
verses. They want more contact, in-
put, sort of a second shot at the orig-
inal second step: learning. These are
the people who are awake. This is
what T assume you are, since you are

actually going to the trouble to take
a few moments out of your life to
read a semitechnical trade magazine.
You probably want to share ideas,
CONCEPLs, CXPEriences even more now
than you did as a kid.

So we are constantly reaching out,
searching for ways to transcend our
carthly bounds, to increase the amount
and intensity of input, of growth. We,
as mechanical devices, are cach in a
sort of private physical prison, and
we strive to get as much flow through
the bars as possible, in both direc-
tions. We must experience and learn:
we must express and test our own
ideas. We must share to exist. Al-
though no man is an island, cach is
a peninsula at best. T mean, yeah,
though we walk in the Valley, we
must looketh both ways or we'll get
hit by a Porsche.

The physical senses that once
helped us survive in the wild, and in
turn helped build a society, now turn
to inner growth, to self-expansion with-
in that society (and I don't mean hot
fudge sundaes and pepperoni pizza).

But wait! Very soon they will turn
again, and to the most extreme level
that we can imagine today—freeing

Worldwide Distrioution: Tony Larking Professional Sales Ltd =
Letchworth, SG6 1UJ (UK). Tel: +44 (0)462 480009 Fax: +44 (0)462 480035 L]
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us from the mortal coils as never be-
fore. Technology, which gave us so-
ciety and has exploded as a result of
society, is rapidly advancing to the
point of transcending the boundaries
of life itself.

If you ignore the moral aspects of
the point (certainly one of my favor-
ite things to do), there is only one
factor separating fantasy from reality
—resolution. | mean, let's take a term
that describes something we really
don’'t have yet, but at the same time
have had all along: “virtual reality.”
Dreams are virtual reality. Some are
even more real than the reality that
one lives when awake. Some of you
may have experienced drug-induced
alternate realities that far exceed
your “conventional™ or “legitimate”
reality in both intensity and in sheer
profound awareness. Extreme emo-
tional states, good or bad, alter real-
ities. Profound beauty, pain, compas-
sion, despair. Simple stuff like weath-
er, seasons, fatigue, hunger and age
all change your perception of reality,
and therefore reality itself.

Drawings and paintings were very
carly glimpses into other realities—

~CONTINUED ON PAGE 231
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Hit recordmgs are - weated through the artful combination el— —‘]

talent, experience and the right tools Top studios, lncludmg :
The Hit Factory in New York City; know the value of-thesc™

tools and settle for mothing less than the best. Tﬁat S wh) <
] _ they choose Neumann. : .
__ = S The TLM 170R is the ideal multi- -purposc studio mlcrophonu.i
."" Its l.lrge diaphragm and transformerless circuitry offer
Aty superior performance and that famous “Neumann Sound.”

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

Ca?l or write for detailed specifications
on the TLM 170R and our infermative field guide.

The TLM 179R is the first and only microphone
capable of remote polar pattern selection via 6 Vista Drive PO Box 987 » Old Lyme, CT 06371 ;
standard microphone cable (with the optional Telephone 203-434-5220:*Fax 203-434-3148 ;

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

UNMTRFALER SERVICE CARD FOR MORE INTO
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by Ted Pine

AGREEING
To DISAGREE

THE CURIOUS COURSE OF
COMPRESSION STANDARDS

n 1988, the Motion Pictures Experts
Group Audio Committee first con-
vened with an ambitious agenda and
mission: to standarclize the formats and
use of audio compression across a
wide variety of protessional and con-
sumer applications, ranging from satel-
lite and terrestrial transmission to con-
sumer tape and CD-ROM distribution.

Some observers at the time felt
that the standardization effort was
premature, because new compres-
sion approaches were still being in-
cubated in the lab. Sure enough, af-
ter five and a half years of interna-
tional standardization, a bewildering
and seemingly ever-growing variety
of formats compete for supremacy
on an application-by-application bas-
is, including the following:

e ADPCM—CD-I, CD-ROM/XA, vid-
€eo games

e APT-X—Studio-transmitter links
(STLs), audio WANSs, cinema audio
o ATRAC—MiniDisc, cinema audio
¢ Dolby AC-2—STLs, studio WANs
® Dolby AC-3—Cinema audio, laser-
discs, video-on-demand

e MPEG-1, Level I—DCC

e MPEG-1, Level II (MUSICAM)—
CD-Video, DAB (Europe), DBS

¢ SEDAT—Network and cable head
end satellite transmission

Perhaps the greatest blow to the
dream of worldwide conformity came
when the HDTV Grand Alliance se-
lected Dolby AC-3 over MPEG-2 as the
surround-sound compression scheme
for the next generation of U.S. broad-

ILLUSTRATION: GORDON STUOER



How to Become a Power User
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TECHNICAL EXCELLENCE & CREATIVITY

Load, edit, and dump simultaneously.

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

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

Share soundfile; with the engineer{s) next door.
With MediaNet™ you can share soundfiles, edit
decision lists, and processing resources among Sonic

systems. MediaNet is the true Power Users’ network —

it supports playback of 80 or more channels

simultaneously, and maltiple users can access the
same hard disks (even the same soundfiles!) without
introducing a drag on the host system.

1994 NOMINEE

Cut to picture with SonicVideo™

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

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

Invest in a Sonic System.

No other system offers the breadth or flexibility of

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

For more information on why Power
Users prefer Sonic, please call your
local dealer or our product hot line

- at (415) 485-4790.

' Headquarters

1891 East Francisco Blvd., San Rafael, (A 94901 USA
Tel. 475 485.4800 Fax 415 485.4877

Sonic Europe
Brugwachter 19, 3034 KD Rotterdam, The Netherlands
Tel. 3110.414.7354 Fax 31.10.414.7365

SONIC SOLUTIONS

USE READERSERVICE CARD FOR MORE INFO






We'Re Kvowy For Tae Company WE KEEp,

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 II", and
SampleCell II". 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.

WALTER AFANASIEFF
(Mariah Carey, Kenny G., Michael Bolton)

DANE TRACKS
(Forever Young, Romeo Is Bleeding)

RHETT LAWRENCE
(Paula Abdul, Mariah Carey, the Winans)

Bos CLEARMOUNTAIN
(Brian Ferry, Bruce Springsteen, INXS)

STEPHEN LIPSON
(Annie Lennox, Simple Minds)

HARRY SNODGRASS
(Alien 3, Robin Hood Men in Tights)

HANS ZIMMER—-MEDIA VENTURES
(The Lion King, I'll Do Anything, Cool Runnings)

WEDDINGTON PRODUCTIONS
(Aladdin I, Basic Instinct)

JONATHAN WOLFF
(Seinfeld, Married With Children)

Now with TDM

« A virtual digital mixing environment seamlessly
integrated into Pro Tools with up to 16 busses,
5 unity-gain inserts, 5 effects sends and
automatable inputs, subs and masters

* Session snapshot of DSP settings/volume & pan
automation

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

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

 Easy integration of external analog equipment

o 22-bit SampleCell II playback through THM

P

.
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digidesignmn

* 1360 WILLOW ROAD « MENLO PARK °
CA * USA » 94025 » 415.688.0600
EUROPE (LONDON) « 44.81.875.9977
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Here's More Goop Copany For Pro Toois,

Digidesign Development Partners-A Whole Industry’s Worth of Possibilities.
Here's a sample of what you can expect from just four of our 60 Development Partners:

J =
-
m_!m
L2l 1001 e 0 5%
SONIC BOON THE WORKS
Hachines / L Lrdine COMOrRINer wind-<, guiet Switoh on
SO0 10EAS 1000 |
| |Awpert et ambiecce gerersl embionce plenes Laxting |
. . Asrplone ot Tovw of | Version ® 1 = Eeaam— B
| @ [ |Airpiane jot e 61 Version © 2 Coatral Panel
7 Jasrpinen ot [Tots off Version ® 3
l /) | [_jAwoiene ot e of 1 Version © 4
Airpiane ot W off Versien * 5
7 [Airplene jot[Canding Version @ ¢
| 0 [Arpiens. jet__ [Landing Vervien = 3
. L JAwpione jet  JLending Vervien * 4
| L JAirotene jei [Canding Version * 5 1
GQONICQCIENCE | i ooy verviea =5 =
overteed Versien © 1
[sovnns 16 spconns | pcdememelel  Javenbylew

Searches through all major SFX libraries simultaneously.
Locates and plays through automated CD changers.
Creates EDLs 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.

Hyperpnsm 15

l.Wlmm’Iﬁ. 2

Arboretum

SYSTEMS

* Includes 21 real-time studio-quality processes.

* Time compression and expansion with simultaneously
independent control of pitch.

* Sound positioning in virtual space.

¢ Powerful and flexible filters with variable Q factor.

* Delays, chorus, flanger, ring modulation, doppler,
frequency shifting, pitch/envelope followers and more...

¢ New version 1.5 now MIDI compatible.

¢ For Pro Tools, Sound Tools I & 11, Audiomedia |1 & 11.

Join the industry’s best.
y

IR

wmw/

You'll be in good company.

Call Digidesign today at 800-333-2137 ext. 102
to discover what Pro Tools and Digidesign
Development Partners can do for you.

e
PR

WAVES

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.
ldeal for mastering, post, multimedia, & broadcast.

VU and numeric peak-hold metering.

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

For Pro Tools™, Sound Tools II™ and Audiomedia II™ Systerr

|
| Grey Matter Response

* Mezzo Media™ archiving software intelligently supports
Pro Tools, SampleCell, and other Digidesign products.
Provides background backup and restore.

* PortaMezzo™/MO (magneto-optical) drives play back
8 channels of audio (using the Pro Tools System
Accelerator) and store over 1 gigabyte of data per cartridge.

* PortaMezzo removable hard drive systems let you
change multi-gigabyte projects in an instant.

® Use Mezzo Master™ with MasterList CD to make 8mm
tape format, duplication-ready masters.

digidesign

* 1360 WILLOW ROAD » MENLO PARK o
CA o USA » 94025 » 415.688.0600
EUROPE (LONDON) « 44.81.875.9977

San Francisco © Los AnGELes @ SEATTLE » New Yore  (hicaco ® NASKVILLE
Parts o Lowpon o MeLsourne o Einpnoven o Livorno

© 1994 DIGIDESIGH, INC. ALL FEATURES AND SPECICATIONS SUBJECT TO CHAMGE WITHOUT NOTICE. ALL TRADEWARKS ARE THE PROPERTY OF THEIR RESPECTVE HOLDERS,



INSIDER AUDIO

cast television. The casual observer
might quickly conclude that the stan-
dardization movement has failed. The
question becomes, is there strength
in diversity, or will the multiplicity of
standards ultimately hinder the audio
industry?

THE MARKET SPEAKS

In the search for the saboteur of the
standardization movement, one need
look no further than the market it-
self, which has demanded develop-
ment of digital transmission and stor-
age solutions at a rapid-fire clip,
rather than at the slow and deliber-
ate pace of standards bodies.

Consider the evolution of EDnet,
which in the wake of its acquisition
by IDB, offers three different servic-
es for real-time transmission of com-
pressed audio over terrestrial phone
lines: The Digital Multichannel System
(DMS) for music recording and film/
TV post-production offers multichan-
nel, bidirectional recording synched
to time code or biphase over leased
T1 lines; the Digital Patch System is
targeted for commercial voice-over
recording and approvals over ISDN
or Switch 56 lines, while Direct Dial
Digital Audio (3D2), an outgrowth of
an earlier analog satellite service for
voice-over recording, also has con-
verted to multiple direct-dial ISDN or
Switch 56 lines.

Though similar in concept, each
of these services was originally de-
veloped by different companies for
different applications at different
times. Today, each has a defined and
enthusiastic market niche, and each
is based on a separate, incompatible
compression scheme: DMS uses Dol-
by AC-2, DPS uses MUSICAM, and
3D2 uses APT-X.

Howie Schwartz, owner of New
York’s Howard Schwartz Recording
(which has solved the compatibility
problem by installing one of each of
the systems), maintains that compar-
ing the systems based on the merits
of their underlying compression types
is largely irrelevant. “If a client wants
to know what the difference is be-
tween one system and another, we
tell them that the difference is some
studios have one, some have anoth-
er Schwartz explains. “There are
some differences, to be sure: 3D2
and DPS are direct-dial systems, so
we don’t have to go through a hub,

— CONTINUED ON PAGE 208

What's All The 7a/k About?

//J alk is the latest release from mega-group
e

YES. Talk recalls the classic YES sound of the
70s and takes it a step further into the 90s.

As the principal song-writer, producer and co/engineer
of Talk, Trevor Rabin combined amalog and digital
recording techniques that pushed the envelope of
technology to the limit. Throughout this painstaking
and demanding project, the DYNATEK TRaCK SERIES data

storage that Trevor used never failed.

Trevor depends exclusively on DYNATEK TRACK SERIES
rackmountable data storage for its ergonomics,
versatility and reliability. And when YES takes Talk on
tour, they’ll be using DyNATEK TRACK SERIES to help
bring their unique studio sound to live audiences

around the world.

Trevor’s talking about Dynalek.

USE READEE SERVICE CARD FOR MDRE INFO

“DynafTek drives are
the most stable part

of my system.”
Producer/Musician/
Vocalist, Trevor Rabin,
of megagroup YES

DYNATEK

TRACK SERIES
¥ All steel rackmountable chassis
¥ Completely shock resistant

¥ Front ponel scst ID selector

¥ Multiple scsi ports

¥ Duol universal power supplies
v Ultro-quiet high-copacity fans
¥ Front and back venfilafion

¥ Up to five years warranty

Featuring Sony Technology

@m
DIGITAL MUSIC STORAGE
200 Bluewater Road
Bedford, Nova Scotia

B4B 1G9, Canada
Tel: (902) 832-3000
Fax: (902) 832-3010
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LUNCHING WITH BONZAI

28 MIX. fi/LY 1994

by Mr. Bonzai

RAY BENSON

SINGIN’ AND SWINGIN’

How do you get Garth Brooks, Merle
Haggard, Huey Lewis, Lyle Lovett,
Suzy Bogguss, Willic Nelson and
Chet Atkins all together for a cele-
bration of Western Swing? Just hop in
the audiomobile and make sure that
Ray Benson is Asleep at the Wheel.,
His 1994 Grammy-winning tribute to
the music of Bob Wills & The Texas
Playboys is a joyride deluxe.

It’s hard to believe that Bob Wills
drove Western Swing to such heights
in the '30s and "40s and then it all but
petered out in the '50s. Wills was a
rare and hugely popular figure in
American music, a crossover country
pioneer who combined blues, Dixie-
land, fiddlin’ cowboy tunes, mariachi,
polka and traditional folk music into
a style that makes you want to put the
pedal to the steel and gun it. Merle
Haggard has been a tireless advocate
for the Wills legacy, and for much of
the past two decades we've had Ray

PHOTO" JIM CARR

Benson bringing it to the forefront.,
creating a stir at urban hoedowns
across this great nation of ours.

At six-foot-seven, Benson’s a mighty
big man with a mighty big heart,
down-to-carth but with his ten-gallon
head close to cowboy heaven. When
Benson isn't behind the Wheel, he’s
a wrangler of talent, getting the best
from the best, as producer of such
mavericks as Aaron Neville, Bruce
Hornsby, k.d. lang and Dolly Parton.
What may surprise you is that this
colorful character is also a studio own-
er and tech weenie, Join us now as we
learn how to hotwire some old tubes
and get the show on the road...

Bonzai: How’s your studio coming
along?

Benson: Great, everything is cookin’
right along. The studio now is 1,000
square fect total, and we're adding
about 1,000 more.




“"The Clearest
Path to Digital!”
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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 Uv22™
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
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AD-1000

oscillator 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.

Digital audio unveiled.

/( APOGEE ELECTRONICS CORPORATION,
3

145 DonaLb DouGLas LOorP SOUTH, SANTA MONICA,
CA 90405. TeL: 310-915 1000/Fax: 310-391 6262

ADH500 Owners, contact Apogee for upgrade information.



LUNCHING WITH BONZAI

Bonzai: What kind of console are
you using?

Benson: Right now I've got a Peavey
AMR, upgraded a bit. We're shop-
ping now, but it’s been so damin con-
fusing because we really just monitor
back through the console. T just need
a board to listen to, and the Peavey
has been retrofitted with different
chips. They use these great TLO-72s,
but Burr Brown makes a replace-
ment that gives it a little more high-
end clarity and low end.

When I got down to building my
own studio, I realized you're paying
for a lot of unnecessary gear in terms
of the board. For instance, you're talk-
ing about each channel with a com-
pressor and a gate, ctc., and how
many of those things are you actual-
ly using? We dig outboard gear any-
way, and specific little things. I don't
like the sound of a certain compres-
sor, or limiter, for all instruments.
Bonzai: How did you develop your
passion for outhoard gear?

Benson: Well, I started out going from
studio to studio with the same micro-
phone for my vocals, figuring that 1

You've got a stereo signal. Why in the @#*1? would you
want to combine and process it in mono when you could
process the whole thing in stereo with the exceptional
effects processor you see right here.

The remarkable Yamaha SPX990. Which, unlike other
processors in its price range, offers two
discrete inputs from beginning to end.

Here's the other hig reason why

you're going to want this beauty.
1t sounds a lot better.

Where other processors offey you standard 16-bit A/D and

had found the right one, a Neumann
U47. My voice has all this barking
low-end stuff. But even with this mic,
I found that I had to EQ my voice.
Why is this? Well, there’s this little thing
called a microphone preamplifier.
then found that a Trident A-range was
the mic preamp for my voice in com-
bination with the U47. That was the
first gear I bought, which I had fitted
into a box with a power supply. No
matter what studio T worked in, 1
could get my voice to sound right.

I ook it a little further and decid-
ed that if it was true for my voice,
then it was true for every instrument.
I don't mind EQ, but I want to do as
little EQing as possible, because of
things like inherent phase shift. I don’t
mind it much in the mix process, but
[ really don’t want to EQ when I first
go down to tape unless I've got exact-
ly what I want. [ figured that every in-
strument must have an ideal mic pre.

I love the Trident A-range for a lot
of people’s vocals, and for electric
guitars, steel guitars. I've got a total
of 27 channels of mic pre, and I'm
thinking of adding a few more. I've
got two channels of Neve 1066 EQs,
which T like for crunchy guitars. I've

care (o name.

So you'll have no trouble palching
things up. the SPX990 takes either
XLR or TRS phone jack connectors.

got two channels of Neve 1272 line
amps that were modified by Brent
Averil to be mic pre’s and also direct
in, and they're good for all kinds of
instruments. I've got four channels of
Summit tube mic pre’s, which are
very versatile for everything from vo-
cals to fiddles. I've got four channels
of API 312s, just cards I bought and
hooked up with 550A and 550 EQs.
Bonzai: Don't you find it kind of fun-
ny to be rattling off all these numbers?
Benson: Yeah, my wife thinks I'm
talking Greek, but to me they are
sounds. A snare needs a 550A to
sound right. You use them enough
and they become more than just
techno-words. It spooked me at first,
but you learn as you go.

Bonzai: What recording medium do
you use?

Benson: [ go to ADAT first, a great for-
mat because of its [low] expense, and
it's also modular. I've got 48 channels
of ADAT, and you can just pop an-
other tape in and you've got another
8 channels. When I recorded Chet
Atkins, for instance, there was nothing
more frustrating than having a 24-
track machine and having two tracks
to do guitar overdubs on. 1 know

/A converters, the SPX990 boasts 20-bit A/D and D/A
conversion. And internal 28-bit processing to deliver much
greater dynamic range than most any effects processor you

And as you might expect from the company that brought

you the legendary SPX90, the first afford-
able digital effect processor, everything
about the new Yamaha SPX990 has been

designed to silence other effect processors in
its price range.
For starters, we've enhanced our algorithms to produce

=&=THERE'S NOTHING WRONG WITH YOUR LAS
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you can slave it to another 24-track,
hut vou're also talking about $150 tor
a reel of tupe, X amount of dollars 1o
rent the machine. Rewinding with
two machines locked up is no fun.
IUs lotsa bucks and a pain in the ass
Bonzai: Yeuh, paving for a pain in
the ass is like going to a proctologist.
Benson: [Chuckles] I'll take vour word
for that, Mr. Bonzai. Anvway, when the
ADAT came out, 1 bought the machine
immediately. We listened, and also
modified them with Burr Brown chips
in the D-to-A’s. The company is out
of Phoenix, and they make high-end
chips for many applications. They
muke the chip for the ADAT, but they
have a high-end one that is a little bit
better for our purposes—ijust for lis-
tening. So. we record ADAT, and that
gives me the flexibility to assemble
all the tracks that we need.

But to me, and to many folks, dig-
ital sounds a littdle thin—like when
you hit the snare drum. And with fid-
dles it adds a littte edge that 1 don’t
like. We found that we got what we
wanted by transferring 10 analog
through Dolby SR, and T happen to
have a Studer machine. SR to the high-
formula tape. the 499 or the 996,

far more natural sounding reverbs than you probably

thought was possible.
Bul there's more o it than that.

The SPX990 features 39 different types of Reverbs,
Delays. Echoes. Modulations, Pitch Changes and
Sampling — plus variations on each — for a total ol 80
all new effects. And if that's not enough, you can simul-
taneously add EQ and/or compression on top of any of

these effects.

The SPX990 also features 100 internal mem-

ory locations 10 store your own variations.

| THAT A LITTLE MORE INPUT COULDN'T HELP =

gives me that desirable analog effect.
Now we are also mixing to ADAT
because we found you could punch
In your mixes—ijust going to two
channels of ADAT. If we want to keep
a mix. we can do a whole mix down
to 2-track, and you have four 2-track
mixes on the ADAT. You can store
four mixes and punch in and out of
them. or vou can punch in and do
vour mixes (o two tracks of ADAT.
We call it “poor man’'s automation.”
Bonzai: Well, T think we've covered
enough 1o satiate vour fellow tech
weenies.
Benson: But we haven't even got to
my microphones and my compres-
sors. Let me el you a radio story—|
went to this little station and asked
them if they had any tube stuff. They
said, "Yeah, we just bought the sta-
tion last year, and we've been shov-
eling it into the basement.” 1 went
downstairs, and there laying in the
corner was an LA-2A. T asked them if
they would sellit, and they told me
to go ahead and take it before they
dumped it. 1 got a perfect LA-2A for
nothing. 1 felt so good, 1 went out
and bought a DAT machine.
Bonzai: Let's jump to the music.

What is the history and the greatness
of Western Swing? Can you tell me a
little about Bob Wills?

Benson: Western Swing is music that
was a hybrid from the Southwest
starting in the late "20s, and it was pi
onecred by Bob Wills and a guy
named Milton Brown. They had a
band called Milton Brown & His Mu-
sical Brownies. These were wacky
guvs—the main instrument of the
Western band was fiddle, and then
this Hawaiian guitar thing.

You've got to understand that in
the "20s and before, the population
was about 70 percent rural. The fiddle
was the lead instrument. If you were
a cool guy and wanted to get the girls,
you played the fiddle. These guys
were fiddiers in the country mode,
but Bob Wills said it all changed when
he heard Bessic Smith. And then he
discovered vaudeville, ragtime, Dix-
icland and swing. He went, “Wow,
this is young people’s music, this is
dance music” They combined it with
their fiddling heritage and formed
this Western Swing band. Beftore that,
Bob had played with a medicine show
as a black-faced fiddler.

He was directly influenced by an

And you can say goodbye to all the button pushing. The

data entry wheel on the SPX990 lets you enter your data on the
fly. Looks like we're running out of room. So here’s the big finish.

Store up lo 100 of your favoriie
effects programs on one of
these cards and you can lake

Every so often, something comes along that makes

people in the recording industry sit up and take a

good hard listen w the way they're doing things.

This is one of those times.

Stop by your nearest Yamaha dealer and check
out the SPX990 today. For more information,
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LUNCHING WITH BONZAI

old guy named Emmet Miller & His
Georgia Crackers. This is the guy |
call the missing link in American
music. Emmet was a white guy who
did black-face vaudeville stft, sang
like a black man. and did the origi-
nal version of “Lovesick Blues.” which
was a big hit for Hank Williams 30
years later. He also did “Anytime!”
and in his band was Tommy Dorsey,
Jimmy Dorsey. Jack Teagarden. Gene
Krupa and some other great players.
Emmet sang in a kind of falsetto and
also yodeted. Bob Wills said he got his
inspiration here, and Jimmy Rogers al-
50 got his yodel from him. There's the
history of country music right there.
Bonzai: Isn't it hard to believe how
big a star Bob Wills became in the "40s?
Benson: Well, in 1940, Bing Crosby
had a Number One pop record on
Bob’s “San Antonio Rose.” and Bob
Wills had one, too, with what was
known then as a race record. which
sold a million copies. Hillbilly music
was race music, and he was sort of
classified as a hillbilly entertainer.

In 1940, he went 1o the Grand Ole
Opry. because “San Antonio™ was
Number One. He arrived with drums
and four horns. The Opry said, "No
drums.” Bob said, “Pack ‘em up, boys,
we're goin” home” They wanted him
to play, so they made a compromise
and put the drums behind the back
curtain. They let him play but wouldn't
let anybody see the drums. So, this
was a first. Minnie Pearl, the great
comedienne, said that country music
was never the same. Before Bob Wills
appeared, every hillbilly used o wear
overalls, flannel shirts and big bro-
gan shoes. Bob and his band wore
Western suits and cowboy hats and
cowboy boots. As soon as Bob left,
they all got new wardrobes.
Bonzai: Well, this is a fashion state-
ment that we still see in force today.
Just look at you!

Benson: [Laughs] Yes, the history of
country music is very cool. In vaude-
ville they used to have the “rube.” a
country guy who was such a hick
that he didn't know about big city
ways. The Grand Ole Opry was a
celebration of this, and here was Bob
Wills—no rube, he was a slick guy.
Texas has always considered itself
apart from the South. And there was
a sophistication that wasn't evident
in the rural South. Bob was no hick,
atthough he was rural.

Bonzai: Is it true that Bob put the

“western” in country & western?

Benson: Absolutely, and he had elec-
tric guitars—the first popular country
artist with an amplified band. I've spo-
ken with Leon McAuliffe, who was his
steel guitar player and had joined Bob
when he was 16, Leon had a Martin
guitar with a raised nut for playing
slide. When this electric thing came
out, he said he bought a pickup from
the furniture store. Since they sold
phonographs, that's where you went
to get your electronic staff. They had
this big block magnet, and they'd
shove it in the hole there and run a
cord out to the amplifier, and that's
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how they clectrified the guitar, It was
just a big magnet, and he told me
that it had to be remagnetized every
week. At the end of the week, it start-
ed getting real distorted and fuzzy. You
had to take it in and run it through the
magnetic field. Radio was big, and this
was an outgrowth of radio technology.

Eldon Shamblin, who plays on our
latest record, was one of the Texas
Playboys. He's 79, from Oklithoma,
and he had been influenced by play-
ers like Charlie Christian and George
Barnes from Chicago. Bob Wills heard
Eldon and hired him because he was
such a good musician. You see, Bob's
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LUNCHING WITH BONZAI

early band had guys who weren't re-
ally great musicians, but they were
energetic. They did great stuff like
“Who Broke the Lock on the Hen-
house Door” and “No Matter How She
Done It, She’s Just a Dirty Dame.” All
these bawdy kind of New Orleans
songs, ragtime stuff.

When Eldon joined the band they

became more polished, more swing-
oriented. They also liked blues music,
and black music. This was the most
racist time in American history, and
these were good ol boys from Texas
and Oklahoma, brought up to believe
that black people were inferior, and
yet they knew these people could play
music with a level of sophistication
that was way beyond what they had
been told. It was a dichotomy, but they
understood that black people had the
key, and they borrowed from them
heavily. That's why they were great.
Bonzai: How did you get hooked
on this music?
Benson: Well, it was 1968, and 1 heard
it and really liked it. I enjoyed western
music: Buck Owens, Merle Haggard,
Hank Williams. 1 was playing rock 'n’
roll and folk music, and as a kid I had
played in square-dance bands. When
I was 11, 1 started a band with my sis-
ter and we played folk music, doing
songs by Woody Guthrie, the Carter
Family. Then came rock and electric
guitars, and jazz. 1 played tuba in a
marching band, bass fiddle in the or-
chestra, sang in the choir. And [ could
read music, so 1 got jobs through high
school. When 1 heard Bob Wills, 1
bought a cowboy hat and started
Asleep at the Wheel to play country
rock, and country music. When |
heard Bob, 1 realized 1 could wear a
cowboy hat and play jazz! [Laughs]

So, being a hippie by then, we
moved the band to West Virginia and
bought a farm, and we played the
honky tonk in town and met girls. We
played country music and then a little
western swing. The feeling of play-
ing this music is like getting high—
the 4/4 kicks in and you improvise.
Bonzai: What strikes me is that the
stories are sad but the music is so
uplifting.

Benson: Exactly, the whole point is to
have a good time, either playing it or
dancing to it. It's a social event. In
1971, we moved out to Oakland at the
behest of Commander Cody & His Lost
Planet Airmen. We still do his “Hot
Rod Lincoln” regularly in our shows.
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Without Cody, we never would have
made it. He introduced us to people
and pretty much got us our record
deal. We spent three years in the Bay
Area growing up. There’s lots of Tex-
ans and Okies in California, and Bob
Wills lived in Sacramento in the early
'50s. We met a lot of his players and
studied from the source. That's when
we really became a western swing
band. Things changed when we met
Willie Nelson while touring in 1971,
playing some shows with Kinky Fried-
man, who Cody really liked.
Bonzai: Weren't Kinky Friedman &
the Texas Jewboys a tip of the hat to
the Texas Playboys?

Benson: Yes, a play on words, but
musically there was nothing in com-
mon. Kinky is his own world. He
used to tell me that being a Jew in
Texas was the kinkiest thing that
could ever happen; like being from
Mars. Kinky is an unnerving kind of
guy. It comes from being Jewish in
Texas during the '50s. A friend once
told me that he thought it was worse
than being black because at least
there were a lot of other black peo-
ple. Not only did you get beat up,
but you didn't have anybody to date.
Kinky is a talented writer and a great
social commentator; he’s the Lenny
Bruce of Texas.

Bonzai: Do you think Merle Hag-
gard could dig Kinky's “I'm Proud to
Be an Asshole from El Paso?”
Benson: On a given night perhaps.
But Willie Nelson was a major Kinky
fan, and Willic is the one who got us
to come back to Texas. He saw our
show and told us we should move to
Austin. Willic was everything, and so
1 just said, “Okay.” Ie's like a Pied
Piper. And during the '80s, he really
helped us out and gave us some stu-
dio time. He was huge—making 20
or 30 million a year, and generous at
a difficult time for the Wheel. But
later on, 1 found out that two studios
in town went out of business. They
told me they could compete with
$25 an hour—but not with “free”
Bonzai: And now we've got huge
paintings of your new album on Sun-
set Blvd. in Hollywood.

Benson: Somebody must have bribed
somebody.

Bonzai: And this is your fourth
Grammy?

Benson: Yes, and it was great work-
ing with these people on the album.
I've known Dolly for many years,
and it was great to work with her
again, It started out when we were

doing The Tonight Show: 1 was sitting
backstage when 1 got a call from
Dolly Parton. 1 thought it was 2 joke
at first, but she asked me if I would
make a movie with her. She’s the
coolest gal I know, and we did this
TV movie, Wild Texas Wind. 1 did the
score, wrote six tunes with her and
costarred with her and Gary Busey.
Bonzai: You've got a pretty good
voice. Where did that come from?
Benson: Ernest Tubb. 1 started out
imitating him, while most people try
not to sing like him. My inspiration
was that you should sing like you talk,
and then you'll always have your own
style. It's hard to talk about your own
singing, because you have to be total-
ly insecure to be a good singer—you
have to self-examine to get decent.
Bonzai: What's the best thing about
being six-foot-seven?

Benson: You can stand at the back
and still see the parade.

Bonzai: What's the worst thing?
Benson: Airplanes.

Bonzai: Do you tour a lot by bus?
Benson: We sit on a bus for about
100,000 miles a year. The bus is real-
ly cool—you’ve got VCRs, stereos,
microwave, and you don’t need a
stewardess. But it's endless hours of
road. 1 loved it for about 15 years,
seein’ all the towns—Dbut I've seen
‘em all 15 times by now. Sometimes
the hours are a bit disconcerting.
Bonzai: On the new album you do
the old favorite “Big Balls in Cow-
town.” Is that only about dances?
Benson: There is no innuendo there,
but the kids think it’s hilarious. We
played the Minnesota State Fair, and
a lady from the fair committee came
backstage and said, “Did you sing ‘big
halls in cowtown?™ We had to explain
how many old songs have taken on
extra meanings.

Bonzai: What's this about you doing
dance remixes of your songs?
Benson: Well, there is this huge dance
thing going on for country & western
clubs, all over the country. They don't
want to stop dancing after three min-
utes and 20 seconds, so you have to
elongate the songs. 1t's really cool—
add a drum machine kick and snare
for more rhythm, a little something
for the subwoofers, and some extra
choruses—the '40s meets the '90s,
and all hell breaks loose! |

In keeping with the spirit of the down-
sizing '90s, roving editor Tex Bonzai
recently switched from a 10-gallon to
a 6-gallon hat.
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FLINTSTONES
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KENNY
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No METAL. IT’s AN EDICT FROM ABOVE:
No metal sounds. After all, the Flint-
stones are a modern Stone Age fam-
ily—not from the Bronze Age, not
from the Iron Age, and director
Brian Levant is adamant. At one
point during the final mix on Reel 6.
Fred flips Barney, who's now a wait-
er, 4 coin as a tip. “I heard metal!”
Levant says, turning to supervising
sound editor Mark Mangini, who
then calls back to the machine room

Faiting
fnd Mhaing
e Sounc
or figita
Delivery

Stone

for another unit. One more pass,
and the metal “chink” is replaced
with a stone/wood “chunk.”

This, of course, is an easy fix, as
the units are on hand. There are
more pressing concerns in the final
mix of The Flintstones. It's Thursday
afternoon on the Hitchcock stage at
Universal, and there are still three
reels to prepare in order to have a 2-
channel mix ready for a Sunday
night screening at executive produc-

er Steven Spielberg’s house.

A music track over the Bamm-
Bamm montage has a sync problem
carried over from production. And
the premix for Reel 2 has been held
up because the pencil test on a
pterodactyl hasn't arrived yet from
Industrial Light & Magic. Still, every
film has its last-minute concerns.

For The Flintstones, the big chal-
lenge for the audio team has been in
defining the film as a cartoon or a
comedy. From the beginning, the

PHOTO: RON BATZDORFF



movie version of The
Flintstones, that immense-
ly popular prime-time car-
toon that ran from 1960 to
'66 and has enjoyed an
unlimited run in syndica-
tion, has been pitched as
a live-action comedy—not
a cartoon.

“Like the writing, like
the acting, like the produc-
tion, you're always walk-
ing a fine line between
making it real and its car-
toon roots,” Levant says.
“As you may have ob-
served, sometimes [ say
take out all the cartoon ef-
fects, and other times I say
turn them up. So it's
choosing your spots. The
best example of how that
merged was in our first
temp dub for the big fight
scene, when Barney hits
Fred. Mark Mangini put in
the sounds of birds circling
Fred's head. We laughed,
and it made me think,
‘Why don’t we put birds
circling his head visually?’
But it’s the Flintstones, so
we don't do birds—we do
pterodactyls.

“Luckily, we had money
left in our ILM war chest and could go
to the mat one more time,” he adds,
“so we made pterodactyls flving
around his head. But there’s a balance
you walk on every decision, and I'm
the director, so it has to be my choice.
1 worry about being too cartoony in
the sound and not real enough, or too
cartoony in the acting. It’s always a
balancing act.”

That balance has led to some
frustration for the audio effects team,
mainly centering on the no-metal
dictum. Mangini, a principal at Wed-
dington Productions whose entree
into sound editing was at Hanna-
Barbera 18 years ago, would have
preferred a more cartoony track, in-
cluding the use of metal, a cantoon
library staple.

“But Brian has said, ‘No metal’
from day one,” Mangini says, “which
has severely tied our hands. He's de-
cided that it’s all right to break the
rules momentarily for a cartoon mo-
ment [such as when the bowling ball
falls on Fred's head, accompanied
by an anvil sound), but in the picture
you don't see metal anywhere.
That’s tough for us. It would be like

PHOFO. GECRGE LANGE

Stars of The Flintstones, an Amblin
Entertainment/Universal Pictures
release: (left) John Gooaman and Rick
Moranis with the Dictabird; (top) Rosie
O’Donnell, Moranis, Goodman and
Elizabeth Perkins; (right) Perkins
making a Bedrock breakfast.

giving Picasso a paletie and saying,
“You can’t use blue. Do whatever
you want, but just don’t use blue.””

Admittedly, The Flintstones is not
an effects-heavy mavie, and on first
reading the script, Mangini’s main
concern was Dino and the other di-
nosaurs. After experimenting with
animal sounds, he knew that Dino
couldn’t be fabricated; he would
have to be performed. Numerous
voice auditions didn't pan out, so for
the scratch [temp] mix, Mangini and
Levant went into Weddington, and
Mangini performed Dino’s vocaliza-
tions to picture, recorded to 3-track
mag with SR. More auditions foi-
fowed, but in the end, Mangini was
still Dino. .augmented with tracks
from the master, Mel Blanc.

“Brian’s son, in this sort of offhand-
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ed way, said one night, ‘Hey, dad,
why don’t vou get Dino’s voice off
the TV show? '” Mangini says. “That is
something I never considered, be-
cause 1 knew thev didn’t have a li-
brary of Dino’s voice at Hanna-Bar-
bera. 1 told them 1 would look into it,
and that’s when 1 got these 60 half-
hour episades from the early *60s,
from Turner Network—on %-inch. 4-
track, reel-to-reel: time code, dialog,
music, sound effects. Dino’s voiee is
married to the dialog track.

“So I spent two weeks listening to
30 hours of Flintstones TV shows,
and from that, I got five minutes of
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Dino vocals in the clear.” he contin-
ues. "We used that as a basic kit,
then. T had a %-inch, 4-track sitting
next to my Pro Tools station—actu-
ally, 1'loaded it all into Sound Tools,
into Sound Designer Tl—and 1 buiklt
up this huge kit of matenal. |
cleaned it up and organized it into
groups of ‘Dino Happy Barking,’
‘Dino sad,” ‘Dino Panting.” Then |
ran it through the DINR noise reduc-
tion algorithm to get rid of tape
noise and artifacts of re-recording
over the years, and | made a master
out of it. I gave that to the sound ef-
fects editors, and they could pick
and choose between Mark's slurpy
thing here and Mel Blance barking
there. The stuff 1 did was usually
specific to certain scenes, like Dino
singing during a conga dance scene,
The problem ended up solving itsell
simply and easily without having to
¢o through a lot of sound creation.”

All of the eftects, including Fred's
footsteps and Fred's car, came from
the Hanna-Barbera Ch library, distrib-
uted by Sound Ideas (*You have to
know where to look.™ says Mangini.
“Fred's car is under ‘cement mixer,
because that's what they used to
make the original.™), and Wedding-
ton's in-house library, which includes
such Stone Age sounds as the rock-
slab tomb removal from Raiders of the
Lost Ark (by supervising sound editor
Richard Anderson, also a Weddington
principal) and the baby cry of Max
Spiclberg.

There was no original recording
on this film, though there was quite
a bit of Foley and a huge amaount of
what Mangini calls “fabrication.” The
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effects from production
were unusable. as all the
sets were made of styro-
foam. Because the town of
Bedrock doesn’t exist any-
where except in a makeshift
quarry outside of Los Ange-
les, all backgrounds and “at-
mospheres™ had to be con-
structed from scratch,

“As a sound editor, it's
your job to make a com-
plete aural landscape, with fore-
ground, midground and background
sounds,” Mangini says. “The thing |
wias very concerned about was giv-
ing a sense of being in a Stone Age
community—a Stone Age downtown
with Stone Age traftic. We started by
making individual prehistoric vehi-
cles and a variety pack of car pass-
bys. Then we build that up on the
multitrack to create traffic. We add
goose horns and bulb horns on top
of that, then sprinkle in some kids
playing. Some of it is made from
carts that Richard [Anderson], my
partner, recorded for The Color Puir-
ple—Dbig buckbourds and old West-
ern-style wagons rolling in dirt and
gravel. The downtown is something
we created piece by piece, vehicle
by vehicle, horn by horn, because it
doesn’t exist anywhere.

“Brian’s sensibility, and the sensi
bility of the cartoon, is that every
thing is big. everything is stone.
everything is prehistoric,” he contin-
ues. “For example, Bedrock at
night—we wanted to have huge
crickets, so we made these atmos
pheres and we slowed down and
harmonized crickets to make them

(Left) The Flintstones audio team
(from left): Mark Mangini, film editor
Kent Beyda, director Brian Levant,
co-producer Colin Wilson, Jimmy Bolt,
unknown, Andy D’Addario, producer
Bruce Cohen, (seated) Rick Alexander;
(top) music editor Laurie Higgins-
Tobias at her Pro Tools station; the
re-recording team with Beyda

and Levant at the SSL 5000 on

the Hitchcock stage.

big and prehistoric-sounding. Then
in Fred's neighborhood, Dino is the
family pet. the dog of the Stone Age.
Whereas in modern-day film you
play offstage dog barks whenever
they're in somebody’s house, we
have to have offstage Dino barks.

Birds have to be bigger and
squawkier. There are littde ptero
dactyls in the trees instead of blue
jays. So all the atmospheres had to
be fabricated.”

All dialog, music and effects were
edited on Pro Tools; ADR and Foley
were edited on mag. “That's inten
tional,”™ Mangini explains, “because
we're a Pro Tools house and we
can't scrub video and audio simulta
neously—we don't have PostView
yet. Until 1 get PostView, for me,
Foley and ADR just aren’t very well
donc electronically, at least for the
kind of accuracy we want.”

For the final. effects mixer Jimmy
“Bamm-Bamm™ Bolt had to bring in
a 24-channel Ramsa console to com-
plement the 120-input SSL, because
the effects, which were cut to O-track
stems, often filled 54 to 72 tracks,
depending on the reel.

A couple of final effects notes:




Those distinctive Fred footsteps are
straight from the Hanna-Barbera li-
brary—“some guy slapping his
thighs,” according to Mangini. The
six-minute rock-crushing machine
sequence in the climactic scene is all
created from sound effects, no
Foley. And when Fred gets hit on
the head with the bowling ball, a
real cartoon moment, that's a brake-
drum hit, much as it would be on
Saturday morning.

“This is a comedy,” Mangini ex-
plains, “and we had to be very care-
ful not to go overboard with the
sound. This film shouldn’t be over-
whelming sonically speaking, like a
Jurassic Park should be, or The Fugi-
tive, or Cliffbanger. Those pictures
want and play for big sound effects.
This is not that kind of picture. The
sound should never be that big in
size or volume, but it should always
be interesting.”

MUSIC

In this 86-minute movie, there is
roughly 75 minutes of score and
source music. The director has a rock
'n’ roll mind-set, and film editor Kent
Beyda, who had as much input on
the final mix as any member of the
sound team, is rumored to have one
of the more impressive record collec-
tions around. While many of the sight
gags and one-liners seem to be writ-
ten for baby boomers, the source
music selections—from Green Jelly to
Screaming Blue Messiahs to US3—
seem to be aimed at twentysome-
things. The crossover group, which
sings the title track “Meet the Flint-
stones” and appears on camera
singing “The Bedrock Twitch” at Cav-
ern on the Green, is The B-52's, clev-
erly renamed the BC-52's.

“The Bedrock Twitch” created a
few problems in the mix. The B-52’s
recorded to 48-track digital with time
code, which was mixed down to
%-inch, no time code, then transferred
to DAT for playback on the set. At
this point, the tracks are wild. So
when Kent Beyda cut the sequence
to the %-inch, there is no sync.

To further complicate matters, the
group Foley hand claps were record-
ed by a sound effects editor (i.c., not
a music editor) against the %-inch
non-sync tape, and everything had to
be resynched in the final. Once su-
pervising re-recording mixer Rick
Alexander reached his frustration
boiling point at repositioning individ-
ual hand claps, 12 people were called

down right next to the SSL console to
perform two passes of hand claps
into an old RCA mic—for stereo right
and left—live to picture playback,
one week before the print master.

As is common on a lot of films, a
music supervisor was not hired. Lau-
rie Higgins-Tobias (Murder, She
Wrote, Columbo and the films Prob-
lem Child 2 and Shanghai 1920,
scored by Kitaro) was brought on as
music editor in October to prepare
the first temp dub, which was built
specifically for Spielberg. She was
not, however, consulted on prepar-
ing playback tapes for the set.

“A musical selection can be made

from any non-sync source,” Higgins-
Tobias says. “The B-52’s or any other
band can send their song to the edi-
tor with or without SMPTE code.
The music editor then prepares a
master. A good, solid, sure-fire sync
master in my opinion is on 35mm
sprocket-driven audio tape. Thus,
the song is then transferred to 35mm
mag and is now on a film sync
medium, and it should be from this
sync master that all sync transfers
should be made—whether for th