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In a world filled with too many
confusing options, it’s good to
know that there’s a product built
to deliver just two things. The
best reverb you've ever heard.
The most powerful multieffects
you've ever used.

Your primary reverb is always
the first reverb on the echo buss.
The best reverb in the studio.
Until now, reverb this good used

up most of your equipment budget.

8 simultaneous effects. Oclal Processing™ allows any cffect in any order. Steveo or independent dual-channel
'f' 20Hz - 20kHz frequency response, 24-bit internal processing,
operation on 1/4" TRS, separate L/R input levels, THD-N <0.009%, 16t Delta-Sigma 1281 oversampling A/D conversion, 18-bit Delta-S

Quad Chorus, Flanging, Phasor, Lealse, Pitck SKifl. Pitck Detune. L

Virtual Patch Cables™, >90dB dynamic ro:
Rooms, Plates, Chambers, Halls, Nonlinear, Reverse, Spring

“To my ears, if you can get a reverb unit

to sound good on the vocals, you can get it
to sound good on anything. Because the
biggest challenge for any reverb is the lead
vocal. I put this reverb up against everything
else out there and nothing surpasses it. I use
Q2 on the vocals.”

- Francis Buckley, Independent Engineer:
Album, Film and Television

“It’s nice to see a company interested in the
user’s input before they release a product.
They developed a reverb that really works.
It's easy to make these kind of programs
run if you've got tons of hardware. How
they did it with such a small box at such an
affordable cost is really impressive. It was
worth the wait.”

- Charlie Brewer, Chief Engineer,
Village Recorders

“The architecture is the best I've ever seen.
You can see exactly what'’s happening.

This is critical if you're going to squeeze

the ultimate sound out of a processor. If you
need to get at a chorus in a complex patch,
you take one look at the display and you're
there. Plus, there isn't a classic reverb sound
the Q2 can’t simulate and improve upon.
This unit is a must.”

- Jay Graydon, 2 Time Grammy Winner,
Engineer, Producer

See us at Summer NAMM Booth #327

tion, 100 preset, 100 user p
e-Touck Value/Exter Wheel,

ms, custom LCD graphic user interface with

3 3 Delays:
MIDI Clock Mono & Ping-Pong. Ring Mod. High/Low/Bandpass/Shelving Filters, 2-Band Sweep EQ, 3&4-Band Parametric EQ, 5-Band Graphic EQ, Resonator, Tremolo, Stereo Sim,

ADAT® Optical Digital Interface”

everh Only Mode. Input Envelope, Peak Following and Ramp Dynamic Response Mode. Tons of MIDI stuff. Al trademarks are properly of Alesis.

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 1-800-5-ALESIS ALECORP@Alesis1.usa.com

USE READER SERVICE CARD FOR MORI INFO

[Bx balanced (servo o oxtputs) and -10dBV xnbalanced
-Sigma 64x oversampling D/A comversion, 48kHz sampling rate.
: Mono, Stereo, Ping-Poxg, Multitap, BPM, Tap Tempo/

Q2 changes all that, delivering
primary reverb for any budget.

Delivering more is what Alesis
does best. So you can always do
your best.

We threw in the multieffects so
you don'’t have to make any
compromising choices. This is
truly the way it should be. Q2" is

at your Alesis Dealer now.
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Now a feature of these
world-class facilities
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Nashville
Contact: Susan White
Tel: (615) 259 4452
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Hollywood
Contact: Claris Sayadian
Tel: (213) 467 9375
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Hellywood
Contact: Rose Mann
Tel: (213) 993 9300
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New York City

Contact: Nancy West
Tel: (212) 944 5770

Nashville
Contact:
Robert De La Garza
Tel: (615) 742 5162

THE ULTIMATE

ANALOGUE CONSOLE

y
f

with HRIDIsk Multitrack Recording and Editing

“Without a doubt the SL 9000 | Series

represents a major achievement for SSL. It presents studios with

the best of analogue, full integration of facilities, proven

comprehensive automation and system management, renowned

STUDIQD GUILLAUME TEW

Paris, France
Contact: Alain Aubert
Tel: (1) 42 04 05 05

WISSELOORD
Hilversum, Holland

Contact: Marcel Gelderblom
Tel: (35) 217256

ergonomics, plus new levels of audio manipulation.”

Patrick Stapley - Studio Sound

Solid State Logic

International Headyuarters:

Begbroke; Oxford, England OX5 1RU - Tel: (01865) 842300
Paris (1) 34 60 46 66 - Milan (2) 61217 20 - Tokyo (3) 54 74 11 44
New York (212) 315 1111 - Los Angeles (213) 463 4444

US Toll Free Number 1-800-343 0101



For more than three-quarters of a century, Tannoy has been art of reference monitor loudspeakers, scurry to produce products

designing and producing loudspeaker systems and components to to compete with Tannoy's original highly acclaimed and award-
meet the demands of the world's most demanding user. A philosophy  winning PBM series, Tannoy moves on.

of constant research and investment in state of the art materials, The new PBM Il serics, once again, is setting new standards in
technology and processes enables Tannoy to ensure that the industry. Pioneering new technologies such as variable

every monitoring system we produce will re-produce
absolute fidelity to the source, true dvnamic capability, and
most importantly, real world accuracy. This is why Tannoy
systems are used in more of the world's professional facilitics
than any other brand.

In the North American marketplace, Tannoy has been

thickness, injection molded cones with nitrile rubber
surrounds ate but one fine example of our dedication 0
perfeciion. The new molded cones are stiffer than
conventionat cones'producing more linvar extended low
frequency. They are better damped for reduced distortion
and exhibit more naturally open and detailed midrange.
the number one monitor of choice for several years according They are immaculately cansistent and durable for years of
to the Billboard's international recording and equipment faithtul trouble free use. From the high power poly pro-
statistics. This clearly illustrates why Tannoy enjoys its ——————— pylenecapacitors to the hardwired minimilist crossover,
reputation as the world's leading manufacturer of reference.  ————— every component has been carefully selected for the new
loudspeakers. In fact, leading the market is what Tannoy is all about.  breed of PBM Il series. When leading edge technology is so

While other multi-faceted manufacturers, not dedicated solely to the affordable, Ga 26/-1» Don't settle for second best.

Tannoy/TGI North America © 300 Gage Avenuc  Kitchener, Onterio, Canada © N2M 2C8 © 519 745 1158 Fax: 519 745 2364
St READERSTERVICHTCHROINIR MORE 1NFO




POST:TRIO

Editech’s new POSTTRIO digital
audio workstation delivers
evervithing vou need to build a
world-class post production
studio in vour facility. ..

...Recording
. Mixing
Editing

...ata fraction of the price of
those expensive British sysiems.

STUDER

PROFESSIONAL AUDIO EQUIPMENT

man international Compan
H A Harman Intemationa pany £S5 READLR SN R S AR IR MORE INFQ

Scalable architecture: up (o 24 disk
channels — 18 assignable mixer strips

— 72 inpuls and outpuls

Complete digital mixer with:

parametric equalizer; compressor/lim-
dter/expander; aux sends and returns;
insert points; talkback & monitoring

i-track recording and editing o

& magneto-optical media

Bynamically automated mixing wit)

moving faders

INon-linear video option

High speed network server option
Native OMF operation

PosT:TRIO is designed to grow
when your business grows — and it
willl ..and since POSTTRIO is fully
compatible with the Dyaxis 11
family, there is always a solution to
meet vour needs and budget.

To find out more about POST:TRIO:
or Dyaxis 11, please call today.

Studer Editech 415.326.7030

Allanta 404.257.88l29 - ,
Los Angeles  818.703. 10 B :
New York / o
Toror.lo
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The Work Station m Nashville features
a fully automated 64-input Harrison
Series 12 console. The studio, de-
signed by Marty Williams, also fea-
tures main monitors by KRK and
Sony 3348 and Mitsubishi X-850 dig-
ital multitracks. Other gear includes a
Pro Tools Ill system, Lexicon D-Verb
and Nu-Verb effects processing, and
Waves 1-10 and L-1 mastering soft-

ware. Studip construction was by
Mike Cronin. Photo: Steve Roberts.

MIX &
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Edit and mix

Analog or digital in — Grammy out! It's no coin-
cidence that the majority of the 300 plus recordings
nominated for 1995 Grammys were edited on

Sonic systems.

SU Cceed Create big sound fo

o Apolio 13 — what do they have in common? The Sonic System — of course! —
because it delivers power and speed fer dialog, music, and effects editing for film
W I and video projects.
S 'C Blast out ||
a O n I The biggest explosions, the clearest narration, the richest 1 ! ﬁ =4
music — the Sonic brings life to audio for CD-ROMs. = - B

 HO

Cut radio program:

"I haven't touched a reel to reel in months,” says Bob Carlson from KCRW in L.A.
That's because building radio programs with his Sonic System is fast, easy, and

affordable. Stay tuned around the globe for promos and features prepared on
the Sonic.

Restore priceless recording

NoNOISE”is used around the world to tackle the problems of tape hiss and
ambient noise, clicks and pops, and distortion and crackle. Engineers, artists,
and producers wouldn’t trust their masters with anything less.

Put the world’s next best-selle;

It was a dark and stormy night. . .the project deadline was takes, layed up effects, and slapped down a multi-track
approaching. .. the talent was restless. With my Sonic, music bed.”No sweat,” | said handing over the finished
I recorded readings directly to hard disk, edited alternate tape.”My Sonic always delivers a happy ending.”

SONIC SOLUTIONS




a Grammy winner

Jur precision editing, high-reselution recording (all Sonic systems
support 24-bit data), and superb sound quality yield stunning results
ind kudos all areund.

, e\
the big screen RS

SEAN CONNERY

Jur new UltraSonic Processor provides up to 16 LAURENCE FISHBURNE
‘hannels with full DSP on a sing/e board making

nultitrack work streamlined and affordable.

and effects for multimedia

*or multimedia pioneers, handling hundreds of soundfiles is all in a day’s work
‘or the Sonic. And with a native AIFF file format and OMFI compatibility, the
sonic is the CD-ROM producer’s choice.

without a reel to reel

106 108 MHz
KHz
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The Ultimate in Power: USP

The USP (UltraSonic Processor) puts more
digital signal processing power in the hands
of audio professionals than any other Mac or

PC-based audio workstation.

With a single USP card you get: up to 16
channels of digital 1/O, up to 32 channels of
playback from a single hard disk, 32 sections
of real-time EQ, and elaborate aux/send
return capabilities. No additional expansion
chassis, kludged piggy-backed boards, or
awkward internal cabling required.

The Ultimate in Affordability: SSP
With 2-4 channels of digital 1/0, 8-12
channels of disk playback, and 16 sections of

real-time EQ all available on one low-cost
board, the SSP-3 is the clearest path toward
platinum success. At $2995, the SSP-3 is the
best DAW value around!
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MediaNet: The Digital Media Workgroup's
Data-Bahn

MediaNet, our high-speed FDDI/CDDI
network, links Sonic systems (or any
standard Macintosh or NF$ application) in a
seamless network. MediaNet is the only
network that allows multiple users to share
processing resources and hard disks (even the
same soundfiles!) at the same time.

Sonic Solutions
1891 East Francisco Blvd. San Rafael, California 94901
Telephone 415.485.4800 Fax 415.485.4877



FROM THE EDITOR

The Song’s the Thing

Question: What do you get when you play a country song backward?
Anstwer: You get your woman back, you get your truck back, you get your
dog back, and you wake up sober.

Certainly, such clichés don’t apply to all country music, and there’s no
denying the fact that country music is hot. Very hot. While Nashville may
be referred to as Music City USA or the Country Music Capital of the
World, it is arguably also the songwriting center of the universe. Long
before the 1950s, country singers, songwriters and producers from around
the world began secking fame and fortune along Music Row.

No matter how wonderful the technology or recording medium, the
creation of quality music still relies on The Song. As fans of technology,
it's too easy tor the producing or engineering community to ignore this
most basic musical commodity. As a test, randomly select any ten albums
or CDs from your music collection. Most of them probably contain one or
two strong songs, accompanied by weaker material. And if we re-examine
those tunes that have affected us most in life—whether by Carl Perkins,
Sam Cooke, Smokey Robinson, The Beatles or Hank Williams—chances
are that we're attracted to the songs™ emotional impact, rather than a killer
snare sound.

[ronically, we spend countless hours in the studio, perfecting the
sound or performance, while the time devoted to selecting material is
often a fraction of that amount. In far too many instances, the artist, want-
ing all the songwriting revenues from an album, refuses to consider out-
side material, Even more disturbing are cases where the producers or
artists accept an outside song, but only if they are listed as co-authors.

Yet somehow, new songwriters can—and do—succeed in the face of
such adversities, pouring their lives and souls into creating great songs.
And as the music industry convenes in Nashville for the Summer NAMM
show from July 14 to 16, this might be an appropriate time to reflect on
the contributions that great songwriters everywhere have given to us all.

It would be a drab world without them.

* o o

In this issue: Nushville remains one of the few areas on this planet with a
demo studio market, and in “Project View,™ Mix's East Coast editor, Dan
Daley, reports on this thriving industry. Also in keeping with the Nashville
focus, we take a look at the new sound system at the Grand Ole Opry
and investigate how technology is affecting studio rates in Music City

USA.
gﬂ%%:_‘\

George Petersen
Editor
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Tufn Ifon OXide Into Gold. ~

Ampex 499. Unsurpassed dynamic range, lowest distortion.
No wonder more artists go gold on Ampex than on all other tapes combined.

Until you add the magic, tape is just iron and plastic.
Make sure that magic comes across with Ampex 499
Grand Master® Gold tape. It delivers unsurpassed
dynamic range and the lowest distortion of any analog
mastering tape. Period.

In fact, every element of Ampex 499 Grand Master
Gold is engineered to deliver the richest sound possible
for audio, video and film.

Our unique continuous-flow manufacturing process
ensures the greatest consistency reel-to-reel. Our Total
Surface Cleaning system wipes and vacuums every

stability. Each roll is fully tested end-to-end to ensure
unparalleled uniformity. Even our flanges are the sturdiest
you’ll find.

With Ampex you also get the largest distribution net-
work in the business backed with customer service that has
long been the industry standard.

Such attention to detail might seem a bit excessive,
until you realize that more records go gold on Ampex tape
than on all other tapes combined.

For more information, or the name of your nearest
distributor, call 800 227-8443. Ampex 499 Grand Master

square inch of tape for the highest signal n M pE x Gold. The gold standard.

Ampex Recording Media Corporation, 401 Broadway, M.S. 22-02, Redwood City, California 94063
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Pro Toors I1I

INTRODUCING THE NEXT GENERATION OF
THE WORLD'S BEST SELLING DIGITAL WORKSTATION

Up to 48 Tracks
Up to 64 Channels of I/0

[ncludes TDM—Virtual Mixing
and DSP Plug-In Environment

16-Track Systems dtart
at Under $8k

Call 800-333-2137 exT1. 134

For more information and to arrange a personal demonstration.

© 1995 DIGIDESIGN, INC. ALL FEATURES AND SPECIFICATIONS SUBJECT TO (HANGE WITHOUT NOTICE. EUROPE (LONDON) » 44.181.875.9977
T o o I. S DIGIDESIGN 1S A REGISTERED TRADEMARK AND PRO Toots Il 1s A TRapewmaRk OF DiGioesien, IK. o, Fvasco © Los ANGELES © SEATILE © New York @ ChicaGo © NashviLLe
SUGGESTED US LIST PRICE. INTERNATIONAL PRICES MAY VARY. PARIs © LoNOON ® MELBOURNE © EINOHOVEN © LIYORNO ® Mexico (iTy @ Torouto



(CURRENT

YAMAHA PURSUES ESS SUIT
Yamaha Corp. of Japan announced
that it will seck review of the de-
nial of its motion for a preliminary
injunction against ESS Technology
Inc. issued by a Los Angeles feder-
al court. Yamaha sought the pre-
liminary injunction based on its as-
sertion that ESS’s ES1488 chips in-
fringe on two Yamaha patents cov-
ering FM sound synthesis. FM
sound synthesis is widely used in
multimedia computer systems to
generate high-quatity PC sound.
The order denying the prelimi-

nary injunction request was filed |

under seal by the court, and its
terms could not be disclosed.
Yamaha explained that the order
only denied the preliminary relief
sought by the company and that
Yamaha will continue to pursue its
claims against ESS in order to ob-
tain a permanent injunction. Yama-
ha also stated that it was confident
that the order denying the injunc-
tion would be overturned on fur-
ther review.

Yamaha filed an action last year
against four sound board distribu-
tors involving the same patents at
issue in the current dispute. In that
case, the court granted Yamaha's
request for a preliminary injunction.

PALMER RESIGNS, BARR

IN AS ALESIS PRESIDENT

Russell Palmer resigned as presi-
dent of Alesis Corporation, and
CEO Keith Barr has taken over
Palmer’s dutics. Barr, the major
stockholder and past president of

Alesis, founded the company in |

1985. Barr’s principal contribution

to the company has been in prod- |

uct development, but he is equally
interested in marketing strategy.
“Despite Russcll’s departure, we
do not expect any major changes
to our support of distribution or to
our product line;” Barr said. *Through

coordinated efforts of a strong
management team, we expect the
transition to be smooth and un-
eventful”

TERRY IS NEW

JBL PRO PRESIDENT

Mark B. Terry was promoted to
president of JBL Professional in
Northridge, Calif. Terry brings 17
years of pro audio industry ¢xperi-
ence to his new position. including
more than a decade in sales and
marketing management. Most re-
cently, he served as executive vice

about them until now, and in the

| meantime, rumors began to circu-

late”

CLAIR BROTHERS
EUROPE FORMED
In the most recent step in an on-
going gobul expansion, sound re-
inforcement company Clair Broth-

| ers Audio Enterprises Inc. (head-

president for sales and marketing |

for JBL Professional, dirccting the
company’s international divsion.
Terry succeeds former JBL presi-
dent Ronald Means.

STUDIO SUPPLY TO CONTINUE
Refuting rumors of its demise,
president John Alderson of Nash-
ville's Studio Supply said the com-
pany will continue in operation
under the direction of longtime
employee Terry Palmer. Palmer is
negotiating to purchase the busi-
ness, which will relocate.

Alderson, meanwhile, is enter-
ing into an arrangement with Wil-
liam J. Ray & Associates, an Atlanta-
based rep firm that handles Otari
products. Alderson will open an
office in July in Cummins Station in
Nashville as an Otari rep. Studio
Supply will also become the au-
thorized repair and maintenance
supplier for Otari products in Nash-
ville. It already handles that func-
tion for Digidesign.

“This is not in response to the
fact that Ml suppliers in Nashville
have added pro audio products to
their lines.” said Alderson. who has
owned Studio Supply for 11 years.
“It's simply a matter of timing. My
lease was coming due in June, and
I had been planning some changes
for a while. I simply couldn’t talk

quartered in Manheim, Pa.) recent-
ly merged with five-year business
partner Audio Rent B-AG of Basel,
Switzerland, to form Audio Rent/
Clair Brothers Europe.

Clair Brothers has been in-
volved in a growth spurt over the
past six years, building partner-
ships and entering into mergers
worldwide. In 1989 it formed Clair
Brothers Audio Japan in Tokyo,
then Clair Brothers Mexico in 1991,
In the fall of 1993, Jands Produc-
tion Services of Sydney, Australia (a
15-year business partner of Clair

| Brothers)., was updated and ex-

l

panded and helped form Clair
Brothers Singapore to scrvice the
Pacific Rim.

With these expansions, Clair is
aiming to provide system continu-
ity for worldwide touring projects.
Each affiliate has standard Clair
Brothers inventories, offering tours
the chance to minimize freight be-
ween regions.

DESPER AWARDED
SPATIALIZER PATENT
bDesper Products Inc. (Woodland
Hills, Calif.), the operating subsidi-
ary of Spatializer Audio Laborato-
ries Inc., was granted a U.S. patent
for its Spatializer 3-D audio signal
processing technology. The patent,
comprising 40 claims, covers both
the Spatializer core circuitry as well
as the Double Detect and Protect
dynamic control structure.

“The patent conclusively estab-

—CONTINUED ON PAGE 16
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' WHEN IT COMES TO RECOR

WILL PUT YOU IN A C

Balanced mic and unbalanced
line inputs with phantom
power and 20dB pad
accommodate the widest
range of input signals.

The only console in this price
range with true Split EQ, each
assignable to monitor or channel.
High-frequency shelving control
at 12 kHz, low frequency at 80
Hz for smoother, more musical
EQ results.,

Dual sweepable mids on
each chanuel let you apply
16dB of boost or cut at
critical frequencies.

Setting up two independent
stereo cue mixes is no problem.
Try this with other mixers in
this price range, it just won’t
happen or yon’ll have to
compromise something.

The most versatile AUX
section in its class; rivaling
expensive high-end consoles.
8 sends total, 2 in stereo.
Send signal in stereo or
mono, pre- or post-fuder.
Available all at once.
Return signal through

any of 6 stereo paths.

Direct chaunel input switching.
Assign to one of eight busses, or
direct to tape or disk, or to the
muster sterco bus. Because the

group and direct-ont jacks are

one and the same, you can
select cither without repatching.
You won'’t find this kind

of speed or flexibility in a
“one-size-fits-all” board.

Feel those 100mm fuders!
Turn those smooth and
respounsive knobs! They
feel and work better than
any other in its class.

The M-2600’s physical
design takes the
aggravation out of
recording and lets

you focus on the

process of creating

music. Everything is

‘right where it ought

to be’. Try it for

yoursclf.

Each M-2600 chamel features '
advanced-design mic pre-amps

with incredibly low-distortion
specs. Plus you get phantom power
oneach channel. Feed anything
into the M-2600 from condenser
microphones to live input from
synths and sownid modules,

For your personal or project studio, don't settle for anything less than a dedicated

recording console. Some may try to convince you that a “multi-purpose mixer”
works fine for multitrack recording. But don't take their word for it. The compromises,
hassles and workarounds just aren’t worth it.

Want proof? Ask your salesman how a multipurpose mixer nandles these common
recording situations. But listen carefully for workarounds, repatching schemes and
other compromises. Then compare it to how easily the M-2600, a true recording
console, sets up and does things.

Separate headphone mixes for the talent and the producer. The
talent wants a reverb-wet mix, but the producer wants it dry. Everyone wants it in stereo.

Compromise: Multi-purpose mixers require you to sacrifice 4 AUX sends and
tape returns to get 2 stereo headphone mixes; but you need those sends/returns
for outboard effects! What a dilemma.

M-2600 Solution: With a few buttons, assign up to two, independent stereo
AUXs to be used as headphone mixes. Everyone hears the mix they want —
and you've still got four AUX sends and returns free for signal processing gear.

You're EQing tape tracks to
get just the right sound. You're using the
shelving EQ for the monitor mix, and the
sweepable mids for the channel buss. Still,
the drummer wants a certain frequency out
of his mix — a job for the sweepable mids.

Compromise: Few multi-purpose mixers

have EQ assignment. You're stuck with

the shelving EQ on the monitor mix, and  Available with 16, 24 or 32 inputs, the M-2600 is

the sweepable mids on the channels optimized for digital recording. Don’t wait till

(if th ey even have split EQ). You've got no your first session to discover the compromises and
. . ' X . hassles other boards will put you through.

choice. Good luck trying to explain this to ’

the drummer.

M-2600 Solution: Assign the shelving EQ, the sweepable EQ, or both to either
the monitor or channel buss as necessary. The entire EQ section is splittable and
assignable and can work in tandem.

Mixdown. You're sending tracks to effects units for added studio
polish. You want to take advantage of true stereo effects. How do you do it?

Compromise: Most multi-purpose mixers have fewer AUX sends than the
M-2600's eight. Usually only in mono. And, some serds are linked, so you can't
send them to different signal paths. So you settle for only a few effects, or forego
stereo effects altogether.

M-2600 Solution: Pick one: 8 mano sends or 1 stereo and 6
mono sends or 2 stereo and 4 mono sends. Each with its own
level control and separate output jack. So you can use true
stereo effects and still have sends left aver for effects. Send
the effects signals back via 6 stereo returns.

That's not all! The M-2600 doesn't compromise sound, either.
You'll appreciate the new TASCAM sound — low-noise
circuitry and Absolute Sound Transparency™. It all adds up

to the perfect console for any personal or project studio —
combining great sound with recoraing-specific features you'll
need when recording, overdubbing and mixing
down, Features you can get your hands on for as
little as $2,999 (suggested retail price for the 16-input model).

° So forget compromises. Invest in a true recording
¥ console. The TASCAM M-2600.

USE READER SERVICE CARD FOR MORE INFO



DING, MOST OTHER CONSOLES
OMPROMISING SITUATIOIN.

Use more effects/signal
processing gedar on more
tracks with the M-2600. Use
twar (count “emn) true stereo
send/retunis o support stereo
effects units. Plus, vou still
lave 4 fullv-assignable AUN
sends left over for other gear.
A total of 8 AUN sends
more thart nearly any other
console — anywhvere. Better
yet, you can use thent all at
onice. No compromises. At
i xdown, vou cant actually
double your inputs so you
cart mix in all those virtual
tracks. Just press the “Flip”*
switch. No repatching. No
need to buy expensive and
Spuce-cating expansion
1odules.

Only the M-2600 provides two independent stereo cue
systens. Demanding perfonners can hear the subiix or
the production —

scratch tracks the way
) \ \ 1 l ia
- without interrupting
f \

Meanwhile, the
control roont or
producer’s miv is
unaftected. You

cun accormmoduate
evervone involved in

they want, so they'll
perfonn better.

the creative flow. Best of all, using the cue mixes doesyt't

involve tving up vour valuable AUN serds.
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Fhe incredibly flexible design of
the M-2600 mieans sighal routing
is versatile and
accomplished by the
touch of a button
instead of u tangle

of wire. Our decades
of mixer experience has wesulted i an ergonontic design that’s exactly what you need: »» oLU
a hourd that speeds and facilitates recording aid mixdown. Everything is where you vps T;s
intuitively think it should be. Dedicated solo and mute indicator lights o every charnel, N@
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on master AUX sends, stereo returns, and eachiof the 8 busses so you ahvays knaw
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Of course, the M-26001 sournds great. 1t’s got totully redesigned low-noise circuitry,
Absalute Sownd Transparency™ aid tremendous headroom. No coloration and
virtually no noise. You will ear the difference. So, even during long inixdown
marathons, you'll bear an accurate representation of what's been recorded.

TASCAM.

Take advantage of our experience.
7733 Telegrayh Road, Montebello. CA 90640 (213) 726-0303
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INDUSTRY NOTES

Peter Kehoe joined the Northeastern
regional sales staff at Euphonix (Stu-
dio City, CA)...UK-based A.S. McKay
Ltd. appointed Harris Allied as the
exclusive U.S. and Canadian distrib-
utor of the Oktava line of micro-
phones.. .Recent hires at 1J1 $pecial-
ty Audio Inc. (Benicia, CA) include
Marjori Schmugler as enginecring
process manager and Matthew Gar-
fein as brand manager for acoustic
research. Eric Suh was promoted to
brand manager for NHT...Telex
Communications Inc. (Minneapolis)
recently acquired the wireless video
transmitter and receiver business of
TransVideo Systems Inc. of San Fran-
cisco. James Hurwitz, president of
TransVideo, is joining Telex as prod-
uct manager for the wireless video
line. Telex also appointed South-
castern Communications Systems
Inc. as its new pro audio rep in
North and South Carolina, Georgia,
Alabama and ‘Tennessee...QMI
(Hopkinton, MA) hired Glen llacqua
to handle the company's public re-
lations and marketing activities. ..
Electro-Voice (Buchanan, MI) ap-
pointed Brian Blackmore as commu-
nications director and Frank Walker
as technical communicator. .. Fair-
light’s London office added Ross
Caston and Mark Lawrence as Euro-
pean sales managers. .. Software com-
pany Waves (Knoxville, TN) appoint-
ed World Marketing Associates as its
sales rep for Europe and the Middle
East...ARX Systems opened a service
center in Los Angeles, phone (310)
837-1380...Furman Sound Inc. ex-
panded its Greenbrae, CA, facilities
and promoted Michelle Voge to
credit manager and Paul Kovin to

the newly created post of customer |

service specialist...Crest Audio (Par-
amus, NJ) hired Allison Dorsey as
project engineer for the NexSys en-
gineering group...Gainesville, FL-
based  Sabine welcomed  Frank
Bougher to its sales and marketing
department. Also, the company was
recently issued Australian and Cana-
dian patents. Other international pat-
ents are still pending...Audio-Tech-
nica U.S. Inc. (Stow, OH) promoted

Michael Edwards to the newly creat-
ed position of manager, sales engi-
ncering...Harry Klane returned to
Eastern Acoustic Works (Whitins-
ville, MA) as national sales manager.
Klane originally joined the company
15 years ago as its first employee

SADIE manufacturer Studio Audio &
Video (Cambridge. UK) hired Neil
Somers and James Gross in customer
support and Dr. Mark Easton in R&D
-..Sony Disc Manufacturing appoint-
ed the first senior-level managers at
its soon-to-open Springfield, OR, fa-
cility, including Mike McVey (direc-
tor of logistics and systems engi-
neering); Steve Chadbourne (man-
ager of systems engineering); Jeffery
L. Schimmer (manager of informa-
tion systems); Kelly Bretz (account-
ing manager); and Gary Winburn
(purchasing manager)...Kenneth W.
Graven was promoted to the posi-
tion of principal consultant at San
Francisco-based acoustics and ar-
chitectural firm Charles M. Salter As-
sociates...KEF Electronics of Ameri-
ca (Holliston, MA) appointed Henry
Finke as national sales manager

Timothy §. Hart joined McKay Co-
nant Brook Inc. (Westlake Village,
CA) as a senior consultant...DGS
Pro-Audio Inc. (Arlington, TX) ap-
pointed Yale Electronics as its South-
ern California distributor...Dolby
veteran William Mead was appoint-
ed vice president, international busi-
ness development at Sony Cinema
Products Corp. (Culver, City, CA). ..
ESCAtech media Inc. (Half Moon
Bay, CA) added Bill Ford and Pamela
Rau to its sales staft...Richter Scale
Productions Inc. (Englewood, CO)
signed on as a dealer of Apogee
Sound speaker systems...Sal Raia
was named executive vice president
of Fiber Options Inc. (Bohemia, NY)
...Ron Lukowski joined the sales
team at rep firm Audio Biz Inc.
(Wauconda, IL)...Buffalo, NY-based
Eastco Pro Audio/Video Corp. ap-
pointed Jeremy Flinchbaugh to the
position of production specialist,
Raphael Wightman to graphics spe-
cialist and Peter Van Booven to ac-
count executive, ]

—FROM PAGE 12, CURRENT

lishes Spatializer audio proc-
essing as the company’s exclu-
sive intellectual property.” said
president and CEO Steven Ger-
shick. “Now, with this key pat-
ent in hand, we will be able 1o
rapidly expand our licensce
base”

INDUSTRY VETERANS FORM
NEW MARKETING VENTURE
Industry pros Hector Martinez,
Rick Clark and Bill Threlkeld
formed Triad, a new Fullerton,
Calif., company offering mar-
keting services to M1, pro audio
and lighting manufacturers in
North, Central and South Amer-
ica. Over the years, the part-
ners have worked collectively
or individually with companies
such as Soundcraft, Fostex,
Tascam, Aphex, Mackie and
Grass Valley Group. The three
most recently worked together
as the marketing team for JBL
Professional.

CONFERENCE NEWS

The NAMM pre-show party is
set for Thursday, July 13, at 8
p.m. at the Stouffer Hotel and
Convention Center in Nash-
ville. The show itself (July 14-
16) is expected to draw more
than 15,000 attendees. Call
(619) 438-8001 for information.

The third annual Detroit Re-
gional Music Conference will
be held July 12-15 at Detroit's
Atheneum Suite Hotel. Call (313)
963-0325 for more information.

Scheduled for August 30-
September 3 at the Sheraton in
New Orleans is the third annu-
al Cutting Edge Music Business
Conference. The conference will
include a variety of seminars
and roundtable discussions, in
addition to a new works show-
case. For more information,
call (800) 945-5447.

Coming up October 24-20 is
the REPLItech Asia trade show
and conference, to be held at
Singapore’s International Con-
vention and Exposition Centre.
The event is co-sponsored by
the International Recording Me-
dia Association and Tape/Disc
Business Magazine. Call (914)
328-9157. |
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CAN YoU AFFORD1T:

At first glance our MC 834 condenser microphone may look expensive, but
nobody can tell how good it sounds just by looking... You must try one to
experience the unique lack of colouration the MC 834 offers! Any serious
professional knows that what you use at the . .
front-end of your recording chain can AR
make all the difference, the same rules fi%
apply in your project studio. You 4
should demand low self-noise,
excellent transient response and

The MC 834
offers all of these

sound. You only buy
one main microphone, it
should be the best. We back

all of our studio condensers

with a life-time limited warranty
because we know they a.n'the'bgst!

—

© ©$999°00

CAN YOU AFFORD NOT 70?

~
~ TECH INFO: LARGE DIAPHRAGM GOLD VAPORIZED PURE CONDENSER CAPSULE/
TRANSFORMERLESS QUTPUT/ SWITCHABLE ATTENUATION & ROLL-OFF/ HIGH SPL 150 ps

= For more information, call us on 1-800-293-4463
beyerdynamic Inc., 56 Centrall Ave, Farmingdale, NY 11735

USE READERWERWICECARDIEOR MORE INFO
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INSIDER AUDIO
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by Dan Daley

RoAD WARRIOR:
DaviD HEWITT

A SESSION WITH THE DEAN
OF REMOTE RECORDING

%|\§\‘\3)\\_==y\\\st <X ||
M...w\.m :

t the College of Musical Knowledge,
Dave Hewitt has long held tenured
status. His Remote Recording Servic-
es, based in Lahaska, Pa., began with
Hewitt working as the contractor for
New York’s Record Plant remote sys-
tems in the 1970s. Since 1979, RRS has
been one of the flagship remote fa-
cilities in the professional audio busi-
ness. Clients over the years have in-
cluded all the Rolling Stones tours and
live recordings for the past 15 years,
Pink Floyd, Miles Davis, Frank Zap-
pa, Neil Young, Barbra Streisand, Bob
Seger, the Modern Jazz Quartet, Peter
Frampton and Aretha Franklin. Beyond
records, Hewitt and the RRS truck
have done numerous Grammy tele-
casts, Live Aid, the Tony Awards, the
Academy Awards show, Woodstock
Il and 15 years’ worth of “Live From
the Met” opera broadcasts for PBS.
It's possible that trucks allow tech-
nology to reflect the personal tastes
of their owners more than fixed stu-

dios can, since, in a way. they
are the original project stu-
dios, built as much around
the owner/operators as the
equipment. Hewitt's truck
holds a 48-input Neve VR
with Flying Faders V.3.0 au-
tomation and a Studer 960
Series sidecar mixer. Tape
machines include a pair of
Studer A820s and twa D820
multitracks, two Studer A810
2-track CTTC decks, a Pana-
sonic 3700 DAT and two Na-
kamichi MR-1 cassette decks.
Monitoring is by KRK, with
the mains tri-amped with
Bryston crossovers.

But for all their capabili-
ties, the trucks often seem as
ephemeral as they are mobile; their
peripatetic nature gives them less ex-
posure than studios. Yet the remote
recording market is integral to pro
recording, sometimes evolving on a
parallel course and at other times
charting its own way. Hewitt talked

Above left: Remote

Recording Services,
out of Lahaska, Pa.

Left: David Hewitt
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TL Audio 8:2 Tube Mixer

Tube 4 band eq & mix amps, balanced
busses & outputs. Class A discrete
option. Link facility for 16, 24, 32 etc.
channels. Free standing or rack mount.
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Dual Tube Mic Pre-amp/DI

Mic & instrument inputs, peak LED,
+48v phantom power, switchable
sensitivity, variable gain control, rack
ears included.

Dual Pentode Tube Pre-amp
Transformer coupled mic input, +48v
phantom power, input/output gain
controls, front panel instrument input,
Phase reverse switch, Filters.

ive your recordings the rich, warm glow of Tube Technology, a

series of tube based mixers and signal processors from TL Audio.

TL Audio Tube EQ sl
2 channels x 4 band tube EQ /7 Choose the EQ, Compressor, Pentode Pre-Amp, Mic Pre-Amp/Di or
) " 4
balanced mic & lines, *4.8\' phenter J 4 modular 8:2 Tube Mixer and you'll get a smaothness of sound, very low
power, front panel AUX input, bypass L
. noise floor and a quality of construction that only TL Audio can deliver. Canada & USA:
Sascom Marketing Group

switch.

Tel: +905 - 420 3945

Magazine reviewers the world over agree:
Fax: +905 - 420 0718

“| fell in love with them from the start” - Mix. “The HF is superb...incredibly
quiet” - Audio Media. “An openness and depth of sourd that surprised SAxw

X . me...remarkably clean performance” - Studic Sound. "The presence was

TL Audio Tube Compressor o i i M KETING
Pre-amp tube compressor, balanced mic outstanding” - Audic Media. ROU’P
& line inputs, +48v phantom power, 2 Experience the glow of tube technology from TL Audio

AUX inputs, variable ‘soft knee’
compression.

nAudi'o,

Wworldwide Distribution Tany Larking Prafessianal Sales Ltd. Letchworth, SG6 1AN (UK). Tel: +44 (0)1462 490600 Fax: +44 (0)1462 490700
st READERSERFICTAARDTEOR MORE [INFO



INSIDER AUDIO

to Mix about some of what's gone
on and what’s to come.

Mix: What got you into remote re-
cording in the first place?
Hewitt: My first [remote] job was a
television pilot 1 did in Philadelphia
in 1970 by pure happenstance. 1 was
working at Regent Sound as a staff
engineer, and they called Record
Plant in New York, who had just got-
ten hold of Wally Heider's White
truck. "That originally had an ltalian-
built Demideo console; it was 24 by
cight, and at the time it was consid-
cred big. It had come from the old
Johnny Cash television show. Record
Plant had put a couple of Ampex
MM1000s in it. You want to talk
about a crowded truck! A 17-foot
box with two of those huge Ampex
decks in it. Record Plant did the re-
cording; we were charged with con-
tracting it. But it was exciting doing
a remote with a 26-piece orchestra. It
made your hair stand up. 1t struck
me that this was the thing 1 wanted
to do.

I went to the coast for a while,

®
dbx

Project

GREAT CHAMBE
GATES AND PLATES
NEED IS ONE

freelancing, and was basically ready
to go to work at the new Record
Plant in Sausalito. 1 stopped back in
Philadelphia before leaving for what
I thought was for good, and I imme-
diately got pulled in by the same
guys 1 worked with on the pilot.
There was a vacuum there in remote;
there was work but nobody to do it.
So I started working for Record Plant
in New York with the Heider truck.
Mix: Was it an open field back then?
Hewitt: Yeah. Engineers didn't so
much choose remote work as they
were assigned to it.

Mix: Were remote projects proliferat-
ing as the rock business was growing?
Hewitt: There were quite a few
things starting to happen in the early
"70s. The record business was boom-
ing, and live albums were a way to
make reasonably priced records.
Mix: Has remote recording paral-
leled the transitions in formats and
techniques in fixed recording, or has
remote taken its own path?

Hewitt: It's a bit of both. It is a spe-
cialized set of skills, but the formats
are essentially driven by the post-
production capabilities of where the
project is going to. We eventually

ROOM HALL CHAMBER PLATE

ANDALLYOU
F m 000

had to upgrade the Demideo console
from 8-track to 16-track, in an odd-
ball configuration. They ran the ma-
chines off the input and brought
them back through Ampex AM-10
mixers in groups of four, and bused
those down to four individual Altec
604s that were in utility cabinets. So
you were actually listening to quad
to get 16-track. It was very klugey.
Mix: It sounds like remote in the
early days was lagging behind fixed
installations.

Hewitt: It was, because there were
so few people doing it, and it was an
ancillary thing. It wasn't until 1977
that we were able to get 24-track for
the Record Plant remote truck. But
by the mid-"70s, that started turning
around. There were a few small trucks
in those days: Location Recorders
and Fedco. They were in the small-
er-size category: Two to 24 inputs
and 16-track. And interestingly, a lot
of those trucks are still around today.
In fate '78, I put together the Black
truck with 24 tracks and a larger API
console, and that presaged the mod-
ern truck. (That truck was destroyed
in a wreck several years later.)

Mix: What’s been the relationship

CATHEDRAL GATED SMALL MEDIUM

H 4 Harman International Company  « 8760 South Sandy Parkway, Sandy, Utah 84070  801.568.7660 « FAX 801.568.7662
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within the remote community be-
tween companies? Has it been one of
intense competition? Have the trucks
felt pressure to play a sort of one-up-
smanship game with each other?
Hewitt: 1t's very similar to studios in
that sense. My feeling now, perhaps
because I'm older and more com-
fortable, is that people get along bet-
ter now. 1t's a much larger business.
What's happened in terms of the
growth is that the television trucks
have sprouted audio capabilities. The
biggest mover in that area was Ed
Greene |Greene Crowe Truck), who
sort of invented television audio as
we know it today. He grew the audio
capabilities of television trucks from
negligible to what we have today
Mix: So was that a primary impetus
to competition?

Hewitt: Absolutely. That was one of
the bigger forms of competition for
the varicty shows and award shows.
It forced the dedicated audio trucks
to go to larger, contemporary studio-
type consoles and larger monitors.
There are some limitations in what a
TV truck can do—they can’t put as
large a console in those trucks be-
cause they're so overweight already.

MED BRIGHT

Mix: So the network trucks started
giving competition from above. At
the same time, modular digital multi-
tracks have made the transition from
garage to truck. What place do they
have in upper-level trucks like yours,
and what kinds of pressure are you
and other upper-echelon trucks feel-
ing from smaller, MDM-based remote
operations?

Hewitt: What happens with the
smaller trucks is more a geographical
phenomenon. They start by taking
up the regional radio broadcasts, and
that takes up another niche. The
[larger]) trucks that are audio-only had
to compete for the larger projects. So
there is an effect, one that forces
trucks upward. It's a matter of geog-
raphy and size. 1t all comes down to
that. When we built the Silver truck
in 1990, we put that into a tractor-
trailer and did it on more studio-
scale proportions, with a producers’
area, for instance.

Mix: That was before the advent of
MDMs on a significant scale. So
smaller trucks affect the larger ones
on a regional basis, but let me put it
this way: Does a guy with an ADAT
and a converted bread truck pose a

threat to trucks on your level?
Hewitt: 1 don’t think so. At least 1
don't feel it. We're dealing with upper-
echelon producers who don’t use a
bread truck and an ADAYT because
they don't have to. What 1 see is that
when the ADATs and DA-88s are
coming in our direction, theyre com-
ing into our trucks. We use them as
adjunct decks, such as for click tracks
and cues, and as augmenting tracks
for audience wracks. But again, it's
driven by what the post-production
needs are, and those are still upper-
end as well. For instance, we just fin-
ished the Jimmy Page/Robert Plant
tour, where all of a sudden in the
middle of the tour they had to deliv-
er four sides to England for a televi-
sion obligation. You think they're go-
ing to put that stuff on ADATs when
they have to mix the stuff in one day
and then fly it to London? T don't
think so. They need to be able to go
into a major studio with a format that
a major studio can deal with. And
now it’s usually 48-track digital.
Mix: How has your current technol-
ogy mix changed and in response to
what? Have clients been requesting
—CONTINUED ON PAGE 215

FOR YEARS DAZZ1ING SOUND AND INNOVATION ARE WHAT YOU'VE COME TO EXPECT FROM
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PROCESSING (IN AND OUT) AND THE WORLDS SIMPLEST HUMAN INTERFACE, THE dbx 290

looking for. Just touch a couple of buttons on your 290 and the sound is there! The
290 also features full MIDI implementation. so whether for live or studio
sequences the dbx 290 fits the bill. Head on down to your local dbx® Project 1
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by Stephen St.Croix

AND Now
THE REST
(OF THE STORY

WHAT GOES AROUND COMES AROUND

once promised you that 1 would
wrap up the mini-series on CD-R.
No, actually, I think T promised you
three times. Well, here it is.

It has taken this long because
there was so much to learn. Every
time I thought I had the bottom line,
I would discover something that
would make me look into some
other aspect, and that would reveal

some other horrible industry secret
that would force me to go down yet
another side path, and so on. It has
been quite an odyssey, and [ have fi-
nally conceded that it will never re-
ally end. It's far too much of a mov-
Ing target.

As it has been months since
my original headlong dive

into these dark
green waters, you may
wish to dig up those four old
columns (October and November
of '94, and February and March of
'95) and re-peruse them before you
read this one. You do keep every
issue of Mix torever, don't you? Of
course you do. I have built quite an
attractive little pool cabana out of
mine. Guests find it charming, if not
a bit musty in the rain. If you would
like to do this, too, here's a liule tip:
Put the spines toward the outside
and coat them with Minwax clear
gloss polyurethane.

I will not re-cover shifting stand-
ards or different colored hooks—be
they red, orange or yellow. 1 will
only cover the physical discs them-
selves, mechanically and chemically.

24 MIX, JULY 1995
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FAST LANE

THE MECHANICS OF

AUDIO FRISBEES

CDs and CD-Rs are made in a way
that [ have always found to be a fas-
cinating combination of well-thought-
cut, almost indestructible technology
mixed with other impressively hokey
(and very fragile) ideas.

Let's start at the bottom, the sur-
face that the laser actually sees, since
that is obviously more critical than
what you see. The first thing that the
little infrared diode’s laser beam hits
is the surface of impressively high-
quality polycarbonate resin—the same
resin used for eyeglasses. This resin
must be very clear, have very low
dispersion and diffusion, and must
be mechanically stable, as it is both
the physical backbone of the disc
and the actual mechanical medium
that must retain the microscopic data
pits. But (and this is the clever part)
it doesn't necessarily have to have a
pristine surface. It is designed to be
so thick that scratches and imperfec-
tions on its surface that would seem
to interfere with reading data are ac-
tually far enough away from the in-

ternal data, surface that they are out
of focus to the laser, and so do not
really pose too much of a problem.
Add to that the fact that redundant
data is sprayed around so that if a

Isold my soul to get this
data, and I am bound to not
publish the actual results at
this time. I will when I can,

but for now I can tell you
my conclusions and leave it
to you to decide if you want

to trust me.

single chunk can't be read for some
reason, the disk will offer another
copy of it soon afterward in a differ-

ent location (hopefully, no longer di-
rectly under that gouge that ap-
peared when your daughter was do-
ing her research on which is harder,
diamonds or polycarbonate resin),
and the system works quite well.
That's my favorite part of CDs—
that the designers were smart enough
to make the substrate so thick that
surface abuse is out of focus to the
laser. It's downhill from here, though.
As you know, the back (internal)
side of this resin disc is stamped with
the data track in production CDs,
then flashed with a layer of alu-
minum a little thicker than you find
on an Alabama state trooper’s sun-
glasses. Then lacquer is spun on
over that, to keep the aluminum from
oxidizing or becoming scratched.
The label is printed on top of that.
[ travel with CDs all the time, and
[ replace CDs all the time. My Dire
Straits Brothers In Arms CD has been
replaced three times already, due to
that cheesy, weak, thin lacquer layer
having been sanded off by engine vi-
bration from DC-10s, 727s and
L1011s. That lacquer gives up real
easy, and the data follows soon after.
—CONTINUED ON PAGE 192
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The third time is definitely a
charm. In this age of formu-
ftic. unoriginal. ¢asy-money -
Roman numeral Hollywood
sequels, Batman Forerer
strikes a tresh and vibrant chord. All-new cast.
al-new crew, a new director (Joel Schumach-
er). new producer (Peter MacGregor-Scott).,
and a new sound editorial team—=SoundStarm
cut of Burbank. Warner Bros. is banking on a
huge summertime hit. and from the vantage
point of temp mix =2 in late April. thev've
nailed it.

The premise and plot of the film are

-

NN LY 1995

“Batman FRI‘@VQ‘

comuc-hbook simple. Fogner Wavne Entér®
prises emplovee Mr. E. Niyma (Jim Carrey)
“is intent on destroying Bruce Wavne (Val
Kilmer). He develops The Box. which al-
lows him to suck the brain waves out of
Ghtham City residents and brings about his
Gransformation into the Riddler. Harvey
Two-Face (Tommy Lee Jones), meanwhile,
breaks out of Arkham Asvlum and sets out to
destroy Batman. who put him away and per-
manently disfigured his visage. When the
brains-and-muscle team discovers that Bruce
Wavne and Batman are one and the
same...welll that's why we pav $7 a head on






Saturday night.

Of course, there’'s much more 1o
the 2-hour and 10-minute roller-coust-
er ride through Gotham City. Through
a series af flashbacks (which posed
their own sound design challenges),
and with the help of Dr. Chase
Meridian, Bruce Wavne confronts
his parents’ death and his origins
as Batman. And the astaunding
number of visual effects—276 op-
tical shots, including the Bat Car,
Bat Wing, Bat Boat and Bat-a
rang—and huge. dark-vet-lush
stvlized sets provide a backdrop
that pays as much homage to
conuc-strip creator Bab Kane as
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Gathering sounds for the Bat Car (clockwise
from below): John Leveque at the Rocket
Dyne Space Shuttle facility; Bruce Stambler
recording a test on the 800 hp Buick Grand
National; Leveque miking a dragster at
Pomona Raceway

they do Tim Burton, creator of Bai-
mans i and I1. At the same time, they
scream with originality.

“This is the most effects-heavy
film I've cver scen, both visually and
from an audio perspective.” says co-

supervising sound editor Bruce

Stambler. ~“The only thing 1 could

compuare it to would be the last

two reels of Aliens. where

Sigournev is chasing dawn the

monster. But this film is that wav

front-to-back. Weve done a

number of action films now

[Unicler Siege. The Fugitive, Clear

and Present Daniger), and we try

hard to create a soundtrack that
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doesn’t kill the audience. The key is
peaks and valleys, and I think we
succeed in this film.”

“This film is just so much bigger

i

than I expected,” adds John Lev-
eque, Stambler's co-supervisor since
Under Siege. “T've done pictures with
special effects, but not like this. This
is way beyond the norm. My first
thought when we began in Novem-
ber was, "How are we going to get
this done?” 1 thought that when we
did The Fugitive we had the tightest
post-production schedule in the his-
tory of A-films. But this was even
tighter, and there's more to it.”

Although Stambler and Leveque
began in November, and sound de-
signer Lance Brown came on in Jan-
uary, the editorial crew didn’t start
cutting until April 3. The first temp
mix began two weeks later, the sec-
ond temp mix a week after that. The
final began on May 17, for a June 16
release. Fortunately, it’s a crack team
that has worked together before,
and in assigning sequences and
recls, an editor’s strengths were
taken into account: Richard Yawn
on explosions and ballistics, Glenn
Hoskinson on vehicles, Jay Nieren-
berg on the flashbacks, ete. From the
bottom up. the editorial team raved
about the amount of freedom and
creative input they were allowed by
the supervisors,

“The pressure that we’re under
with these incredibly tight schedules
demands organization and selec-
tion,” Stambler says. ~Our philoso-
phy is such that we don’t overdo the
Foley, we don’t over-pull elentents,

32  MIX. /1LY 1995

we don’t try to come up with tco
much, and we ask that our editors
be decisive. We try to have as much
finished as possible for the first temp
mix, with fine-tuning from that point
on, and we don't believe in flooding
the dub stage with a lot of alternates.
There's no such thing as poor prep,
and there's absolutely no room for
error in this environment. 1f a
sound’s not there at the stage, it ain't
gonna be there.”

ORIGINAL RECORDING TO BATDAT
But as Leveque says, audio post is
an interdependent, step-by-step
process, where the final mix relies
on the quality of original recordings,
the editor’s selections, the transfers,
and everything in between. If it falls
apart at any point, he says, there's
no way to recover. Still, you have to
begin somewhere, so he and Stam-
bler began, naturally, in bat caves.
But because North American bats lie
dormant all winter, they flew to
Puerto Rico.

“The first cave we went to was
huge. easily the size of two foothall
fields, with a three-story ceiling,”
Stambler recalls. “The bats would
come down one of two legs of a 'Y’
cach night and spiral out of the
opening to go feed on insects—
23,000 pounds a night. our guide
said. So we got there at dusk, and
John and 1 flipped a coin to see who
would go inside and who would
wait at the opening. [ won, and 1
picked inside. T go into one of the
legs of the Y, and it's damp, hot and
pitch, pitch black. The guide had
said that there's no way to tell when
they would start moving or which
side they would come out of, but
that 1 would certainly know it when
it happened. Well. 1 wait 4% hours,
with my [Fostex] PD-2 DAT, testing
levels and the like—nothing. I'm
about ready 1o leave when this
strange whoosh started to come
from the cavern—not really like a

Right: Setting up

in the Mojave Desert
to record rocket
launches; left: Leveque
and Stambler built a
custom tripod on
location to record
rocket pass-bys
(after all, they don’t
shoot these things
horizontally).

wind, but this unecarthly sensation
that was more like an energy wave,
with high-pitched chattering and
wing flaps. I'm up and ready in a
second. Then it turns out they flew
out the other tunnel. 1 still got some
good sounds, and John got some
great stuff at the entrance, but T was
disappointed.

“So we take the two-hour drive
back to our hotel, and there's a mes-
sage waiting from our guide, saying,
‘Be ready for pickup at 1 tomorrow.,
We're going to the Cave of the
Snakes.” Well, I'm not an outdoors-
type guy, and I'm not real crazy about
snakes. But we're there, so we do it.

“It's called Cave of the Snaikes be-
cause these boa constrictors hang on
trees outside the entrance and feed
on the bats as they fly out each
night. We go in, and there’s about
eight inches of guano on the floor. 1
shine my flashlight down, and it's
wall-to-wall cockroaches. I shine the
light on the wall, and about every
five feet there's a tarantula bigger
than my hand. It's 110 degrees and
wet. Islipped a couple of times and
fell, with my equipment. But the PD-
2 was durable as hell. and we got
some great bat sounds.” The bat
cave ambience is augmented in the
film by waves crashing on rock and
other elements, for a varied, organic
feel to accompany the high-tech
gadgetry. And the wing flaps and
screeches are used throughout the
flashbacks and bat-cave scenes.

Because the look and feel of the
film is not based in reality, in-house
effects libraries just wouldn't work.
About 99% of the film is original
recordings, according to Stambler,
and they “shot™ sound in locations as
varied as the Mojave Desert (all
types of vehicles and motoreycles
for the big car chase, as well as rock-
et launches for sweetening), an air
show in Oklahoma City (1o record
the Bud Light mini-jet), the Pomona
Fairplex raceway (for dragster en-
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THE BAT SOUND CREW

“This film. with this schedule.
couldn’t have been done on
mag,” says co-supervising sound
editor Bruce Stambler. “And it cer-
tainly couldn’t have been done
without this crew.”

SOUND EDITING

Supervising Sound Editors:
Bruce Stambler. John Leveque
Supervising Dialog Editor:
Becky Sullivan

Supervising ADR Editor: Fred
Staftord

Sound Effects Editors: Don
Warner, Jay Nierenberg. Richard
Yawn, Bernard Weiser, Kim
Secrist, Glenn Hoskinson,
Steve Mann

Dialog Editors: Kimberly Voigt.
Sukev Fontelieu, Tonv Milch
Sound Design: Lance Brown.
Frunk Kniest. Roland Thai
Supervising Foley Editor:
Shawn Svkora

Foley Editors: Michael Dressel.
Jim Likowski. Steve Richardson
ADR Editor: Zack Davis
Assistant Sound Editors:
Lance Laurienzo. Steven Gerrior.,
Jeff Crantord. Marc Deschaine.
Chris Rouse

Transfer: Gary Blufer,

Kelly Cabral

Operations: Gordon Ecker.
Blake Marion, John Fanaris.
Dervk Morgan, Dawn Kratofil
Foley Artists: John Roesch.
Hilda Hodges

Foley Recordists:
Mary Jo Lang, Carolyn Tapp [
Composer: Elliot Goldenthal
Scoring Engineer:

Steve McLaughlin

Music Editors: Zigmund Gron.
Chris Brooks

Re-Recording Mixers: Donald
O. Mitchell. Michael Herbick.
Frank Montano

PICTURE EDITING

Picture Editor:

Dennis Virkler

1st Assistant Picture Editor:
Mark Stevens

Picture Assistants: Dawn King,
Adam Boome, Gina Zappala.
Jonathan Alvord. Kerry Kerwin,
Mclissa Kent, Judd Nealon. B |

gines and wheel squeals) and Rock
et Dyne in Canoga Park. where they
make the engines for the Space
Shuttle.

“I've never heard or felt anything
like those engines.” Stambler savs.

“We set up a couple of hundred
vards awav when thev tested one.
and it wasn't so much the roar,
which was deafening. as it was the
low-frequency rush that just passed
through mv bodv. I felt nauscated

by the end of the day, and I'm not
ceven sure we'll get to use it tor the
But Car because its just oo big. But
we got some great liquid and pipe
sounds. too. because they pump
thousands of gallons of water a sec

The longest lasting
battery” for the home...




ond under these engines to absorb
the heat, and they have a whole
manufacturing system set up.”

Finally, one of the goals for the
audio tracks was to add a bit of
light-heartedness to what can some-
times seem rather scary scenes or sit-
uations. It is, after all, a PG-13
movie, and the tone is not as dark as
the first two Batman films. In once
scene, for example, the Riddler
dances around, dropping toy-like
hand grenades. “We thought, *Oh
no. there's ten more explosions,’™
says Stambler. “Fortunately, they
looked like toys, so we recorded a
rather unique comic library on a
Foley stage one day, where we
scooped up a bunch of my son
Robby's little wind-up toys—thosce
things that flip when they're wound
up. Then we augment that and add
some boings for when the bombs hit
the floor. It takes the edge off the
explosions and makes them hysteri-
cal. We did it more or less as an ex-
periment, but Joel [Schumacher] was
ecstatic.”

“We thought we'd try something
a litde beyond the visual.” adds Le-
veque. “But that's what a temp is for,

to experiment. It's easy to pull back,
but it's hard to push the envelope at
that point.”

SOUND DESIGN

For Batmean Forever, SoundStorm sct
up irs first-ever sound design station,
basced around the Fostex Foundation
2000 and the E-mu E-IV, and helmed
primarily by Lance Brown. Sound-

...Is also the longest lasting
battery on the job.

PROCELL ;

ALKALN BATTLNY

TaDvur

cali 1-800-548-5489.

USE REAPER SERVICE CARD FOR MORE INFO

Storm is the only Hollywood editor-
ial house to make such a large com-
mitment to the Fostex workstation,
having purchased eight systems,
with plans to add up to 18 more,
probably the scaled-down RE for
brute editing. Across the board, the
editors raved about the unit, for
everything from its tactile feel, to its
ability to make changes, to the fact
that there’s no mouse and you
don't have to maneuver through
windows. It was, they say, built for
film sound editors, and they ought
1o know—their input, led by presi-
dent Gordon Ecker, was instrumen-
tal in the unit’s development. Most
of the 2000s are used simply for
editing; Brown's is the only
souped-up station at this point,
with full mix capabilities and the
just-released TimeFlex time com-
pression/expansion.

“The credits will be kind of odd
in this movie,” Brown says. “Really,
the whole crew is doing the sound
design, with Bruce and John provid-
ing the overall vision. Everyone is
encouraged to put their creative
input into the sound job, and the ed-
itors are just as much a creative in-

That's because PROCELL® PROFESSIONAL" batteries are DURACELL® batteries
— the longest lasting alkaline batteries available. PROCELL is Duracell’s line of
alkaline and specialty batteries made fcr prefessionals. They deliver DURACELL
dependability, DURACELL value and DURACELL performance.
PROCELL superior performance is the result ©f a new Duracell
alkaline battery design with features so unique they're patented.
See for yourself *hat PROCELL is the
longest lasting battery you can buy. For more
information ar a distrbutor referral,

DURACELL

PROCELL: PROFESSIONAL” BATTERIES
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fluence as the people selecting the
sounds, mysclf included. 1t's not just,
‘cut what we pull.™”

Like everyone else associated with
the project. Brown was overwhelmed
by the amount of material that would

be required and the unique bits of

gadgetry and effects that had no
precedent. His principal assignments
were the Bat Car, the Box and the
giant (16-foot wingspan) bat, which,
in a near-hallucinatory fashion, is cru-
cial to the flashback scenes.

The core sound of the Bat Car is
made up of about 20 clements,

Stambler and Lance Brown prepare to
record a Cobra helicopter.

reaching up to as many as 60, de-

pending on the visual. A bunch of

vehicles, including fire engines and
dragsters, were recorded, with the
core element being an 800-horse-
power Buick Grand National with
turbo whine that Stambler found
while flipping through Car Craft
magazine (*0-130 mph in 10.3 sec-
onds.” says Stambler. who owns a
Grand National himself).

“The Bat Car seemed to come to-
gether pretty casily, actually,” Brown
says. “The trick is to make it con-
stantly varied and avoid monotony.
For all the approaches and pass-bys,
it's the Buick Grand National, sweet-
cened with some dragsters and other
clements. Then, at the point it pass-
es and you move to the rear, we
took some of the elements from the
Rocket Dyne sessions, augmented
with some real rockets, jet roars and
some fire sweetener. It gives you a
sense that the car is more complex
by varying the sound as you move
around. We could casily just leave it
a big roar, but that wouldn't be very

interesting.

“The interior of the Bat Car actu-
ally comes from Bruce and John's
rental car in Puerto Rico, as they
drove over this sort of unique grad-
ing.” he adds. ~I put that in the E-1V
and totally twisted it, then added the
clectronic stuff—little servos and
beeps and motors.”

The Box, the Riddler's mind-read-
ing device, was a combination of
lightning, eclectrical devices and
synth-generated sounds, more like

James Bond specialty stuft, or labo-

ratories, according to Brown.

The flashback sequences. in
which Bruce Wayne confronts the
death of his parents and his birth as
Batman. were perhaps the most
challenging scenes to design. Brown
worked them up in conjunction with
cditor Jay Nierenberg.

“You have to start with what's
there on the screen as you transition
from the present to the past.” Nieren-
berg explains. “In one scene. for ex-
ample, he's at the hearth and there's
a clock on the mantel, so we use
some fire and clicks to spin in and
out. But by and large, we tried to
work with some elements that may

3 Reasons Why Audio Professionals

Prefer the

Digital Audio Editor

1. Quallty Production, 30% Faster

. "Producing a half-hour series like Garson Krebs - Private Eve for
| NPR Playhouse presents me with constant deadlines. SoftSplice
helps me to manipulate hundreds of pieces of dialog, layers and
| layers of sound effects and music cues with tremendous ease.

' Since I've started using SoftSplice I've been able to cut 30% off
of my production time and have received many comments about the quality
of the show." -Angelo Panetta, Panetta Studios. Eimwood Park, NJ

2 Professnonal Features

Like digital EQ, continuous SMPTE chase lock,
AES/EBU digital I/0, automated mixing and

' optional 18-bit A/D/A conversion. SoftSplice
gives you the tools you need to produce consistently better projects.

3 « Excellent Value
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s JaW| A0F| AJW| aJm| | SoftSplice excels at ad production, dialog editing, sound design, album
I [ . [ 3 X L pre-mastering, DAT editing, broadcast production and much more.
o 1 | And now SoftSplice is more affordable than ever. With prices starting
e | - bt ‘v; 4., at $1985, SoftSplice offers you the best value available in Macintosh-
Works with 0 2 0 -+ | based digital audio editing today.
nearly all Macs of | <{E| 2E| | call(800)868-3434 for a free full color brochure.
Even TEIZE| «E | « deiqei |
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Every tme you mix,

yau've got to heer the truth.
Trust the speakers the pros trust.
The Alesis Monitor One

Studio Reference Monitor.
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See us at Summer NAMM Booth #327
ALESIS
STUDIO ELECTRONICS

§lesis Corporation 3630 —oldrege Avenue Los Amgeles CA 90016 1-800-5-ALESIS ALECORP@Aiesis1.usa.com
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be peripheral and stayed away from
the more standard stuft, such as light-
ning cracks on an ugly, stormy day.
There's another scene where we
have the young Bruce Wayne walk-
ing through the church at his parents’
wiake, and we decided to go with
wooden coffin creaks and coffin
slams and metal screeches—things
that might pass through a young
boy's head in a situation like that,

"We also spent a lot of time on
flashback ambiences,” he continues,
“working with essentially five ditter-
ent intensities. In cach flashback, it
worked out that there were several
points to escalate the intensity, from
lowest pitch to highest pitch. It
worked in the cave, in the church,
and then we add specific designed
effects on top. The key is to keep it
interesting over time.”

“The flashbacks are some of the
hardest scenes,” adds Leveque, “be-
cause you have what is a traditional-
ly scary moment for a tittle boy
whose parents get killed. Then
there’s a bat cave and a bat that at-
tacks him. Its frightening. especially
in terms of how flashbacks are put
together. But we don't want it to be

Now you can target specific micro-
phones with Sabine’s affordable new
FBX-SOLO. Using the same adaptive
micro-filter technology as the award-
winning FBX-901, the SOLO delivers
automatic real-time feedback control,
with more gain and clarity than is
possible with 1/3 octave EQs — all for
about half the price of what you would
expect to spend for FBX technology.
With the SOLO, you focus FBX
technology only on the channels with
feedback problems — with either the
SL-610 for a specific mixer insert

point, or the SM-610 (with built-in mic preamp and
phantom power) for direct connection to a problem

microphone. Finally, the entire audience can

understand every word, monitors have more gain
and clarity than ever before, and conference rooms

will be free of feedback.

See us at Summer NAMM Booth #1303

Optional: 1U Rack holds from one to six SOLOs.

FBX Feedback Exterminator s a registered trademark of Sabine, Inc and 15 the brand name of s line
of automatic feedback controers  Covered by U S. Patent No 5,245,665 Other patents pending

frightening; we want it to be haunt-
ing and we want it to be evocative—
at the same time powertul but not
scary. This is a PG movie, and we
wiant to take the audience some-
place they've never been before,
without alienating them. Haunting is
more difficult than scary. 1ts the
same thing with fun. To make a
movie fun is very difficult. Putting
cartoon effects to every head hit is
casy. but it wouldn't mean anything
in this context.”

ADR, FOLEY AND SCORE

“It's a shame we had to ADR this
guy,” said producer Peter MacGre-
gor-Scott, pointing to Jim Carrey on
the screen. “His performance is phe-
nomenal, and then he pulled it off
again in the studio. He's unbeliev-
able.” 1t's true. Carrey ad-libbed
many of his lines on the set, then
duplicated the energy. rhythm and

TARGET FEEDBACK WHERE IT LIVES

THE FBX-SOLO: REAL-TIME AUTOMATIC FEEDBACK CONTROL AT A GREAT PRICE!

CLP BY

@ 68 1

@ 128 3

BYPASS  RESET  LOCK FIXED

® .18 5

ADAPrPTIVvEY AL

SL-610

Get the industry standard in feedback control in your
mix. Call now for a demonstration of the FBX-SOL®, the
latest in Sabine’s line of adaptive audio products.

Call, write, or fax for detailed information:

SABINE’

performance on the ADR stage. Not

an easy task. Even at the temp mix,
it was difficult to pick out which
lines were replaced.

But then, depending on who you
talk to, anywhere from two-thirds to

90% of the film is ADR—somewhere €

in the neighborhood of 2,500 lines
according to dialog supervisor Becky
Sullivan, who worked in tandem with
ADR supervisor Fred Stafford. The
reason for the large number of lines
was mainly due to the nature of the
sets, which were lit extensively and
filled with smoke machines, wind
mauchines and other noise-generating
devices. Also, some were constructed
at Long Beach's Spruce Goose facili-
ty. which is cavernous, echo-y, and
right ncar a shipping port.

With more than 48 features to her
credit over the past ten years, Sulli-
van serves as part-time coach, psy-
chologist and technician to actors.
She also faced an incredibly tight
schedule and had to coordinate with
talent that was literally all over the
planet working on other projects:
Carrey (“the most prepared actor I've
worked with,” Sullivan s‘:lys) in San
Antonio and Charlotte, N.C., Nicole

The SOLO is perfect
for individual mic
channels in mains &
monitors in any of
these applications:

« Concert Halls

* Churches

* Convention Centers
* Schools

* Sports Arenas

« Teleconference
Centers

» Wireless Mics
* Remote Broadcasts
* Meeting Rooms

* Amplified Acoustic
Instruments

* Anywhere Feedback

ADAPTIVE

4637 N.W. 6th Street
Gainesville, FL 32609 USA

AUDIO

Tel: (904)371-3829
Fax: (904)371-7441

Is a Problem!

MADE IN USA
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GREAT SOUND.

TWO MICS THAT
MAKE THEM
VERY HAPPY

Let’s face ir. While
Robert Scovill, live Neumann nics Lave a
sound stalwa-t and winner of stellar reputation for

| three TEC awards for Live rich, opulent sound,
ike Frondelli Sound Exeellence. knows a great they are not the lowest
Director of [ microphone when he hears one. | priced mics around.
Capitol Records ! e has zoured as the tront-of- Why? Because we
Studios, has a connoisseur’s housc mixer with bands like | have to ensure thar
mic locker, inchiding | Rush, Def Leppard | our microphanes
morc than 50 >z nd most recently satisfy even the
Neumann mics dating Tom Perty. most demanding
back 10 the 1940%. *lam using the engineers in hyper-
Newest in the collec new KM 184 critical recording
| tion? The mic Mike hoth out on environments. But
calls “the working tour and at | we have found a
J man’ Neumann! the MusiCanvas.” | wavto take a few
I'T.M 193, Because it {Robert’s studio in of the bells and
saunds so good inso Scousdale.} I whistles off a
1 nwany applications. “The KNT 184 couple of our mics and
Frondelli recommends carries all of the still give you that hig
the TN 193 as “the Neumann signa- (HUGE) studio
| one mic to have” tor rures, and | have sound on a project .
Capitol acts setting had great success studio budget.
up project studios on a wide variety I'he bottom line , }
The TLA 193 of sources, from is this: before vou ‘ ‘
is a stripped dowr, the subtletics of | go dropping big
cardioid-only violin to the cash on outboard ‘
version of our tamous extremes of gear trving to make

I TLM 170. 1t provides

distorted guitar.” [ vour studio sound
aod'es of headroom

The KN 184 good, consider the
has virtually no is perfect for IMOSL Important part
self-noise, and can instruments of all 'I of the signal path.
[ immediately give your kinds. and excels | your microphones.
| project studio that atoverhead | The only way to Ne“man“’“sn '
pro‘essional sound Jdrum miking and get great souvnd ont |
(particularly on vocals) capruring the elusive of your studio 15 ' 6 VistaDrive, PD Box 987
that you’ve been missing. acoustic guitar. For to capture great Old Lyme, CT 06371
(By the wav. the TLM 193 professional quality at sound. And no ’ Tel: 203-434-5220 Fax: 203-434-3148
| has become our higgest less‘[hzm $700 each, a other microphone captures l In Canada: 221 LaBrosse Ave ,
seller.) Tt carries a retail price sterco pair of K\ 184s can sound as well as Neumann . . . Pte-Claire, FQ HOR 1A3
of less than $1500. | easily be a part of ANY studio. | not even clase. j Tek514-426-3013 - Fax: 514-426-3953
| - - o I 1 ) - . __m - — |
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Which DAW Increases
Production the Most?

This is what four MicroSound users have to say...

"What keeps on amazing me is the
intuitiveness of the complete sys-
tem... | was thrilled to find that you
had anticipated a radio producer's on-
the-fly needs by allowing just about
all functions to be executed right
from the [same] screen.”

—Robert Smith, Smith Creative - International

"I used my MicroSound for the first
time and mixed a spot in one hour
that would have taken me a day and a
half with analog multi-track. | made
edits and concocted sonic layers that
never would have occurred to me to
try before... I love this thing!"

—JR. Lvons, Electric Cafe

* Audio for Video * CD-Tape mastering ¢« Radio/TV
* Multimedia Wave-AIFF-CDI ¢ Every Audio Application

. d
I
L
—
—

Isn't it time you discover the industry's best kept secret. polished for 18 years.
MicroSound gives you the highest audio quality in its price range at every
sample rate used worldwide. No matter what project you need to tackle,
MicroSound is equipped and ready. The 56-bit DSP based MicroEditor™

"Quality Digital Audio Workstations Since 1977"

Isn't it time to revolutionize
your studio or station? Ca |,
fax, or write now.

Micro Technology Unlimited
PO Box 21061, Raleigh, NC 27619-1061 USA
Voice: (919) 870-0344. FAX: (919) 870-7163

USE READER SERVICE CARD FOR MORF INFO

40  MIX, /1LY 1995

'World Radio Histo

Kidman by phone-patch in London,
Chris O Donnell in Chicago. Tommy
Lee-Jones and Val Kilmer, thankful-
Iy were in LA

"My first job is to listen to every
single DAT, even from the takes that
weren't printed, and uy o save the
production track.” Sullivan says.
“Then, since I've been working with
Bruce and John for about seven
vears now, I iry to think of effects
and how scenes will play as a
whole. For example, we have a
scene where Jim Carrey is in his
apartment-lab typing at the key-
board, so we pat in a playful hum as
he punches away.

“We also recorded a lot of group
ADR.” she continues, “especially for
the big circus scene. In a situation
like that. you don't need the crowd
roar—we have plenty of crowds in
effects. You want what I call “frec
and clears,” picces that peck through
the walla. For instance. we might
have somebody vell, “There's Harvey
Two-Facet!” followed by a pause.
then somebody yells, “He's a mur-
derer!” followed by somebody
velling “Run! You need interesting
spikes in the group. or else it just
turns to mush.

I also really appreciated the di-
rector, Joel, becase he allowed me
some freedom, sought my advice,
and in one case incorporated an
idea T had. For one of the flash-
backs, where the voung Bruce
Wavne is at the wake. I thought it
would work well within the effects it
exaggerated breathing was promi-
nent. Then the older Bruce Wavne
breathing becomes a transitional el-
cment, and it works emotionally. In
another case, some light ADR sob-
bing is usceda as an effect. So vou al-
wavs have to think of the movie as a
whole.”

The Soundstorm philosophy
seems to be that Foley should not be
overdone. It should be used for foot-
steps, clothing rustles and the like—
the more raditional Foley ele-
ments—but not for every door slam.
Stambler's feeling is that with the 6-
channel digial formats, Foley should
be used o augument and work with
well-recorded and well-edited ef-
fects, They hired first-call Folev
wilkers John Roesch and Hilda
Hodges. and gave them the rubber
bat suit to play with for a week, (No
jokes, please.)

Elliot Goldenthal composed the
sometimes tender, sometimes hero-



ic, always dynamic score, which was
recorded in early May at the Sony
stage in Culver City by engincer
Steve McLaughlin, The mixdown
from 48-track digital took place at
The Chapel.

Music for the final mix was
played back directly from a portable
8-channel Pro Tools 111 system. con-
trolled by music editors Zigmund
Gron and Chris Brooks. A timecode
feed from the board was fed to the
Opcode Studio 4, then the LITC
code was sent to the Power PC. All
of the cues, some of which were
final for the temp mix, resided in
2.4-gigabyte hard drives, which
could be popped out and worked
on in the background while the dub
continued.

Re-recording mixers Donald
“Papa-san™ O. Mitchell. Michael
“Mikey" Herbick, and Frank “fill-in-
the-blank” Montano—perhaps the
finest team never to win an Oscar—
handled both temp mixes and the
final at Warner Bros. Studio Facili-
ties' relatively new Dub Stage 2. Part
of the recent facilitywide upgrade,
Stage 2 sports a custom hybrid SSL
8000/5000 board and custom. in-
house-designed, three-way monitor-
ing system (JBLs for the highs, Com-
munity for the mids and Turbosound
LF for the lows).

“If this crew doesn’t win the
Oscar, I'm getting out of the busi-
ness,” said a half-joking MacGregor-
Scott, a former sound editor whose
energy and style are infectious. “We
thought we might get it on 7he Frugi-
tive, but we scttled for the British
Academy. And this is even better. 1
keep saying that some day. in a
pinch. I'm going to release a temp
mix. Theyre that good.”

Despite the incredible pressure of
the tight post-production schedule.,
not to mention the pressure of a big.
big film. the mood at SoundsStorm
with a month to go was completely
relaxed. Yes, 16-hour days were the
norm, and yes, the ulcers may have
been churning away on the inside.
But they had all the confidence and
precision of an Indianapolis 500 pit
crew—cverybody dependent on
everybody else. and hey. they've
been in the big race before. 1t is not
a large crew, as far as big pictures
go. But it's solid. And enormously
creative. Count on them for a fourth
straight Oscar nomination, |

Tom Kenny is Mix associale editor,

Walter
Afanasieff

Gary Laufman

Waker Afanasieff
 olby SR is a must in the

recording process,

" even in this digital age.””
WA Composer, Producer and Songwriter

N Mariah Carey, Michael Bolton, Kenny G,
Barbra Sireisand, Celine Dion, Luther
Vandross and Peabo Bryson.

“It’s becn amazing to work with some of the
best singers and musicians on earth. To be
able to write a song like ““Hero” with Mariah
Carey or to hear Barbra Streisand sing one of
my compositions is fulfillment beyond my

wildest dreams.”

WS 1 plan to continue writing and producing,

as well as scoring films.”

“For mastering 1 like the warm, quiet analog
softness that Dolby SR provides. It keeps the

elegance in all of my mixes.”

Mayriab Carey “Music Box” (Columbia)

Michacel Bolton “Time, Love & Tenderness”
(Columbia)

Kenny G “Breathless™ (Arista Records)

Peabo Bryson & Regina Belle/“A Whole New World”
(Aladdin’s Theme), Walt Disnev Records

Peabo Bryson and Celine Dion/"Beanty and the Beast”,
Wale Iisacy Records

Dolby SR: now over 95.000 tracks worldwide

®
U'SE REAIHR SERVICE
CARD FOR MORIZ INFE

100 Potrero Avenue, San Francisco, CA 94103-4813 Telephone 415-558-0200 Fax 415-863-1373
Wootlon-Bassett-Wiltshire SN&BQJ Englarid Telephorre 01793-842100 Fax 01793-842101
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THE NEW TSR-24S LETS YOU CREATE

YOUR OWN SOUNDS IN TWO STEP/S.
1-DREAM THEM UP. 2-LAY THEM DOWN.

\

With the TSR-24S, frustrating menus and time-consuming steps don’t

[pRotessive)

control your programming. You do. Choose the effects you want, in the order you
want, then program and listen to them instantly. No catches. Naturally, the TSR-24S has plenty

of raw material, with an arsenal of more than 75 effects. Plus, multiple modulation effects

. aa SPECIAL EFFECTS ., .. .. "
S/N RATIO Gegaverh (the world s moat flexcible reverh),

When it comed to sound, not even erytal elear sampling, multitap and modulated delays, mudti-phacse chorwses and flangers, duckers, auto panners,

compact disca are asclean as the A-votce phavers, 10 veparate EQu, 4 octaves of mudti-voiced piteh shifting, arpeggiators, and more.
TSR-248. Our Stlencer”™ digital noise
gate wipes oul notoe by writing digital

, . DUAL DISCRETE STEREO
zeros when there o no signal present.

Take true sterco inputo, add four asignable outputs, and you get a lot

of rouling 4'1’/1/(1]11/‘41/11’/1.1. Lot v oee, there o otereo in, {/um)nu/; monoe

d B i, quad out; dual mono in. Jual wtereo oul..well, you count em.  ——

b ngTech ACCESS

1

2

TSR'24 DUAL CHANNEL DIGITAL PROCESSOR W / S-Di

HAVE A TSR-2a47? Noproblem—upgrading ira.mmap. Just contact your nearcot Digi Tech dealer.



capability and instant module/parameter access mean your great ideas become great music
in a matter of seconds. No other machine at any price can match its flexibility. But even

before you start dreaming up new sounds, you'll have to take ces D h
32 PDigilec

the real first step. Drop by your nearest DigiTech dealer today H A Harman International Company

ALGORITHMS

Want reverb, chorus and flange?

Press a couple of button.

EXPANDABLE

Reverb, chorus and reverb again?

Add the avadlable PPC 200 card, and you ll have the power of two TSR-24S procesor.. .
Redundant effects are not a

Parallel processing means seamlens effect changes and more. o
problem. Link effects in any
S-bDISC" order Lo creale algordhme, then

This chip defines DSP horocpower. S-DISC delivera superior wound, program them in nearly limiless

. . . . . Yy 7 ! 7 M1t
quiel opecation and performance unmatched by anytbing in the markel. combinalion.

Ther incredibly powerful ¢hip was deaigned opecifically for audio.

FX LIBRARY
Reverb  Delay  Chonus

8760 S. Sandy Parkway, Sandy, UT 84070 USA (801) 566-8919 Fax (801) 566-2086 ©1994 Digitech

See us at Summer NAMM Booth #1318
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You can't talk about Nashville without talk-
ing about country music. And vou can't tulk
about Nashville studios without talking about
rates. because that is what's on their minds
down here. Country music is at the crest of a
five-year surge that saw sales of nearly $2 hil-
lion last vear. most of it produced in
Nashville. But the proliferation of artist rosters
from perhaps 73, on seven or so labels, wen
years ago to nearly 200, now on close to 20
labels, has meant that not everyone is getting
the same budgets. For every
Reba McEntire or Garth
Brooks record. there are a
dozen or more haby acts
whose first-record budgets
might be half those of the
megastars. Added to that are
the development deals that
require pre-productions at
even lower budgets.

This might average out,
considering the fact that all
types of albums tend 1o be concentrated in
the roughly two dozen primary country-
bascd studdios along and near Music Row. But
the press of technology demanded by pro-
ducers and engineers as they try 1o compete
with pop music, combined with the fact that
Nashville has perhaps the highest per capita

NASHVILLE
STUDIOS

concentration of pro studios anyvwhere in the
world, have conspired to hold rates down. or
even force them lower. The slight increases
that some studios report in their rate struc-
tures are balanced by the fact that those in-
creases don't effectively amortize the new
equipment the studios bought or intend to
buy.
his scenario is familiar 1o studio owners
in New York and Los Angeles. But Nashville's
version is perhaps more intense becanse of
the number of studios and other factors. Los
Angeles has felt the impuact of sophisticated.
home-based project studios (see HARP);
Nashville, on the other hand,
has to contend with studios
owned by producers who,
in many cases, are the same
label heads approving bud-
gets. Project stuclios, a trend
being fueled by the massive
influx of California music in-
dustry refugees to Nashville,
are mainly clustered in the
affluent suburh of
Williamson County, where
they have been used mainly by owners in the
burgeoning contemporary Christian music in-
dustry. But while therr effects have vet 1o be
felt on any scale. they're waiting there on the
southern flank of Nashville like Grant's army
once did.
So although there is plenty of work for
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major and mid-sized Nashville stu-
dios, their profitability hinges on rela-
tively small variations in rates as a
percentage of technology invest-
ments, as well as other overhead
costs. But that equation is not trivial,
as anyone who follows the currency
markets can tell you: A fraction of a
point either way is the difference be-
tween a boom and a bust.

Milan Bogdan, general manager at
Emerald Recording. whose main
room has an SSL console, has been
vocal about the rate structure in
Nashville for some time, and the
irony of how the success of country

Nashville skyline

music has exacerbated the issue has
not escaped him. [te bought a Sony
3348 digital multitrack recently under
pressure from producers who are
moving toward that format and away
from the former Nashville standard,
the 32-track ProDigi format. But he
canceled plans for adding a mix

room and has instead turmed a former

broadcast control room and confer-
ence room into a small, less expen-
sive overdub studio with a Mackie
console. “The bigger acts. like
Wynonna Judd, George Strait and
Mark Knopfler, have the bigger bud-
gets, but the smaller acts far outnum-
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Production Assistants

THE NEW POWER BROKERS

In addition to the engineers, pro-
ducers and musicians that studio
owners encounter daily comes a
relatively new group: indepen-
dent, professional production as-
sistants. Traditionally, Nashville
producers have used production
assistants, usually someone on
the staff at the label where they
worked or an office person who
added studio coordination as a
regular task. In the past several
years, however, the modus
operandi of country producers
working on several records si-
multaneously has strained that
structure. Enter the professional
production assistant—someone
with a diverse background in the
music industry who can pull all
the clements of studio booking,
rate negotiations, musician book-
ings, union contracts and,
some cases, screening material,
together for the producers. For a
fee, of course, but one that's def-
initely earned: country still relies
on live musicians, and tracking
dates can require booking as
many as seven to ten musicians
two months in advance, booking
the few tracking rooms in
Nashville, getting the right engi-
neer onto the schedule and doing
this around the multiple, often
overlapping sessions that produc-
ers do in the course of a year.
Joe Johnston used to be in ad-
vertising in Dallas but gave it up.
like thousands of others. to be a
Nashville songwriter and pro-
ducer. Along the way, he
worked at a Nashville publishing
company and later became an
independent song plugger, nei-
ther of which he felt terribly
strong about; they were simply
day jobs to support his songwrit-
ing. As a song plugger., he
shared an office on Music Row
five years ago with producer
Mark Wright (Clint Black), and
Wright would occasionally ask
him to help coordinate sched-
ules. That eventually turned into
a full-time job, and he's since

added producer Josh Leo (Rest-
less Heart, Alabama) to the short
list of producers for whom he
does production scheduling.
“What I do is take care of every-
thing to the point where the pro-
ducer just shows up,” including
help in the A&R process, says

Johnston.

Lauren Koch (pronounced
“Cook™ came from Hermosa
Beach, Calif., where she man-
aged hard rock studios Clover
and Total Access after graduating
college. Seven years ago, she
came to Nashville and went to
work at RCA Records as A&R ad-
ministratar for recording. After
finding the ten-to-six label gig a
hit of a grind, she sensed this
niche in the recording industry
and went for it, becoming. by
her own estimate. the first pro-
fessional independent produc-
tion assistant. Her current clients
include Emory Gordy. Biff Wat-
son and John Guess, although
she is also called upon to coor-
dinate for acts from outside of
Nashville, including a recent visit
by The Chieftains. “T don't do
A&R for the producers I work
for,” says Koch, who charges five
percent of the total recording
budget as her fee, averaging be-
tween $6.000 and $8,000 per
project on about six projects per
year. “But 1 do things that other
coordinators don't. such as re-
view the producer’s contract and
deal with the attorneys. The
thing that we all try to do is be
service-oriented.”

Ginny Johnson used to do the
production coordination for pro-
ducer Jerry Crutchfield (Tanya
Tucken) as a staffer at his office.
after working at Capitol 'Liberty
Records and MCA Publishing.
She took the concept freelance a
little over a year ago and now
does it regularly for producers
Paul Worley, Ed Seay. John
Hobbs, Gregg Brown, Joe Tassi,
Blake Mevis and Justin Niebank
from her office at Soundstage
Studios, working for a flat fee of
between $3.000 and $5.000 per
project, depending on its scope.
Despite her office location, she

CONTINUED ON PAGE 56



From Pink Floyd to Peter Gabried; Depéche Mode to Duran Duran; Meat Loaf to Randy Travis; Eros Ramazzotti to
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ber them,” says Bogdan. “It's harder
to get the higher rates for them. and
that inhibits growth for new rooms
and more sophisticated gear.

“Rates may go up slightly over
time, but they're not keeping pace
with the cost of equipment, salaries
and other things,” he continues.
“And Tennessee charges a luxury tax
on high-ticket items, including con-
soles and digital tape machines.
After buying a 3348 for around
$200,000 with all the support for it 1
can’t go back to the studio owner
and ask for 2 million dollars to build
a mix room. It's a matter of rates vs.
technology. There's a lot of great
stuft out there, but you can't afford
to buy all of it.”

At Soundstage, manager Michael
Koreiba says that he was able to in-
crease rates by about $100 per day
for cach of his three recording

rooms two years ago. but not since
then. “Another rate increase would
be nice.” he says wistfully. “But the
rates have to reflect the equipment.
We were one of the first to get a
3348, but as other studios get them.
the field levels out and the rate wars
begin again. 1 don't see Nashville
breaking the $2.000-a-day rate level.”
Soundstage's rates seem indicative of
other upper-echelon rooms” experi-
ence—the studio charged $1.500 per
day five vears ago. including use of
a Mitsubishi 32-track deck: its cur-
rent daily rate, including 48-track
digital. is $1.850.

Recording Arts owner Carl Tatz
says, “A year ago. no one tried to
grind me down on rates. and now
they do. There are too many studios,
and too many of them are owned by
producers. It's actually not so much
the [country] fabel stuff as it is the in-
flux of so many other types of music
from people moving to Nashville
from L.A. and New York. Some of
them want to play ball in country
and learn those protocols: others
don’t and look for studios and rates
based on their experiences else-
where. 1 don't know how it's going

to shake itself out in the end.” Tatz
recently did a major remodeling of
his single-room facility. aesthetically
and technologically. and is presently
considering a new console to re-
plice his Soundcraft. “You have to
refurbish just to stay even.” he says,

Preston Sullivan, manager of Six-
teenth Avenue Sound. says essen-
tially the same thing, although he is
more candid about the pressures
coming from engineers and produc-
ers who want to see technological
upgrades but don't necessarily want
to pay more for them. "In a way,
vou can’t blame them.” he says.
“When country starts making this
kind of money, everybody just
wants more of everything.”

Mike Janas, manager at The Cas-
tle Studios, says the rates issue is
simply endemic to the industry and
that it’s not peculiar to Nashville,
What is, however, is the fact that
more work stays in town, to the ben-
efit of the studios in terms of volume,
if not rates. “When Jonel Mosser did
her record at Woodland Recording,
instead of Ed Cherney flying her out
to LA, to use the Los Angeles musi-
cians, Ed came to Nashville and flew
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Russ Kunkel and other players in
here,” he notes. “What 1 think is more
of an issue in Nashville at the mo-
ment is all these stinking formats—
ADAT, 32-track, two different 48-
tracks, DA-88. [ have a country proj-
ect coming in here this spring that's
using all four of them. And every-
thing is a la carte in Nashville—sec-
ond engineers, engineers. 1t all attects
rates, but it's more than just buying
technology: it's choosing it and the
people to run it.”

At Masterfonics, studio owner/en-
gineer Glenn Meadows oversees six
rooms and is awaiting the completion
of a $2-million, Tom Hidley-designed
tracking room at another location,
scheduled for September. He takes a
slightly different view of the rate situ-
ation: I fault the studio community it-
self for failing to educate the A&R de-
partments about the technology and
what it costs,” he says. “They've sim-
ply come to expect it to be there. 1
was recently talking with an A&R per-
son from one of the Labels, and he
had just gone over to England and
saw an SSL 9000 under construction.
He got a grasp of what goces into it
and what it costs. You have to show

Live music at the
Bluebird Cafe,
one of many
performance
venues for
artists in
Nashville

the A&R people what the profit mar-
gins really are and let them know that
it this rend cont:nues, the technoogy
won't be there for them in the future.”

Mecadows also mentioned an orga-
nization little known outside of
Nashville's music community: Leader-
ship Music, a group of people repre-
senting all aspects of Nashville's
music industry. including A&R, studio
owners, engineers, producers, musi-
cians, managers and publishers.
Membership is by nomination and
group vote, and requires a commit-

ment of a year for one intense ses-
sion per month from October
through May, covering a specific as-
pect of the music business in
Nashville. “It's not being used prop-
erly.” he complains. “In its carly days
the program included a lot of detail
on studio operations and expenses,
The curriculum changes every year.
and that part of the curriculum has
been forgotten.™ Meadows, an alum
ni of the program. says he wants to
work to bring studio business back to
the top of the agenda in the future
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Not complaining is Scot Merry,
who with partner Paul Scholten
owns County Q Recording. ostensi-
bly Nashville's busiest demo mill.
The consoles are an older Trident, a
Sound Workshop and a Mackie.
working off analog 24-track decks
and a recently installed Pro Tools
system. County Q feels virtually no
pressure to upgrade because its
client base is working for the most
part off limited publishing demo
budgets. and County Q responds by
providing them with full service that
puts studio time, tape, engineering,
copies, musicians and production all
on a single invoice.

“We're not trying to be a [Music]
Row studio, and we're not worried
about project studios, because in
Nashville the band is still king for
making demos—you need a live
band and a room to record them in,”

Merry says. "You don’t make good
country demos on MIDI. You need
the musicians and the interaction to
come up with hooks.”

County Q rates are by the hour,
based on the three-hour session
times established by the musicians’
union. "We get $60 to $70 per hour,
a bit less on off-peak times, and
you're buying musicians in three-
hour blocks.” Merry explains. "And
you're getting no real difference be-
tween master quality and demo
quality: the difference in Nashville is
in the market for the end result, not
the attitude. Masters go to the pub-
lic, and the demos stay in the indus-
try. And ask yourself, who do you
think listens more critically? And,
you get free Cokes.”

THE PRODUCERS

A core of producers puts out the ma-
jority of Nashville product. and they
acknowledge that the studio com-
munity is limited in its ability to raise
rates and limited in its depth—a
legacy of years in which country
records needed to only be “good
enough.™ They recognize the effects
of the fact that producers with bud-

get approval status own many of the
facilities. “I see a town with a lot of
mediocre studios and three or four
great ones,” observes Tony Brown,
producer (for Reba McEntire, Vince
Gill. Wynonna and other multi-Plat-
inum acts) and president of MCA
Records Nashville, currently coun-
try’s most successtul label. Perhaps
more significantly, Brown doesn't
own a studio in Nashville.
“Needless to say, it's frustrating to
try to get into the great ones when
you need to, so you either compro-
mise or you wait. I'll usually wait. [
like to mix at Masterfonics and track
at Emerald. This town has a dire
shortage of good tracking and mix-
ing rooms, and those are two of the
best. But there’s more coming.”
Brown is referring to a pair of stu-
dios being built by Reba McEntire’s
Starstruck Entertainment on Music
Row, scheduled to open carly next
year with Nashville's first two SSL
9000] consoles, and Masterfonics’
own tracking room under construc-
tion. “But it's a matter of personal
taste,” Brown adds. “The most suc-
cessful records to come out of
Nashville were made at Jack's
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Tracks,” a reference to the small stu-
dio owned by Allen Reynolds, pro-
ducer of the 50-million-unit-selling
Garth Brooks.

Brown says he feels no particular
loyalty to any one studio, and that
he makes his facility choices based
on quality and service; equipment is
not always an issue, because what-
ever’s needed can always be rented.
“That’s the reason 1 give Dreamhire
and Underground Sound so much
business,” he says. “1 wouldn't tell a
studio that they had to buy some-
thing in order for me to work there.
That's something Jimmy Bowen did,
and I'm glad he did, because that
helped bring the studios here up in
the first place. [Bowen, recently re-
tired as head of Liberty Records,
could push things: He once had
Soundstage construct a tracking
room for him with no wall between
it and the control room.] And if a
producer owns his own studio, that’s
fine. James [Stroud, Giant Records
president and producer], Allen
[Reynolds] and Garth [Fundis, pro-
ducer of Trisha Yearwood] have
their own studios and do some of
the biggest acts in town.”

That observation is amplified by
producer Mark Bright (Blackhawk),
who notes that most of Nashville’s stu-
dios are owned fully or to some de-
gree by country producers and/or en-
gineers. A quick survey of a studio
database of significant facilities
showed only three Row-area studios
out of 16 not owned by producers/en-
gineers. “There’s an argument that
producer-owned studios don't have
the same market pressures on them to
compete,” says Bright. “But 1 think the
opposite is true. [ think places like
Loud [owned by James Stroud and
producer Richard Landis] have helped
bring the level of technology up in
Nashville over the years.”

Bright, who does not own a stu-
dio, is aware that rates have been
relatively stagnant and says he tries
to compensate for that in his bud-
geting for records, allowing for addi-
tional time in the studio. He also
uses engineers who own some of
the larger-ticket items in demand,
everything from 32-track PD-format
machines to specialized mic pre-
amps. And many of the engineers he
works with own studios, such as
Mike Clute, owner of Midtown Tone
& Volume, where Blackhawk was
recorded. “One of the reasons |
think Blackhawk was successful was
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because we padded the budget and
spent a lot of time in the studio,” he
says. “l also rent things like the
Fairlight MFX system to clean up vo-
cals and drum tracks. That's costly
and time-consuming, but worth it.
You can’t put a price tag on creativ-
ity, and if I give the label an incred-
ibly successful record [Blackhawk
went Platinum early this year], then
they'’re not so upset when I go over
budget.”

Bright thinks that the current sce-
nario will remain stable in Nashville,
and that includes rates and technol-
ogy. “Not many places are going to
be following Reba's lead and getting
SSL 9000s,” he says. “I think more
rooms will have to specialize, in
overdubs or mixing, for example,
and that's going to be a good op-
portunity for mid-sized rooms.”

Despite an ever-tighter profitabil-
ity situation, Tony Brown believes
that Nashville studios will remain
competitive with each other and
with the rest of the world, though
the competition will be more in-
tense. Studios in nearby Franklin are
beginning to affect cash flow in
Nashville for overdubs and other ap-
plications, he says. “The last record
with Rodney [Crowell], he was
bouncing all over the place, doing
overdubs in places I had never
heard of,” Brown laughs. "And then
there's the ADATs changing every-
thing; I was doing background vo-
cals on Wynonna with Andrew
Gold, and they were passed back
and forth on ADAT tapes. So there's
something shaking in Nashville. But
the music’s not going to leave here;
in fact, more of it’s coming here
every day.”

A VIEW FROM THE FRONT OFFICE

As might be expected from those
paying the bills, record companics
feel that budgets are increasing
rather than decreasing. Lisa Bradley.
A&R coordinator at Warner Bros.
Records in Nashville, whose job in-
cludes auditing record budgets and
directing payments to studios from
WRB'’s Burbank, Calif., headquarters,
says that that's true across the board,
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from acts such as Travis Tritt and
Randy Travis, to middle-level acts
like Little Texas, whose first album
cost $80,000 and whose follow-up
came in at $200,000, to the new acts
like Russ Taff, whose debut record
on Warners cost close to the
Nashville average of $150,000.

Then there are the development
acts that Bradley says the label is
spending more time with while de-
creasing the number of signings. De-
velopment budgets are numerous
but relatively small, ranging mostly
from $5,000 to $15,000. However,
they include no producer’s fee, from
which one could reasonably infer
that significant portions of those de-
velopment budgets are being direct-
ed toward producers’ personal and
home studios, and/or are also caus-
ing producers to call in favors from
commercial studios (which some
studio owners acknowledge they
do) as sessions exceed the develop-
ment budget. Bradley also points out
that the number of single dance and
radio remixes of country records is
on the upswing; however, those also
often wend their way into smaller
personal studios. “We're seeing
roughly the same amounts of money
go out in recording budgets, but it's
possible that not all of it is going to
the same places as before,” says
Bradley.

Susan Heard, director of produc-
tion at Arista/Nashville, says her
label’s recording budgets have gone
up across the board, albeit only mar-
ginally. Heard, who managed engi-
neer Bill Schnee's studio in Los An-

geles for two years, is quite aware of

the effect project studios have had in
Los Angeles but says the phenome-
non has had little impact on
Nashville sessions at this point.
“We're still dealing mainly with the
same studios we always have,”
Heard states. “However, for Christian
music, that’s a different story. 1
worked at Sparrow Records, and the
budgets for that type of record are
considerably lower, so a lot of the
budgets went to producers’ [home]
studios.” Heard acknowledges,
though, that at least some of the
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country recording monies are going
to home studios for dance remixes.
“That goes partially outside the usual
loop,” she says. “But the major stu-
dios are also being booked for por-
tions of dance remixes.”

ENGINEER'’S POV

That elusive but very real concept,
“quality of life,” is the most oft-cited
reason for the migration of engineers
to Nashville, mostly from the coasts.
What they've found. most say, is a

technology base that’s more than
sufficient for their work. “Nashville's
always been technologically ad-
vanced,” says Rob Feaster, who once
staffed at Hit Factory in New York
and worked with Billy Idol, The Sys-
tem and Hall & Oates. In the six
years he's been in Nashville, his
projects have included all but one of
Travis Tritt's records, Ricky Skaggs
and fiddler Mark O’Connor. Feaster
says his rates have remained rela-
tively stable—around $65 per
hour—but that they are as flexible as
those of the studios. thanks to the
broad range of projects, from major
recordings to demos and develop-
ment projects. “Breaking in down
here is pretty tough,” he says. “But
once you're in, it's the greatest place
in the world to work. The studios

are a tightly knit community, as are
the musicians and producers.”

John Jaszcz (pronounced “Yosh™)
has been engineering in Nashville
since 1991 after leaving Studio A in
Dearborn Heights, Mich. In his work
with artists like John Michael Mont-
gomery, Tim McGraw and Joe Diffie,
and producers like Scott Hendricks,
Dan Cleary and Steve Keller, he's
found a landscape that is technically
more than sufficient and one that
continues to expand, due partially to
more studios opening up and also to
the fact that it has become de
rigueur for independent engineers to
carry ever-increasing amounts of
personal equipment. “If you haven't
got a rack here, you don't work,”
says Jaszcz.

Jaszcz reports engineering rates of

—FROM PAGE 46, PRODUCTION ASSISTANTS
maintains that Soundstage, where
she pays rent to lease an office,
does not get any preferential treat-
ment in client bookings. “Every
producer works differently, and
each has their own studio choic-
es,” she says.

From their perspective, Nash-
ville’s studio community is intimate.
They have to negotiate with the
studios, but despite the fact that
part of their job includes keeping
efficiency high, none says the rate
negotiations are adversarial. “When
I have the budget, I'll spend it,”
says Johnston. “Because | know I'll
be back another time begging for
freebies for development and
demo projects. The studios help
me out, but I'm careful that I don't
broadcast what kinds of deals I get.
But it’s a serious help to the studio,
as well. I'm not only booking time
but also coordinating things like
what time the drummer gets there
for setup and whether they're
acoustic or triggered drums, or
both. It's gotten busy enough in
Nashville so that the studio man-
agers appreciate this kind of service
as much as the producers do.”

Koch negotiates rates as well
but says that her primary fiducia-
ry allegiance is to the producer
and the record label, not the stu-
dio. In fact. to maintain a track
record she says has never once al-

lowed a recording project to go
over budget, she’ll even go to
Ampex’s office on the Row and
buy the tape herself. *I base my
business on the fact that efficient
planning and scheduling pays off
for everyone,” she asserts. "Most
of the money lost in recording
budgets is lost through disorgani-
zation. But I'm not out to beat
anybody up on rates. You just do
the best you can with a budget.”

“The advantage to studio own-
ers is that we can communicate
things a lot more effectively since
it's all focused on one source: us,”
Johnson says. When negotiating
with studios, she acknowledges
that she'll look for advantages, such
as picking up canceled time on
short notice for lower-budget proj-
ects. “That's an advantage the stu-
dios have, though. Even though
one of my clients, Paul Worley,
owns a studio [Money Pit], it's in
such demand sometimes that he
can't get into it. There are a lot of
studios here, but the ones that are
in demand can hold the line on
rates to a higher degree.”

The studio owners seem general-
ly positive about the emergence of
independent professional project co-
ordinators. “They fill a hole in a
town where the producers have got-
ten much busier,” observes Glenn
Meadows of Masterfonics. *1 like the
idea,” adds Michael Koreiba of

Soundstage. “You can call one per-
son and sometimes get five produc-
ers taken care of. I hope we see
more of it.”

On another level, Lisa Roy,
once a Los Angeles-area studio
owner and former manager of
Nashville’s Masterfonics, opened
Studio A, a booking and referral
service, in Nashville earlier this
year. Similar in nature to Time
Capsule in New York and Ellis
Sorkin’s company in Los Angeles,
Studio A seeks to supply Nashville
studios with clients from out of
town, as well as getting Nashville
acts interested in facilities else-
where. (She says any number of
West Coast studios have voiced
interest in getting country artists
into their rooms.) Studio A
charges a 10% commission on
booked time from the studio.

“I'm on Nashville's side,” Roy
says. “What I'm doing to deal with
rates is try to match studios to the
budgets that artists bring to me,
not the other way around. I don't
want to force an issue on rates.”
What she sees changing among
the Nashville studio corps is an
enhanced awareness of what she
calls “the vibe™ of a facility. "Any-
one can go buy great equipment,”
she says. “The idea of full service
is equally important in bringing in
clients from outside Nashville.”

—Dan Daley
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Dreamhire

Dreambhire can offer
the following:

The largest inventory and most extensive selection of expertly

Only

maintained, fully updated professional audio and midi equipment
for rental on the planet.

The friendliest, no-nonsense personnel in the business.

The flexibility and resources to be able to