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Actually, with the powerful reverb algorithms in the
Alesis Q2", you can go to any room you want.

Q2 has the power to take your music to shimmering
halls, bright chambers, dark caverns, or anywhere

your creativity leads you. There's 300 carefully-designed
reverbs, delays, EQ, pitch and special effects that
provide the high-end professional processing you need
without breaking the bank.

But the best reason to use a Q2 is the incredible flexibility
it gives you to create your own space. Because the place
where the music sounds the best - the room to be in -
might be the room you call your own.

«0O»

“l love the Q2. I'm using it in the show every night.”
— Robert Scovill, 3 Time TEC Award Winnet (Sound Reinforcement Engineer)

"l love that Q2. We're using the hell out of it.”
— Ray Benson (Asieep At The Wheel), Multiple Grammy® Winner
Y

"Q2 is the presetter’s fantasy and the tweaker’s dream.”
— Francis Buckley, Top independent Dance/Pop Engineer

CA 90016 318-841-2:

DUAL CHANNEL OCTA: ARIERIIME  LASTER EFFECTS W/DIGITAL O

BlEsis1.usa.com

USE READEE | SERIAACARE, FOR MORE INFO

Stereo or Independent
Dual-Channel Operation

100 Preset And 200 User-
Editable Programs

Octal Processing™—Up to
Eight Effects At Once, In
Any Order

24-Bit Internal Processing;
18-Bit D/A Converters;
48kHz Sampling Rate

+4dBu Balanced and -10dBV
Unbalanced Operation

ADAT"* Optical Digital VO

Custom LCD Graphic User
Interface with Virtual
Patch Cables

NEW! version 2.0 Software
Now Features Up To 5
Seconds Of Sampling,

Plus Overdrive, Susround
Encoding, Triggered Pan
with Doppler and More!

ase, Lelie, Pitch Shift, = =
. 2-Baxd Sweep, 3&4-Band
s, separate /R inptg levels

irademark o NARAS. ALESIS
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FX CELL ENCE

The ultimate analogue console

STUDIO SYSTEM plus Integral Hard Disk Recording and Editing
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= The lowest noise and highest sonic integrity possible

&

Advanced functionality for today’s recording and mixing needs

All principal console functions automated - including pan

a

Switchable equaliser (E/G Series characteristics) in every channel

» New studio computer with Ultimation ™ and Total Recall™

C

Optional hard disk multitrack recording/editing,

providing up to 128 concurrent access hard disk channels

-

ey

“The mic pre amps and equalisation

of the SL 9000 ] Series just blew me away!”
Frank Filipetti - Engineer/Producer

“The SL 9000 | Series is the best sounding modern

console I have heard.”
Allen Sides - Owner, Ocean Way, Los Angeles

“Our new Tracking Room demanded a console of
outstanding sound quality. The SL 9000 ] Series was
therefore the ideal choice.”

Glenn Meadows - President, Masterfonics, Nashville

Solid State Logic

International Headquarters:

Begbroke, Oxford, England OX5 1RU - Tel: (01865) 842300
Paris (1) 34 60 46 66 - Milan (2) 612 17 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
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Fully Integrated / / // / ) High Powe
Heat Sink r/ - Discrete A

Durable,
t— High Press
Die Cast C

Proprietary
- "Soft Clip"
Circuitry

High Curre
+- Dual Voltag
Toroidal

Power Sup

B Every once in a while a product comes along which not only meets can accommodate cither 0.775, 1.0, or 1.5 volt drive levels with no
the ever increasing demands of the market, but one whose smooth performance sacrifice. B The LIMPET's universal power supply,
commercial stylirg, ergonomics. durability and outstanding pertor- equipped with an industry standard IEC connector easilv deals with

mance demands respect. Introducing MR. LIMPET. B The [ IMPET almost any voltage, making the LIMPET a true global traveler. Finally,
is a unique, compact design that combnes a very high current toroidal you can take vour monitors wherever vour work takes vou, and not have

power supply, fully discrete amplification stages, and ultra wide to worry about cumbersome and troublesome adaptors, power convert-
10 Hz to 80 kHz) bandwidth capabilities in a verv affordable svstem. ers, or strange electrical systems. B In addition, the unique and propri-

. . . - l 2 . - . 4 . . . pv ] .
B Built using a one piece high pressure die-cast metal housing, etary soft-clip circuitrv and the significant reseryes in the power

the LIMPET is not orly very rugged electrically and mechani- supply ensure that no damage will occur to the drive units
cally, its internal construction takes advantage of the industrv's while providing the headroom needed for even the most
most advanced assembly techniques. @ The LIMPET amplifica- demanding requirements. B The LIMPET is ideal for

tion system can be used with a wide range of TANNOY : professional recording, broadcast/ post production facilities,
professional reference monitor systems, and provides the user T remote anc live recording remnforcement et g

with a number of improvements in both the performance ot the = applications, and finally gives the e

loudspeaker system, and its flexibility. B Each single channel private/home recording studio
LIMPET system delivers an enhanced stereo in nage because the truly reference quality™
channels are fully separated - no power supply sagging due to performance kv
inter-channel coupling, no crosstalk, no interference. Almost urequaled at -

any kind of input leve! and connector can be used, since the twice the price.

LIMPET ofters a balanced or unbalanced “cembi” connector that can B Instead of seitling tor the ordinary,
utilize either 1/4" or 3 pinjacks. B The ultra-low noise input section geta LINIPET and get a real grip on vour reference monitor pertormance.

TANNOY/TGI NORTH AMiKICA INC o 300 GAGE AVE UNIT I, » KITCHENER, ONTARIO, CANADA « N2# 208 + (519) 7451158 « FAX (5:9) 7452364
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STUDER: THE BEST INVESTMENT
IN YOUR STUDIO’S FUTURE.

T's CECISION TIME in stucios arouns the world. The ques-
ton: what's the best mult-track platform tosuir your needs
L today, rake you reliably imto the futire, i proteet your
investmen® There are many choices.... but ir many adplica-
tions, there’s simply no subst:zute for multitrack tape.

Tape works - artistically and financially. {1’s the most cos-
effective medium for multitrack music production, and it’s easy
to work with. Tape isnt going to become obsckee, and neither
is your tape machine — analeg or digital.

Good reason, then, to core to Swider. We've oeen miking
tape machines from the very beginnirg, end whetier you nesd

analog or digital multitrack - or both — we have the highest-
reourn solution. amum
I'he new Studer D827 24/48-:razs DASH recorder (rign) i 27

sets new standards in digital audio recorcing — just as ite

i - | partmer, the A827 (left), offers new levels of quality for analog

V recording. The Stader D827 digital multitrack offers full field
upge.dability from 24 to 48-track. With 18-bit converter
tech-ology and advanced noise-shaping techniques for the very
highest audio quelity - in the Studer tradizion. There’s.a unique
24-b 1 Studer-format recording option — vhile retainirg full
compatibility with existing DASH machines. Both analog and
digi-al 827-scries machines are always on cue when you need
then:, thanks to a fast, responsive transport and built-in locator.
Enkanced servo control and dynamic tape-handling ensure
your masters get the respect they deserve.

With the extended leasing options new available, Studer
mu titrack recorders are surprisingly affordable. Analog or
digital, the Studer 827 series offers the uliimate in sound
quality — and the ultimate return on your investment.

STUDER

Hear loday — Here Tomorrow. B o tatyPET

H A Harman International Gompany

Lus Augeles: 818/703-1100. Nashville: 615/391-3399. New York: 212/625-6734. Toranto: 416/510-1347
London: +44 (0) 81 953 3533. Worldwide Distribution: Studer, Regensdurf, Swoitzerland +41 (6) 1870 75 11.

USE READER SERVICE CARIFOR MORE 1MEO
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How In the
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did people

WOrk

before Pro Tools'?




Sure, you could record, edit, process,
mix and master your next platinum
record without 16 to 48 tracks of
record and play. You may not need 64
channels of input and output. Or
every sound-perfecting extra from
our 100 Development Partners.
But the reason more top music pro-
fessionals use a Pro Tools Ill system
than all other digital
audio workstations
TOOLS combined, is that it
opens up more creative possibilities.
Pro Tools Il provides more options
to manipulate vocals, drums and
other instrumentation, in a random-
access, non-destructive format. And,
thanks to our TDM digital mixing

and DSP Plug-In environment, you

©1995 Digidesign. Inc. Digidesign is an Avid company.

have complete control, all on one
desktop, all in one high-quality
digital format. |
You can even
burn a CD the
Jerry Harrison

moment you've

completed your

masterpiece. s

“Pro Tools is my Swiss

army knife for recording.”

LIVE, Crash Test Dummies

In short, Pro Tools Ill is all about
making music better, not just faster.
Which is exactly how you've wanted
to work, all along.

To learn more, just call us at
1(800)333.2137,x174. We’ll send

you a free information kit.

digidesign A*V-1-D

San Francisco * Paris » Seattle » Munich
New York * Chicago * Nashville * Los Angeles

London * Melbourne +« Eindhoven * Milan

Digidesign is a registered trademark and Pro Tools

is a trademark of Digidesign. inc. All features and specifications are subject to change without notice.



FROM THE EDITOR

The Good Old Days...

If vou cruised the hotel bars or walked the floor at last month's AES show.

vou undoubtediy heard somebody beaming about the “good old days™ of a
byvgone era. Curiously, this affliction seems to affect audio engineers more
than broadcast or computer techs: [ have vet to meet anyone who prefers
the "nuances” of 1-inch, B-format videotape or the “warmth™ of an amber-
screened CPM machine. But audio enginecers have an uncanny ability 10
focus on pleasant memories. while conveniently discarding the rest.

Remember those great mics from the 1940s? A few outstanding models
stood out from the rest, but most vintage mics are truly horrible: How
many dynamic mics from that era would vou like on your next session?
Perhaps you'd also like to record some tunes directly to a 78 rpm cutting
lathe: no overdubs, no punch-ins and a frequency response that tops out
around 8 kHz!

Tape came into its own in the 50s. but I'd rather choose from today’s
menu: either an analog deck running a +9dB tape (possibly with a noise-
reduction garnish) or something from the digital menu (20-bit, 20-bit opti-
mized for 16-bit plavback. or a simple 16-bit entree).

In the "60s and 70s, modern recording consoles were beginning to
evolve. And thesc days. there is an obvious emotional (and financial)
attachment to those wonderful discrete equalizer and mic preamp modules
of vintage APL DeMedio and Neve boards. But as nice as these sound. who
wants 1o work on 20-input, 4-bus designs with only one or two available
aux sends?

In terms of console automation. today’s svstems are truly betier than
ever. oftering speed and a depth of flexibility that was unheard of ¢ven a
few years ago. The integration of computer control into automation svstems
provides cost-effective and powerful solutions for anv studio, so i you're
looking 1o upgrade an existing mixer or purchase a new console. check out
our automation article on page 32.

Analog tape, digital tape. MIDI or disk-based recording—the best thing
about all this technology is that it affords endless possibilities for the cre-
ative producer or engineer. And speaking of technology. we'll provide a

complete AES report with all the highlights next month.

George Petersen

Editor

BPA Circulation independently audited and verified by
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Born Digital. Bred For Gold.

L

Ampex 489 ADAT, 488 Audio Hi8 and 467 R-DAT. Highest consistency, lowest error rates.
No wonder more studios go gold on Ampex than on all other tapes combined.

You're on the cutting edge. You record in the newest generation
studio. You need tapes that are designed specifically for digital
audio applications.

So we consulted with the most demanding artists and engi-
neers in digital recording and spent months in development back
at the lab. The results are Ampex 489 S-VHS. 488 Audio HiS,
and 467 R-DAT, designed specifically for digital mastering.

They are simply the finest mastering tapes you can buy. In
fact. more artists, engineers and studios go gold on Ampex than
on all other tapes combined.

Thanks to our unique dual coating technology. Ampex 489
and 488 feature low dropouts. high output. and the most consis-

to ensure long headlife. Which is why Alesis. the creator of the
ADAT format. recommends Ampex 489 ADAT.

Ampex 489 is now available in our new 60 minute extended
play configuration — for use on ADAT System 4 recorders or
newer. Ampex 488 Audio Hi8. in 30. 60, and 113 minute
configurations.

And for two track mastering tape. try Ampex 467 R-DAT.
They re all easy to find. thanks to the industry’s largest distribu-
tion network. And they're backed with the service and support
that has long been the industry standard.

For more information. or the name of your nearest distributor,
just call us at 800 227-8443. Ampex 489, 488 and 467 audio

tent quality tape after tape. Plus. low abrasivity n M pEx mastering tapes. Born digital. Bred for gold.

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

UNE READER SERVICE CARJ). FOR MORE INFO)



The Right EQuipment For Your
Z%)ream E udio...

IPRM " 308Si
Phase Reference Monitors

PVM™ T 9000
Condenser Tube
Microphone

RP"™ 500 Stereo Reference
Power Amp
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Pl ' | spR™ 20/20+ Dlgltal Studlo Effects
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..Make it Reality With

Peavey and Audio Media Research®

Since 1984, Audio Media Rescarch® has
been manufacturing distinguished audio
Eroduction products. Today. you would

¢ hard-pressed to go to amovie or listen
to the radio without hearing a production

DPM
3 created with AMR or Peavey Products.

C8p Keyboard

Ca—

Over the past decade you've
encountered the auditory
experience of hundreds of award-
winning film and video productions
produced on cquipment from Audio
Media Rescarch. From foley to
soundtracks our Production Series
consoles have been a part of some
ofthe Iargcst grossing filmsin
motion picture history.

Peavey's DPM® and Spectrum
modules, AMR Production Serics
consoles and PRM™ studio
monitors play animportant role in
the creation, recording and mixing
of film scores, as well as television
show themes and jingles.

Whether you're looking in L.A. or
Nashville, you will find that the most
sought-affer artists and producers
arc using AMR and Peavey

roducts. Could this be the secret
a i , ehind their award-winning

| RSM" 2462 Rack Mow}l I\;I;.:cr pl’O]CCtS?

“ 24;2 Audio Media Rescarch and Peavey
‘ » Keyboard products provide all the
3 tools you need to create your own
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studio. By using AMR and Pcavey
products you will be using the
"secret” tools of the trade. Soon
vour dream studio will produce
projects that will allow you to hear
the following phrase on award
night...
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Audio Media Research?™
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PEAVEY ELECTRONICS CORPORATION » 711 A Street, Meridian, MS 39301 + (601) 483-5365, Fax: (601) 486-1278 » ©1995

USE READERSERVICHCARD FOR MORE INFO



R —— . ——

CURRENT

SOUND REINFORCEMENT
PRODUCT SALES SKYROCKET

The National Association of Music
Merchants announced a 25% gain in
the sule of sound reinforcement
products and accessories in 1994,
The 1993 edition of MUSIC USA. an
annual music industry statistical re-
port published by NAMM, declared
a record year for music industry
sales, due in part to a heftv $609.2
million in SR sales.

Other factors contributing to in-
creased revenues, according to
NAMM, include improved economy,
increase in construction and con-
sumer demand for quality.

DAVID BLACKMER

FOUNDS EARTHWORKS

bDavid Blackmer, founder of dbhx™
and inventor of its VCA system. an-
nounced his return to audio manu-
facturing with Earthworks Inc. Earth-
works “plians to produce and dis-
tribute a range of products which
capture. store and reproduce the ex-
perience of sound with more real-
ism than is currently available:” the
product line debuts with the OM1., a
microphone with a stated band-
width of 3 to 30k Hz. For informa-
tion, contact Earthworks at P.O. Box
517. Wilton. NH 03086. Phone
603/6354-6427; fax 603/654-6107.

TWELVE TONE NOW CAKEWALK
Watertown, MA-based Twelve Tone
Systems is now operating under the
trade name Cakewalk Music Soft-
ware. The company changed its
name in order to emphasize its core
software business and to increase
brand recognition, says president
Tom Cook. "It was a logical step for
the company to ke, ‘Cakewalk’
carries far more recognition than
“Twelve Tone Systems.” Besides, our
longtime customers have been call-
ing us *Cakewalk’ for years. We're
just acknowledging that”

DAR HITS TESTING MILESTONE
Digital Audio Radio completed lab-
oratory testing at NASA's Lewis Re-
search Center in Cleveland, Ohio,
and is now ready for field trials in
San Francisco.

“After more than a vear of in-
tensc and rigorous testing at Lewis,
laboratory evaluations on nine DAR
systems are now complete, and
these systems can now move to
the field-testing stage,” savs Gary
Shapiro. group VP of the Electronic
Industries Association's Consumer
Electronics Group. “The results
show that digital radio works. Con-

[ sumers are demanding higher audio

standards. The DAR system that best
satistics this consumer need will be
chosen and will move America into
the next generation of radio”

Testing is overseen by Subcom-
mittes of the EIA and NRSC (Nation-
al Radio Systems Committee): the
groups plan to present their findings
to the FCC by carly next year.

ROLLS ANNOUNCES

NEW PRODUCT LINE

The Rolls Corporation introduced
the Bellari division, a new line of
vacuum tube-driven signal proces-
sors. The division. said by Rolls to
focus on “efficient yet cost-effective
audio devices that utilize the most
advanced schemes of tube tech-
nology,” includes a mic preamp, 4
compressor/limiter and a stereo
tube active direct box.

JIM FRANK, IN MEMORIAM

Jim Frank. director of Studio

Operations for Master's Workshop
(Toronto), passed away on Sep-
tember 15, after a long battle with
cancer. During  his twelve-year
tenure at Master's Workshop, he
helped the post-production com-
pany collect eight Golden Reel
Awauards. six Best Sound Gemini
Awards uand three International

Monitor Awards. Other accomplish-
ments include the first computer-
ized IMAX mix and the first digital
IMAX HD simulator soundtrack.
Frank is survived by his wife. Jen-
nifer. and his three sons: Jonathan,
Timothv and Nicholas.

NARAS AND HOUSE OF BLUES
CELEBRATE BERKLEE'’S 50TH
The National Academy of Record-
ing Arts and Sciences. in conjunc-
tion with its charitable foundation

I MusiCares. will host a celebration

at the Los Angeles House of Blues
to honor the 50th anniversary of
Berklee College of Music.

The November 8 event, co-
chaired by Tony Bennett, Quincy

Jones. Branford Marsalis. Arif

Mardin and Frances Preston, will
feature performances by a large
lincup of alumni and honorary de-
gree recipients, including Joe
Williams, Alan Broadbent and
Ernie Wats.

The gala will launch the House of

| Blues Scholarship Fund, which will

provide grants to Berklee students
pursuing studies related to blues
music. Additional proceeds will ben-
efit the MusiCares Foundation.

| SHOW AND SEMINAR UPDATE

The Institute of Acoustics offers its
third annual Acoustics for Sound
Engineers seminars, November 16-
19 at the Hyro Hotel in Windemere,
UK. Call 011/727 '848-195 for details.

The fall Virtual Reality World '95
will be at Boston's World Trade
Center from November 29 to De-

| cember 1, 1995. For information

call 8300/MECKLER.

The European Broadcasting

| Union announced an EBU techni-

cal seminar, hosted by the Interna-
tional Academy of Broadcasting.
The event will be in Montreux,
Switzerland, December 11-13. Con-

—CONTINUEI) ON PAGE 16
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| ike Frondelli,
| Director of
l Capitol Records

Studios, has a connoisseur’s
mic locker. including
more than 50
Neumann mics dating
back to the 1940%.
Newest in the collec-
tion® ‘The mic Mike
calls “the working
man’s Neumann, the
TLM 193, Because it
saunds so good in so
maay applications,
Frondelli recommends
the TLM 193 as “the
one mic to have” for
Capitol acts setting

up project studios.

| The TLM 193

is a stripped down,

ardioid-only

version of our famous
TLM 170. It provides
oodles of headroom,
has virtually no

| seif-noise, and can
immediately give vour
project studio that
professional sound
(particularly on vocals)
that vou've been missing.
(By the way, the TLM 193
l has become our biggest

l aller.) It carries a retail price

of less than $1500.

¢ -r/l’rmhm"'

Robert Scovill, live
sound stalwart and winner of
three TEC awards for Live
Sound Fxcellence, knows a great
microphone when he hears one.

i le has toured as the front-of-
house mixer with bands like
Rush, Def L eppard
and most recently
Tom Petty.
“I a1 using the
new KA 184
both out on
zour and at
MusiCanvas.”
(Roberr's studia in
Scortsdale.
“T'he KN 184
carries all of the
Neumann signa-
wres, and 1 have
had great suceess
on a wide variety
of sources, from
the subtleties of
violin 1o the
extremes of
distorted guitar”
The KM 184
is pertect for
instruments ot all
kinds, and excels
at overiead
drum miking and
capturing the elusive
acoustic guitar For
professicnal quality at
less tharr $700 cach, a
stereo pair of KM 1845 can
easily be a part of ANY stadio.

TWO PROS
WHO KNOW

GREAT SOUND.

TWO MICS THAT |
MAKE THEM
VERY HAPPY. |

I\’,)/( L N LAY
ludig 1, o
and py,, I:‘”l‘n

LeUs face it. While
Neumann mics bave a
stellar reputation for
rich, opulent sound,
they are not the lowest
priced mics arourd.
\Why? Because we
have to ¢nsure that
our microphoms
satisty even ihe
most demanding
engineers i hyper-
critical recording
environments. But
we have found
wav to take a few
of the bells and
whistles off a
couple of our mics and
still give vou that big
(HUGE) studin
sound on a project
studio budget.
The bottom line

is this: betore you
go dropping big
cash on outhonrd
gear trying to make
vour studio saund
good, consider the
MOoSt important part
of the sigral path,
vour microphanes.
The only way 10
get great sound out
of vour stadio is

to capture great
sound. And no

NeumanniUSA |

6 Vista Drive, PO Box 987
Old Lyme, CT 06371
Tel: 203-434-5220 Fax: 203-434-3148

other microphone caprares
» I In Canada: 221 LaBrosse Ave, ]

Pte-Claire,PQ H9R 1A3 ‘

Tek: 534-426-3013 « Fax: 514-426-3953

sound as well as Neumann .. ‘
not even close. ‘
> .
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Link both
channels the
best way with
True RMS Powe

The name that

A/B the sound with
and without
sidechain processing.

OverEasy®--
the choice 12-segment gain
of top reduction meter

professionals

allows precision
for soft-knee

Tells you when

the zero-attack .

FeakStopPlus™

Summing—

a very musical
way to achieve
stereo

defines great
compression!

THRESHOLD

“EXPANDER / GATE

Flexible
expander/gate
works over a
70 dB range.

No patching required.

Monitor sidechain
processing when

compression.

THRESHOLD
LA ]

41

monitoring of
compression.

g its thing.

GAIN REDUCTION d8

nwu HNow o s

limiter is doing

INPUT / OUTPUT LEVEL dBy

compression,

PEAKSTOP
. & T

10 0

\
W ”'/,
0= <10 +

A
COMPRESSOR
CHANNEL ONE

Prevents low-
frequency energy
from punching holes
in the sound.

setting up the unit.

Internal
power supply
with easily
replaceable
power cord.

Easily accessible fuse
— you'll probably never
need to find out how
easy.

Sare The Maset It Yhe Oaly Market We've Cot.

dbx

PROFESSIONAL PRODUCTS
A HARMAN INTERNATIONAL
COMPANY

SALT LAKE CITY, UTAH
MADE IN USA

MODEL 1066

VOLTAGE
SWITCH

Connect the unit hassle
free using either
unbalanced or balanced
174" TRS or balanced XLR
connectors.

FEA P
LIMITER

; Monitor
Get that classic PR
dbx sound b either input The illuminated
ecti Y or output switches are not only
selecting program signals. cool, but are easily

dependent attack
and release times.
or (see #18)

seen in light or dark.

CHANNEL TWO

OPERATING
LEVEL

|
-

Ensure signal path
integrity with gold
plated locking
Neutrik® XLR
connectors.

INPUTS

Add processing to
detector path for
frequency-conscious
compression/gating/special
effecte.



IN

Over/Under LED's
let you know at a
glance if you're

expanding/gating.

5-segment
OverEasy®
indicator lets
you know when
that classic dbx
compression

starte happcnin’.

THRESHOLD

Vary the Ratio
to select
anywhere from
gentle
downward
expansion to
gating.

RETURN

Fully adjustable
attack and release
controls offer
maximum flexibility.
or (see #7)

INPUT / OUTPUT LEVEL

HAT WILL TURN THE WORLD ON ITS EAR.

Peak-reading
meter allows easy
setting of
optimum input
_and output levels.

- @
1066

Compressor/
Limiter/Gate

P
LIMITER
£

Detented controls
and soft-touch
knobs assure
precision
adjustmente.

Adjusts
from mild
compression
to ool
limiting.

Newly developed
FeakStopPlus™
circuit intelligently
tames signal peaks.

Add make-up
gain or match
levels over a 40
dB range.

Add optional custom dbx output
transformers manufactured by
Jensen®.

CHANNEL ONE

OPERATING
LEVEL

MR By

=10 0BV

QUTPUTS

Servo-balanced
outputs drive up
to +22dBu

Convert semi-pro
-104dBVY signals to
the dbx 1066's
professional +44dBu
internal level.

INPUTS

Precision
balanced
inputs reject
hum and noise
in tough audio
environments.

SIDECHAIN

SEND RETURN

Separate sidechain
send and return jacks
—no special “insert
Y-cables” required.

Heavy-duty
steel chassis
will take years
of road use
and abuse.

You’ve seen and heard
dbx signal processors for
as long as you’ve been
involved with audio.
After all, our boxes are in
daily use all over the
world, with major touring
companies, world class
recording facilities, radio
and television broadcast
facilities and anywhere
else audio professionals
ply their trade.

Now, after over
twenty years of pleasing
the most finely tuned
ears in the business,
dbx has done it again
with the new 1066.
The dbx 1066 will, of
course, be the standard
against which all
compressorflimiter/gates
are judged. State of the
technology VCA’s,
meticulous component
selection, and
scrupulous testing
procedures are just a
few reasons the new
dbx 1066 is the latest in
a long line of pedigreed
signal processors.

So head on down to
your local dbx dealer ant
audition this box. We’re
sure yow’ll see why the
dbx 1066 is destined to
turn the world on its ear

For more information
contact us at:

(801) 568-7660

Fax (801) 568-7662
dbx 8760 S. Sandy
Parkway, Sandy, UT
84070 USA or if you
prefer surfing to snailin;
send e-mail to
customer@dbxpro.com
© 1994 dbx Professionol Products

Jensen® and Neutrk® are registered
trodemarks of Jensen Tronsformers inc

and Neutrk USA respectively.

dbx

H A Harman International Company
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INDUSTRY NOTES

Steve Smith, formerly VP of sales and
marketing at TimeLine Inc., returned
to Ampex Media Corporation (Red-
wood City, CA) to assume the newly
created position of director, market-
ing...Waltham, MA-based Lexicon
promoted Brian Zolner to interna-
tional sales and marketing manager
and Steve Frankel to product manag-
er, international sales. . .Bill Robinson
joined Harman Music Technology as
national sales and marketing manag-
er for the DOD/DigiTech division, in
Sandy, UT...TimeLine (Vista, CA)
sales and management update: Peter
Swientek was appointed regional
manager, Asia/Pacific, as well as
manager of radio markets; Theodore
Price is sales programs manager;
Michael MacDonald serves as direc-
tor of product marketing; Ray Niznik
is western regional sales manager,
south; Michael Donahue joined as
Mediasound™ national manager; Alan
Hardiman is regional manager for
Eastern North America: and Cynthia E
Jones is TimeLine’s first marketing
communications manager.. Mark IV
Audio Canada (Gananoque, ON)
brought Darrell Sweeney on board as
Eastern sales manager.. John Nemeth
was promoted to the position of
product support director at Solid State
Logic in Oxford, UK...T.G.I. North
America (Kitchener, ON) is now ex-
clusive North American distributor for
all Oram Pro Audio products. . .Digital
Audio Research (Surrey, UK) named
Paul Lindsay as director of sales, Chris
Gibbs as regional sales manager, and
Terry Lightfoot as technical services
engineer...Christy Meadows joined
the design team at Russ Berger De-
sign Group Inc. in Dallas.. . AKG
Acoustics (Northridge, CA) promoted
Jeff Radke to national sales manager
and David Rahn to product manag-
er...Renkus-Heinz, of Irvine, CA, ap-
pointed Brian R. Oppegaard as direc-
tor of engineering. .. Audio Intervisu-
al Design (West Hollywood, CA) an-
nounced five new international dis-
tributors for Brainstorm Electronics.
HHB is the distributor for the United
Kingdom, A/D Technologies for Ger-
many and Benelux, DS.P. for France,

Sanken Audio Systems for Japan and
Best Logic Sound Company for
Korea...Corbell Publishing released
the fifth edition of The Video Dupl;-
cation Directory, a complete listing of
video duplicators in the U.S. and
Canada: call 310/574-5337 for more
information. .. Richard Skillman, VP of
sales for Allied Digital Technologies
Corp. (NYC), was named to the In-
ternational Television Association na-
tional board. In other Allied news,
Hugh Coppen was appointed VP of
manufacturing. ..Bill Wolfenbarger
joined the radio field sales staff for the
broadcast division of the Quincy, IL-
based Harris Corp...ComStream and
MUSICAM USA announced a five-
year licensing agreement for the ex-
clusive use of the MUSICAM tech-
nology in ComStream digital satellite
receivers. MUSICAM was also certi-
fied for MPEG layer I compatibility
by the Institut Fur Rundfunk Technik
(IRT)...Mitsui Toatsu Chemicals Inc.
relocated its subsidiary MTC Ameri-
ca. The facility is now located at
2500 Westchester Ave., Suite 110,
Purchase. NY 10577.. Klipsch Pro-
fessional (Hope, AR) appointed Hor-
wood Australia Pty. Ltd. as its dis-
tributor for all of Asia and the Pacif-
ic Rim...Academy Award-winning
sound director Richard Portman
joined the faculty of the Florida State
University’s School of Motion Picture,

| Television and Recording Arts in Ta-

lahassee...Stow, OH-based Audio
Technica appointed Online Market-
ing, Bruce Wismer Sales and Bormann
Marketing as independent sales rep
firms.. Innovative Solutions moved
into a new facility, located at 5235 W
65th St. Unit D, Bedford Park. 1L
60638. Phone 800/352-1639: fax
708/563-4956.. Jeff Phillips joined
Washburn International (Vernon Hills,
IL) as director of marketing and prod-
uct development for SoundTech Pro
Audio...Pro-Tech Marketing is the
newest rep firm for Whitinsville, MA-
based Eastern Acoustic Works. .. Pin-
nacle Micro (Irvine, CA) named
Compagq senior VP and chief finan-
cial officer Daryl White to its board
of directors n

—FROM PAGE 12. CURRENT
tact the EBU or IAB for more in-
formation.

This year’s Winter CES show
will once again take place in Las
Vegas, January 5-8, 1996. For de-
tails, contact the Consumer Elec-
tronics Group at 202/457-4919.

The 16th annual Summit con-
ference on touring issues and
information, will be held at the
Hyatt regency La Jolla in San
Diego, January 11-14. Call Sum-
mit Registration at 817/338-9444
for information.

Synergetic Audio Concepts
announced the seventh in a se-
ries of live sound reinforcement
workshops, to be held at Chap-
man  University in Orange
County, CA, January 15-17, 1996,
For more information, call Syn-
Aud-Con at 800/796-2831.

The Electronics Representa-
tives Association (ERA) will
hold its 34th Management and
Marketing Conference on April
20-25, 1996 at the Hyatt Re-
gency in Monterey, CA. Contact
ERA at 312/649-1333 for event
information.

The first annual Montreaux
Interactive Media Services Sym-
posium and Technical Exhibi-
tion will be held June 6-9, 1996,
in Montreaux, Switzerland, in
conjunction with the third Mon-
treaux International Radio Sym-
posium and Technical Exhibi-
tion. Call 41/21/963-3220 for
more information.

The International Recording
Media Association (ITA) is spon-
soring the following events: The
annual Forecast and Update
Seminar will be at the Plaza
Hotel in New York City, on No-
vember 21; the third annual
REPLItech Europe will be in
Utrecht, The Netherlands, on
April 16-18, 1996; and this year's
REPLItech International will take
place in San Jose, CA, from June
4-6, 1996. For information on
ITA events and seminars, call
212/643-0620.

CORRECTION

The September article on pro-
duction music libraries listed an
incorrect telephone number for
TRF. The correct number is
914/356-0800. ]
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Onboard Digital Editor

Onboard Autolocator
ADAIXT

How do you improve on the most successful

professional multitrack tape recorder of all time? Listen to

your customers. Do some heavy thinking. and...

it a think tank for your creativity. See your Alesis dealer. Don't think twice.



e
RECOR

eToer

SELECT

For more tiformation on the new ADAL Authorized Alesis Dealer or call 31084 1-2272.
The Aesws ADAT-XT offers the adva d's largest digital multitrack user base as well us

wat extensive list of compatible prods i in The ADAT Group.
¥ Alesis and ADAT are registerad fllesis Corpo g, .
- ALESIS
. CA 90016 313-841-2272 alecorp@ Mesis1.usa.com :
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by Stephen St.Croix

OUVE READ

s Book
Now CD

)

MOVIE

ere it is folks: my response to the
TDK advertisement/rebuttal that ran
in Mix last month:

Hi, TDK! Thanks for the letter. I
appreciate the fact that you took
time out from your busy manufac-
turing schedule to write to me this
“open letter,” and to pay for the priv-
ilege. I am moved. In fact, I am so
moved that I will take the time to
“do my part,” as you requested in
your ad, and respond to your points.
For my regular readers, please go
back and get this TDK ad, which is
on pages 5 and 6 of the October
issue. Things will make a lot more
sense if you keep it open for refer-
ence as you read this. It’s going to be
a bumpy ride.

Some time ago, I did a series of
columns which were, in a way, simi-
lar to this recent CD-R series. You
probably know what I'm talking
about. In those columns, as in the
CD-R series, I refrained from men-
tioning the company names of the
offenders on that particular issue.
And an interesting thing hap-
pened...One company that I didn't
even know was one of the offenders
went completely ballistic, claiming I
had aimed the column at them. tey.
if the shoe fits. ..

THE SUN SETS ON THAT EPISODE
AND RISES ON THIS ONE

Actually, I was not going after TDK at
all. In fact, I have had no contact with
them or their CD-R media whatsoev-
er. I generally trusted that it was good,
because all other TDK media that I
use is fine. It is the only audio cassette
media [ use, and one of my primary
choices for DAT. But, as I did not
name names in my column, TDK

came out of the woodwork steaming
as if T had attacked them directly.
Well, now that they have, I will re-
spond as they requested. Here goes. ..

TDK claims to “have liked to have
reviewed the data” while writing
their rebuttal. They claim my piles of
paper “remain unavailable to [them)”
What? [ would have been more than
happy to share my tests and results
with them. I only agreed with my

I have no bone to pick.
I get paid the same
whether I write a nice,
friendly story about baby
ducks and flowers, or

blow open tripe like this.

sources not to publish them in my
column! If TDK wanted to see the
data, why didn't they call and ask? 1
never received a call, fax or letter
from them at all. No requests to see
the data, ever. I didn't even know
they cared until this ad showed up.
By the way, all others who bave re-
quested it have seen it. So it looks
like I do have some very interesting
real data that they claim to not have,
which I will share with you here.

In simple terms, TDK CD-R tech-
nology is certainly not your best
choice, not by a long shot. Now, it's
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FAST LANE

not your worst choice (a third dye
tamily, azo, is your worst choice), but
before we even get to the dye issue,
let’s cover a point that TDK (wisely)
chose to ignore in their rebuttal. TDK
CD-R media does not have the extra
protective top layer, which is so very
critical to data integrity. Because |
have casily worn through CDs with-
out this layer, that point alone makes
TDK a nonviable choice for me. Take
a look at Fig. 1 (courtesy of HHD).

But that's not where TDK chose to
fight. They chose dyes. Okay. There
are really three dye tamilies: azo. cya-
nine and phthalocyanine. Azo (very
dark blue-green) is horrible, and there
might not be that much of it around
by now. Some form of cyanine is
used by most companies, and it is
green (the exact color depends on the
additives used to help long-term sta-
bility and to stop UV damage). Phtha-
locyanine is used by Mitsui, Kodak
and HHb, with other major names
joining very soon. Phthalocyanine is
gold with a very faint green tinge.
HHb switched from cyanine to phtha-
locyanine this March, after testing re-
vealed to them what 1 have been
telling you for months. By the way, so
far every CD-R blank that 1 have tried
that uses phthalocyanine dye also
uses that critically important addition-
al protective top layer.

You should also know that Mitsui
(the originator of phthalocyanine dye)
actually got a patent on it, so it's not
like TDK could just use it for free. This
fact should also be considered as you
evaluate the TDK claims used in ex-
plaining their choice to use cyanine.

As for TDK’s conclusion that 1 got
confused about “raw™ cyanine dye—
wrong. Nobody would use pure cya-
nine, because as TDK states, it is a
“terrible material to use...” No, 1
meant the entire metal-stabilized fam-
ily of cyanine dyes in use today.
There are only five or so companies
manufacturing all these disks, even
though countless brand names are on
the market. Each company makes its
own choices about the compromises
necessary to UV stabilize its cyanine
product, and so each is slightly dif-
ferent; ergo: “family." The entire di-
version and Fig. 1 in the TDK ad is
silly. The issue obviously isn't about
raw cyanine vs. stabilized cyanine.
Its about stabilized cyanine vs. phtha-
locyanine. And who cares about the
“dramatic improvement in light fast-
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Figure 1: (left)
increase in
uncorrectable
E32s measured
on a CATS SA-3
as a function of
load using a
4-mil sapphire
stylus scratch
tester.

Figure 2: High-
speed recording
performance.




he Eventide DSP4000 Ultra-Harmonizer
brand effects processor won this past year's
TEC Award for signal processing. Buf when
we asked the top professionals who inspired
the DSP4000 what they wanted in version 2
software, they demanded even more:

KEVIN KILLEN “Give wis the power to
do everything at once.
“Now | can strap together EQ, digital

P reverb, pitch correction, and a modulatable
'Kzgvv'[lwl delay line with individual mix levels and pan
ACTLIRETHIS  positions in ONE preset! All with totally
Produced by

Kevin Hilen transparent audio quality so as not to
degrade the tone I've worked so hard to
achieve. Now THAT's power.”

JOHN & DINO ELEFANTE “We need
F ru“q 900d digftal (ompnmou wodules”
’ “Best digital compressor we've heard yet -
JonElefante  We left our own preset up in the machine
hanoos OF - after one of our sessions, then the people
ir):gtgegi:g from TNN’s “Live at the Ryman” TV series
Elefante (featuring Pam Tillis, Rickie Scaggs and
Reba McEntire) came in and said “Hey, this
sounds great.” They wouldn't let us take

the DSP4000 out of the room!”

FLOOD “Can You wake the patch edi-
tor wore ufable!”

“You did it! The NEW patch editor is

Nine inch Naits finally really usable in a creative way —
HE whatever | imagine in my head | can now

DOWNWARD

SPIRAL create in the mix — the new distortion
Produced by P
Flood and modules are fantastic.

Trent Reznor

Steve Vai
ALIEN LOVE
SECRETS
Produced by
Steve Vai

8illy Joel

THE RIVER OF
DREAMS

Live set
engineered by
Kooster
McAllister

Eventlde

the next step

One Alsan Way, Little Ferry, N.J. 07643 = Tel 201-641-1 QOO Fax 201-641-1640 « WWWEB: http://tide1.eventide.com/homepage.htm

JISE RUANER SERVICFE CARI FOR MORI INFO

“I've always wanted a pitch shift device that
would simulate the differences in timing and
tone of having two or three other guitarists in
the room playing along. With the DSP4000’s
new software, | can have one voice slightty
behind me, one right on top of me, a third
drifting between the two, all with their own
unigue tone, and even distortion — very real-
istic simulation of multiple players.”

KOOSTER MCALLISTER “Make {t faster
and eafier to ufe. That ( what we
need in the trudk.

“Yes! The new software makes things hap-
pen a lot faster. And it’s a lot easier to set
up. Fewer keystrokes, more intuitive. And
the new sampler card is everything you
promised. At Record Plant Remote, the
DSP4000 is the box we count on most.”

DSt 4000 v2 MAKES IT FOSSIBLE

If you can dream it, you can do it — faster,
easier anc better — with v2 Software, now
playing on the Eventide DSP4000 Ultra
Harmonizer processor: 130 effects modules
and over 500 presets, all 30% faster and easi-
er to use. Powerful internal sampler option
also available. Call Eventide or your DSP4000
pro dealer and get into all it’s got.



THE WARMTH OF THE PAST

TONEWOOD STUDIOS NORTH HOLLWOOD

THE PRECISION OF THE FUTURE

SURFACE-MOUNT TECHNOLOGY

ORAM

CONSULTING

BRITISH EQUALISATION SERIES®
MIXING CONSOLES

PELONIS SOUND AND ACOUSTICS, INC.
P.0. BOX 30491 « SANTA BARBARA, CA 93130
PHONE (805) 563-0505 ¢ FAX (805) 563-9604
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FAST LANE

ness” anyway, when it is still a mi-
nuscule fraction of the native light
fastness of raw, pure phthalocyanine?
TDK claims an archival life of 70
years. Fine. There is no standard for
accelerated aging or exposure tests;
each manufacturer uses its own test
rig. If Mitsui's tests from last year
show phthalocyanine lasting 100
years, cyanine lasted 20. Therefore. if
TDK shows 70 years for their cyanine,
then T guess they get 1,000 years on
the same test rig for phthalocyanine.
They somehow forgot to tell us this in
their rebuttal ad. The truth of the mat-
ter is that phthalocyanine simply
works, naturally, and all by itselt. but
cyanine needs various added com-
pounds to stabilize the dye and to at-
tempt to protect it from ultraviolet.
After extensive discussions over the
last year with manufacturers and
short-run CD-R production houses, |
certainly would not trust these com-
pounds to remain intact for more than
five years, and I don't, so I told you.
TDK says that nothing could be
further from the truth and mocks my
“weekend's worth of longevity™ with
yet another “nothing could be further
from the truth?” citing their own tests
of “two years worth of sunlight” pass-
ing through a window in the Nether-
lands (home base of Philips). First of
all, are we really supposed to believe
that they put a bunch of disks on a
desk in Eindhoven for two years?
Come on! And if they did—uwhy?
Their reference is sunlight passing
through a window in the Nether-
lands? There's no steenkin’ sunlight
in the Netherlands! Its latitude is 52
degrees. How much sun do you
think is up there? What is the sun’s
angle? Is that where you go to get a
tan? And third, UV, the destructive
component in this evil sunlight. can't
go through glass! UV lamps aren't
made of glass, theyre made of
quartz, so the UV can get out! Now,
some UV can get through a window
(enough to fade furniture over years),
because window glass is thin, but
there is significant attenuation, and
twice that in the double-pane win-
dows typical in the Netherlands. Let's
get to the real world. I took three
CD-Rs. one 4zo and two cyanine, put
them dye-side-up on a desk in full
southern summer sun, at an open
window (summer breeze. you know).
on a Friday morning. By Monday
night, the azo and one of the cya-

«_” n 1856, Charles Darwin

determined that the Tape-
based googlehumpher
species died off because of
its failure to evolve with
the times. 150 years later,
E-mu’s DARWIN 8-track
Digital Hard Disk Recorder
is proving to be the
salvation of the digital
recording species,
with its highly
evolved functionality
and streamlined cost.
It's true: DARWIN
delivers the power of digital audio workstation-style recording and editing
at a price every Homo erectus can afford.

GOOGLEHUMPHERUS
TAPEZOIC PERIOD

vain power ond incredibly

Play music? Doing some recording? You won't believe what DARWIN will do
for your creative process! That's because DARWIN's heart pumps with the
power of non-destructive random access recording technology. Consider
the benefits of that over taped-based beasts:

o Effortlessly cut and paste that » Create a virtually unlimited number
perfect chorus throughout a tune of tracks from a single unit

o Completely rearrange a composition ¢ Avoid time wasted waiting for
without screwing up the original tape rewind

* Instantly resurrect that insane * Operation so easy and evolved,
guitar riff you accidently wiped out even a dinosaur can run it

Any question about who will be picking who's teeth with who's bones __
in the recording food chain? Face it, you need this thing. i

Don’t make the mistake of the googlehumphers
before you. Spit that tape out of your
mouth and sail to your nearest
E-mu dealer to learn about
the DARWIN Digital Audio
Disk Recorder in the flesh.
After all, DARWIN is...
the natural selection.

=E-mu Systems

To find your local E-mu dealer, contact: FO Box 660015, Scotts Yalley, CA 95067-0015 o 408.438.1921
UK Office: Suite 6, Adam Ferguson House, Eskmills Industrial Park, Musselburgh, EH21 7PG ¢ 44.131.653.6556

1SE REALER SERVICE CARD FOR MORE INFO

NOVEMBER 1995, MIX 28



FAST LANE

nines were fried—read errors result-
ing in unrecoverable files. The other
cyanine (Tayio Yuden, by the way)
was okay. The next weekend. 1 tried
it with three phthalocyanines, and all
survived perfectly, so [ tried it again
with the same three for two more
weekends, and they still survived.
Though all disks tested in this way
got quite hot to the touch, by the way,
the cyanines got much hotter than the
phthalocyanines, simply because they
are much darker. This is a valid point
in real-world testing. And here’s why:

This is something that was just
pointed out to me in recent discus-
sions with Kodak. We all know this,
but I hadn’t thought much about it
until now. When you take a CD out
of a CD-ROM drive after heavy use, it
is quite warm. Now [ don't mean a
writer, [ mean an everyday reader.
Make it a double-speed reader; it’s
warmer still. Make it one of today’s 4x
readers, like the ones that come in-
side the new Macintosh systems, and
they come out quite toasty. Now take
a nice dark-green cyanine, put it in
your new internal 2x or 4x CD-ROM

Now you can target specific micro
phones with Sabine’s affordable new
FBX-SOLD. 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

will be free of feedback.

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

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

FBX Feedback Extermunator is a registered trademark of Sabine, Inc. and is the brand name of its line
of automatic feedback controllers Covered by U S Patent No. 5,245,665. Other patents pending

drive, use it all afternoon and pop it
out: very hot. The reading laser is
infra-red, remember? Infra-red. as in
the infra-red lights that keep the burg-
ers hot at Mickey-I)'s. Then there's
the additional heat of driving the spin-
dle motor at 4x speed.

And here, dear friends, is the rub.
Cyanine is intrinsically light-sensitive,
in a bad UV way. We all agree on
that, even TDK. So it is doped with
“stabilizers” to minimize that sensitiv-
ity. Again, we all agree. The problem
is that some of these metal stabilizers
are very sensitive to heat. The stabi-
lizers can get cooked, leaving behind
the dreaded raw cyanine, which
everyone agrees is very useless stuff,
This decomposition of the protective
stabilizers is a linear function, and so
is greatly accelerated by 4x players.
Now I know why TDK repeatedly
warns against heat! By the way,
phthalocyanine has no such fragile
metal doping, so it is much more tol-
erant of such real-world abuse.

TDK claims that they chose cya-
nine because they have a broader
write-power window, and lasers age.
ete., and shows you their Fig. 4.
Doesn’'t TDK know that today’s CD-R

TARGET FEEDBACK WHERE IT LIVES

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

soLO
@ i

@ 1268 3
® .88 5

BYPASS  RESET  LOCKFIXED

SL-610

CUP BY

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

Call, write, or fax for detailed information:

SABINE’

recorders automatically run a test
program that calibrates the laser and
sets the proper write power for every
disk. every time you write one? The
one [ use has 100 power levels, tries
them all and chooses the one that
gives the best center (reading con-
trast) every time [ write.

Evan Brooks of Digidesign is one
of my most valued resources when it
comes to details of CD-R hardware,
media and real-world compatibility.
He has to know what's up—he is re-
sponsible for getting Digidesign's
MasterList CD to work with every
new drive that comes out. He has no
real biases; he simply needs to sup-
port as many drives and brands of
media as possible. He says that all
Orange Book CD recorders run an
optimal power calibration test on a
special area of the disk known as
(big surprise) the power calibration
area. [t tests for the write power that
produces the best reads—fully com-
pensating for variables such as tem-
perature, humidity, media character-
istics, and laser aging and degrada-
tion at that particular point in time. So
much for TDK’s assertion that laser

—CONTINUED ON PAGE 204

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

* Concert Halls

» Churches
 Convention Centers
* Schools

* Sporis Arenas

* Teleconierence
Centers

* Wireless Mics
* Remote Broadcasts
* Meeting Rooms

* Amplified Acoustic
Instruments

* Anywhere Feedback

ApaprTiveE\AUDIO

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

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

is a Problem!

MADE IN USA
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N YOU ArFoRD IT?

first glance our MC 834 condenser microphone may look expensive, but nobody can tell
w good it sounds just by looking... You must try one to experience the unique lack of

e difference, the same rules apply in your
‘oject studio. You should demand low
If-noise, excellent transient response

d a wide flat frequency response.

e MC 834 offers all of these T
atures plus a unique sound.  ZC7LG

AL,
f P AL /s
L only buy one main SRR
Ny /\/s
) ! AT '/&,//;/~
icrophone, it should be o erseu
e best. We back all of Ry

r studio condensers

et o T ELG 10055 FREE HEADPHONE!
ith a life-time limited e Buy an MC 834 between
arranty because : 3 Nov. 1 and Jan. 31, 1996
knowthey — Vi N and get a FREE pair of
DT 770 Pra monitoring
e the best!

headphones— a $159.00
value. See your dealer
for details.

‘igf \
~ & TECH INFO: LARGE DIAPHRAGM GOLD: VAPCRISED PURE CONDENSER CAPSULE/
6’¢ TRANSFORMERLESS OUTPUT/ SWITCHABLE ATTENUATION & ROL.-OFF/ HIGH SPL 150 DB

% @?or more information, call us on 1-800-293-4463

beyerdynamic Inc., 56 Centrai Ave. Farmingdale, NY 11735
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Studio Audio Digital Equipment Inc.
1808 West EKnd Avenue

Suite 1119

Nashville

TN 37203

Tel: 615327 1140

[Fax: 615 327 1699



The SADiIiE MASTR™System on the Pentium PC. /W .//

. LN
A new standard for mastering & 7 ot

SADiE Disk Editor
MASTR™PQ software with interfaces to all
professional CI) mastering formats y
o Exabyte Smm DDP 4
o Sony 1630
o SCSICD-R (full Red and Orange hook)
Pentium PC Tower
e |7 inch color monitor
6 Hours 45 minutes stereo in 2
removable drives
Exabyte X1. 8585 tape drive
® Real-time audio plavback of DDP master tapes
and quality monitoring
o Full verification of DDP audio data
o FEdit or append ISRC data without re-loading
DDP tape
o Printed DDP error reporting

$15,995.00
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INSIDER AUDIO

Acme Recording’s Mike Rasfeld orga-
nized the first meeting, which was
held in the music room of a historic
Chicago tavern. More than 50 engi-
neers from both small and large stu-
dios attended that very successful first
meeting. The name EARS was chosen
after a wild and raucous debate, and
the official EARS Cheer was adopted.
(“You want more reverb in the head-
phones? #%*&@ You!") The group
unanimously voted to continue the
meetings every month, as an out-
reach committee of NARAS. At the
same time, EARS established a wacky,
irreverent monthly newsletter, The
EARDRUM, to publicize the meetings
and to provide a forum for issues fac-
ing the audio industry. Mike Konop-
ka became the “Cub Reporter/Jam-
min’ Journalist,” and I ended up as
the editor.

Mike Konopka recalls those early
meetings: “I remember the first time 1
attended an EARS meeting in 19806. In
those early days, meetings were held
at Gaspar’s, a music club that was just
down the street from Mike Rasfeld’s
Acme Studios. 1 had seen a lot of

punk shows at this club in the early
'80s, but on this evening, the music
room was filled with audio engineers,
producers, equipment dealers and
manufacturers, students and record-
ing studio owners. 1 only knew a few
people there even though 1 had co-
owned a recording studio for a num-
ber of years. But someone insisted
that we introduce ourselves like the
Kiwanis Club. That is, you say your
name to the group ‘My name is Mike
Konopka,' and the group yells back
‘Hi, Mike!" By the end of that night, 1
sure knew a lot more people on the
Chicago audio scene! And that intro-
duction process is still a part of our
EARS meetings today.” After the un-
timely passing of our dear friend and
founder Mike Rasfeld. EARS adopted
a yearly election schedule for EARS
chairperson. This process mirrors our
infamous Chicago elections (*Vote
early, and vote often!”) with comedic
speeches by the candidates and slan-
derous catcalls from the audience.
From the very beginning, it was
obvious that EARS was not going to
be a conservative, “Robert’s Rules of
Order” kind of organization. EARS
celebrates the renegade attitude of

underpaid, overworked engineers.
Each meeting has its own wacky
tone, with jokes and witty barbs fly-
ing about. After meeting in taverns
for many years, EARS now meets in a
different studio every month. This
gives everyone the opportunity to
check out new rooms in a noncom-
petitive atmosphere. The primary
function of EARS is social, so the first
hour of every meeting is devoted to
general schmoozing. Rival engineers
and studio owners have the chance to
discuss the Chicago recording scene in
a neutral setting. Informal discussions
spring up about favorite microphones,
secret mixing techniques, and argu-
ments about analog vs. digital. After a
few beers, the conversations are live-
ly but mostly good-natured.

When everyone finally settles
down, the formal part of the meeting
starts. After the introductions, our cur-
rent chairman, Harry “El Presidente”
Brotman opens the floor to the usual
meeting agenda. The “Show & Tell”
segment encourages members and
manufacturers to bring new and vin-
tage gear. Instead of typical “dog and
pony” shows, EARS has witnessed
some unique demonstrations. Shortly

The longest lasting
battery” for the home...

S

*Companson of leading non-rechargeable battery brands



after the Iron Curtain fell, micro-
phone guru Bill Bradley displayed
some of the very first vintage Neu-
mann Geffell mics to enter the U.S.
Equipment manufacturers have asked
EARS members to evaluate and cri-
tique prototype gear.

John Hardy, the man behind the
world famous Hardy M-1 mic pre,
doesn't attend EARS meetings with a
typical manufacturer’s attitude. “It cer-
tainly doesn’t hurt my sales when I go
to an EARS meeting. But there are
friendships to be developed with peo-
ple of common interests, and that’s
more important than the sales aspect”
Tom Der, of Zero THD, gives a pro
audio dealer’s perspective on EARS.
“Since there is no set membership re-
quirement in regards to money and/
or skill level at EARS meetings, you
receive a wonderful cross section of
the Chicago recording community
covering all disciplines, from your
simplest project studio to the most
modern post house, and everything in
between. This makes the meetings an
invaluable forum for introducing and
getting feedback on new equipment
and technologies”

Another agenda item is the “Most

Heinous Session of the Month.” Engi-
neers relate nasty tales of intoxicated,
gun-toting clients, 24-hour overdub
sessions, massive gear meltdowns,
and weird workstation crashes. The
best story sometimes wins a small

-

~
~ ARS celebrates
L J

tl;c renegade attitude
of underpaid, overworked
engineers. Each meeting
has its own wacky tone,
with jokes and witty barbs
flying about.

prize, like a promotional T-shirt or a
Radio Shack pen protector. EARS
Gear Shootouts have also been an-
other popular meeting topic. EARS
has evaluated new and vintage large-
diaphragm microphones, digital re-

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

PROLCELL ;

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 for professionals. They deliver DURACELL
dependability, DURACELL value and DURACELL performance

verbs, outboard microphone preamps
and near-field monitors. These free-
for-all shootouts end up being a cross
between a NASA tech briefing and a
professional wrestling match.

The semi-regular EARS Roast is an-
other unique activity presented by
EARS. Legendary Chicago engineers
Marty Feldman, Malcolm Chisholm
(Chess Records) and Paul Serrano (PS
Recording) have been publicly hon-
ored and humorously abused in this
charity event. In a formal dinner set-
ting, friends and coworkers tell outra-
geous stories about these engineers
during the grand old days of record-
ing. At the last roast held at Chicago’s
comedy showcase Second City, Paul
Serrano, famous R&B engineer, re-
ceived the very first D.O.A. award—
“Dinosaur of Audio,” a gold-painted
dinosaur trophy. The funds raised by
these Roasts have been donated to
EARS'’ favorite charity, The Center on
Deafness.

Over the years, The EARDRUM has
evolved from a simple meeting notifi-
cation to a snappy four-page newslet-
ter. Each issue includes a new credo
(“I wouldn't shout bingo numbers into
that microphone”) and features articles

PROCELLSs superior performance is the result of a new Duracell

See for yourself that PROCELL is the

information or a distributor referral,
call_1-800-4PROCELL Ext. 23

longest lasting battery you can buy. For more

alkaline battery design with features so unique they're patented

mxmwm

DURACELL

PROCELL PROFESSIONAL BATTERIES
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Doty SR | A

-

S

Gary Laufman

Walter Afanasieff
olby SR is a must in the
req)rdirlg Process,
even in this digital age.””

Composer, Producer and Songwriter

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

“It’s been 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.”

On the future “I plan to continue writing and producing,
as well as scoring films.”

On Dolby SR “For mastering I like the warm, quiet analog

softness that Dolby SR provides. It keeps the

elegance in all of my mixes.”

Mariah Carey “Music Box” (Columbia)

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

Kenny G “Breathles™ (Arista Records)

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

Peabo Bryson and Celine Dion/"Beauty and the Beast”,
Walt Disnev Records

Dolby SR: now over 95,000 tracks worldwide

O Dolby

100 Potrero Avenue, San Francisco, CA 94103-4813 Telephone 415-558-0200 Fax 415-863-1373
Wootion Bassett Wikshire SN4 8QJ England Telephone 01793-842100 Fax 01793-84210i

USE READER SERVICE
CARD FOR MORE INFO

INSIDER AUDIO

about engineering techniques, impor-
tant audio services and occasionally a
stolen-equipment hotline. Reflecting
the rebel nature of the EARS organi-
zation, the newsletter also raises many
controversial issues rarely seen in the
mainstream pro audio press. Biting the
hand that fed it, The EARDRUM took
NARAS to task for the lack of Grammy
Awards for engineers. Major equip-
ment manufacturers have been chas-
tised for their bizarre overpricing for
parts and repair services. Owners of 8-
track digital tape machines have relat-
ed the many problems they experi-
enced with these new formats. As a
result of NARAS' national reorganiza-
tion in 1994, the Chicago Chapter of
NARAS informed EARS that they could
no longer fund The EARDRUM with-
out “editorial oversight” The majority
of the EARS membership took “over-
sight” to mean “censorship,” so in Feb-
ruary of this year EARS voted to pull
out of NARAS and become indepen-
dent. EARS is now pursuing nonprof-
it status and has received many dona-
tions from engineers, manufacturers
and dealers. The EFARDRUM also plans
1o have a World Wide Web page soon.

After nine years, some minor con-
troversies and a pile of fun meetings,
the future of EARS is still bright. Due
to the influence of EARS, many long-
term friendships have developed
between members of Chicago’s audio
community. Cub reporter Konopka
reflects, “It's 1995, and we've pulled
away from NARAS. EARS has grown
by leaps and bounds with a truly
unique, bottom-up grassroots ap-
proach to the audio industry that has
left our mailing list and membership
over 600 strong, and our meetings in
various Chicago area studios well-at-
tended. Every EARS member de-
serves a share of credit for this. With
a lot of EARDRUMSs (over 80), and
important audio issues under the
bridge, 1 think our founder Mike Ras-
feld would be proud of knowing
what EARS is today”

(For more information on EARS,
write to The EARDRUM, 2097 John's
Court, Glenview, IL 60025, or send
e-mail to TTone007@aol.com or The
Eardrum@aol.com). n

Timothy R. Powell is the engineer/
owner of Metro Mobile Recording, a
48-track audio trick based in Chica-
go. He'’s editor of The EARDRUM and
is an avid collector of vintage mics.
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= AN EGHO IN RIERE?
TSR-6

TRUE STEREQ EFFECTS PROCESSOR

Yes, there is...as well as effects like chorus, flange, tremolo,
detune, multi-tap delays, parametric EQ and of course, true
stereo reverbs. You can modify and save up to 99 combinations
of sounds easily and on the fly via the simple user interface, all
for under 300! The TSR-6 True Stereo Effects processor. You
will be asking yourself, "How did | live without it?" “How did |
live without it?" "How did | liva without it?

Award-winning S-DISC"™ processing

44.1 kHz sampling rate

18 kit conversion

99 User and 99 Factory programs

Easy to use interface

Programmable full parametric single band EQ
Responds to MIDI program changes

Progroms include:

Various Stereo Reverbs, Multi-Tap Delays, Delay +
Reverb, Mod + Reverb (Chorus, Flanger, Phaser,
Tremolo), Mod + Delay

Irecludes the S-DISC

LN ¥ ]
22 Digilech
H A Harman International Company
876C South Sandy Parkway, Sandy, Utah 84070 + (807) 566-8919 - Fax (800) 333-7363
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= ﬁgciscﬁ Symphony owns 3-8 Bus «

Writur/Producer Shep Pettibone (of NYC's Mastermix Studios) Frank Serafine was one of the first to use an 8 bus for ADR. Kyle Lehning. Presidentof Asylum Records. hashville. uses a Prime-time editiag at Helix Studios. Three-time Emmy
I a long list of credits including Madonna, Elton. Janet. foley and sound editing on a major motion picture He's got 328 in his living room o record demo’s and mix tracks for a Awarded David Scharf’s credits include effectssound dialo
Whitney. and Euro-dance group. Real McCoy. to name a few, Mackie 8Bus consoles in every room of his facility. variety of the label’s top talent editor on the hit TY show. “Cheers™ and “The Untauchable::

EVER WONDER WHY OTHER 8-BUS MANUFACTURERS

Engineer/praducer. Frank Heller uses his CR-1604 and 3208 Jonnny Caswell. co-owner of Center Staging in Burbank, 1echmuanlengmee. of ¥ancouver B.C.'s Wacehouse Studio. Ron “Obvious’ Vermeulen custom-configured a 328 amdt 24E
on a variety of recording projects for major label acts. California—rehearsal center of the stars. into Bryan Adams’ Jamaica studio (pictured here)

Al of the Friends of Mackie in this ad paid for their own 8eBus consoles

{Mackie does not do paid endorsements)

Hoohex up at ali times into Capital Television Network's Marc Ramaer is, among other things. k.d. lang’s right hand Matt Rollings is THE ‘irst calt session keyboardist Paul Levy’s Advanced Autlio is one of Los Angetes” aremier
Mackie 2498 are 10 VIR's. 4 satellite receivers. 2 off-line man when it comes to sound. He designed her studio around in Nashville. His credits list -nore stars than exist ¢ the three tech/rental firms—everytning from outboard gear to custom
editing suites. and B8 mics. says vidzo praduction editor. a Mazkie BBus system and helps her track and mix her closest galaxies wiring—with clientele including members of the Stones
Gary Morgan. dazzling reccrds.

This is the console that won the 1994 TEC Award for Technical '
Achievement in Small Format Consoles. It's also the only 8-bus mixer M YBE IT s BEGUSE s
- that s expandable into a decidedly UN-small-format console of 128
o channels or more by adding 24¢E Expanders.
o

Suoround sound and digital post production on the David Rosenberg’s music pushes the creative envelope so
independent Canadian feature film. “When Night Is Falling much that MTV created a “Top 20 Countdown visual ID from
112 DA” and Protocls channel- mixed directly to ADAT via an his music. He's done album gigs for Bob Dylan. ChakaKhan
BeBus. :L to R): Sound Designer. John Hazen, WriteriDirector among others. and compa:ed award-winning music for a

Patricia Rozema. Sound Effects Editor. Alan Geldart slew of major network television series” and top jingies.

©1995 More 8Bus owners: Yngwie Malmsteen. Helmet. Flock of Seagulls. the Commodpres. Bohby Geldshoro® Manny’s Car Wash. Brownies NewMusic.Cata and The Knitting Factory |
USE READER SERVICE CARD FOR SIORE INFO



e-once noted M
print that a console is only-as
good as the people who use it.

This ad is eur way of
recognizing atl of you who
own and use a Mackie 32¢8,
248 or 1608 8eBus console.

Thank you fer trusting aur
promise that an affordable
mixer could celiver the sound

irummer David Abbruzzese gained fame with Pearl Jam and Creative Director/protiucer, Michaet Frondelli. of the Engineer lan i'arks with main man. Kirk Harmmet of
has maved on 1o doing interesting sessians including work legendary Capital Recording Studios. has a 32¢8 installed in Metallica. lan installed a 56-channel Mackse 8+Bus system - :
with Eddie Kramer on his latest Hendrix orchestral opus. bath his home and work studios. in Kirk’s home studio quallty meh
' 1 used to require
\ ' ANRC?
mega-console.
As the list of

8eBus-recorded platinum
albums, feature motion
picturs soundtracks and TV
series credits grows, we're
getting pretty confident that
we rezlly HAVE delivered.on
that promise.
Many of you may not yet
Billy Wuss uses his 8 bus for production wark with acts like V A man of many hats, gui(a,ismnposﬂ/p,u”"y have ga,l.ned as mUCh
Walima's ome o boasls ot anly a LR-1404 but a 3283, recognition as some of the
artists pictured at left.

Coming of Age. Sisterhoad. IID Exireme and Tasha Scott.

But wmen you awn a Mackie
8Bus console, you have the
same powerful creative tool as
they rely on every day.

If you don’t own an 8 Bus
consele yet. send for our all-
new 48-page brochure and

learn why so many
Brian Van Kleeck of Sound Wezards Enteitainment in pTOfEISSIonalS own Mackle

Queensryche tracked (and partially mixed) their latest Platinum album. Premised Land. in @ island cabin retreat/remate studio—
Big Log—using a 32+8 and a 24¢8. fwo automated CR-1604s were alsa used al a separate ADAT station: a secand 248 was used Middletown. New York told us tal th: 32¢fi is one of the
best mixers he's ever used .

Designs

during playback.
mixers. Who

MANY PROS OWN MACKIE 8-BUS CONSOLES. -
might just

Ricky Petersan is a Wind Upl in our
producer ana keyboardis: NEXT 8. BUS

of uncommon pifts. Best

known for hi. work at

Paisley Park,[Gheck out users ad.
| his Mackie trecks on a

series of releases on Ben

Sidran's Go Jazz tabel.

and on an ugteming

album by Donsy Gsmondl

teve Milo talked his boss Michael Boitnn into buying one of
the first 2485 thal Mackie Desions manufactured.
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Faul H'a‘slv's Assembly Roont 15 a cutting edge facility Having developed a ~eputation as ene of Hollywood's top
ouchestrators, Hummie Mann has scored over 15

doing music for records and mavies in Los Angeles. His
latest album. Future Primitive. :Wildcat Recordsl was featwre films including Mel Brook:, e
s .l

recorded. tracked, and mixed on a 3248 and 248,
e
/ ___\ -/ Sl d
800/898-3211 & 206/487-4337

B00/363-3855

7116220 Wood-Red Road NE ® Wocdinville ® WA o 98072
206/487-4333 o Represented in Canada by S.F. Marketing

& mackie.com e Outside the US,
Mention in this ad indicates ownership or usage only and does rot represent an official endorsement by the artist or aroup




AUDIO & MULTIMEDIA

exhibit which dominates the museum
when you walk in. It has two 48-
screen video walls, each of which has
4-channel sound plus surround. In
addition, there are other ‘zones’
around the museum from which you
will be able to hear the audio from
the wall—even though you are dis-
tant from it—through ceiling speak-
ers with different mixes going into
different parts of the museum. It is a
20-minute loop, and as you go
through the museum, you will end
up in a place where you can watch it
for a while, and then you can move
off and go through different parts and
then end up somewhere else where
you can see it. That has been my pet
project, because it is the first one we
had available to work on, and one of
the most complicated ones. [ am ba-
sically designing that one myself, and
delegating most of the others to other
editors who are working with me.
And I am mixing quite a number of
them here in my edit room.

“The first exhibit you go into,”
Murray continues, “is the twin theater.
You enter one of the theaters and
watch a 12%-minute movie called
Mpystery Train, which is about the
roots of rock 'n’ roll. 1t has to do with
blues, R&B, gospel and C&W, and
how they all had something to do
with the initial
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Sound designer Douglas Murray (L)
and director Mike Tourney look over
re-recording logs at the “vintage” Neve
console in Fantasy Control Room A.

creation of what is now rock 'n’ roll.
It starts with Robert Johnson, and it
ends with Chuck Berry and Elvis.
Then you get up and move into the
next theater and watch another 12%-
minute movie, which is synchronized
so that it starts just after the other
ends. It looks at the concept of what
makes good rock 'n’ roll. It has to do
with all the energy and the primal
rhythm and the sort of orgiastic state
of mind that rock performers and au-
diences get themselves into.

“The two movies are not informa-
tion-packed documentaries in the En-
cyclopedia Britannica sense,” Murray
continues. “They are experiences that
drive home their points through more
cinematic means. They are entertain-
ing and pretty intense.”

The two the-

aters are designed
with quadraphon-

ic sound and laser-
disc playback, which

is the primary de-
livery format for
audio-visual exhibits
throughout the mu-
seum. Like all the ex-
hibits, the movies will
play unattended. “The
whole museum is to-
tally automated,” Mur-
ray says. “All the ex-
hibits are controlled by
one central computer.
A company called D&P
[Design and Production)
in Virginia put together
the system, which incor-
porates all the wiring for
audio, video and control.”
The automation offers,
perhaps, the most efficient
way to operate the museum,

but Murray admits to some trepidation
about total reliance on central control.
“That is the thing that is most scary
about this project,” he says. “If some-
thing goes wrong with the system,
everything could stop, or jump back
and restart from the beginning.”

PREPPING THE AUDIO ELEMENTS
The flow of production for the proj-
ect, though naturally varying some-
what due to the variety of the ex-
hibits, was basically rooted in video
production, starting with initial offline
editing of the visual elements and
moving through approval, online
editing and then into audio post-pro-
duction. The exhibits presented some
unusual challenges compared to a
typical show, however, not only in
the manner of delivery to the end-
user (museum-goer instead of theater
patron), but in the nature of the
source material itself.

“The audio-visual exhibits are
all basically documentaries using
archival material of interviews and
performances,” Murray explains.
“Some of it is new, and some of it
goes way back. One of the sources
was that recent Time-Life series on
rock 'n’ roll. The museum had a
huge research department. They
would have a concept for each ex-
hibit, and they would start pulling
any footage that could be useful, with
themes and categories of things that
they were looking for. They assem-
bled this material on %-inch video,
and kept track of who it belonged to,
and then started rough-cutting it for
the exhibit.”

Murray’s own involvement with
each exhibit began at this stage. “We
would see the rough cuts and talk to
the directors and editors about our
input before the picture was locked
and approved,” he says. “When a cut
was approved, the picture depart-
ment would then identify the actual
shots that they used in the offline
edit, and the Museum would go back
to all the different sources to negoti-
ate rights to use those shots in the
final. Because this was for 2 museum
and not for commercial release—
none of these films will ever be
shown anywhere else—they were
sort of expecting that people would
give the rights for nothing, and they
would just have to pay the lab costs.
But for the people who shot the
footage, this is what they make a liv-
ing from, and they wanted to be
paid. So there is a lot of material that
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swer was based on the fact that, with
the Avid Media Composer, they are
using the same Pro Tools audio in-
terface to go in with their audio that
we would use. So they could take
the audio out of the Beta SP deck
and run it into the Avid with theoret-
ically no difference in quality from
what we would have gotten if we
had done it, and then they could be
sure that it is all in sync. On the day
they are ready to go online, they can
hand us the master audio in sync,
broken out in tracks with all the
names. So, much of the prep work is

already done for us.”

To make this new way of handing
off the audio feasible, Murray had to
have a way to use the picture de-
partment’s files and session informa-
tion on his system. “We are using a
technique based on OMF [Open
Media Framework] with Avid and Pro
Tools 11" Murray says. “The OMF In-
terchange file format can contain
within it audio, video and sync in-
formation for multiple tracks and im-
ages, with the format for each of
those data types specitied—AIFF for
audio, for instance. This format is
very sophisticated in what it can con-
tain. The lingo is actually one of the

In~ear monitoring. Everyone’s talking about it. But what do

you really need to know?
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with a proven track record on the international touring circuit. Garwood’s unique design team
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hardest parts to master, but basically,
what's happening is that an Avid ‘se-
quence'—which is essentially a kind
of EDL—gets converted into an OMF
‘composition,” which then gets con-
verted into a Pro Tools ‘session.” And
since Pro Tools and Avid use the
same format for audio files, the files
are just copied as-is.

TONY FESTA/ROCK AND ROLL HALL OF FAME AND MUSEUM

Claymation dolls of members of
Alice in Chains used to make
the video “I Stay Away”

“What they do within Avid is to
‘consolidate’ the sequence to a new
location. What that means in Avid
lingo is to just take those parts of the
source files that are really in the par-
ticular sequence you are working
on—plus a user definable ‘handle’
on either end—and to copy them
onto a new, clean optical disk. Then
they export the sequence informa-
tion from that consolidated sequence
as an OMF Interchange composition
document, which is put on the disk
along with the consolidated media
files and shipped to us.

“We then run this thing called
OMF Tool, which is a new piece of
software from Digidesign that is still
in beta test but is working for our
purposes. From the OMF composi-
tion, OMF Tool creates a Pro Tools
session file, which has pointers to
the Avid media files. We copy that
onto our hard disk and open it up in
Pro Tools. When we started, it didn't
work at all, but now everything is in
sync. We have the right tracks at the
right length, and it preserves the
names that the Avid editor gave each
region, as well as the crossfade du-
rations and the automated panning
and level changes.”

EDITING AND MIXING
With sync audio in hand, Murray
began the sweetening process.
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Like all Spirit products, Absolute 2 is
designed and built in the UK. We set
an exacting brief for our team of
British monitor specialists to create
an affordable loudspeaker, capable
of delivering the clear, honest sound
of Spirit mixers. But before the
result could bear the Spirit name,

it had to pass the guru test.

Would it measure up to Graham
Blyth's standards of excellence?

As the designer of many:classic
mixers over the last 2% years,

he knows a thing about accurate
monitoring, anc he's a hard man to
please. Fortunawcly the design team
excelled'themselves, turning in a
soeaker with professional
performance at an unbelevable
price: a speaker that Graham,

and allsthe Spirit team, can
welcome into the Spirit range.
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around for an
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minimal distortion. and an abdiv 10
deliver high volume when vor: need it.
Absolute 2 offers :ll this, at a price
that no other professional monitoring
system can touch - because we know
from our expericnce with mix-rs that
good design and high quality
construction doesn't Liave 10 cost more.

APPLICATIONS

Studio nearfield monitoring

Video edit and
post-production suites

Multimedia

The advanced vented cabinet
design complements the 6.5"/165mm
low-frequency driver to give smaoth,
extended bass response. The soft-dome
tweeter and high quality crossover keep
the frequency response smooth right up
10 a crisp high end that's free of
unnatural colouration - unlike the harsh
sound of some low-cost monitors.

Of course. it would be a shame if
you could only appreciate Absolute
quality in the studio. so we've included
magnetic shielding to ensure that
Absolute ! is safe for use next ta video
and computer screens, and terminals
for bi-wiring mean that you can also
use Ahsoliite 2 as a superior hi-£
speaker. Read on 1o find out how
we did it.

8760 S. Sandy Parkway,
Sandy, UT 84070 USA
(801) 566-8919
Fax (R Z33-7363
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THE INSIDE STORY

¢ As with Spirit mixer, the electronic design
of Absolute 2 uses high quality
components, including film capacitors
and an air-cored inductor, in a circuit that
embodies classically simple design
principles. Terminals allow bi-wired as
well as standard connections.

* Rather than compramise with off-the-shelf
components, we use custom hardware
built to our specifications - both drivers
are exclusive to Absolute 2.

* The ferro-fluid cooled soft-dome
tweeter ensures minimal distortion, with
excellent heat dispersion. Not only does
that mean a more accurate sound, but it
puts less strain on vour ears after long
periods of high-volume monitoring - and
don't pretend you <ont like it loud

* The LF driver features a solid cast
chassis and 30mm edge-wound voice
coil, for optimum efficiency and cooling.
That means you can push Absolute 2 to
the limits and sull lrear music, not
distortion.

¢ The vented cabinet employs a special
port design that coes more than simply
deliver extended bass response. With its
carctully chosen dimensions, air
turbulence is reduced, contributing to
Absolute 2's sniooth, uncoloured low
frequency characteristics.
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“We're not laking something that has
no sound and putting in the sound.”
he says. "We are working with the
music and interview material. The ¢l-
ements are from evervwhere, new
and old. in studios and out on the
street. and it is all just cut together.
Like in any mixing of film sound. |
have to put this wide variety of
source material all into one universe
and give it coherence and dramatic
punch.

“When we open up the Pro Tools
session, we have aceess to all
the separate sounds. They are
usually crammed together on a
couple of tracks, and we pull
them out so we can mix and
pan them: we clean up all the
stuff that sounds cruddy. all the
bad-quality old audio from old
Kinescope'd IV shows  and
things like that. My editors basi-
cally lay it all out and leave the
work of EQ'ing and compress-
ing and all of that to me. In
many cases, for the smaller ex-
hibits, I've been doing the mix-
ing itself in this room.”

Murray's sctup includes a Pro

Tools 1T system with TDM and three

DSP “farm cards,” which allow him to
use multiple DSP processes at once
for enhancement and restoration. 1
have spent a lot of time cleaning up
sound elements in Sound Designer 11,
using different plug-ins.” he says, 7l
usually take the sound. normalize it
run Q-10 equalization. and then I run
DINR on it if necessary to clean it up.,
In the mix that 1T am in the middle of,
I am running everyvthing through €1
for compression and then running
the output of that through L1 to get

Keith Moon's platform shoes.

the gain correct and keep it from
clipping. I am also running two Pro-
tron plug-ins for spatialization 1o give
a little ambience 1o the sound. With
all the ditferent plug-ins vou can get
now. [ almost don't need my analog
console at all, 1t | had the digital in-
terface for the Tascam DA-88. [ could
just go direct.”

DA-88 was the format used for
master mixes for the shows mixed in
Murray's room. The DA-88 mixes
were then transferred 1o timecode
DATs (1wo in the case of 3-channel
mixes), which were laid back to the
D2 video masters by post house
Varitel Video in San Francisco.
The D2 tapes were then sent off
1o the pressing plant as masters
for the muscum's laserdiscs.

“Most of the exhibits are two
channels per D2 master.” Mur-
rav savs, “hecause cach D2 mas-
ter goes with one videodise.”
Exhibits using more than two
channels involve on-site play-
back synchronization of multi-
ple laserdise players. which is
handled by the automated D&P
system.  “Rock  Around  the
Clock.” for instance, has its ten

24 Channels of Moving Fader Automation for under $15K???
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audio channels spread out over
seven videodiscs that also feed pic-
ture to its two video walls, “I haven't
seen it all work yet,” Murray says,
“but I have been assured that the
players are all locking to house sync
at the frameline and that they will
turn over each frame at the same
time and all be going at once at the
same speed.”

For the larger exhibits, with their
unique physical configurations and
audio channel requirements, Mur-
ray’s room was clearly too different
from the intended playback environ-
ment to allow him to mix there. So
mixes for the twin theater movies,
“Rock Around the Clock™ and the
giant video wall were done in Studio
A at Berkeley’s Fantasy Studios, al-
lowing mixer Sam Lehmer to get a
better feel for what the audio would
sound like onsite.

The two movies were mixed
using a quad monitoring setup in the
control room simulating the Bose
system in the theaters. Setup for mix-
ing the two video-wall exhibits was
more complicated, involving not

S
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only the control room but the studio
as well. “Out in the main room,” re-
calls Michael Mennies, “we had a lit-
eral mock-up of what the installation
would be like in the museum, spec'd
out to the actual plans. They would
do the main part of the mixing in the
control room and then go out to the
studio to listen and make final ad-
justments based on what it sounded
like out there.”

During the mix, the edited sound
elements were fed from a 16-channel
Pro Tools system into Studio A's Neve
console. Elements whose channel
placement would be changing during
playback were then routed from the
Neve into a setup dubbed the “Pan-
nist 3" by its creator. Alex Stahl. Pan-
nist 3 is an auto-panning application
written in Opcode’s MAX program-
ming environment that allows a
Niche MIDI-controlled 8-channel
VCA unit to be commanded via a
Wacom graphics tablet hooked to a
Macintosh computer. Looking at an
onscreen graphic representing the ac-
tual speaker setup of an installation.
Stahl was able to use the panner to
control the placement of sound ele-
ments in real time by changing the

2 STEREQ COMPRESSOR = i

position of a stylus on the surface of
the graphics wblet. The outputs of
the VCAs were fed back into the
Neve for mixing with the other ele-
ments (those that remain fixed in a
given channel for the duration of the
exhibit’s soundtrack). These premix-
es, known as “stems,” were sent to a
Dolby SR 24-track in a process that
involved several passes. Mennies
credits Pannist 3 with “allowing us to
really take advantage of all these
playback channels we were using.”
After two weeks of mixing, the
stems were “mastered” from the 24-
track tapes to DA-88 with some last-
minute polishing of balunce and EQ.
The DA-88s were then taken to Varitel
for layback to the D2 video masters.
These final transfers culminated a
process of several months for Murray
and his team. Rocking nearly around
the clock at the end, they managed to
wrap up their work a mere two weeks
before the museum’s planned grand-
opening extravaganza, ]

Mix § media & mastering editor. Phil
De Lancie, is a mastering engineer
and multimedia designer for Fanta-
sy Stuidios in Berkeley, Calif.
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by Chris Michie

Sometimes, it seems that advanced
technologies have completely
changed the face of music and sound
production in the past 20 years. In
fact, only a few new recording tech-
nologies—disk-based digital record-
ing, MIDI production, tape-based
MDMs and console automation—
have significantly changed day-to-
day studio operations. The introduc-
tion of 2-inch tape, auto-locate, noise
reduction and digital effects all
brought superficial changes to al-
ready-established practices. But con-
sole automation has fundamentally
changed the ways in which engi-
neers (and producers) now approach
their work.

Automation has virtually eliminat-
ed some of the studio’s more color-
ful and arcane practices. In the dark
ages of the 1970s, complex mixes
were only possible in real time if a
team of fader jockeys hit all their
cues exactly. Today, automation al-
lows mixers to build the “perfect
mix” incrementally, track-by-track if
necessary. The ability to store and

recall “snapshots” of an automated
board’s configuration means that
lock-out sessions are no longer the
only method of preserving console
settings overnight. With the near-in-
stantaneous recall of console settings
and mixes, it'’s now practical to mix
songs as soon as they are finished
(or even earlier), rather than wait to
the end of a project’s tracking ses-
sions. If changes are later deemed
necessary, engineers can recall the
exact console settings for the origi-
nal mix and insert updates seamless-
ly. In certain circumstances, automa-
tion makes it possible for an engi-
neer to start a mix in one room and
finish it another, with a minimum of
reconfiguration.

Nearly two decades after console
automation first appeared, we inter-
viewed over a dozen music and post
mixers for their views on the useful-
ness and useability of the various sys-
tems. Based on their comments, it
seems safe to say that automation is
here to stay. Most music mixers find
it useful, some find it invaluable, and
the post mixers we spoke to depend



‘System Mix Options

Transpart

AMS Neve Encore
Lists

GURU CHILL &ND THE STAR HITS

JGLI LOVE

01:00:00 00 Start of
01:00:05 00 Intro

Labeis
"Let Love'

Gangs Disk Tools

Help

Start of
intro
CHORUS
VERSE 1
CHORUS A&
YERSE 2
CHORUS E
MIDDLE 8

00 0o

on it. Francis Buckley is empbhatic.
“Mixing without automation would
be almost impossible with today’s in-
credibly huge multitrack projects. Au-
tomation has given us the ability to
work with 48, 64, and—now with the
ADATs—128 tracks if we so desire.”

TAKING CARE OF BUSINESS
Automation significantly affects the
speed of operations and throughput
in audio post applications, but the
connection between automation and
profits is harder to define in the
music-only environment. Though
automation may improve productiv-
ity, it rarely gets clients out of the
studio any sooner, which is good
news for commercial studio owners.
The choice of automation system
presumably has some effect on a
studio’s marketability, yet no clear
leader has vet emerged among the
major players’ systems. Most engi-
neers are familiar with several sys-
tems, and the majority opinion
seems to be that all of the major
vendors’ systems are functional and
reliable, yet several engineers have

Coming soen is Encore, the Neve/AMS
SMPTE-driven automation system, avallable
fer AMS Loglic, Neve V-Series er any Flying
Faders- equipped mixer. Pentium-based En-
core provides a logical, icon-based intertace,
with a unified platform similer %o that of the
Capiicorn automation.

specific criticisms. For example,
Robert Feist finds that the require-
ments of film sound mixing are nat
fully met by some automation sys-

tems. “[With] Massenburg and Flying
Faders, you can’t automate the dy-
namics and EQ,” he says, comparing
those systems to the AMS Logic con-
soles he often uses for post-praduc-
tion. With the Logic automation, “I
can do EQ changes to match dialog
changes. And I can just dial in [a dy-
namics setting] when I need it and
back it off when I don’t want it.”
Some engineers' complaints relate
to specific models and configura-
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HHB ADVANCED MEDIA PRODUCTS

THE FUTURE IS SECURE

Three years ago at HHB Communications, the
oeraiausio tape - WOT1d’s 1€ading independent supplier of DAT
technology, we set ourselves the challenge of developing the
world’s most technically advanced DAT tape. Naturally we were
delighted when, less than a year later, HHB DAT Tape came out
on top in the detailed testing of seven leading DAT tape brands,
conducted independently by Studio Sound magazine.
Well now there’s more good news for discerning audio
professionals everywhere.
Announcing the HHB CDR74
Recordable CD - the latest of
HHB’s Advanced Media
Products.

Name:

Address:

State: Zip:

Independent Audio Inc - 295 Forest Avenue Suite 121, Portland, Maine 04101-2000, USA - Tel: 207 773 2424 - Fax: 207 773 2422 - E-Mail: 75671.3316@compuserve.com
Studer Canada Ltd - 1947 Leslie Street, Toronto. Ontario M3B 2M3, Canada - Tel: 416 510 1347 - Fax; 416 510 1294
HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK - Tel: 0181 962 5000 - Fax: 0181 962 5050 MIX

cOMPAET - (Once again, we set out to be the best. Fully
compatible with the new generation of high speed
writers, the 74 minute / 680MB disc employs a revolutionary
Phthalocyanine organic dye recording layer to ensure a secure
archiving period well in excess of 100 years. What’s more, the
HHB CDR74 is “Double Coated” for further protection against
scratches, fingerprints, humidity and light.
»’2'%:9"" Also new to the HHB Advanced Media Products
mesa recogmon sysem [ANQE IS the DDSI0M, a high performance 90
metre data DAT cartridge incorporating many of the design
innovations already proven in HHB audio DAT tape.
At HHB, we know that your recordings are valuable. Thanks to

HHB Advanced Media Products, the future is secure.

City:

Tel:

A
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tions: in muny cases, manufacturers
have addressed the shortcomings in
later versions, But Ken Kessie has
complaints about software upgrades.
T iry 1o stay awav from the newesi
upgrades. as they are often buggy
he savs. "I don't like 1o do beta test
ing for feature-happy software de-

signers.

Poor software design also draws
the wrath of Ed Cherney. “I would
love 10 get some of the [automation
system) designers.” Cherney ex-
plains. “and have them mix a song.
showing me how they imagine their
automation works. A lot of automa

tion systems seem to be set up for
something else—playing with a
computer or fancy graphics—but
have litle to do with mixing music.
And put together by design teams
that have never mixed a record. As a
result. vou have to change the way
vou work 1o the way some software

Our Panel
0f Automation Experts

Michael Brauer has remixed tracks for artists as di-
verse as Bruce Springsteen, Belly, Harry Connick Jr.,
Booker T & the MGs. Roxette. Fishhone. the Rolling
Stones. Sade and Prefab Sprout. He has enginecred
six Platinum albums. and more than a dozen of his
remixes were Top 10 hits.

Francis Buckley went independent after spending
ten vears with MCA Music Publishing. As an engi
neer, his credits include both Wilson Phillips albums,
and he has worked for Paula Abdul. the Pointer Sis-
ters and Quincy Jones. Ie recently mixed a track on
the Alanis Morisette album.

Bruce Buehlman is senior sound designer at Video
Post and Transfer, a Dallas-based audio. video and
film post-production facility with SSL Screensound.
Scenaria and Omnimix systems. Buehlman recently
completed ADR on Disney’s The Big Green and a cur-
rent CBS television series.

David Cantu is chief engineer for New Wave En-

tertainment, of Burbank, Calif. David Cantu is chief

engincer for the audio department of New Wave En-
tertainment, of Burbank, Calif. Since 1987, Cantu has
mixed all of the commercials for theatrical relcases
from Buena Vista Distribution.

Ed Cherney has engineered for Jackson Browne,
Eric Clapton. Ringo Starr and Bob Dylan. and pro-
duced Juno Award-winner Jann Arden’s [nsensitive,
which recently topped the Australian charts. Current-
lv mixing Bonnie Raitt’s new live album. Grammy
Award-winner Cherney recently completed a new
Rolling Stones record.

Mark Curry is chiet engincer at Music Forever. a
Hollywood-based film post-production facility. His
engineering credits include features (Strange Days.
Internal Affairs. Stand by Me). movies of the weck.
soundtrack albums and hundreds of commercials.

Eddie DeLena, an independent enginecr/producer,
spent most of 1994 working on Michael Jackson's
HiStory project. Originally a staff engineer at Record
Plant, Del.ena has worked with some of the great
names of rock, including Jeff Beck, Red ot Chili
Peppers, 1+ Non Blondes. Meat Puppets, Nazareth,
Lita Ford and joe Cocker.

Robert Feist is an independent engineer and post-
production mixer. He has worked with artists as di
verse as Allan Holdsworth, Belinda Carlisle, Mojo

Nixon and Stevie Nicks.

Ken Kessie is an independent engineer, producer,
writer and programmer whose mixes are often found
at the top of the Billboard R&B and pop charts. Re-
cent credits include Terry Ellis (En Vogue), All 4 One,
Regina Belle. Swing Out Sister and Duran Duran.

Bernie Kirsh is chief engineer at Mad Hatter Stu-
dios and has recorded 23 Grammy-nominated al-
bums. Currently working on a 3-CD Chick Corea ca-
reer retrospeclive, Kirsh recently recorded the new
Chick Corea Quartet album, Time Warp.

Martin Kloiber. an independent engineer known
primarily for his work with Yello, has also worked
with Lee Scratch Perry and X Perry Mental, and has
recorded music for film, including the European re-
lease of The Scnta Clause and Mearilyn, My Love. He's
now the sound designer on the Yello movic, Once
{pon a Dream.

Gavin MacKillop is an independent engineer and
producer. Credits include The Rembrandtes’ latest
album (including “I'll Be There for You,” the theme
for NBC's Friends), and projects for Toad the Wet
Sprocket, P.LL., The Church, the Goo Goo Dolls and
Sarah McLachlan.

Andre Perreault is chief operating officer of Enter-
prise Post. a new division of The Enterprise, Bur-
bank. Calif., home to audio post tor NYPD Blue,
Chicago Hope. Murder One. and Land's End. An en-
gineer and studio builder. Perreault’s recent projects
include the new Ken Russell movie and “Undercur-
rent.’

Jetf Tomei, chief engineer at Triclops Sound Stu-
dios in Atlanta, has been responsible for recordings
by Smashing Pumpkins, Corrosion of Conformity,
Soul Asvium. Collective Soul und others. At press
time, his recording of Brother Canc’s "And Fools
Shine On™ from the album Seeds was topping Bill-
bhoard's Album Rock Tracks chart.

Erik Zobler has worked as an engineer with pro-
ducer/musician George Duke since 1978. Zobler has
engineered for Anita Baker, Vanessa Williams, Whit-
nev Houston. Gladys Knight, Stanley Clarke and oth-
ers, and recorded film sound and soundtracks for
Leap of Faith and The Five Heartbeuls.
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BUYIG AN AUTOMATION GY3TEM

by George Petersen
You need an automation system. Otherwise why would
you be reading this article? Perhaps you're tired of set-
tling for near-perfect mixes, especially when automation
could have fixed that less-than-smooth fade out, muted
that buzzing guitar amp just before the downbeat, or
brought in that background subway station walla a frame
carlier.

If you're in the market for a new console, you're in
luck. Today, you can buy an automated board with mov-

ing faders for as little as $1,995—assuming you want a
16-input, 2-bus Yamaha ProMix 01. Morc practical per-
haps is the new generation of affordable 8-bus boards,
such as the Allen & Heath GS3V, Mackie 8¢ Bus, Sound-
tracs Topaz, Spirit Studio/Auto, Studiomaster 3 and Tas-
cam M-2600—all of which are available with fader
and/or mute automation packages. Slightly higher up the
price food chain are selections such as the Otari Status,
RSP Project X, Soundcraft DC-2000., Soundtracs Solitaire,
Tactile Technologies M4000, Tascam M-3000 and Yama-

MAXIMUM MAXIMUM |
| M0. OF NO. OF | NUMBER OF NUMBER OF
MANUFACTURER, MODEL NAME, FADER AUTOMATABLE CHANNELS MUTE STATIC
PHONME NO. FITS WHICH CONSOLES FADER TYPE RESOLUTION | CHANNELS MUTES GROUPS | SMAPSHOTS
] L] |
AMEK U.S. Supertrue. Fits all current AMEK VCA 12-bit 128 128 10 0
Dperations Inc. recording consoles, BIG by Langley, |
818/508-9788 9098 by Rupert Neve.
AMS Neve Plc. Flying Faders. Fits any AMS Neve | motorized 12-bit 96 96 x 2 (large, | unlimited 100
212/949-2324 analog console. small faders}
| Audiomation Audiomate. Fits all 100m fader motorized 10-bit 64 64 64 (equal to 32
Systems systems. faders}
508/881-7808 |
CTI Audio Inc./CAD MegaMix M1600. Fits ail consoles. VCA 8-bit 128 128 128 one for each
Division (Conneaut file in
Audio Devices) software
| 800/762-9266
D&R North America | PowerVCA. Fits all consoles. VCA 10-bit 128 128 8 optional |
903/485-2344
Euphonix Inc. €S2000. Available for all C$2000 motorized 12-bit 104 104 same as no. 50 per
818/766-1666 | systems. and OCA of faders title
GML Inc. Series 2000. Fits all API, Focusrite, motorized 10-bit 256 256 256 unlimited
818/781-1022 Harrison, Neve, SSL consoles.
Harrison by GLW Available for Harrison MPC, motorized 8-bit control, 384 384 48 unlimited
615/370-9001 Series Twelve consoles fader, DCA 16-bit audio
JL Cooper MAGI Systems. Fits all consoles. VCA 7-bit 64 64 15 unlimited
Electronics
310/306-4131
JL Cooper V/Desk Universal Console | VCA 8-bit 96 96 15 unlimited
Electronics Automation System. Fits all consoles.
310/306-4131
Dptitile/Sascom Tetra. Fits all consoles. VCA 9-bit, 512 step 64 64 9 unlimited
Marketing
905/469-8080
Dtari Corp. Concept I/DiskMix. Fits Concept, | VCA, motorized 8-bit stored, 96 96 unlimitec 99
415/341-5900 | Status, Premiere consoles. optional 10 bit internal
Dtari Corp. Status/DiskMix. Fits Status, Concept, VCA, motorized 8-bit stored, 96 96 unlimited 99
415/341-5900 Premiere consoles. optional 10 bit internal
Solid State Logic | Ultimation. Fits SU4000/6000/8000 E, motorized, VCA 10-bit 96 96 32 in software, | none
212/315-111 G, G-Plus Series used to write 8 in hardware
trim
Trident Audio Trimix. Standard on Trident Ninety, 11-bit, 96 12 switches 8 dynamic
Developments optional on Trident Vector 432. VCA and 2048 step per channel %-frame
615/783-1625 motorized accurate
Uptown Automation | System 2000. Fits Neve, Trident, Raindirk, 10-bit 128 128 128 unimited
303/581-0400 MTA, DDA, Seundcraft, La Font. motorized
Uptown Automation System 990. Dnly faders need to mount 10-bit 96 96 96 unlimited
303/581-0400 in console. motorized
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ha 02R. In the mid-price console range are dozens of
models, most of which can be ordered with the automa-
tion of your choice, either from the manufacturer or via
third party suppliers. And if you have more money to
spend, your selections can include such lofty entries as
the AT&T DISQ System, Harrison Series 12, Neve Capri-
corn. SSL Axiom and the Sony OXF-R3—which incorpo-
rate extensive automation of all console functions.
However, most of us already have a console that we
like, and what we really need is a reliable, retrofit au-
tomation package. The first step in your search for the
right automation is to call the console manufacturer and
see what they might offer or recommend. Your next step
may be the decision to go with a moving fader or VCA-
based system: keep in mind that some new consoles
(and a lot of used consoles) are built automation-ready.
which simplifies the instatlation of VCA systems. Al-
though not included in this article. several companies

(such as Russ Jones, at 818/993-4091, CTI Audio, JL
Cooper and others) build external automation systems
that connect to the insert jacks of any mixer without
modification and offer an affordable alternative for stu-
dios on a budget. A new slant on outboard automation
is offered by Uptown Automation’s System One, a
portable system that connects existing console insert
points to moving faders housed in a compact enclosure.

The chart below lists a number of automation systems
that can be fitted into a variety of consoles. Therefore,
automation systems that are specific only to a single
model—such as those used in the Neve Capricorn. SSL
9000]. Studer 990 or Yamaha 02R—are not included. And
we have omitted pricing from the chart, as variables—
such as console configurations, existing faders, comput-
er requirements and installation costs—make head-to-
head cost comparisons too difficult to squeeze into a
simple chart. u

TOTAL NUMBER AUTOMATED
OF AUTOMATABLE CONTROL SMALL CONSOLE MAXIMUM VISUAL
SWITCHES EG INOUT OF EQ PAN FADER ONBOARD RECALL/ LEVELS OF SYNC COMPUTER | DISPLAY STORAGE
| PER CHANNEL SWITCHING PARAMETERS | AUTOMATION = AUTOMATION | DYNAMICS RESET UNDO FORMAT PLATFORM TYPE MEDIUM
18 yes yes yes (via yes yes yes 1 SMPTE DOS SVGA hard,
(via recall) virtual (IBM 486) monitor floppy disk
dynamics)
4 yes no no no yes (on V yes none SMPTE Windows VGA hard,
Series) floppy disk
|
1 no no no yes no no uniimited SMPTE, Macintosh VGA hard.
MIDI floppy disk
4] no no yes no no no 1 MIOI Macintosh computer fioppy disk
screen
2 no no no yes no no 99 SMPTE, 00S SVGA floppy.
MIOI hard disk
all yes no yes yes yes yes 99 SMPTE, DOS and color LCO floppy, hard disk,
MIDI proprietary TFT Syquest
16 yes yes (limited yes (limited yes (limited yes (limited yes (limited Version7.x:1. | SMPTE Macintosh Macintosh, floppy, hard disk,
by console) by console) by console) by console) by console) Version 8 x as VGA.SVGA DAT, optical {via
memory allows SCsh
all yes yes yes yes yes yes 8 SMPTE Macintosh 1024 x 768 floppy, hard disk,
interactive Syquest
touchscreen
nfa yes yes. no yes no no 1 SMPTE Macintosh Macintosh hard, floppy disk
via MIOI via MIOI biw
or 256 color
2 yes, yes, yes yes no no 1 SMPTE Macintosh Hi-resolution hard, floppy disk
via MIDI via MIDI (optimized 256 color
for Power display
PC)
0 no no no yes no no 1 SMPTE proprietary Analog RGB floppy disk
(built in)
19 yes no no yes optional no 3 SMPTE 00S EGA hard disk
1" yes no no yes optional yes 3 SMPTE 00s EGA hard disk
1 {(mute) no no (optional no (optional no yes yes revert to SMPTE proprietary monochrome floppy disk
| automated 2- with joystick) any saved plus color for
channel EQ wipan) mix recall
12 yes no no yes yes no 360 SMPTE 00s SVGA hard disk
(optional)
16 max., 4 min. available no available no no no unlimited SMPTE DOS color VGA hard disk
8 max., 1 min. available no no no no no unlimited SMPTE DOS color VGA hard disk
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designer imagines you work. That’s
why 1 like the GML system so much,
because it doesn’t make any as-
sumptions about what it is you're
supposed to be doing.”

Martin Kloiber is equally critical
of all the systems. “In general, 1
think all the automation systems are
still a little bit clunky,” he says. “The
Euphonix is better than most, but
still not perfect.”

Specific criticisms aside, most en-
gineers agree that automation sys-
tems have come a long way. For
several mixers, the now long-gone
(and unlamented) Alison system was
the first automation system they’d
seen. As Kessie describes it, the sys-
tem “stored the actual automation
data on two tracks of the multitrack.
You could ping-pong the data back
and forth for about five passes be-
fore the scanning delay of the sys-
tem made all your carefully worked-
out moves about a half-second late.”

Mark Curry has vivid memories of
the old Necam automation. “It was a
great system, but you had to have
the strength of Arnold Schwarzeneg-
ger because the motorized mecha-
nisms for those faders were so hard
to push manually. It wasn’t very ac-
curate, of course.”

Despite the limitations of the first
automation systems, mixers wel-
comed them with open arms. “It was
great to have, because at least you
could do a [mix] performance, and if
you made a mistake you wouldn't
have to go back and redo a whole
performance,” says Curry. “Before
automation, it was performance mix-
ing. The engineer had to perform al-
most as much as the band did. You
had one shot. You could also edit,
of course, but basically it was a per-
formance, and you learned the tune
really well.”

For many engineers, the most
valuable feature of automation is its
ability to repeat difficult or boring
moves. As Kessie puts it, “automa-
tion breaks a very complex job into
small, manageable jobs that can be
completed and then forgotten about.
Not having to repeat moves over
and over saves energy and concen-
tration and allows for creative and
artistic mixes. If your automation
system is stable and accurate, you
can do something until it's right,
then move to another area, until the
mix is done.”

Feist is also a firm believer. “In
the music world, you have to use

88 MIX. NOVEMBER 1995

automation,” he says. “Having every-
one in the studio put their hands on
the console and try to remember a
move is ridiculous. Automation takes
all the hare-brained craziness out of
mixing. Rather than things becoming
more difficult as you get more in-
volved and more tired, it just starts
sounding better. Pretty soon you
find yourself sitting back, listening,
and saying ‘Yeah, it's working.™

MUTE IT!

Although fader control is typically
the main reason for using automa-
tion, muting is also an essential part
of the process. “[ use automation a
lot to write mutes and to mess
around with arrangements,” says
Cherney. “As a mixer, I often get
tapes from producers who put too
much information on the tape. You
have to cull through it and make
some editing decisions, like what
not to use to create some space. So
the biggest benefit to me [of au-
tomation] is to make arrangement
decisions.”

“Doing mutes, while being a
chore, helps me learn all the parts of
the production,™ says Erik Zobler.
“Even though it's drudgery—I hate
doing mutes—it’s necessary on
something I'm not familiar with, if [
get a project [to mix that] I didn't
work on. Just sitting there doing
mutes seems very mundane, but I'm
actually learning the parts of the
song while I'm doing it."

One example of the creative pos-
sibilities of mute automation is
Michael Brauer's single remix of “I
Know” by Dionne Farris. “The nor-
mal arrangement had the music
going throughout the song,” says
Brauer. “Two or three times, 1 cut
everything off but the vocal, which
made it much more dynamic, Once
I set those [cuts] in, they happened
every time, and they were very tight
cuts. If I were to do them every time
manually, it would have taken me
forever,”

Zobler often uses mutes to clean
up tracks. “l[Automation) allows me
to use less gates,” he says. “I will
mute things rather than gate them; |
perceive a benefit in the sound.”
Gavin MacKillop also uses mutes as
a form of after-the-fact noise reduc-
tion. *I do a lot of cuts to clean up
noise, because I still tend to work
analog,” he explains.

For some mixers, fader moves
and mutes are the only automation

functions they use regularly. Jeff
Tomei says of Triclops Sound Stu-
dios’ Neve 8088, “This is a '79 board,
and the only thing they could add
was level-and-mute automation.
Which is all T use it for anyway—I'm
a real base-level automation user.
You can [use the automation to] edit
mixes and cut and paste, but [ don’t
have a use for that. I use automation
at a very base level, to do some
rides and mutes and to clean up
tracks.”

RECALL THE BEGINNING...

A JOURNEY FROM EDEN

As well as using automation to write
successive passes during a mix ses-
sion, many engineers use it to recall
previous mixes and setups. But the
exact recreation of past console con-
figurations is not always as easy as
hitting a switch. “When they brought
out Total Recall, Solid State Logic
claimed that you could go to any SSL
room in the world and recall a mix,
which is absolute nonsense,” 5ays
MacKillop. “The toleration of the
parts on every console is different
(and] you need the exact same revi-
sion of EQ. The only way the recalls
work is in the room where the orig-
inal mixes were done, and then it
actually works very, very well in-
deed. So something that maybe
takes you a couple of days’ work,
you can get back to in a couple of
hours, which is a good thing. Obvi-
ously, it’s also dependent on the as-
sistant engineer notating all the out-
board gear.”

While SSL's Total Recall provides
the means to reset an analog console
to a previous configuration, the
process can be time-consuming and
labor-intensive. “If you have a 92-
input SSL and you're recalling it, you
have to physically move every knob
on the console,” says Eddie DeLena.
“With [the Euphonix], you push a
few buttons, and it just comes up.”

DeLena, who spent much of 1994
working on Michael Jackson's HiSto-
ry, used SSL's Ultimation for main-
taining consistency over the
marathon project. “Everything was
recalled from the beginning of the
tracking of the song,” says DeLena.
*So whenever we did a rough mix, it
was recalled. We could always get
back to anything, even if the song
took a year to develop.”

*Each time you're at the console,
whether you're doing a rough mix
or whatever, there's a certain
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amount of performance involved
that happens at that moment,” says
DeLena. “The next time you put up
the song and remix it, it’s going to
be a different vibe, something’s
going to be different. If you have
that prior mix documented and re-
called and saved, you can always get
back to it.” Brauer has a similar com-
ment. “I may get to a point where I
like something, but I want to hear
what I had done on an earlier mix,”
he says. “I can just recall and play an
earlier mix and hear if that sounds
better. I might like certain ingredi-
ents of one mix and ingredients of
another, and I can join them to get a

compilation of two or three mixes.”

David Cantu ensures that com-
mon setups can be easily recalled by
using automation to standardize op-
erations at New Wave Entertain-
ment. With three SSL rooms in use at
all times, Cantu has “an in-house
template of things you do and don’t
do. We've made it very simple. Since
we know that we only use about six
narrators, we already have a preset
EQ setup for each narrator. We just
call up the relevant preset, and there
it is. We use the same microphone
for all narrators [and] if a narrator
goes to another facility to read a
wild line or pickup line, we make
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sure they use the same mic.”

ONCE MORE, WITH FEELING

While automation allows for almost
infinite levels of refinement, it can
also lead the unwary into difficulties.
One potential problem is overmix-
ing. “The biggest danger of automa-
tion lies in its overuse,” says Kessie.
“Pass 321, the adjustment of every
other hi-hat accent in the bridge, can
lead to sterile and awkward mixes.
All those great soul and pop mixes
from the '60s never bothered with
such infinitesimal details. You
shouldn’t either.” Curry notes that
automation can help produce better
results “if you don’t get hung up on
the detail so much that you lose the
perspective of the music. When you
first get automation, that’s the trap
you fall in. You lose the macro.”

Automation also allows producers
and artists to postpone decision mak-
ing. “It can be very problematic,” says
Cherney. “I've worked on songs
where there’s been three, four or five
arrangements inside of one song. A
lot of times the decision as to what
it’s going to be is put off until you go
and mix the thing.” Brauer has had
similar experiences. “I'm a very fast
mixer—I can mix two songs a day,
easily. But if a producer wants to
hear 30 different approaches because
the mixes are automated, it can take
a lot more time.”

Brauer’s preferred mixing method
is to do without automation until rel-
atively late in the process. “I mix
until the mix feels like a record and
I 'am ready to record it,” he says. “At
that point, I turn the computer on
because 1 know I have the record
and I know it's exciting. The next
thing I'm going to do once the com-
puter is in, is do my cuts and my
vocal rides or do my instrument
rides. I know it feels good now, and
I really want to get the dynamics
and arrangement correct.”

TIME AFTER TIME

All those interviewed listed time sav-
ings and increased speed of opera-
tion as benefits of automation, but
few claimed that sessions ran short-
er as a result. “Automation can save
time,” says Zobler. “I think in the
long run it doesn’t save any time,
because it allows you to go further
in the process of mixing and tweeze
it a bit more. So it ends up taking
the same amount of time, or maybe
even more time.”
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“It saves time in that you can
quickly get a mix idea,” says Curry.
“It depends on how you use it. |
know a lot of people get bogged
down in making things perfect. That
actually wastes time. I like to do
things fast. A great engineer, Brian
Reeves, told me a long time ago,
“You can screw up in a hurry just as
well as you can screw up in a day.’
You might as well screw up in a
hurry, and then if you don't like it,
you can just go fix it.”

Of the music mixers, only Jeff
Tomei reports that automation
makes for shorter sessions, but adds
that many of his clients are at first
suspicious of automation. “Their
biggest fear is that it'll siow them
down,” he says. “But 1 find the con-
trary—it speeds things up. I've
mixed a record in three days—
twelve songs, using the automation.
That's four songs a day.”

Audio post mixers also tend to
agree that automation can accelerate
the mixing process. Andre Perreault
estimates that automation helps
shave 30% off the time spent on
mixing projects for video and film.
“[It's] much more efficient,” he says.
Feist cites the example of Mr. Stitch.
a film written and directed by Roger
Avery (who also wrote Killing Zoe
and co-wrote Pulp Fiction). “We did
the mix here [at Pacific Ocean Post],”
says Feist. "It was a regular ten-reel
film, about 90 minutes. The whole
thing took about nine days to mix,
which is very fast. I think we did
two pre-dub days and five mix days,
and one day to make print masters.
without automation, I don’t think
we could have done it that fast. It al-
lows us to make changes we
couldn’t have made.”

Cantu, whose work for Disney
may go through several approval cy-
cles, uses automation to eliminate
the costly and time-consuming
process of making and distributing
tape copies. “All our clients are fiber-
optically connected to our building,”
he explains. “We finish our commer-
cials, and then we jump on the fiber.
Whoever the client is turns their TV
to channel whatever and we play
the mix to them. They're on the
phone, and they call back changes,
and we make changes on-the-fly
and get immediate approval.

“The automation helps us work
really fast,” Cantu continues. “We
can go back to any project—it takes
about a minute to set up to make a

change. Because of that, we do not
mix down to any medium. Any time
anyone needs a version of the mix.,
for final delivery or for approval. we
will play all of the channels live, and
we will play all the automation live.
What they're hearing is a first gener-
ation of the mix.”

But even Perreault concedes that
the time savings don’t necessarily
translate into shorter hours. “Clients
always spend the same amount of
time, no matter what,” he says. "At
the point where you run out of time,
you get a better result overall with
the automated systems.”

ADVANCED FEATURES FOR POST
For audio post applications, a digit-
al (or digitally-controlled analog)
console’s ability to completely auto-
mate all functions is a significant
benefit. As Bruce Buehlman ex-
plains, “The main problem for an
automated [traditional] analog con-
sole and a digital disk machine is
that there is no intelligent interface
between the analog console and the
disk recorder. The console doesn’t
know where the audio is. With a
tape machine, you can’t write au-
tomation frame-by-frame. These
[digital] systems allow you to speed
up or slow down or go frame-by-
frame. On a 10-frame pan, you can
slow it down, so [you] have more
control over projects.”

Buehlman notes that, although
the SSL Scenaria has no stereo com-
pressor, it is not necessary to patch
out to a stereo compressor for the
overeasy compression he typically
uses on a commercial mix. “We
dedicate two channels [on the SSL
Scenarial to create cCoOMpressors, run
the sidechain of one compressor
into the other, and use a macro to
put the compressor in and out.” Not
only does this technique avoid the
D/A and A/D processes necessary
with an outboard compressor patch,
but the macro is automated. “If |
have to recall that project a year
from now, 1 have it all instantly,”
Buehlman says. “With digital sys-
tems, revisions are a snap.”

As music is (generally speaking)
more linear and less fragmented
than film sound, the ability to auto-
mate EQ. effects and dynamics
changes is less prized by music mix-
ers. "If I have to automate EQ, I'm in
big trouble,” says Ed Cherney.
“Something bad happened while it
was being recorded.”

1| FORGOT TO

REMEMBER TO FORGET

Asked about reliability, none of the
mixers had any serious complaints
about the current systems. The typi-
cal viewpoint seemed to be that the
systems were about as reliable as
any other computer-based system.
“Sometimes you get corrupted [re-
call] data—{the mix] doesn’t come
back quite the way you remembered
it,” says Curry. A few times it just lost
the data. But that's like with any
computer. Fortunately, it doesn’t
happen very often—it’s just one of
those computer things.”

MacKillop has a similar attitude.
“Like any computer-based system, it
crashes on you every now and
again,” he says. “One of the problems
is that the VCAs start to do some
weird and wondertul things, [but] you
just reload and go back to your pre-
vious mix, and everything's fine.”

Service and support was not a
topic that excited much comment.
Some engineers were of the opinion
that the quality of a studio’s technical
staff was more important than an au-
tomation system vendor’s support
philosophy. Bernie Kirsh claims that,
in his experience, support from GML
“has been superb. We call them for
support at all hours and they’re al-
ways there for us, whether it’s a soft-
ware need or a hardware need.”

CRYSTAL BALL, ANYONE?
Looking to the future, Francis Buck-
ley sees professional audio following
the overall trend to downsizing
made possible by computer control.
“This stuff is coming,” he says, refer-
ring to smaller-format, digitally con-
trolled audio consoles. “They work
well, they sound great, they're a
third the price. How many people
can afford a million-dollar console?”
However, Buckley also sees a
downside to the introduction of
many more digital consoles and au-
tomation systems from a wider range
of manufacturers. “As an engineer,
you should be able to walk into just
about any studio and put your hands
on any board and make it work,” he
says. “But I don’t think that’s going
to be the case in the future, because
you have things like the Euphonix
and the Capricorn and the Tactile
Technologies that have their own
operating system, and they don’t
look like any other console.” u

Chris Michie is Mix’s technical editor.
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Evolving network technologies are swiftly
changing how we process and share information,
manage operations and generate results. Today, more

studios are using these new resources to streamline data
management and improve productivity. Mir talked to
three industry veterans, to find out how networking

has developed at their facilities.




PUTTING IT ALL TOGETHER AT LUCASARTS

Name a job in the audio industry. and
chances are that Larry The O has
done it. His experience spans film
and television production. live sound
and music recording. 1ie has been a
teacher and a bench tester and has
worhed for retailers and provided
support for computer musical instru
ments. He has also been a performing
musician for more than 25 vears. spe-
cializing in drums. vibes and guitar.
Larry's latest carcer move has
brought him into the multimedia
realm. He recently became @ sound
designer at LucasArts. which has
grown over the past 13 vears 1o be-
come an industry leader in the inter-
active game market. The George
Lucas-owned company produces

games for PC. Macintosh and stand-
alone pladorms. and is creator of
Rebel Assaidt. one of the largest-sell-
ing CD-ROMIs of all time. In addition
to designing sound effects, ambi-
ences and sonic character for Lu-
casAns games (he is currently work-
ing on Rebel Assault 1D, Larry has
heen dirceting his efforts toward
computer network planning and de-
velopment

‘Netwarking, on the whole. is ex-
ploding in the same way that sam:
pling did in the 80s.” Larry explains.
“IU's just unbelievale how fast change
is happening. And that makes it very
ditficult to decide what to get and
what 10 use. Because of the way [Lu-
casArts is growing. we basically have

BY SARAH JONES
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to reinvent ourselves periodically.”

In the past, sound designers were
Hmited by game technology when
creating effects. Now, the sound de-
partment at LucasArts draws from off-
the-shelf libraries, creates custom
sounds and even uses original sound
effects from movie tracks. (For the
Sterr Wars games, LucasArts obtained
some of the original cffects from Sky-
walker Sound.) In the past year. the
structure at LucasArts has increased
from a small network with a few
servers to include many servers, mail
gateways and a new computer room.

With all this in mind. the sound
department decided that they needed
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to create a "power workgroup™—a
dedicated sub-network that would
still allow them to communicate with
the rest of the company. After months
of research and planning, they began
laying the foundation.

FIRST THINGS FIRST

“The most basic issue that we faced,
which is the most basic issue every-
one faces. was identifving what our
needs were” says Larry, “and that
seems a very obvious statement. Be-
cause of the complexity of network-
ing and how many different products
there are out there, I'd say it's even
more critical, in the networking
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arena, to be absolutely specific about
what your nceds are before you
make a move. Making a mistake and
committing yourself can be extreme-
ly expensive to redo. if that is even
possible.”

The department needed to com-
municate internally, and to interface
on a larger scale with the rest of the
company. These needs were further
broken down into two classes of ap-
plications: real-time applications
(such as auditioning sound files). and
file exchange. “In essence, what it
came down to was two different
needs,” Larry says. “Number one is
just bandwidth—just being able to do
things quickly. For file transfer, that's
pretty much the only real need. If
you're moving very large files and
you have the bandwidth, you can
even tolerate a little hanky panky
going on in the network while it hap-
pens, as long as the overall band-
width is fast. For real-time applica-
tions, however, there's the additional
and very stringent need for uninter-
rupted data streams, and that is con-
siderably more problematic.”

They rescarched both proprietary
and off-the-shelf solutions. “The only
really viable proprietary solution that
I found out there is the Sonic Solu-
tions MediaNet,” says Larry. “There
are some other proprictary networks,
but most of them involve being cither
completely dedicated to that compa-
ny’'s products, or they are not yet very
mature. We happen to be, at this
point in time, a [Digidesign] Pro Tools
house. And when we looked at that
in the MediaNet environment, and
we looked at the fact that our re-
quirements were to be able to hook
both Macintosh and PC to the net-
work, MediaNet just didn't really pan
out for our needs. 1 think it's a good
product, but it just didn't really work
out for us.”

THE CHOICES

The first step the group took was
choosing the basic hardware. and
lowest-level software, definition—the
network transport.”To take three
months of research and boit it down
to 50 words or less—Ethernet. FDDI
and ATM were the three primary can-
didates,” Larry explains. The first op-
tion they considered was Standard
Ethernet. However, Standard Fthernet
is a “shared access™ network, so the
bandwidth designated for each user
fluctuates; the more users on the net-
work, the smaller the bandwidth al-



WE VE CAPTURED

EVERYTHING FROM

In this business timing is everything. ich explains some of the success

CRASH CYMBALS T0 behind our industry-leading lincup of SMPTE timecode DAT muachines. of
SEX SYMBOLS. course, muss appeal doesnt hurt either. So if you're looking for outstanding

value. vou'll find it in our |, the most affordable timecode DAT recorder

on the market. If you need a full-function chase/lock machine, you'll appreciate our . with RAM scrubbing and Sony 1’2 protocol for serial ediring
control. Our represents the pinnacle of DAT technology, with it’s remarkably user friendly nature and renowned intuitive display screen. If

multitrack is the issue, our i the machine of choice. And when it comes to portable recording, nothing keeps up with our second generation

unparalleled ease of operation and 3-channel mixer. Want ro know more? Simply call Rick Cannata at You'll see why—trom music

tracks to soundtracks—we've developed a following that stretches trom Nashville 1o Hollywood.
p g )

30 Muster 1'C DT Recorder RD-8 Digitel TC Multitrack Recorder PD-4 Portable 1. DAT Recorder

orper at Amer 431 B yurn Ave No k hitorn

USE READER SERVICE CARD FOR MORE INFO




STUDER
PROFISSIONAL AUDIO FQUIPMENT

vi3 4 Design

68

H A Harman Internationat Company

Mice 1D

-

Do

Los Angeles: (818) 703 1100 Nashville: (615) 391 3399 NewYork: (212) 626 6734 Toronto: (416) 510 1347 London: + 44 1 707 66 50 00

€

k)

p

DSPNoiseShapingMidiRemotePeakhold8x20Bit...

o

U3

8ChannelMicADConverterLinePhantomSoftCli
Worldwide Distribution: STUDER, Regensdorf, Switzerland: +41 1 870 75 11

8 Channel Mic1/Line Preamp with Digital Output

USE READEK SERVICE CARD FOR MORE INFO
MIX. NOVEMBER 1995

Sound One; Living
Large With MediaNet

A quick glance around Sound
One’s expansive New York post-
production complex reveals state-
of-the-art facilities. The building
contains numerous re-recording
stages. Foley and ADR studios,
and editing and transfer rooms.
Behind the scenes is a Sonic Solu-

tions MediaNet that links one of

the largest FDDI networks of
digital audio workstations in the
industry.

One of the forces behind the
design of the network s Jonathan
Porath. He was approached by
Sound One three vears ago when
the facility was a pure film house;
they wanted him “to help bring
them into the future.” Porath ex-
plains. Now a mixer at Sound
One. he relates how he and John
Purcell (now a product manager
at Sonic Solutions) designed the
network.

“Basically. we took evervthing
we knew about film, everyvihing
about video. and kind of bridged
it together, and we tried o build a
tacility that would he scamless,
whether vou work in film or in
video, or switch. The concept was
that, when things move in the film
business toward nonlinear editing
systems and video mixing and
digital and all that stuff, [Sound
Onel] will be ready for that.

However. when we started, no
one offered anvithing we wanted.
so we started talking 1o Sonic So-
lutions. and they were in the first
stages of trying to put together
some kind of network between
systems. So, we helped them: we
bought 13 systems right away. We
were their biggest purchaser in
history, at that time. I think.. . We
decided that every mix room
would have the Sonic Station in it.
and we also had a couple of edit-
ing rooms that had stations in
them. We networked eight sys-
tems together. We put all of the
computers in one space, and re-
moted the monitors and key-

COMPUTER NETWORKING IN THE STUDIO

boards. All of the systems were
normaled and patchable in the
back, and at the same time. we
were all on the network. So the
concept was that all of the loading
could be done in the background
while people can work. and peo-
ple could be editing while people
are mixing. off the same drives.
And it really worked out pretty
great.

“Right now, we have four stu-
dios online, two edit rooms, and a
transfer room and large system for
dumps. We have three 8-tracks,
two of them for the editing room
and one for the transfer room. We
have one 16-track system, which
is like our dump machine. and we
have four 2-track systems that are
in the mix rooms. All of the sound
files are still in the computer. but
in the mix rooms, we use smaller
systems, like a 4-track system. The
concept was, if suddenly you
want to do a change. vou don't
need a wide machine. We set it
up in a way so the editor has a lit-
tle monitoring station, so the mix
doesn’t have to stop if there is a
problem—the editor can continue
working. and the mixers are still
mixing. At the same time, we built
a pretty big equipment room. so
even if the editor wanted to have
access to his or her own, let's say
“%-inch machine, while the mixer is
working with another machine,
we've also hooked up machine
controls to those systems.

“When we [built the Sonic net-
work], we thought we were con-
servative, and we realized that we
were not conservative at all. We're
just trying to catch our breath, you
know? I think a lot of people were
experimenting with workstations
about two or three years ago. and
I think the only ones who were
really into it were people who
were doing either sound design or
music people, and then as we
suddenly had a room available
with Sonic, the whole film busi-
ness in New York was completely
revolutionized, and everybody
works with a workstation now.
And it does work. We're im-
pressed.” |
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lotted per user. “This was not really a
viable solution for us,” says Larry.
“The other problem with your gar-
den-variety shared-access Ethernet is
that it is what's called collision do-
main, and what that basically means
is, if you imagine a classroom full of
third-graders, and they're all standing
there raising their hands and going
‘Oh, choose me, teacher, I've got a
story about my summer vacation’...
you can see that it’s nearly impossible
to administrate, because none of
them have enough patience to wait
for one to finish before they interrupt.
And for real-time applications, that’s
where you start running into prob-
lems.” The sound department decid-
ed that standard Ethernet would not
suit their needs.

They next considered Switched
Ethernet which, like Standard Ether-
net, has a stated bandwidth of ten
megabits per second. The advantage
Switched Ethernet offers over Stan-
dard Ethernet is that it incorporates
an internal high-speed switch, allow-
ing each user to have his or her own
dedicated bandwidth without fluctu-
ations.

The group also considered Fast
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Ethernet, which has the same net-
work structure as Standard Ethernet
but offers a wider bandwidth of 100
megabits per second. The final varia-
tion of Ethernet considered was
Switched-Fast Ethernet, which like
Fast Ethernet has a 100Mb/second
bandwidth. but also contains an in-
ternal switch to atllow each user a
consistent individual bandwidth.

In addition to Ethernet, the de-
partment looked at two other net-
work transport technologies, FDDI
and ATM. “"ATM is obviously the best
candidate.” says Larry. “It is set up for
what they call ‘guaranteed quality of
service." If [the data stream) is not in-
terrupted at all, then you have a guar-
anteed quality of service. And it's the
only technology that does that. How-
ever, it's pretty new, and it’s not real-
ly mature yet. You can buy ATM, put
it'in place, and it works, but it’s not
fully developed. For that reason, we
decided it wasn't really quite time for
us to go to it yet.”

FDDI met their bandwidth re-
quirements but employed a Token-
Ring network protocol, a structure re-
jected by the group. “The Token-Ring
approach is basically one where if
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you take your third-graders, and you
have some little token, it can be
whatever you want—a baseball—and
the teacher says ‘whoever has the
baseball can talk, but only for x
amount of time, and then you have
to hand the baseball off.” You can see
that once again, you face the threat of
data streams being interrupted. So,
the general consensus was FDDI is a
very mature technology; in fact it’s so
mature that it is basically hitting the
wall with its capabilitics.” FDDI was
rejected.

The group was then left with the
various types of Ethernet to choose
from. “My first thought was, go for
the greatest bandwidth possible. But
when we looked at Fast Ethernet, we
found that, like ATM, it's really just
starting to happen. Now, because it's
a variation on established Ethernet,
it's going to mature much, much
faster than ATM. Nonetheless, it still
seemed somewhat costly. And we
carefully considered it, because the
network cards we had in our PCs
could already do fast Ethernet. So we
already had part of the capability in-
stalled, which made it very tempting.
But in the end, it just seemed an ex-
pensive way to go. The other limita-
tion that we faced was that the com-
pany’s network, which we wanted to
have high-bandwidth access to for
these large file transfers, was going to
offer us FDDI. So, we had this re-
quirement that if we wanted to have
what's known as a ‘big pipe’—high
bandwidth-—to the rest of the com-
pany, we had to be able to give them
FDDI. We also knew that in the fu-
ture, we were going to want to have
a sound server, with our own sound
library on it, that we would want a
big pipe to, which we may or may-
not want FDDI on. And we knew
that we wanted to have dedicated
bandwidth per user. So in the end,
after considering all of those, we
ended up using Switched 10-megabit
Ethernet, because ten megabits
seemed like sufficient bandwidth to
handle auditioning two channels of
real-time digital audio. And at this
point in time, we didn't see the need
for mutltitrack digitat audio across the
network.”

AND THE WINNER IS...

“What we eventually ended up with
was a Grand Junction box that gave
us 25 10-megabit Switched Ethernet
ports—and we only need twelve
right now, so that leaves us plenty of
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Introducing the Adams-Smitch SuperControHer/MCm—a revolutionary new audio/
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of all available analog or digital tracks. And this is only the beginning!

For the cost of individual remotes,
you can now have the power of the

SUPERCONTROLLER
For additional information and

detailed specifications, please call

(508)562-3801
34 Tower St. * Hudson, MA 01749

USE READER SERVICE CARD FOR MORE INFO

NOVEMBER 1995. MIX 71




room for growth.” savs Larry. "It also
had two slots in it. where you could
plug in high-bandwidth modules. So
we plugged in an FDDI module to
one of them, and that's connccted to
the company’s network, and the
other slot will be filled with some-
thing that will go 10 our sound serv-
er.” Larry plans to begin research on
the scrver soon and hopes to make a
decision by the end of the year: how-
ever. there are many issues (o re-
solve, such as how 1o transfer digital

audio efficiently in real time. while
communicating with both PC and
Macintosh platforms.

“You really have to be careful. and
vou realtly have to do vour home-
work.” Larry concludes, “and that's
complicated by the tact that every
single day. things are changing. So
vou basically do vour best and take
vour best shot. vou know? And then
live with the resulis.” ]

Scireth Jones is Nixs editorial assistanit,

COMPUTER NETWORKING IN THE STUDIO

Recording Without
A "Net" at CRC

This summer. the Chicago Record-
ing Compuny celebrated 20 vears
of recording. It opened in 1975
with the first 24-track room in
Chicago, and has since expanded
into a three-building complex.
housing four multitrack music stu-
dios, nine digital editing post-pro-
duction studios. and three dupli-
cating studios. A long client list in-
cludes major label artists, most re-
centty Michael Jackson, Pearl Jam,
Smuashing Pumpkins, and R. Kelly,
A significant source of work is net-
work television commercial pro-
duction for major advertising agen-
cies.

Hank Neuberger has been with
CRC since it opened. Starting as an
assistant engineer, he has since be-
come a Grammy-winning mixer,
has held the post of chairman of
the Recording Academy. and is
now operations manager at the fa-
cility.

"We're more and more net-
worked among our rooms, but it's
not a completely  integrated
process: it's more sporadic.” says
Neuberger. “We have a server that
we use: that's where our Quick
Muil and our tape logging and our
accounting live, and [they] can be
accessed by various members of
the staff. Our only audio connec-
tion. currently. is through conven-
tional copper wire tielines, to a
central room. And we use that fre-
quently, 1o patch in our digital LAN

patch sessions, our EDnet sessions,
to distribute those around the facil:
itv. In terms of handling audio
among the facility, all of our posi
rooms have 16-channel AudioFile
Spectras that back up on Exabyvte
cartridges. So that compatibiliny al-
lows us to pass around audio files
from room to room. on the Ex
abvtes.”

“Sncakernet” (manually passing
around digital storage media) is a
cost-ctficient, although sometimes
time-consuming. alternative to net-
work data transfer. However. CRC
has found this method best suits its
needs. at least for the moment.
“We have 1o archive these files at
the ¢nd of the session. That
archive has to live on a shelt some-
where where we can retrieve it.
I've never run into a problem vet
where putting the archive. the Ex-
abyte. in the next engineer’s hands
and saving. ‘here's vour file’ is
stower than somehow transferring
data from some server.” explains
Neuberger. “Now, the reason this
works for us is this: Sav there's a
film project. where there are half a
dozen teams working on the same
project and passing the baton back
and forth: 1 can see where some
kind of central hub server might be
more desirable. But in our situa-
tion. where typically one engineer
works on a job. and if he's not
available on a subsequent day an-
other engineer works on it. sncak-
ernct is fine. I'm much more inter-
ested in the speed with which |
an archive the daa oft my audio
file—which is four-times real time.
which is preuy good—than the

speed with which I can send it to a
server, and then from a server 1o
another studio. Because 1 have 1o
archive it anvwin

“We. some days, generate liter-
ally 100 pieces of tape that we have
o log into our svstem and keep in
our facility for a vear-and-a-half 10
two vears for clients who come
back and revise it. We're right in
the middle of integrating our job |
order system that tracks the session,
with our tape-logging svstem. a1 is
the database that we're using to
customize all these applications.
I'm not using anvbodyv's off-the-
shelf studio-management software.
Through a combination of stub-
bornness and fear, we've resisted
doing our scheduling on the com-
puter. We still schedule our ses
sions with a pencil, in our schedule
hooks. in our central office. And al-
though we might consider convert-
ing that to a computer in the future, |
we're much more focused now on
trying o integrate our job orders 1o |
include the tape logs for the pes
that are created during the session,
as well as—and in many other
rooms we can do this now—gener-
ating all the box labels needed for
our master tapes, as well as our
client copies. right in the session, as
the session is being completed and
the dubs are being run. So that's all
started to become integrated in our
sessions. as well” [

Visit CRC’s new site on the
World Wide Web (hiyp://wwaw,
chgo-rec.com studios). There,
vou'll find information about their
facilities, clients and recent hap
penings. ]

72 MIN, NOVEMBER 1995



Vioreguts.
Morepunchas

*A‘l li " V ; :

. - - Iy

| PR LRty 1S PM SERIES Il from Carver Professional. ® ALL-NEW power
amplifiers with the guts it takes t go the distance. Nightafter night, year after
year. ® PM Series 11 amplifiers are MADE IN THE USA from the highest quality
companents available. ® Tested under the TOUGHEST QUALITY CONTROL
standards in the industry. ® Cooled by an innovative NEW INTERNAL AIRFLOW
system driven by an ultra-quiet 2-speed fan. ® Guarded by FIVE PROTECTION
CIRCUITS. * And backed by a FULL FIVE YEAR WARRANTY. ¢ \X’hen low end is
high priority, PM Series Il delivers MORE BASS PUNCH, thanks to redesigned
power supply transformers and more capacitor storage. ® New, dual two step
(class H) power supplies make them MORE EFFICIENT at peak power. ® If you
need TOUGHNESS AND BRAINS, plug in an optional POWERLINK™ module
for remote computer control of six funcrions and monitoring of nine key para-
meters (including output current) using MEDIALINK™ protocols. ® Only PM
Series IT amps come standard with POWER-UP SEQUENCING and a front-panel
POWER CONNECTED INDICATOR. ® Finally, when it’s time for road work,
you'll be glad to know that Carver Professional amplifiers remain UGHT
HEAVYWEIGHT CHAMPIONS —smaller and lighter than most comparable
models. So, when you want your music delivered with maximum impact count |

XLR and 1/4” TRS inputs
e Dalanced) on Carver for a KNOCKOUT BLOW.

11-detent level control (defeatable)

Mode switch for stereo, dual mono,

bridged mono

intemal jumpers for true paralle!l mono,

input polarity reversal, and input sensitivity 5
“I Optional plug-in crossovers

and input transformers

_ USA Built.

PowerLink™ is a egisteraed trademark of Sarver orzoration.
Medialink™ & 3 rag stered tragermark of Lorms Wt Corporation.




early 800 audio professionals filled

the Broadway Ballroom at the New
York Marriott Marquis on October 6 to
honor the nominees and winners of the
Eleventh Annual Technical Excellence &
Creativity Awards. Special awards were

Lt

|+ \.:
T At

also presented to Hall of Fame inductee
Phil Spector, Les Paul Award winner Alan
Parsons and Environmental Merit Award

| E A l winner BASF Corporation. For the
complete TEC Awards wrap-up, please

check next month’s issue of Mix magazine.

ELEVENTH ANNUAL

& Creativity

AWARDS"

* Ancillary Equipment
Aphex Model Tubessence 107 Mic Preamp

* Amplifier Technology
Hafler Trans-Nova P-3000

* Computer Software/
Peripherals
Opcode Studio Vision 2.0

INSTITUTIONAL

* Acoustics/Facility
Design Company * Microphone Technology
Russ Berger Design Group, AKG CI2VR
Dallas, TX
* Sound Reinforcement Loudspeaker
¢ Sound Reinforcement Technology
Company JBL 4890/4891 Monitors
Clair Brothers Audio, Lititz, PA
* Studio Monitor Technology
* Mastering Facility CREANTIVE Genelec 1030A
Bob Ludwig's Gateway

* Audio Post-Production

Mastering, Portland, ME * Musical Instrument Technology

Engineer Kurzweil PC-88 Keyboard
Audio c 7
L]
Post-Production
Facility George Meyer * Signal Processing Technology
Buena Vista Sound. * Remote/Broadcast Focusrite Red3 Compressor
R . .
BTG EA E:cGor:::;g Engineer * Recording Devices/Storage Technology
* Remote Recording Tascam DA-30MKII DAT
Facility * Sound Reinforcement . .
Record Plant Remote Engineer W.orkstatuon Techr.\olt.).gy
: Avid Technology AudioVision 3.0
West Milford, NJ Bruce Jackson

* Sound Reinforcement Console Technology

* Mastering Engineer Yamaha PM3500

Bob Ludwig

¢ Recording Studio
Ocean Way Recording,
Los Angeles, CA * Small Format Console Technology

‘R d
ecord Producer Yamaha ProMix 01

Tony Brown
* Large Format Console Technology

. rding Engi
Recording Engineer Amek 9098 by Rupert Neve

Ed Cherney
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become the best in lhe ﬁeld
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“I can’t use any of my other workstations as

a true multitrack replacement=RADAR really
works for this...I've pounded on it really hard
and it works the way it's supposed to.”

~Les Bateman. F/X Studios, Toronto

* Kk k Kk

“] find that RADAR can do everything I need
it to do for hard disk recording and editing and
it’s the best yet as far as user-friendly goes...
RADAR’s sound quality is as good or better
than anything else.”

~Cal Harris, Calvin L. Harris & Associates, Inc.,
Los Angeles

i

»RADAR — WORKS QUT OF THE BOXY *RE-8 )

session controker has * DEDICATED BUTTONS e
aimost all operations. * RADAR VIEW._ allews visual
display of audio, metering, thrack names & pro

ject informationy Locks to #SMPTE and MTC with
FREE-WHEEL. 24 channel * DIGITAL 1/0 wiith
ADATLINK. * Transfer digitally to/from ail popular

formats via Otari’s Universal Format Converter, the

* UFC-24. Gall your Otari dealer or (415) 341-59004§

for information. And don't forget to ask v
for a large poster of this ad! ot
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LUNCHING WITH BONZAI

by Mr. Bonzai

CHRIS IsAAK

TRUE BLUE

“In the Heat of the Jungle” opens with
the wild cowboy howl of Chris Isaak,
a troubled troubadour in the great
soul-wrenching tradition of Roy Orbi-
son, Frankie Laine and Gene Autrey.
His latest collection, Forever Blue, is a
tour de noir of broken hearts and lost
love, but not without a hint of hope
and redemption. Evidently recovering
from a really bad day, Isaak somehow
picked up his guitar and sang from
the dark night of his soul.

Since his recording debut a decade
ago, Isaak has become an icon of
angst. Thrust into the spotlight with
his “Wicked Game” from David
Lynch’s Wild at Heart, along with the
moody music video, this is an artist
who has only improved with mass
exposure. In addition to his consider-
able prowess as a singer/songwriter,
he’s also taken cameo roles in films
such as Silence of the Lambs and co-
starred in Twin Peaks—Fire Walk
With Me. A former boxer, Isaak has a
handsome style, confident and mus-
cular in his music, sensitive and sen-
sual in his delivery.

Bonzai: Is it true you're extremely
popular in France?

Isaak: It is, to hear me tell it. [laughs]
Actually, we've always done pretty
well in France. Our first hit ever was
“Blue Hotel,” and that was in France.
I's funny, you come from the States
and you don’t expect it. We played a
show in Paris, and afterward we
walked out and I thought, “What are
all these people doing? Does the bus
stop here?” And it was people who
couldn’t get in to the show, hanging
out trying to get tickets. We didn’t
know what was happening, so we
walked right out, and it was like Hard
Day’s Night. We had a ball.

Bonzai: You recorded Forever Blue at
Studio D and at Dave Wellhausen
Studios. Where are these facilities?
Isaak: The Wellhausen studio is right
here in the Sunset District [of San

Francisco], near where 1 live. Studio
D is in Sausalito over by the Bay
Model. You ever been there?
Bonzai: No, what’s that?

Isaak: They’'ve got a model of the
whole Bay Area, an exact replica
which they fill with water. The Gold-
en Gate Bridge is about eight feet
across. They fill this thing with water,
and when storms come, they can tell
where it’s going to flood. They also
use it to help find bodies. 1 guess they
take a little Bull Durham sack and
throw it in—*Looks like he drifted
over here.”

Bonzai: One of your albums has a
photo of you and the band in what
looks like an old Twin Peaks motel—
where’s that?

Isaak: That’s my house, where we
work up the records.
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Creative control, superlative sound and uncompromising support — Lexicon’s commitment to the audio professional.

The New 300L with LARC: The World Class Touch.

300l DIGITAL EFFECTS Sv<

-

Introducing the Lexicon 300L, the
newest addition to Lexicon’s world-
claas digital effects systemas. It’s a
new version of the award-winning
Model 300 — with LARC control.
Ofpering analog/digital mixing,
timecode automation, compression,
unique maatering tools and a jull
complement of Lexicon’s finest
reverb and effects programs.

And i} you already own a Lexicon
300, you can upsgrade.

Lexicon Alphanumeric Remote Control
Bring your favorite »ffects processors under total contref.

Heard In AU The Hil]llt Places

I you own a 300L, 480L or 224XL,
you can now have multi-machine
LARC control via the LR-4
Framelink — genuine examples o}
Lexicon’s projessional
commitment. Few studio tools are
as jamiliar as the LARC — putting
you in touch with the sounds the
competition imitates but never
duplicates, without ever leaving
the aweet apot. Call your Lexicon

dealer for full details.

Contact! 100 Beaver Street, Waltham, MA o2154 Tel: 617/736-0300 Fax: 617/Bgt-0340 E-Mail: 71333.434@compuserve.com

H A Harman International Company
USE READER SERVICE CARD FORMORE INFO



Corel CD Creator was designed with
you in mind—it's an easy, affordable
and comprehensive program that lets you
create  CDs  effortlessly.  Ideal  for
professionals and beginners alike, the Disc
Wizard included with the program will
make CD recording a simple and familiar
To design the Iayout of process for any user.
the information simply
drag and drop data
and audio files
directly to the Corel
CD Creator window.

Corel CD Creator provides a secure and
durable medium for storing your vital data
with quick and easy access. The CDs you
create can then be played on virtually every
CD-ROM drive or audio player—making
Corel CD Creator the most user-friendly CD

Using a CD recorder recording software on the market!
you can now “burn” “Corel CD Creator is definitely king of the mountain... it won
your CD. our Best of Times award.” AN Time:

“The genius of CD Creator is that it hides the complexity
and makes creating your own CD-ROMs a familiar process.”

PC Magazine
Create your own jewel “Simply the best CD authoring package available.”
case insert or use the Febtuacs, 1995
samp'e templates Features:
provided. o Create mixed mode discs

(audio and data)

® “Drag and drop” layout
design using OLE 2.0

® Support for single session and

) multisession discs

CD recorders can be purchased RGOSR 0 e e

. $ ) file names ' .

for as little as $1500! o Includes a WAV file editor

® Create your own customized
CD jewel case insert

® Includes a utility to create your
own compilation Photo CD

—_— _ -

| .| "*COREL
1-so0-co-nger ° 17990 i
L J -8700f2378-4437 1-613-726-0826 ext. 3080
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Bonzai: Is your recording style a lit- Ste reo U N D I R
tle ofthbear? |
Isaak: I don't know if it's that difter-
ent, but we're lucky to have a pro- TraCks $ 4 O 0 O
bums. Eric Jacobson is a part of the ,
process from day one. It's not like he
have two weeks to make an atbum.”
He comes in at the beginning. and Tl
. . . - .

you think of these songs?” He'll point Automated Digital Mixing
out the ones he likes, and we discuss ® Open Platform Windows™

Eric's the hardest working guv

0 ®

you'd ever want to meet. He's got a Scaleable Architecture

ducer who's worked on all of my al-

comes in at the end and says, “We Digital Au dio WO rksta ti on
give him tapes and say, "What do

things from the get-go. PC-Based

Norwegian background and brings ® Unique Non-Linear Random-

Ido a ton of preparation

so that I can have fun

onstage. We'll do the
two-hour soundcheck
even when we're Purchase A MicroSound Workstati
. before 12/31/95 and qualify for
dead tired so that : .
2 FREE Caribbean Cruises!
it sounds good

when people get in there. ® d
micro souvnda.

that kinda uptight. ready-to-work-
every dav. preparing-for-winter atti- ) ) ) L )
tude. We work things up at my house, MicroSound gives you prestine audio quality, at every sample rate used world-
and typically we get the whole band wide. MicroSound will handle any project length. profitably with ease. The 56-
together trom 1 o'clock il about 6 bit DSP Windows™ based MicroEditor™ software gives you unequalled non-
every day. We work on the arrange- linear freedom — every sound free floating in an audio palette, dlg:tally mxx-
ments, trving the song to see how it ing up to 100 tracks whenever required! £ AL
teels. And we can do that for six ‘
months, it that's what it takes. A lot of
artists have to hire musicians to try the
material, and then they have to hire a

producer—they have to push through. |55

Even though it may take them as long, Quah'oy Dig,‘tal Audio Workstations Since 1977
or longer, they don't get 1o experiment

as much. It's a help to me. Call, Email, or fax for free literature — Today!
Bonzai: | was talking last week with i -

an engineer you've worked with, Lee Micro TeChDOIOgy Unlimited
Herschberg. .. PO Box 21061, Raleigh, NC 27619-1061 USA

Isaak: What a nice guy. He's about Voice: 1-919-870-0344 FAX: 1-919-870-7163

the nicest guy there s In fact, we Internet: http://www.mtu.com Email: infol@mtu.com
were talking about going in and
recording with him again o do some Dealer/distributor opportunities available
of the stuft we did on Unplugged. We
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The Worlds Greatest
Sound Effects
Collection

"Now Featuring"

Sound Effects Library

15 Libraries to choose from
Including:

Warner Bros.
Universal
Lucasfilm

Hanna-Barbera
The General
Ambience | & i
Wheels
Hollywood
DeWolfe

Over 25,000 effects in all.

Give us a listen! Call today for
a free demo CD and catalog.

US:800-387-3030
CANADA:800-665-3000
905-886-5000 FAX: 905-886-6800
INTERNET: demo@sound-ideas.com

SOUND IDEAS
105 West Beaver Creek Road, Suite 4
Richmond Hill, Ontario
Canada L4B 1C6

T™ & © ANl Righix Rincrvrd
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LUNCHING WITH BONZAI

thought we ought to just go in and
knock out a record in a more acoustic
form. He'd be the guy to do it if you
wanted to do one-take recording.
That's his forte.

Bonzai: Lee mentioned that Eric had
worked with Norman Greenbaum
and Lovin® Spoonful, so I gather
you're in good traditional company
with your record-making?

Isaak: Yes, Eric goes way back and
has done a lot of good work. The
nice thing is that he doesn’t color
everything with the “Eric Jacobson
Sound.™ It's really all about the song,
and from there we work out what it's
going to sound like.

Bonzai: When you finally get to the
studio, do you do a standard basic
track setup with the band playing live?
Isaak: We try to get as much done in
a take as you can get done. Hopeful-
ly. you get a basic track with rhythm
guitar, bass, drums. If the lcad guitar
is ready, you have that on there, too.
On some of these songs, [ played
lead guitar, so I'd go back in and do
the lead guitar at the end. We just try
to get as much as we can live.
Bonzai: Do the vocals come down
last?

Isaak: Usually. but there's some stuff,
particularly the quiet numbers and
ballads, which I do a fair amount of,
that gives you a shot to actually sing
it when you do it. "Forever Blue™—
I'm playing it. and I'm singing it. You
can get most of it done because it's a
quiet song, and you can actually hear
well enough in the room to sing it.
Bonzai: You have a young unknown,

Jason Morgan, on the Forecer Blue

album. TTow did you find him?
Isaak: l1le was playing in a guitar
store and just jamming—very good
plaver, very facile. I asked him what
he was doing and if he wanted to
shoot some sides down. He was all
for it. came in and played real well.
There's always that point when you
look over at the producer and you
can see it's going good. Afterward,
something gave me a hint that it was
his first session. When we went out
for a dinner break, he tried to pay for
his dinner. Then [ knew, “He's green.”
Bonzai: Why do you call your band
Silvertone?

Isaak: My first guitar was a Silvertone,
which [ still play-—on this album, too.
So I named the band after the guitar.
Bonzai: What comprises your per-
sonal guitar and amp arsenal?

Isaak: Well, I've got a lot of mix-and-
match stuff. I'll use some old stuft
and some new stuff. There's a guy
named Paul Chandler here in the Bay
Area who has a guitar and effects
company and makes a tube box that
you can use for distortion, but it also
warms up the sound. I also use his
slapback-style echo on some things.
Bonazai: [s it a tape device?

Isaak: No, it's electronic, but it's about
as close to an Echoplex sound as you
can get, without having the hiss. But
you can always add the hiss if you
want it. Usually, if it's an acoustic gui-
tar, it’s a Gibson J-200. If it’s me on
clectric rhythm guitar, [ try to bring in
different oddball stuff, like an old Sil-
vertone, or an old Kay guitar. By
doing that, I think it gives a little dif-
ferent texture to the songs. For the
lead guitar, a lot of the time 1 like to
go with a Stratocaster or Telecaster.
Buddy Holly was right.

Bonzai: What do you think about
this big resurgence of surf music?
Isaak: It's funny, we just played with
Dick Dale, and I'm surprised that so
many people now are discovering
him. Seven or cight years ago, peo-
ple were asking me who I was lis-
tening to, and I'd answer, “Dick
Dale.” They'd go, “Who's that?”

But now, all of a sudden, it’s Dick
Dale—Oh. he was in Pulp Fiction.”
Yeah, but he had records out before
that. We just jammed with him over
in Australia. We were on a TV show
with him, and he came down to our
gig, and he came up and jammed
and pretty much set the place on fire.
Believe me. he's one of a kind.
Bonzai: What is the equipment, the
amp and the reverb that you need to
get that rolling, boingy sound?
Isaak: You need a Fender amplifier,
an old Fender. I don't think you're
gonna get it without one. I never saw
anvbody playing surf music through
some kind of digital setup. You go
back to what Dick Dale was playing
and what the Ventures were using,.
Bonzai: What's the connection in
your life between surfing and music?
Isaak: Very little, really. [ wouldn't say
my music is surf music or influenced
too much in that direction. It anything,
it's that surfing is my release, my
break. I'm working all the time. and
it's like an hour of Zen or whatever
you want to call it. You're on the
phone, you're working, you're doing
promotion all day long, and then you
go out and sit on the ocean for a cou-
ple of hours and become normal.



Powerlight Amplifiers fom &sC
arecooltothecore.

They're possibly the best soundingamps
that @SC makes. Exactly whatyouwant from your
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highs, full, round mid-range and a very fat but clean
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requirementsin the U.S. and EMC requirementsin Europe.
PowerLight Amps run very cool, evenwhen
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ogy available. And, ata cool 18 pounds, you can put
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LUNCHING WITH BONZAI

It was outdoors, and I stood off by
some trees. It was just getting dark,
and I was watching him and thinking,
"He makes it ook so damn casy.” The
best live show I ever saw. The most
moving performance 1 ever saw.
There was no reliance on any kind of
trick. I go out and do a live show, and
I'l run around. I get the audience
going. I'll wear a shiny suit, I'll make
jokes—you know what [ mean? Try-
ing to entertain. And you watched
Roy, and you realized the guy had so
much talent that there was really no
need for him to do anything like “en-
tertaining,” except for singing these
songs which he'd written. You know
that song. *It's Over™? When he did
that song live—unbelievable. Best per-
formance I'd ever seen.

Bonzai: You mentioned Mike Tyson.
Did you break your nose boxing?
Isaak: I used to box. and it comes
with it. 1 wish [ could have grown up
surfing, or if my parents had had
some money they could have taught
me how to golf or something, Unfor-
tunately, it comes with being white
trash in a small town. “Gee, what
sport can we do?” “Hey, let’s beat the
hell out of each other!”

Bonzai: You know, we share some-
thing in common, something very im-
portant in our upbringing. We were
both busboys.

Isaak: Yeah, I think a lot of people
were. ['ve done a lot of that kind of
work. I also did a lot of roofing.
Bonzai: What a terrible job.

Isaak: It is a terrible job, but it's one
of those jobs where you make enough
money, you have enough work and
you keep doing it. You work up there
on the roof all day, and then you start
thinking you can fly. At first you're real
careful, and then four or five hours
into it, you'll walk right up to the
edge. You start to have this attitude
like it's no big deal. Then you slip and
you go back to where you started.
Bonzai: Do you have any business
advice for musicians who are green?
Isaak: Make sure the boss is real
happy with your work. and he won't
fire you. And if you don't know who
the boss is, take 4 look out from the
stage. That's the boss. If you think
you can cut corners, you're nuts. The
boss is gonna check it out.

I do a ton of preparation so that [
can have fun onstage. 1 work hard, we
do rehearsals, and we'll do the two-
hour soundcheck even when we're
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dead tired so that it sounds good
when people get in there. You think
you can have a rock 'n’ roll lifestyle,
party all night and then skip sound-
check? That kind of attitude shows up,
and the audience catches it. Pretty
soon they fire you. Sometimes they
fire you a little at a time. You got a
thousand people coming, then you've
got 800, then 600, 400. Pretty soon
you're playing on Tuesday night.
Bonzai: One of my favorites is your
“In the Heat of the Jungle.” What is
that horrendous wild beast sound at
the beginning?

Isaak: That's me screamin’ over at
Fort Funston. It’s an old military fort
out here where [ live in the Sunset

Iwas in awe
and unable to get past
thinking, “It’s Roy Orbison.
I'm singing with
Roy Orbison.”

District, and it’s right on this big cliff
overlooking the bay where the ships
come in. Most seaport towns have
these big guns from World War 11—
great big turrets built in with under-
ground bunkers. The walls are 16-feet-
thick concrete. They were built be-
cause they thought the enemy planes
were going to come and bomb night
and day. and they wanted to have a
place where they could sit down and
have a cup of coffee, you know? With
walls that thick. when you go in there
and sing. every bit of it comes back. [
went there with my engineer, and he
sat with the recorder on one end of a
block-long hall and I stood at the
other end, and I hollered. It's dark in
there, pitch black. It's nothing but a
dark, abandoned place, and people
go in there to make out, or maybe just
to walk through. 1 told my engineer, “I
only have about two of these screams
in me, so get it.” [ screamed, and then
screamed again. Then we walked out,
and about 30 people came pouring
out in a hurry—it just freaked "em.
Bonzai: Who's your engineer?
Isaak: Mark Needham. He’s worked
on most of my records, or in other
cases, Lee Herschberg. They've done
all the engineering. Mark has gotten

to that level where he can operate
the recording machine with his feet.
I'm not kiddin’ ya. He can hit the but-
tons with his knees. A guy who’s
been in the studio ten hours a day for
15 years gets to another level. Mark
will be talking, and he can keep a
conversation going while he bumps
Rewind with his elbow and he’s
wrapping tape with his hands.

I once asked Lee Hershberg if I
had too much bottom end on one of
my records, back when we were
mixing down to LPs. He said, “Well
let me see.” Then he took a test
pressing and looked at it, put his eye
close and tilted it in the light and was
looking at the sheen. I said, “What
are you doing?” He told me he was
checking the bottom end on my
record. “It looks pretty good,” he
said. He was looking across at the
grooves. He explained, “Originally,
we'd have to mix these things and
look at the grooves and check.”

Basically, you do anything for 40,
50 years, and you learn something.
Guys like Lee...once he’s out of the
business, retires or whatever, I don’t
think there will be a generation that
comes up and learns as much. He
went through the system from the
time when they made up engineering.
Bonzai: If you ever get your romantic
life together in a totally beautiful way,
what are you gonna write about?
Isaak: I can imagine lots of good
things to write about. I like love songs.
In many of them, the basic story of the
song is simply, “I love you.” I think
that can be written again. One of the
most romantic and beautiful songs
ever, one that I've been singing this
year, is a Hawaiian song written in the
1890s. It has the most basic lyrics:
When the dew from the night is
Jalling/glistening on the flowers loved
so well/then my beart to thee is call-
ing/from our little meeting place with-
in the dell/My beart is there for you for-
ever/It thrills with love for thee alone/It’s
constancy fades never/I'll be true to
thee and thee alone.

What’s the whole point of that
song? It says, “I love you. I'll never
forget you. I think about where we
met, and I'll always be true to you, al-
ways love you.” That's somebody
who's got somebody. The guy who
wrote that song had his lover. I think
there’s plenty to be written about
being happy. n

Roving editor Mr. Bonzai's pompadour
days dre long gone.
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Call 800/992-5013 for a free copy of
The LA Story: From the Concert Stage to the Next Stage.




Welcome to LA
Linear Activation: The Next Stage In Sound Reinforcement

Linear Activation is an advanced approach to speaker design that draws on years
of experience with professional touring systems. When you're ready to stand out
from the crowd, the LA Series of Linear Activation loudspeaker systems is engineered
to take you beyond the same old noise, to something no one else has ever really
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A Work of Art can easily
be spoiled by digitizing...

-] can Music

To experience music in full

color and fine detail ask your

Prism Sound representative for

a demonstration, or call us at

When Genes.s began
re-master.ng their back- 3 the address below.
catalog they wanted the best
A/D converter money cotld
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AD-1 at London's Abbey 4 _\i,b‘ &
A Road Studios... ' o o ?
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Geoff Callingham (Engineer)

DA-1 Digital to analog converter
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by Barbara Schultz

DaveE ALVIN

MORE THAN A BLAST

FROM THE PAST

he rockabilly revival—that wonderful
offshoot of the DIY, back-to-rock 'n’
roll-basics punk era—gave us a whole
lot of fun in the '80s. It gave us,
among other great (Stray) cats, two
brothers from Downey, Calif., Phil
and Dave Alvin: The Blasters. Dave
was the composer for the band, pen-
ning songs that sound like they've
been around since the "50s. only
wiser. His lyrics, in so many words,
signified the band’s love of "American
Music”: “We got the Louisiana boogic
and the Delta Blues/We got country
swing and rockabilly, too/We got jazz,
country western and Chicago blues

It’s the greatest music that you ever
knew/It’s American music..” with Phil
Alvin's wild, edgy vocal and Dave
Alvin's raging guitar-playing at the
center of it all. What a great band.
And they still are, minus one brother.

Dave Alvin left the Blasters in the
mid-'80s. Since then, he's released
four solo albums. Romeo's Escape in-
cluded the writer's first solo versions
of the Blasters’ hit “Border Radio”
and the broken-down beauty he
wrote for X, “Fourth of July” The next
three are on Oakland, Calif.’s High-
tone Records label. Each contains el-
ements of the rockabilly, blues and
gospel influences that made him a
Blaster, though a great deal more ten-
derness and social awareness come
through in his role as a singer/song-
writer. His most recent release, King of
California, includes what he calls the
“true songwriter’s versions” of some
older songs, as well as new composi-
tions and covers, all in breathtaking
acoustic arrangements.

In the past decade, Alvin has also
produced quite a few other artists,
many for Hightone. He was co-exec-
utive producer on the much-ac-
claimed Tulare Dust, the singer
songwriter tribute to Merle Haggard,
and, more recently, produced two

other critically adored releases: Chris
Gaffney's accordion-spiked country
Loser’s Paradise and Big Sandy and
His Fly-Rite Boys' Swingin’ West,
which Alvin describes as somewhere
between country swing and hillbilly
bop. While on a break from a summer
tour. Alvin talked about his production
work, and explained some of the finer
points of American musical genres.

What were the first projects you pro-
duced?
I've always been reticent about pro-
ducing, because it’s a heavy responsi-
bility. So. for years, young bands that
didn't know any better would ask me
to produce their records, and I would
say no, because it's like taking some-
one’s life into your hands. What 1|
started doing productionwise was for
movies, because if a movie fails, it's
not going to be because of one song.
But if musicians fail, that's another
thing, especially for the young ones.
I wrote and produced the rocka-
billy songs for a John Waters movie

PRODUCER’S DESK

=z
5
3
E
&
Z
B
Q

NOVEMBER 1995, MIX 89



PRODUCER'S DESK

called Cry Baby. and I wrote and pro-
duced music for a very underground
film called Border Raclio. It was Ali-
son Anders’ first movie.

Which came first? The song “Border
Radio” or the mouvie?

The song came vears before the
movice, and the movie had nothing to
do with the song. The movie budget
was extremely low, and I did mainty
instrumental. ambient tracks. Actual-
ly, one of the ambient tracks off Bor-
der Radio got picked up and was
used in Wall Street. T got more money
for that than the entire recording bud-
get of the Border Radio movie. Work
like that got me more used to taking
control in the studio. The first thing 1
did where I was like "Hey. I want to
produce you™ was a guy named
Sonny Burgess.

So bis record with you, Tennessee
Border, was the first album you ever
produced?

Yeah. Well, with the Blasters, we kind
of gang-produced our first two al-
bums. With the first album. we kind
of got by, but the second one defi-
nitely suffered. The album suffered,
our careers suffered. everything suf-
fered. We just wouldn't listen to other
people. If vou're a genius. then
maybe that's a4 good thing. but if
you're just some schmoes from
Downey, that's not the right thing to
do. I produced Sonny because we did
a gig together and I thought, “He still
has it and I know how to do this”
How did you meet him?

A friend of mine, Jack Smith. in Rhode
Island, had one of the best rockabilly
bands around at the time, and his wife
flew me and Sonny out for his birth-
day. They had this party at a club. and
Sonny and I played together. So. |
went to Hightone, who I had just done
my first album [Bliee Boudevard) for,
and I kind of sheepishly said [in a
small voice] “You guys maybe interest-
ed in maybe a Sonny Burgess record?”
Italked them into it. and 1 enjoyed the
whole process. It was extremely low-
budget, and it was rehearsed, record-
ed and mixed in five days.

So, you recorded at Normandy Sound
in Rbhode Island because the band
was there?

Yeah. The funny thing is it was the
same studio and the same engincer,
Phil Greene, who did all the New
Kids on the Block and Marky Mark
records. He was so happy to be doing
Sonny. The whole session, he was

80 MIN, NOVEMBER 1995

going. "My God. live musicians. This
is such a trip. I haven't seen tive mu-
sicians in years”

Is that bow you like to work in gen-
eral, live in the studio?

It depends on the music. For rocka-
billy, I think live with an overdub here
and there—935 percent live—is the
best way to capture it. There's that
quasi-rockabilly that comes out of
Nashville now: some of it's real good.
but you can definitely tell they start
from the drum track up, and every-
thing’s layered and perfectly in tune,
and all the parts are worked out. But
for real Sun Records-type rockabilly,
it's got to be live, and somebody's got
to be making a mistake.

Do you involve yourself very much in
technical/equipment decisions?

I have a couple of engincers that 1
trust. Mark Linett is the one I use the
most. In regard to Big Sandy. we

Chris Gaffney

would get in discussions about mod-
ern technology vs. old technology—
heated discussions.

What was your stance?

My stance is that, well. if you listen to
Gene Vincent records that were cut in
the same room where we did Big
Sandy: that was state-of-the-art sound
for that time period. and those
records still sound incredible today.
whereas with the Sun records. you
could telt that they were recorded in
a very small room with a I- or 2-track
machine. I think it's important to get
the best mic you can, the best board
you can, the best room vou can—the
state of the art that's available.

Houwe did you get booked up with Big
Sandy?

I'd seen them around for years. They
were, at one time, more of a rocka-
billy trio, but they were great in all
their incarnations. After I'd done the
Sonny Burgess record. T'd been out
on tour with one of my own records
and ended up at some gig at the
Palamino. It was a Hank Williams
birthday gig, and everyone was doing
Hank Williams songs. and Big Sandy
did “Weary Blues From Waiting,” and
that was it. It was like "I reaily would
like to have a record of that” And at
that time, they were sort of progress-
ing away from rockabilly into hitlbilly
bop. which is kind of this proto rock-
abilly sound. and not many people
understand that sound. Not that I do,
necessarily, but maybe I do more than
YOUr average person,
What is the difference between rock-
abilly and billbilly bop?
Rockabilly is more aggressive and
doesn’t swing. It's more white R&B of
1954. Hillbilly bop has elements of
that; it can be aggressive, yet it
swings. The first album I did with Big
Sandy [fimpin” From 6 to 6] was pret-
ty much a hillbilly bop record, but |
think the new one is country swing.
A good example of hillbilly bop
would be Bill Haley when he had a
band called The Saddlemen, before
The Comets. It was basically the same
band, except that for The Comets,
they fired the steel player and added
a saxophone. and they turned the
drums up. The beats involved in hill-
hilly bop are more western swing and
pure swing beats; the boogie feel
swings a little bit more. It was more
of a late "40s, early 'S0s sound.
Swinging is something that has not
happened in rock 'n’ roll in a long,
long time. That a band would special-
ize in it is, to me, one of the things
that makes Big Sandy unique in the
field. When I play rockabilly, my phys-
ical inclination is to thrash it. I'm more
of a Sun-influenced player. Big Sandy
and His Fly-Rite Boys know all those
records, and they've been through
that. and they've found their own
sound. Most rockabilly groups don't
swing, and these guys really swing. 1
guess that's the word for today.
What's the process yout use in the stu-
dio with Big Sandy?
[ don’t have to do a lot. I've pro-
duced four records this year, count-
ing their new one. With the others,
like with Chris Gaffney and Tom Rus-
sell. we would start with acoustic gui-
tar and build from there. But with Big
—CONTINUED ON PAGI 209
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Multi-Effects

What does multi-effects mean to you? Plugging in multiple signal processors
to achieve the perfect blend of effecis? That isnt DigiTech's idea of mult-
effects and it shouldn't be yours.. How many times have you only imagined the
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Quad. With its ingenious user interface, large custom display, and potent
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ing, but thoroughly eliminating the need for multiple, expensive, single-pur-
pose processing units,
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gives you the power of two true stereo processors or 4 independent mono
processors. But true stereo is only the beginning. Imagine a quad drum gate
where each signal path is optimized specifically to achieve the best audio per-
formance from each drum. Imagine the power to. process two true stereo
sources simultaneously without sacrificing control. Imagine a processor that
gives you the power to create an endiess combination of effects. And then
multiply by four.

Is the Studio Quad complex to operate? Not at all! The front panel cf the
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INTERNATIONAL UPDATE

by Mel Lambert

BB

TELEVISION

CENTRE STUDIOS

COMMERCIALIZATION
IS NOT A DIRTY WORD

he British have an odd habit of doing
things their own way. Maybe it's
down to the fact that, like the Japan-
ese, the English—and their Celtic
cousins in Scotland and Wales—are
an island race: centuries of isolation
may account for their cultural insular-
ity. But that “go-it-alone” spirit was at
the core of the British Broadcasting
Corporation’s fundamental charter.
Back in the '20s, Lord Reith, the
Beeb’s benevolent father figure and
first Director General, saw the airways
as hallowed territory. It was the BBC's
role, he claimed, 1o fill the ether with
wholesome and informative enter-
tainment. Here in America (without
dismissing RCA’s noble attempts with
its fledgling National Broadcasting
Company), the driving force was
more commercial in nature,

“Broadcasting in Britain,” wrote

Francis Williams, adviser on public

relations to the British Prime Minis-
ters in the mid-'40s, “is...conducted
as a public service. By this we mean
that it is not governed by the making
of private profit or run in the inter-
ests of advertisers, but solely in the
public interest and without having to
pay regard to purely commercial
standards”

That was then: this is now. With
the political compass pointing firmly
to the right, the 70-year-old Corpora-
tion’s raison d'étre has been brought
more into line with current commer-
cial practices. In particular, a new set
of directives, “Producer Choice;
meant that individuals wanting to
produce programming for the BBC
would have to be aware of the costs
involved. In other words, although
the BBC would continue to under-
write the expense of preparing the

—CONTINUED ON PAGE 95

Sound supervisor Tony Philpott at the AMS Neve Capricorn digital console in the Music

Studio at BBC Television Centre.
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'FACILITY SPOTLIGHT.

Hopscotch Recording Studios

Cayman Islands

by Barbara Schultz

A one-hour flight from Miami is all
it takes to get to Hopscotch Re-
cording Studios in George Town,
Grand Cayman (the Cayman Is-
lands). This facility has been oper-
ating since September of 1993. The
owners are partners Charles “Greg-
gie” Gregory and Charles "Lammic”
Seymour, who are also members of
the band Memory of Justice. They
are proud to run the only profes-
sional recording facility in the Cay-

mans. which may
sound like a small
claim to fame. but
running a pro facilt
tv in such a breath-
taking location is
certainly something
to be envied.
Hopscotch com-
prises a4 24x20-foot
studio, an 8x12-foot
MIDI room and a

19x17-foot control
room featuring an
automated  Sony

MCI JH-000 36x2+4
console. The facili-
ty is also equipped
with Sony/MCI
JH-24 and JH-110
recorders; a Pana-

sonic SV-3700 DAT machine; Tan-
noy Svstem 215 DMT, UREI 811,

JBL 4311, Yamaha NS-10M and Au-

ratone VS monitors; Hafler and
Crown amps: mics from Neumann,
AKG. Sennheiser and Shure: and a
wide array of outhoard gear, effects
and electronic musical instruments.

—CONTINUED ON PAGE 95

Addaudio

Post-Productions
Kuala Lumpur, Malaysia

Malaysia's Addaudio Post-Produc-
tions recently expanded, opening its
Studlio 3. the first studio in Asia 10 be
fitted with a Digital Audio Research
Soundstation Gold. The new work-
station is equipped with automated
mix control, a dedicated touch
screen control console, 16 channels
of hard disk recording. cditing and
playback, and 16-channel segment-
based equalization. Three of the

other rooms at
Addaudio are also
DAR Soundstation
post-production
suites: there is also
one MIDI suite
that features a Tas-
cam DA-88 and E-mu Emulator for
music-scoring to picture, and one
transfer/editing suite. APP’s clients
include advertising agencies Dentsu,

Young & Rubicam, Saatchi & Saatchi
and Leo Burnett. as well as the
Malaysian government.

—Barbara Schultz
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Most amplifiers use an
inefficient single high voltage
supply which is only fully utilized
during peak output power. During
most of the duty cycle, the extra
supply voltage dropped across the ~*
output transistors is wasted as excess

heat. This reduces the amplifier's ability

to perform in extreme conditions, as well
as making you pay for (and carry) oversized
heatsinks.

The MTA1200's Class H amplifier design
enables maximum thermal efficiency by-utilizing
our Gool Rail™ dual voltage supply technology.
Cool Rail™ allows the MTA1200 to run on =40VDEC
supply rails for most of the duty cycle, dynamically
switching to a high current +80VDC rail during peak
output. Cool Rail's™ benefits to you are lower heat
dissipation, compact design, and lower cost.

Our factory computer tests each FR4 fiberglass PCB
subassembly. After the top goes on, each MTA1200 is
subjected to QC function tests, vibration hardening, burn in, and
a critical audio check before shipment. Our final step is an Audio
Precision® pedigree, verifying frequency response , THD + N, and
power output of each hand crafted amplifier.

Pick ONE Up ATNA ROSS SYSTEMS DEALER

'40hmBridged' 8 Ohm Bridged** » 2 Ohm* 4 0hm** | 8 Ohm**

1200 Watts | 800 Watts 600 Watts | 400 Watts | 275 Watts

_ ' -

P.0. BOX 2344  FT. WORTH, TX 76113 « 817-336-5114
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—FROM PAGE 93. HOPSCOTCH STUDIOS
Hopscotch caters mainly to local
groups like Tabia, Hi-Tide and ca-
lypso band The Tradewinds, whose
greatest hits compilation was recent-
ly completed there. The studio has
also done work for the Cayman Is-
lands National Museum and the Cay-
man National Cultural Foundation, as
well as volunteer work in local
schools and churches. "Last year, 1
did some work with high school
kids,” says Gregory. "They were fas-
cinated by the technology and. of
course, nobody had to ask them a
second time to step up to the mic!”
Despite the owners' pride of
place—or maybe because of it—they
have begun looking outside the local
market, to the southern U.S. and Ja-
maica, to expand their business.
“Reggae music has become so big in
the industry,” says Gregory, “that, at
times, even though Jamaica has 120
recording studios, it's impossible to
find one available to rent. We feel
that might be a plus for us here., lo-
cated so close to Jamaica. We're
looking to put Hopscotch on the in-
ternational map in 19957 a

—FROM PAGE 92. BBC TELEVISION

same materials for which it enjoyed
an enviable reputation, program
makers would now be given a bud-
get from which would be re-charged
a competitive rate for hiring the
stages, studios, editing rooms and
sound post-production facilities that
the Corporation owned and operat-
ed. (And remember that all of the
BBC's activities are funded from
license fees; no advertising is
allowed.)

But producers and directors
would not be forced to use the Cor-
poration’s extensive technical facili-
ties; instead, they are free to shop
around for the best rate available. To
put the whole procedure onto a
more commercial footing, a new or-
ganization was established to run the
Corporation’s facilities, services and
enginecring operations as a stand-
alone trading entity within the BBC.
Known as BBC Resources, the new
organization has invested heavily in
promoting and marketing its in-
house services to TV and video pro-
ducer/directors around the world.

BBC Resources' largest and best-

equipped production complex is
Television Centre (TVC), located to
the west of London in White City, ap-
proximately eight miles from the city
center. Here. as 1 discovered during
a recent visit to TVC, the Corporation
operates a number of production
stages. as well as a dedicated music-
recording studio and several all-dig-
ital post-production rooms. “We are
unique in the broadcasting industry!”
offers Rob James, manager of BBC
Television's Post Production Sound.
“thanks not only to our award-win-
ning staff but also our history, our
range of facilities, and the size and
breadth of our operation—including
serial digital component studios, dig-
jtal VT edit suites, over 30 nonlincar
offline edit rooms and several com-
puter graphics arcas.” TVC also sup-
ports transmission of BBC-1, BBC-2
and World Service Television.

TVC offers eight tully equipped
TV production studios, varying in
size from 3.500 to 10,250 square feet:
audience shows, live transmission
and recorded productions can be
made from any studio. In addition,
the BBC's Services Division provides
a full range of planning. project man-
agement and technical support serv-
ices to radio and TV producers.

ALL-DIGITAL MUSIC
PRODUCTION STUDIO
Pride of place in the TVC's Music Pro-
duction Studio is a 64-input/72-fader
AMS-Neve Capricorn console, linked
to a Sony PCM-3348 DASH-format 48-
track and a Studer A800 Mkl analog
24-track with Dolby A/SR noisce re-
duction. The control room measures
a comfortable 25x21 feet, and the stu-
dio comprises a main 35x27-foot per-
formance arca and companion 21x16-
foot isolation,/ voice-over booth.

“With adjustable studio acoustics.
an acoustically trapped “dead’” area
and a large iso room,” says sound su-
pervisor Tony Philpott, “the Music
studio offers optimum conditions for
all styles of musical ensemble, up to
a 40-picce orchestra. The controlled
Jiveness' of this area, combined with
variable lighting levels and cfficient
air conditioning, makes the room
very pleasant to work in. One end
has been designed to provide a large
drum/rhythm area with a deader
acoustic, but still offering good views
into the main room?”

The large control room also in-
cludes a permanent facility for key-
boards. samplers and synthesizer

players that might be working in the
same monitoring field as the record-
ing engineer. Control-room monitors
are ATC units.

“Our primary clients” Philpott
continues, “are internal BBC produc-
ers, UK-based commercial broad-
casters and ad agencies that want to
record jingles here—mainly TV-retat-
ed sessions, but some for radio.
While 85 percent of our sessions are
currently for BBC-originated projects,
the proportion of outside work is in-
creasing each year. Because produc-
ers now have a choice of working
here at TC [Television Centrel], or at
an outside music studio, we need to
be more aware of current production
techniques and not adopt an ‘isola-
tionist” attitude, which was more the
case a few years ago. I like to think
that a combination of good equip-
ment, good staff—and the BBC cer-
tainly has access to some very tal-
ented individuals—and good prod-
uct. stand us in good stead”

The BBC's operations staft mem-
bers are full of praise for the all-dig-
ital Capricorn console, which re-
placed a vintage 48-channel Neve 50
Series analog board. *1 wouldn’t be
without it;” Philpott says. “lt provides
great sound quality—transparent and
open. And, being totally assignable.
1 can remap the [Capricorn’s] control
surface to move sources onto any
fader on the mixer, and then store
those settings for later recall. 1t's a
great piece of technology. and one
that has dramatically improved the
quality of the music-recording proj-
ects that pass through this studio”

In terms of purchasing the “latest
and greatest” audio recording and
production technology, the BBC ob-
viously needs to keep a careful eye
on cost-effectiveness. “We need to
establish two main criteria,” Philpott
says. "One: Do we have a need for
the system in terms of offering a dis-
tinct advantage over the way we
now work, ecither for creative or
technical reasons: and second: does
it fulfill our requirements in terms of
being acceptable to the BBC's tech-
nical standards.”

With separate cost centers estab-
lished within Television Centre, each
department has an allocated operat-
ing budget and must remain cost-
competitive. Self-managed teams of
engineering staff and supervisors
within each department define their
specific technical needs. “Obviously,
we need to remain fully up-to-date
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with new types of production sys-
tems,” Philpott stresses. “Lets take
the selection of new monitor loud-
speakers, for example. We will pro-
duce a short list of what we think is
appropriate for the studios in ques-
tion, and then have those evaluated
in situ. We will also discuss our
choices and final selection with man-
agers in other departments, and also
compare it with the types of prod-
ucts being used by outside facilities.

“We also try to diversify our sources
of equipment. That way, we don’t all
end up with the same brand of hard-
ware in each location; what would
happen if the manufacturer went out
of business? Also, a range of suppliers
will be more responsive to our vari-
ous requirements.”

ALL-DIGITAL

POST-PRODUCTION SUITES

Several years ago, the BBC devel-
oped a standard technique for remix-
ing TV soundtracks. Elements would
be edited on tape or mag and then
prelayed to 1-inch analog 8-track tape
locked to a %-inch U-Matic video
work reel. As the change was made
from analog to digital production, this
technique was re-thought and up-
graded. The result is the “Sypher
Concept,” which involves the use of
an AMS Neve AudioFile Spectra hard-
disk recorder/editor locked to a D-3
digital VTR; the Corporation operates
a variety of edit, prelay and mix-to-
picture dubbing suites at Television
Centre based on just such a configu-
ration. Picture editing is handled on
a variety of tape-based and nonlinear,
disk-based systems.

The BBC also operated five 16mm
film-based dubbing theaters that
dated from the early days of televi-
sion broadcasting. During the late
'80s, these theaters were subject to a
complete re-evaluation; the process
of “post offline dubbing” using Audio-
File workstations and Logic Series
digital consoles was developed as a
replacement.

At the heart of the process is en-
hanced speed using a hard disk sys-
tem and, whenever possible, as post-
production sound manager Rob
James explains, the elimination of ad-
ditional transfer stages. “The process
relies on building up a complex
soundtrack in automation data rather
than re-recording audio. The D-3
digital VTR [forms] the heart of our
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integrated system
that includes Au-
dioFile Spectra and
R-DAT. This con-
figuration provides
a highly flexible
and fast dubbing
system and takes
less time than con-
ventional film dub-
bing, ensuring a
highly cost-effec-
tive dub. Working
directly on the
transmission tape
[the ‘Air Master’]

removes the need consoles with 24-output AudioFiles, plus r

Dubbing theaters R and V feature AMS-Neve Logic 2 automated

hio Winchoot,

drives

for an extra £Eener- and Exabyte backup. Both theaters can handle Dolby Susround mixing.

ation or a lay-back
session, although a safety clone is
made at a later date”

A total of three Sypher post-pro-
duction/remix rooms and six dubbing
theaters are available for clients, seven
equipped with AudioFile editor/
recorders and two with Avid Audio-
Vision hard-disk editors. In addition,
seven AudioFile-equipped rooms
handle prelay of dialog. music and ef-
fects elements prior to dubbing, while
two more handle effects and music
editing and prelay of the Sypher
suites. Of the seven track-laying
rooms, two are described informally
as “High-Spec” and ofter a Logic 3 all-
digital mixer with integral 24-output
AudioFile Spectra editor/recorder; the
remaining five cost-effective suites are
basically used as replacement for tra-
ditional film-style track-laying, with a
16-in/8-out Soundcraft analog board
for monitoring only, linked to a 16-
track AudioFile Spectra. Music ele-
ments are available from scored
sources and music libraries: sound ef-
fects are provided from PC-controlled
CD jukeboxes that enable cuts to be
auditioned and then prelayed to Au-
dioFile hard drive. Effects and other
materials are also available from CD
sources.

A new room, TCV in Stage 5, fea-
tures an AMS Neve Logic 2 digital
console and 24-output AudioFile sys-
tem. The companion track-laying
rooms feature 16- or 24-track Au-
dioFile Spectras that are used to pre-
pare materials for the dubbing suite:
removable hard drives and MOs can
function as “digital dubbers” for trans-
fer of materials from one area to the
another, or to receive premixes, and
of the final stereo soundtrack mix.

“We also make extensive use
of [Sony PCM-7030] timecode DAT

machines,” Janies continues. “DAT
has largely replaced %-inch as the lo-
cation recording machine. Dialog, ef-
fects and musie elements might arrive
on that format—and can be slipped
to picture or conformed to an EDL—
as well as [Tascam] DA-83 [digital
multitracksl.” As 1 discovered, DA-88s
are used extensively during produc-
tion of the popular "Grange Hill” TV
series, which centers around day-to-
day life at an English high school.
Crowd and class backgrounds are
predubbed to DA-88 8-track prior to
the dubbing session: sound effects
would be replayed from the Au-
dioFile dnives.

Fach dubbing theater and Sypher
suite features a companion voice-
over booth that also doubles as a
Foley area, with gravel tray, hard
tloor and other surfaces. Of the pri-
mary suites, Sypher 1 features a 40-
channel Neve 66 analog console with
NECAM 96 Moving Fader automation;
an Akai S1000 sampler with extended
memory and hard-disk storage is also
provided. Sypher 3 and 4 feature
identical 42-channel/32-bus Solid
State Logic SL-5000 analog consoles
with Ultimation servo-fader automa-
tion. A Studer A820 24-track and
A812 2-tracks with center-irack time-
code are also available in all rooms.
Monitoring is BBC/Rogers LS/8
speaker systems.

Dubbing Theaters R and V feature
AMS-Neve Logic 2 fully automated
consoles with 24-output AudioFiles,
plus removable Winchester drives and
Exabyte backup, Tascam DA-88 digit-
al multitracks and Sony PCM-7030
timecode DAT machines. Nagra T-
Audio %-inch, center-track rimecode
machines are available to cope with
analog interchange requirements.

PHOTO: MEL LAMBERT
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It's s0 easy to lake a
digital multitrack recorder
out on the road. But
teaming it up with a
compact, affordable mixer
that’s up to the job of
making studio quality
live digital recordings
direct o tape is not so
easy.

Sa Spirit bave created
ProTracker.

We've packed a high
guality 8 channel in-line
mixer into a 3U case.
ProTracker has an ultra
clean signa’ path, and
everything you need to
make protessional
digital quality
recordings — yet ProTracker
aill aiso excel when vou want to
overdub; it'll even mix, your
sront-of-house sound while
vou're recording. ProTracker's
key 1o digital quality recording
lies in ‘is unique irtegration of
supenor compongnts into the
straightes: possitue signal path
between its input wnd its
halanced tape output, eftectively
Zving vou a pure direct-to-tape
mix. To keep a nght rein on
levels poing to tape — and to
prevent accidental digital
pverlyad distorticn wher: a
band member decides to crank
up the volume - there’s a fast
limiter with switchable threshold:
you jast set and forget it. Take a
good look at the impressive
feature list.
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MAIN FEATURES

* In-line monitoring signal format
2 discrete inputs per chanrel

* 8 channels with 60mm linear
faders (>90dB cut off)

« Expansion sockets for daisy-chaining
ProTrackers

* New high quality, high gain mic pre
amp (-129dBu EIN) with switchable
48V phantom poser on every input

* Baanced Line inputs with built-in DI
capability for instruments

o Switchable High Pass Filter on
every channel

« Built-in Limiter {300pSec =ttack time
3 sec release), selectable on every
channel

* Insert and Aux switchable between
channel and monitor paths

» Aux globally switchable pre post fader

» PI'L on each channel

* Overload and Limiter indicators on
each channel

* Monitor fader and Pan centrol

* Balanced Tape Send/Return, switchable
between +4dBu and -10¢BY

e Separate pre-fade Insert ind Return
sockets, eliminating Y-cables

« Seereo Effects Return with fader
and PFl.

« Inputs switchable 10 Mix to allow
simultaneous front-of-house mixing
and recording

* Mix routable to Tape Seuds ™ 8 for
<imultancous 2-track recording. without
#fecting multitrack teeds from channels
06

* Headphone monitoring of 2-track
return, Aux. 7 8 or Mix

¢ Solo indicator

* Monitor Outputs follow headphone
output

* \Mix Output and 2-Track Return accept
+4dBu XLRs or -10dBY RCA phonos

* 100 - 240 VAC operation with internal
universal switching power supply

* koad quality construction

USE READER NERVICE CARD FOR MORE INFO
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Superb Live Recordings

ProTeacker is the perfect live recording
pacne: for affordable digital multitracks
such 2. ADAT* and DA-88* and. like
digitul multitracks. vou can link several
ProTrackers togetker for
additional tracks. Each
charmel is equipped with our
hest-ever mic preamp and 1
haianced line input with
dieect instrument capability

50 you don't have to use ary
ncisy DI boxes. A High Pass
Filter on each input cuts mi
popping and stage rumble
With ®roTracker. you can 10t
only record to multitrack hut
you an also make and
morior a 2-track DAT master
at the same time

Overdub or Record
Anytime, Anywhere

PraTracker is designed for the road
That's why we have incorporated
power supply that works all around
the world. so you can make the hest
location recordings whercver you go.
And with its compact rack design
ProTracker will fit into any outside
brozdcast or location recording system

8760 South Sandy Parkway,
Sandy. Utah 84070,

Tel: 801-566 9135

Fax: BO1-566 2086
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Both theaters are equipped with
Dolby Surround capabilities. Monitor-
ing is via BBC-designed Rogers LS3/8s
with |BL controls for surrounds.

Dubbing Theater W features a 48-
channel Neve 51 console with NECAM
96 fader automation and 2+4-output
AudioFile plus an Otari MTR-90 ana-
log 24-track. Theater Y is similarly
equipped, aside from an SSL SL-6000
console. The other two dubbing the-
aters, designated Q and White City. are
identically equipped with Yamaha
DMC-1000 digital consoles and Avid
AudioVision editors. Monitoring is
again BBC/Rogers LS 5/8 cabinets.

Additional equipment available on
an as-needed basis includes DAT
recorders with and without time-
code. plus various reverb and effects
systems.

LARGER PRODUCTION STUDIOS:
STEREO TECHNIQUES

For drama, live-entertainment. sports
and game show-style productions.
TVC offers a number of large-format,
self-contained  studios.
which are capable of accommodating

several of

widescreen productions (16x9 High-
Definition aspect ratios). Each studio
features a companion video control
area and sound mixing booth, “We
believe that Television Centre [offers]
the most comprehensive talent base of
craft staff available anywhere in the
country,” James states. “These include
lighting directors, vision mixers, edi-
tors, graphic designers. camera and
sound staff—several of whom have
won prestigious awards, including
BAITA. BDA and RTS—floor manage-
ment staft, electricians and designers”

The largest stage. Studio One or
“TCL has a floor area that measures
108x95 feet. with a lighting grid height
of 45 feet. The sound control room
features a 96-input AMS-Calrec As-
signable Console with 24-track inter-
face: similar mixers are featured in
Studios Three and Four. Monitoring,
as in the case in the majority of BBC
Television's sound control rooms, is
handled by BBC/Rogers LS5/8 units.

Studio Six features an AMS-Calrec
Q-Series console equipped with 60
sterco channels. routing to eight
sterco groups; Studio Seven boasts a
Q-Series board with 24 mono plus 12
sterco channels plus eight sterco

groups. Finally. Studio Eight boasts an
AMS Neve console equipped with 60
stereo channels routing to eight
groups: an outboard AMS Neve “mini-
mixer” equipped with cight stereo
channels handles additional tape, CD
and vinyl playback sources.

Since the late '80s, all of BBC Tele-
vision's broadcasts have been accom-
panicd by  NICAM-format  stereo
audio. According to TV Sound Super-
visor Barry Bonner, even sports re-
motes are miked in stereo. “We usual-
ly shoot from one side—or either end
of the ground—so that we can estab-
lish a sterco sound perspective with-
out changing POVs confusing the au-
dience. We aim to produce a wide
stereo perspective that can serve as a
background for commentary and spot
effects. We use radio shotgun mics,
which are easier to rig and relocate
around the grounds, along with
specifically fixed, cabled mics!”

Bonner contides that sports pro-
ductions. which figure prominently
in BBC TV's programming schedule,
have become increasingly complex
during recent vears. “We now use
satellite links during live coverage,
in addition to digital T1 and ISDN

money back guarantee.

the choice of RCA TVDirect,
LucasFilm, top recording studios and

more than 10,000 codec users worldwide. We
guarantee compatibility. Prima will even make
your other brand decoder sound great!

The BEST Digital Audio Over ISDN

cpQPrima™ with CCS MUSICAM® makes your ISDN
audio sound the best—money back guaranteed!

MUSICAM? is today ’s digital audio standard. Only CCS MUSICAM®
has enhancements designed to sound best over ISDN
phone lines. Only CCS gives you a 30-day

MUSICAM® is

670 N. Beers St Bidg. 4, Holmdel, NJ 07733 USA
Tel: (908)739-5600 Fax: (908)739-1818

Don’t rely on five year old
Layer 111 or Layer I1
technology for the
audio you send.

Call CCS for the facts.
(2 Qucl Products
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MUSICAM

vystal Clear Digtal Audlio
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Introducing the AKG Vintage TL. Not since the 1950's has a microphone so faithfully captured the
warmth and character of the original AKG C12 mic. Now the legendary presence and openness are back,

thanks to an acoustically perfect re-creation of the original €12 capsule. What's more, transformerless

C414 circuitry allows the Vintage TL to exceed all of today’s digital requirements. So you get the (f

best of two legendary sounds, in one affordable mic. AKG. It all comes back to the sound.

AKG Acoustics. 8500 Balboa Blvd., Northridge, CA 91329 USA .
Phone 1.818.830.8278 Fax 1.818.830.7825 H A Harman international Company



PROJECT VIEW

by Dan Daley

CHICAGO
PROJECTS

A PARADIGM FOR COEXISTENCE

hen it comes to regional responses on
the project studio phenomenon, it’s
ironic that L.A. declared them "The
Untouchables!” In the city where Elliot
Ness and his crew of Feds were
based. the experience has been char-
acterized more by Danwvinian adapta-
tion and an alntost Aquarian harmony.

“As the project studio progressed
in Chicago, the traditional studios re-
sponded in one of three ways: They
either closed, like Universal did a few
years ago; they shrank; or they adapt-

more expensive equipment than the
project studios could” There may be
no ¢nd to the evolutionary aspect of
this trend. Gand adds, noting that
local project studios are now order-
ing ever-larger consoles.

COMMERCIAL AUDIO

“There are two clear permutations of
coexistence in Chicago,” observes
Cliff Colnot, a commercial music
composer with his own sequencer-
based project studio. (He also holds

ed and expanded.” says Hank Neu-
berger, operations manager of Chica-
go Recording Company (CRC), the
largest of the city's commercial stu-
dios. The adaptation came mainly in
the form of adding the formats most
used by project stuclios. including Ale-
sis and Tascam modular digital multi-
tracks and various software platforms.
The expansion was prompted by tra-
ditional studios sensing that their fu-
ture lay in providing service, expertise
and technology that project studios
could not—large rooms and expen-
sive workstation systems. In doing so.
says Neuberger, the community
avoided much of the strife that oc-
curred in Los Angeles and, to a lesser
degree, in New York.

This assessment is butressed by
Gary Gand, owner of Gand Music,
which, like many musical instrument
dealers in other major markets,
moved into pro audio to support the
project phenomenon and take up the
stack left by pro audio dealers who
were disappearing for the same rea-
sons some studios were. “The main
studios were forced to move away
from music and more toward adver-
tising because the music work was
shifting toward the project studios,”
Gand says. “They had to change
their technology strategics by buying

s the project studio
progressed in Chicago,
the traditional studios

responded in one of three

ways: They either
closed, they shrank,
or they adapted
and expanded.

—Hank Neuberger

teaching positions at the University of
Chicago and De Paul University, as
well as conducts new music perfor-
mances with the Chicago Symphony
Orchestra.) “There are commercial
music houses that have various levels
of project studios within them. and
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How to Succeed with a Sonic

Grammy winner

Our precision editing, high-resolution recording (all Sonic
systems support 24-bit data), and superb sound quality
yield stunning results and kudos all around.

Edit and mix a @

Analog or digital in—Grammy out! It's no coincidence
that the majority of the 300 plus recordings nominated
, for 1995 Grammys were edited on Sonic systems.

Create big sound for the big screen

Bullets Over Broadway, Hoop Dreams, Just Cause, Pret-a-Porter, The Jungle Book, Apollo 13—what do they have in common? The
Sonic System—of course! —because it delivers power and speed for dialog, music, and effects editing for film and video. Our new
UltraSonic Processor provides up to 16 channels with full DSP on a single board making multitrack work streamlined and affordable.

Restore priceless recordings for a release

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.

Cut radio programs
without a reel to reel

“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 s fast, easy, and affordable.
Stay tuned around the globe for promos and features prepared on the Sonic.

Blast out music and |B

The biggest explosions, the clearest narration, the richest music—

the Sonic brings life to audio for CD-ROMs. For muftimedia pioneers,
handling hundreds of soundfiles is all in a day’s work for the Sonic. And
with a native AIFF file format and OMFI compatibility, the Sonic is the
CD-ROM producer’s choice.

B effects for multimedia

The e Yok \ Voras Suninetor

MEN ARE
FROM MARS

Put the next best-seller on tape ot}
t m’.‘;;.;a}mjy. o \/ f

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

The Ultimate in Power: USP offers 2-4 channels of 1/0, 8-12 channels of playback,
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The USP (UltraSonic Processor) delivers more digital
signal processing power than any other workstation —
a single USP card includes up to 16 channels of digital
1/0, 32 channels of playback, 32 EQ sections. No kludgy
expansion chassis or multi-board cabling required.
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that go to the larger studios when
they need a large room or an assort-
ment of technology they don't have,
which is the prevalent paradigm
in this town. Or the reverse of that,
like me, who do pre-production and
some overdubbing in their own facil-
ities and do the bulk of their sessions
at larger studios like CRC and Streeter-
ville. I think it’s usually based on what
you grew up with. I grew up with
jazz and live rooms; others grew up
with sequencing to get basic tracks.
It's not a judgment; it’s simply a mat-
ter of taste”

Colnot, who added a studio to his
commercial music business in the late
1980s and has written and produced
spots for United Airlines, Diet Dr.
Pepper and the 1llinois State Lottery,
says the impact of project studios on
commercial facilities in Chicago was
both “irrefutable and undeniable.
From an economic point of view, the
major rooms took a hit when the
agencies started using the project stu-
dios. But what didn’t happen was
any overt hostility. It happened here
very different from how it happened
in LA~

Part of that is attributable, Colnot
believes, to the fact that there had
been some form of a project ap-
proach in Chicago's advertising in-
dustry before the modern project stu-
dio appeared. “Guys like Dick Marx
and Bill Young, who were sort of
mentors to the project studio, were
doing their demos for agencies on pi-
anos and into cassette players in
the early 1970s,” Colnot says. “That
evolved into 4- and 8-track rooms at
music houses that eventually led to
the kinds of project studios we have
now.” However, he adds. this slow
evolution away from using only com-
mercial facilities was relatively opaque
to the agencies and didn't directly af-
tfect the decline in commercial bud-
gets in the 1980s. “That was driven by
the agencies’ clients,” he states. “The
clients started saying, in effect, ‘The
party’s over.” It just happened to
coincide with the rise of the modern
project studio. It was a case of seren-
dipity, not causality.”

The accommodating attitude of
Chicago's larger facilities has engen-
dered a more ready willingness by
project owners to interact. It also has
given them a break on technology
investments. Gary Fry. a commercial
composer whose Reference Standard



Recording Studio serves his Com

Track music house for commercials,
film scores and music recording, says
he didn't have to make certain types
of equipment investments because
he knew those needs would be ad-
dressed at the larger studios. "I use
larger studios for [commercial] finals
90 percent of the time. They have
the outboard and the microphones,
and 1 don't need to buy those,” says
Fry, who works off an 8-track Syn-
clavier through a DDA AMR 24 con-
sole. He says he feels more comfort-
able working without having to con-

stantly stay on the cutting edge of

technology.

MUSIC

Chicago's music scene is beginning to
heat up again. Neuberger assessed it
as being like “Scattle two years ago.
with acts like Smashing Pumpkins, R.

Kelly and Pearl Jam doing portions of

their records in Chicago. as well as
established acts like the Smithereens
and Poi Dog Pondering making the
city a base of operations at least part
of the time. “The same thing that
happened in advertising is now hap-
pening in music” observes Tim Pow-

ell, owner of Metro Mobile Recording
in Chicago and a founder of alterna-
tive pro audio association EARS.
“What's happening is that the music
studios are also stratifying into upper

I he classic music

project studio still thrives
in Chicago, particularly
among the house
producers that kicked off
the genre eight
Or nine years ago.

and lower levels, The studios in the
middle are getting squeezed. They
can’'t participate in the advertising
work, and the music is increasingly
following the project stuctios because
that's where the artists are!”

lHowever, the middle class may be
renewed as some project studios go
commercial, at least part of the time,
Die Warzau, then on Atlantic Records,
opened WarZone in 1993 as a base to
make their records and the in-house
productions of its members. Designed
by Fletcher of Mercenary Audio and
outfitted with a pair of API consoles
and Otari and MCl 24-track ma-
chines, the studio’s overhead and the
attraction of its large recording room
led the band to make it available
on a for-hire basis, They booked
clients around their own work and,
after switching to a smaller indepen-
dent label, booked themselves into
the studio on the same basis as
clients. It wasn't a painful decision,’
says Van Christie, the band’s pro-
grammer and guitarist. “1 found 1
liked owning a recording studio
more than 1 thought T would. 1
wound up working as an engineer
on outside sessions and found that
that helped expand my and the
band’s horizons.”

But the classic music project stu-
dio still thrives in Chicago, particular-
ly among the house producers that
kicked off the genre eight or nine
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years ago. Vince Lawrence got Bang
Productions off to a start in 1986 after
years of working in commercial stu-
dios like Chicago Trax doing house
and dance records. “We'd cut on
Monday, mix it that night, sell it to a
dance label on Tuesday and pay the
studio on Thursday,” he recalls. And in
remembering the kind of epiphany
that’s happened to others thousands
of times since, adds, “One day 1 woke
up with a pile of money and realized
1 could keep paying for studio time or
put a down payment on some gear of
my own." Lawrence showed local
dealer Pyramid Audio $70,000 worth
of studio receipts from the previous
year and used them as a basis for a
loan to outfit the studio with a Sound-
craft TS-12 console, an Otari 24-track
deck and outboard gear. Throughout
the building process, Lawrence con-
tinued to use the city’s larger facilities
for mixing, continuing relationships
that began a decade earlier.

He’s building a new four-room
Amek/RADAR facility in a former
soap factory (tatk about liking indus-
trial space: his current studio is in the
basement of a Payless shoe store)
slightly closer to downtown to ac-
commodate the commercial music
clients that are becoming a larger part
of his client base, augmenting his
work with artists like Erasure, Taffy,
CCP and Destry. The new facility will
have to rent itself out eventually,
Lawrence acknowledges. However,
that won't necessarily make him a
traditional facility. “We'll deal with it
as a project-based facility,” he says.
"1 don't want to deal with hourly
rentals. Dance music tends to be more
one-off oriented than rock records.
You do a single at a time. So we can
keep it project-oriented but still be
for-hire”

Chicago, like Nashville and Atlanta
and other markets behind the point
cities of L.A. and New York, had the
benefit of watching the more ditficult
transitions those two cities went
through as project studios grew. But
Chicago, abetted by its traditional ad-
vertising audio client base and an in-
cipient music boom, has been a work-
ing model of what happens when
both sides of the market realize they
have more to gain than to lose. ]

Dan Dalev is Mix s East Coast editor.
e visits Chicdgo to pick up frequent-
Slyer Miracle Miles.
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(TRRRIE of the [lindy it

by Barbara Schultz

Clockwise from top left: Otis Rush at Buddy Guy’s Legends, Karen Carol cutting her live
album at Blue Chicago, Junior Wells at a Sunnyland Slim memorial show at Blues Etc., and
Koko Taylor rocking her own house, Koko Taylor’s Chicago Blues.
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n the deep heart’s core of

rock 'n’ roll is the blues.

The screaming and crying

of a heart broken too many

times. The joyful shout of

love. The wild howl of de-
sire. You can hear it rumbling
underneath the surface of every
rock 'n’ roll song ever played,
from Chuck Berry to Sponge.
And the music’s path from
there to here, from Robert
Johnson or the first Sonny Boy
Williamson to Bo Diddley to
Green Day, with a million steps
in between, was a well-docu-
mented geographical journey as
well as an artistic one. The
blues made its way from the
Mississippi Delta to southern
cities like Memphis and New
Orleans, where records were
being made. It traveled north to
more money, more venues and
bigger record companies, to
cities like Chicago, where it set
down deep roots.

Since the early '50s, the blues
has called Chicago home sweet
home, and it is still 2 huge part
of the city’s live music scence.



Although we've lost
the first generation of Chicago's blues greats
(Muddy Waters. Howlin® Wolf and Willie
Dixon form the top of that list), the second = . p :
generation is still going strong thanks to : . : = |
artists such as Otis Rush, Junior Wells and . : iy - : |
Buddy Guy, and the third is coming right ' y - i
along. Every summer, Chicago's blues | ‘
festival is still the biggest and the most
star-spangled in the country. and the city
probably supports the most blues clubs
anywhere. This month, Mix spoke with
four of the enginecrs working in
Chicago clubs about the same old
places, and the new ones, where fans
get the blues, seven nights a week. PHOROR Mg

OLEMPrygy
KOKO TAYLOR'’S CHICAGO BLUES
The club that bears Koko Taylor’'s name is
owned and run by Ala Carte Entertuinment,
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a local firm that owns 16 clubs in the
Chicagoland area. The venue, which
opened in March, features national
and local blues acts, with particular
attention paid to female artists.

The club employs a few live
sound engineers, including Michael
T. Alioto, who also works locally as
a recording engineer and DJ. Alioto
has been with the club since its
opening and participated in the ini-
tial room tuning. “The room itself is
almost all hardwood. The walls are
wood, and the roof is tin,” he says.
“You could sing a note in there and
come in five minutes later, after
you've ordered your chicken from
across the street, and it would still be
there. But Koko likes to have a soft-
er sound in the room, so people near
the back or halfway back can at least
talk to each other.” To soften the
room sound, a curtain was hung be-
hind the wooden stage. A sidefill was
also added on one side of the bar to
help distribute the audio evenly. “But
that comes with opening a new
club,” reasons Alioto. “You find out
where the dead spots are.

“And it isn’t like when you do a
big venue where you have to have
the whole mix coming out of the
mains, because your stage volume
can be so loud that it doesn’t matter.
In a small club, your stage volume
really matters, and the house system
ends up just supplementing what's
coming off the stage, though of
course the vocals are very present in
the mains. I'll put some of the bass
and the kick drum into the sub-
woofer to really pound the beat in,
but for the most part, with the rest of
the instruments, especially the gui-
tars, the stage volume will carry
them through the whole club. And if
it doesn’t, I'm there to push it into
the house a bit.”

The club sound system was in-
stalled by Ala Carte’s technicians Ed
Kukulski and Todd Seisser, who also
provide system maintenance. Gear
includes a Soundcraft Spirit 24 Live
console and Electro-Voice speakers:
two 2181 subwoofers and two DML
1122s for mids and highs. Crest
amps are used—a CAG on the high
end, a CA9 for mids, and CA8001s
on the subwoofers. The monitors are
four EV FM1502 ERS slants powered
by another Crest CAG. Mics are
Shure SM57 and 58s.

When we spoke with Alioto in
August, Taylor had performed at the
club on the previous Friday night; it

was the first time she'd played there
since the opening, though she is a
regular visitor. “Twice a month or
50, | see her come in,” Alioto says.
“She takes her table over in the cor-
ner, and anybody that's onstage then
acknowledges her. She comes in
with her daughter, Cookie, and has
a couple of drinks. She is such a
sweet and lovely lady and will give
anybody the time of day. The club
itself is very warm and friendly that
way, t0o.”

BLUE CHICAGO
Blue Chicago has been showcasing
the city’s blues acts for years, but it’s

only been in its new location on
Clark Street since April. The club’s
proud owner is Gino Battaglia, who
also sets up and operates the sound
system every night.

The new location features a Stu-
diomaster Gold Session board and
IBL 15-inch Concert Series speakers,
which are hung from exposed
beams. Crown Power Base 2 amps
provide the power. Shure Beta 58
mics are used. "With the blues, [
think it’s got to be played real natur-
al, * says Battaglia. “A blues room re-
ally can’t be too big, because if it’s
too large, it loses its feeling.” Blue
Chicago’s capacity is 140.
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John Palusso, a local acoustical
consultant, helped Battaglia develop
the acoustical treatments, which con-
sist of sound insulation material,
covered with potato sacks, wedged
between the ceiling beams and
joists. This is the blues, don't forget.
This is club sound at its most basic.

When we spoke with Battaglia,
he was gearing up for a Saturday
night live album recording session.
Delmark artist Karen Carol would be
playing with the Blue Chicago house
band, and the label's engineers were
set to record it as her next CD.
Bauaglia expressed great apprecia-
tion for the fact that Delmark has
maintained a real commitment to
Chicago acts over the years, as has
he. “We book strictly local Chicago
people,” he says. “You can find the
cream of the crop here playing the
Chicago circuit.”

“Blue Chicago is the only place
Karen sings right now on a regular
basis,” explains Delmark's Steve
Wagner. “In the economics of the
blues world, it's hard to keep a
working band together, especially
for people who don't like to take
care of business as well as being a

singer. So the way Gino formats his
club—they have a house band each
night of the week—Karen doesn't
have to keep her own band togeth-
er. We have our own recording stu-
dio here at Delmark, Riverside Stu-
dio, and we can record here, but my
philosophy is that a lot of things
happen live that don't necessarily
happen in the studio. This is defi-
nitely the case with Karen Carol.
She's got a big voice, and she really
fills up the club, and I don't know
that we would get the same feel in
the studio as live.”

BUDDY GUY'’S LEGENDS

Probably the most high-end dedicat-
ed blues venue in Chicago is Buddy
Guy's Legends, which opened in
1989. The front-of-house position
there belongs to veteran blues-
recording engineer Dave Katzman,
whose credits include work with Al-
bert Collins, Albert King, Otis Rush
and others, including Guy. In addi-
tion to his Legends gig, he is co-
owner, with partner Rich Wojtach, of
Chicago’s Straight Arrow Produc-
tions, a full-service show-production
company. Katzman's reaction to the

450-person-capacity Legends room,
at first listen, echoes Mike Alioto’s
sentiments about the Koko Taylor
club: “The acoustics are hell. It's four
store bays, side by side, and it is a
short throw of 60 feet, with a hard
floor. I had to hang panels at the
first reflection of 4k, because when a
harmonica player would play a high
key like a D. it didn’t matter if it was
James Cotton or Sugar Blue or who-
ever, people would stand up and
walk out because 4k was so sharp in
the room, I could take my knife out
and notch the EQ even lower, and it
still would drive people out. So, I to-
tally stopped the first reflection at 4k
with sound panels.”

The club also added a false wall
to the stage to prevent “cannon ef-
fect.” "The cymbals were a little
painful,” Katzman explains, “and as
the songs change key, you have to
tweak things. Also, it’s a hollow
stage, which resonates in the key of
G. and we have a major 250Hz
standing wave in the room. It is a
problematic room, but in six years,
I've figured it out.”

Katzman uses an Allen & Heath
GL4 console, which he's “incredibly
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overjoyed with.” Speakers are Mac-
pherson three-ways. JBL-loaded
Macpherson monitors are also used.
“It's a very high-quality, short-throw
cabinet,” says Katzman. “It realizes
bass at a short distance. The horns
are wide-dispersion; the monitors
are a low-profile monitor, which
works well on a club stage instead
of something you have to stand 15
feet behind. We have a 16-foot-deep
stage, so that would be real hard to
do.” Katzman uses Peuavey, Crest and
QSC amps, and dbx EQs. He also
employs Rane compression and the
BBE Sonic Maximizer. The club is
Shure-endorsed, which means all
Shure mics. “I do four monitor mixes
from the house,” he says, “and my
effects are very simple. A digital re-
verb. Nothing fancy. 1 mean, we're
dealing with the blues here.”

One of the biggest attractions of
Buddy Guy's Legends is, of course,
Buddy Guy, who spends a lot of
time in the club when he's not on
the road. Every January, he plays 12
straight days. During the rest of his
off-schedule, he often joins visiting
artists onstage. “He gets up and
plays with these bands,” says Katz-
man. “And the young guys that get
to play with him have to scrape their
jaws off the floor.”

BLUES ETC.

John Turner, better known as |.T.,
has been the house engineer for
Blues Etc. since it opened cight
years ago. This club has been thriv-
ing all along but only recently added
a permanent sound installation.
“When they opened, there was no
concept of a sound system,” Turner
says. “They put in some speakers,
that was it, and it's one of the bigger
clubs in the city. It just grew to be a
necessity.”

Turner calls the installation “the
Schwinn Bicycle System. It's pretty
much Peaveys and llills for power
and Peaveys and Hills for speakers.
You could dump this thing off the
roof of the club, and it will still work.
It's a pretty primitive setup. No ef-
fects. It's a very live room with brick
and glass, and we've baffled parts of
it the best we could. The room is so
live that 1 have people tell me all the
time, ‘Take the reverb off my voice,’
and I say, ‘Well, guess what? There
isn’t any on you.” For mics, Turner
uses the apparent going thing in the
city, Shure 57s and 38s. "I may have
to mike horns one night and violins

the next, so we just stick with your
standard microphones. We do a lot
of zydeco as well, and that entails ac-
cordions, etc.”

The owners of Blues Etc. own an-
other, smaller club across the city
called B.L.U.ES. "They’re a quarter
our size,” says Turner. "Our drum
riser is about as big as their stage.”
Though the smaller venue doesn’t
have an installed “system”—ijust a
P.A. and a few Shure mics—Turner
shares Blues Etc.’s gear when need-
ed and provides some maintenance
for both clubs.

After eight years, four nights a
week in Blues Etc., Turner knows
more than a little about mixing Chica-
g0 blues. “The blues scene is pretty
small compared to the rock scene, so
1 pretty much see the same bands
over the eight years, Like tonight, I'm
working with Son Seals. He plays
here a few nights a month. 1 know
exactly what needs to be done.

“l see cats on a nightly basis that
just blow me away,” he adds, “like
Magic Slim. This guy has one of the
bigger bands in the city, and they do
their couple of hundred nights a year.
Talk about great guitar players. 1 see
great cats every single night of the
week, and I must say that the bands
really make my job easy because
they are so good. Donald Kinsey is
one of my favorite guitar players, and
I always say if he were white, he
would be listed up there along with
Clapton and Beck. There's an awful
lot of talent, and 1 think it's still really
fresh. You've got cats like Otis Rush,
who is just hitting his stride now.
Since he went with the big record
company and he’s gotten real healthy,
he's just been unbelievable. And he's
one of those cats that when he's on,
it's just magic.”

Turner says that the one aspect of
the Chicago blues scene that he wish-
es he could change is the lack of
radio coverage, which is really mini-
mal compared to the amount of live
work being done and the number of
blues releases and reissues on the
market. “It would be like going to
New Orleans or Nashville and hearing
hardly any jazz or country. There's a
couple of stations that do play blues,
but you really have to listen for it, and
it's weird, because we are the blues
capital of the world.” |
There are two things Mix copy editor
Barbara Schultz misses about Chica-
80, and one of them is the blues.
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The final mix breathes life into the body of the visuaV’

medium. From the subtlest foley effect to the roar of
jet engines, the audio must create a convincing experi-
ence for the audience. Each actor's voice must be treat-
ed like that of a skilled vocalist. The orchestral score
must be combined with dialog and effects without los-
ing detail and dynamic range. This final stage is the cul-
mination of all the time, talent and investment that has
gone into the production.

CS2000°P
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LA (West US & internat’l)
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Fax (818) 766-3401

New York (East US)
(212) 302-0696
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i615) 327- 2933
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The Euphonix CS2000P provides the ultimate sound quality
and digital manipulation capabilities for the final mix. Its EQ
and dynamics. perform well beyond other analog designs. The
audio isn't digitized so it retains maximum resolution, dynam-
ic range, frequency response, and timing accuracy. Version
2.5 software takes the complexity out of multi-format mixing.
Instant reconfiguration of every control is done with the press
of a button or triggered to code. Sophisticated signal process-
ing, film panning and stemming is provided for every input.

Fuphonix

London (Europe)
(171) 602-4575
Fax (171) 603-6775

Palo Alto Headquarters
(415) 855-0400
Fax (415) 855-0410
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by Mark Frink

SOUNDCHECK

SIGNAL PROCESSING IN THE
AGE OF COMPUTER CONTROL
Sound reinforcement systems
continue 1o grow. Larger systems,
either portable or permanently
installed, have dozens or even
hundreds of amplifiers and signal
processors, distributed among
various areas and equipment
racks. The ability to operate “all
things audio” from a central point
via a personal computer can
enhance a system’s performance
by saving time and allowing for
greater precision. Benefits include
reduced sctup time. as well as the
ability 1o effect complete modifi-
cations and rapidly reset the sys-
tem by using systemwide presets
and templates. Screens and con-
trol surfaces can be designed to
allow access 10 only those para-
meters that are wask-specific for a
wide variety of events, or to suit
the individual operator's skill lev-
cls. Svstem maintenance can be
improved through immediate
online access to historicat infor-

Crest CKS 400

mation. The systen’s pertformance
can be optimized by quick and
accurate manipulation of parame-
ters in groups. Even the act of
turning a complex system on and
off can be simplified, all at a net
savings when compared to a
manually operated system.

In general, computer-con-
trolled sound systems consist of
controller (usually a personal
computer). a variety of audio
appliances that can communicate
their parameters and accept
instructions using a common lan-
guage, and a means of connccting
them all together. The acceptance
of computer-controlled sound svs-
tems has been limited by the pro-
prietary nature of the svs-

tems developed by man-
ufacturers. Cross-vendor
compatibility is limited,
few manufacturers have
been brave enough 10
ofter products that could
work with more than one
of the competing com-
munication protocols.
System designers have
been foreed to make
hardware decisions with
computer issues taking
priority over traditional
sound quality prioritics.
One of the great
developments in pro
audio was the establish-
ment of the XLR connec-
tor as a means to distrib-
ute signals throughout a
system. Our community

Crown SP Module

is still waiting for a stand-

ard that would allow integration
of computer-controlled equip-
ment from a wide variety manu-
facturers. 1 call attention to the
recent AES paper, authored by
Bob Crane, Jeff Barryman and
others, describing a method of
doing this with currently availuble
technology. It is possible that 1996
will be the year that the SC-10
commiittee can finally establish
the standards necessary for con-
tinued progress in this field.
Betore we take a look at the
latest developments in signal
processing from three leading
amplifier manufacturers, let's
review the story so far. The con-
cept of computer-controlled
sound began as manufacturer-
specitic technology for remote
access to amplifier instrumenta-
tion. (Though one or two compa-
nies developed signal processing
to communicate on different pro-
prictary systems, notably Rane,
they were exceptions.) The
advent of distributed signal proc-
essing at the level of individual
amplifier channels reduced the
expense of individual signal
processors’ chassis, wiring and
space. New products made it
practical to furnish signal process-
ing economically for every amp
channel in a sound system. Fea-
tures include multiband EQ,
crossover, compression, delay and
loudspeuker protection. all con-
trolled from a central location.
Three amplifier manufacturers
who have not previously sold
—CONTINUED ON PAGE 1222
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TOUR PROFILE

Hootie &
The Blowfish

THE “CRACKED REAR VIEW” TOUR

by Mark Frink

e caught Hootie & The

Blowfish's set of sclf-

described blues-pop-
folk tunes at Berkelev's classic
Greek Theater. Hailing from
Columbia. S.C.. The Blowfish arc
on a sold-out, whirlwind North
Amcrican tour, supporting their
Top 10. debut album Cracked
Recr View, which has sold more
than six million copies. South East
Audio Specialists and its parent
company. Special Event Services
(SES). both based in Winston-
Salem, N.C.. are providing all pro-
duction for the tour. No simple
overnight sensation. The Blowfish
have been together for eight vears
and have worked with SES for the
past vear-and-a-half.

Jim Brammer, president of SES,
is out on the tour as production
manager. “This is the first band
I've worked with in many years
that I've cared about touring with,

FOH engineer Billy Huelin (left) and monitor
engineer Mark Fulton

and once you meet them, you'll
see why. They have a straight-
ahead. no-nonsense approach to
their music that fits our company
perfectly” Vice president Jeft
Cranfill is the lighting designer
(SES is also providing the
lighting rig for the tour). It is
immediately evident that the
band and crew are a close-
knit family.

the group’s FOH engincer,
who has worked with the
band since 1991. "I came up
with this band through the
clubs.” he confesses. “This is
my first big FOH gig.
Huelin's FOH console is a
late-model Soundceraft Series
t. 'T've gotten to use many
fine consoles over the past
vear. but 1 really enjoy mix-

I spoke with Billy Hucelin,

ing on the Scries 4,” Huelin com-
ments. A Soundcraft 8008 is also
on hand for the opening acts, of
which there have been four,
cach supporting a different leg
of the tour. Effects are simply a
TC Electronic 2290 delay, and
one Lexicon SPX-990 and two
900 reverbs. Inserts include the
Behringer Composcer stereo com-
pressor, Multicomp quad com-
pressor and Autoquad gates.
“The Behringers are smooth, and
can’t be beat for the money,
Huelin says. A dbx 160XT com-
pressor is used for bass, and a
dbx 163A is on mandolin. System
EQs are Klark DN 360 graphics.
The Blowfish tour carries an
EAW speaker rig consisting of 16
SB 850 subs, powered with
Crown VZ 5000 amplifiers, and 32
—CONTINUED ON PAGE 120
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by Mark Frink

fter a whirlwind year

that started with a chart-

topping single, “All [
Want to Do Is Have Some Fun?
and then winning two Grammy
Awards, including Best New
Artist. Sheryl Crow has been
touring around the world. While
on tour with Tony Bennett, 1
crossed paths with the Crow
crew in Australia and then. a
month later, at the World Music
Awards in Monte Carlo. Back in
the States finally. Crow is out
with 4 new speaker system from
MD Systems, a sound conmipany
whose most famous client is
country music’s biggest draw,
Garth Brooks.

Originally from Kennett, Mo.
about 30 miles from Memphis,
Sheryl Crow has a degree in
classical piano from the Univer-
sity of Missouri (where she went
to school with Brad Pitt). The
original Tuesdeay Night Music
Club bandmembers (including
David and David, famous for
their 86 hit “Boomtown™) who
made significant contributions to
Crow’s record were committed
to other projects and unable to

FOH engineer David Eisenhauer
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TOUR PROFILE

ON THE ROAD WITH

Sheryl Crow

tour. Crow’s cur-
rent band is culled
from her Missouri
hometown arca.

Crow plays
electric guitar
through two Vox
AC 30 amps. with
one set for
tremolo. She also
plays a '35 Gibson
Country Western
acoustic, as well as
all the kevboards
onstage. All the
clectric-instrument
amps are miked
with Sennheiser
MD-409s, including
Tuesday Night
Music Club pro-
ducer Bill Bottrell's
steel guitar amp
when he appears
with the band. “lt's
simply the fattest-
sounding electric
amp mic and per-
fect for this kind of
music.” savs David
Eisenhauer, Crow’s
front-of-housc
mixer. "It really brings out
the warmth of the instru-
ment.” (Yes, he is related to
“Ike.” who changed the
spelling of the family name
when he started having
political ambitions.) Guitarist
Todd Wolf plays clectric and
acoustic. Two Countryman
Dls are used for cach of
recently added bassist
Spencer Campbell’s two
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PHOTO STEVE JENNINGS

basses, an older P-bass and a
modern S-string. which have
entirely different sounds.
Multi-instrumientalist Scott
Bryan plays keyboards, acoustic
guitar, pedal steel and electric.
His Leslie cabinet is miked with
a Beyer M-33 on the low end
and two Sennheiser MD-409s on
the high rotor. In addition to the
Hammond, Bryan has a vintage
Wurlitzer electric piano. plus an
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Anthony DeMaria Labs

It May Come As A Shock To You...

But many manufacturers combine solid state circuits with rubes (known as hybrid circuitry). This may be

less expensive, but certainly will not ‘warm up’ or ‘fatten’ your sound like an ALL-TUBE product.

Anthony DeMaria Labs is the company that brings you the finest handbuilt, pure-tube equipment in the

world. Of course, you don’t have to take our word for it. Check out our client list and hear the ditference! :
Remember... It's not ADL unless it's ALL TUBE. Top Dog In Audio”

Partial Client List:
e Rolling Stones o Flood (U2, Depeche Mode), London e Bob Clearmountain ® Whitney Houston ¢ Bon Jovi ¢ Sony Music, NY e Butch Vig (Nirvana) e Bearsville Studios, NY
Peter Moshay (Mariah Carey) ® DJ Pooh (ice Cube), L.A. ® Chung King House of Metal, N.Y. « Isley Bros. ¢ Heart ¢ Hall & Oates * Foreigner  Masterdisk, N.Y. ¢ The Cult
Paul Northfield (Rush, Queensryche, Alice Cooper), Canada e EMI Studios, Australia ¢ Sunset Sound Factory, L.A. ¢ Neil Dorfman (Sting, Paul McCartney, Def Leppard) NY
Platinum Studios, Thailand  Bad Animals Studio, Seattle » Margarita Mix, LAA. ¢ Steve Barker (L.A. Philharmonic, jazz & blues festivals), L.A. ¢ Sony Studios, Japan
John Jennings (Mary Chapin Carpenter), Nashville ® Gien Phimister (Ofivia Newton John), Australia * Bernie Becker (Neil Diamond) ® Jimmy Buffet ® Shawn Colvin

Anthony DeMaria Labs

Sales: (818) 340-0228  Fax: (818)340:4331 e Service: (914) 256-0032




LIVE SOU

E-mu with 4 number of vintage
modules mixed through a
Yamaha DMP7 automated mixer.

Wally Ingrany's drum Kit is
miked with a Shure SM91 on kick
drum and Beta 57s on snare. top
and bottom. Rack and floor toms
are miked with SM9Ss using the
EQ pattern adjusters. A Shure
SMO98 is also mounted with Vel-
cro™ on the old Italian accordion
played by Shervl during the “liv-
ing room” sct, as well as on the
bongos and djembe. Halfway
through the show, after it builds
to a peak. the lights ¢o out, and
stagehands move living room fur-
niture onto the stage. The show
breaks down to an “unplugged”
format for several songs. Every-
one except drummer Ingram
sings, and all vocal mics are
Shure Beta 38s.

Eisenhauer mixes Crow on a
36-channel Yamaha PM-1000.
with four stereo returns at the
instrument end of the desk and
four more in the vocal section.
Also from Missouri, Eisenhauer
2ot his first mixing hoard at the
age of 13 and owned the first dig-
ital reverb in St. Louis.

There are two TC Electronic
1128 programmable equalizers
with a 6032 moving-fader remote.
“T can walk down front with the
remote and tune the PA. in front
of the speakers or take it up to
the halcony.” Eisenhauer explains.
“They are really transparent, and
the EQ is dead-on. Also. it's nice
to be able to give the opening
act's engineer his own bank on
the EQ with confidence that [ can
get back to mine” A Night Tech-
nologies £EQ3 stereo 6-band mas-
tering equalizer is used after the
TC 1128 as an overall svsiem EQ
to “knock back the 2.5 kHz and
boost the air a bit” Lisenhauer
continues. "It has wide filiers with
extremely low phase distortion.”
A Klark-Teknik DN360 EQ is used
for front fill speakers and for the
in-house lawn svstem feeds in
some sheds.

In the effects rack is a TC Elec-
tronic M-5000 with two machines.
One side is used with the 7480
hall” program exclusively on
Crow’s vocal. “T think it sounds
better than the Lexicon 480

Fisenhauer savs. The other side is
used on background vocals.
using the ~35000 hall™ preset. A TC
2290 delav is used exclusively on
vocals. a Lexicon PCMS0 is used
primarily on kevs and guitar with
the “piano hall” preset. which
“has a little delay and chorus as
well as g short hall, fatening up
the instruments and putting them
in a space!” according to Eisen-
hauer. “It takes the edee off a lit-
tle bit” An Eventide H3000 is
used 1o fatten acoustic guitars,
and two Yamaha SPN990s are
used on the drums. Inserts
include four dbx 160x compres-
sors and three Drawmer DS-201
dual gates. Crow’s vocal mic goes
directly tfrom the snake into a
Drawmer 1960 mic pre. into the
console for EQ and back into the
1960 again for compression.
There are 48 of MD's new 12
enclosures on the tour. flown by
crew chiet Robert “Tinv™ Behrens.
These trapezoidal speakers are 48
inches tall. with a 4-inch “crown”
that mates to the box above it. in
prism fashion. with stainless-steel
pins. The boxes are 30 inches
deep and weigh about 300
pounds. Thev are loaded with «

IBL 2241 cighteen. There's

removable mid-high module
above that, with two JBLL 2123
tens facing cach other at a slight
angle. and a JBL 2450 on a 2385
horn. Besides aiming straight out.
the mid/high modules can be
tilted by ten or 20 degrees. These
were designed with input from
Galaxy Audio’s Brock Jabara of
Wichita (where MD originated).
He has worked with MD for the
last dozen years in this capacity.
Another version of this enclosure
is simply loaded with two cigh-
teens, having a second eighteen
mounted where the mid-high
module goes. MD has replaced
the Yamaha D-2040 used on the
previous tour with a BSS FDS 388
Ommidrive, and the system is
crossed-over at either 2350 or 300
Hz, and at 1.3 kliz.

The MD FOH svstem is typi-
callv flown four-wide and five-
decp for sheds on Thomas-con-
structed hardware. Long-throw
boxes, using a tighter 2386 horn
for the highs. are used in the top
row. Below that, the onstage col

umn in the arrav has two enclo-
sures with the mid-high module
aiming straight. then a ten-degree
down and a 20-degree down in
the last two rows. The next col-
ummn is all lows, then back 1o a
full-range column. The offstage
column is like the onstage. but
with a low box in the middle.
Four double-18's are sometimes
placed in the pit on cach side
and uscd as subwoolers to fill out
the low end.

Local crews all over the coun-
try have been surprised at how
2asy the new systent is 1o fly.
“You just pin a plate on op of
the first row and take the pins
holding the wheels out of the
bottom,” MD president John
McBride describes. “Oncee vou get
the first row on the flv bar. the
rest of the PA. goes up in ten
minutes.” Under the last row. an
alignment block keeps the
columns together. again held on
with the same pins that hold the
wheels. Two wheels attach to
cach pair of rigging points “so
there are no dollies for merchan-
dising to steal” McBride explains.

Geno Salerno mixes monitors
on a Yamaha PM400OM with
Klark-Teknik DN-360 EQ. As at
FOH. a Drawmer 1960 compres-
sor is also used for Crow's two
vocal inputs at the monitor desk.
Eight channels of BSS DPR 404
compressors are available as
inserts. For cffects. there are a
couple of Yamuha units for occa-
sional use. Monitor enclosures
used are a dozen of MD's custom
single-twelve, JBL-loaded 1202
wedges and a couple of 1502 sin-
gle fifteens tor the bass and kevs
mixes. For the drum mix, Salerno
uses the twelves, plus subwoofers
run on a separate mix. The
wedges are all powered with
Crown Muacrotech 36512 amps.
Two of MD's new T2 mains
speakers are used for side fills.
again powered with Crown 3600
and 5000518

—FROM PAGE 117, HOOTIE & TIIE BLOWEISH
KF 850s powcered with Macrotech
3600. 2400 and 1200 amps. They
also use two-way FAW JF 260
speakers for near fills, which are
hung sidewavs under the mains
(when they are flown), as well as
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JF 80s for “down-front”™ near fills.
“They fit pertectly in front of our
low-profile wedges!” Brammer
explains.

South East Audio Specialists is
one of the first companies to
upgrade its EAW processor to the
new MX 8000. This new proces-
sor has been custom set for the
Crown's sensitivity of 0.775 volts.
It's 4 mono four-way unit, SO two
are used in the drive rack. Com-
pression on the MX 8000 works
simultaneously in two modes,
both “hard limiting™ on loud pas-
sages and “transient compression”
when necessary. “You can't hear it
working,” system technician
Fletcher Dobrocke explains. “You
can also adjust the drive line volt-
age for ditferent models of ampli-
ficrs, so that the speaker sees the
correct amount of gain” He says
that. overall, the MX 8000 has
made a "major difference soni-
cally. The system sounds more
open and clear” Huelin adds, "We
started using them at the new
Mcadows shed, in Hartford, Con-
necticut, where we were the first
show and opened the venue.
We've already had to use less EQ.
because the processor is doing
more of what it should” Kenton
Forsythe has taken a personal
interest in the band and the sys-
tem. "He's been out twice, with
these new processors,” says Bram-
mer. "and is skued to come out a
couple of more times, for some
full-blown testing”

A Beyer TGX-80 microphone
is used for Darius Rucker's dis-
tinctive tead vocal. "We tried a lot
of mics. The problem was finding
a mic a good as an SM38 that
didn't pick up the rest of the
band,;” says Huelin. Rucker also
plays both electric and acoustic
guitars. All the other musicians
sing into Shure Beta 58s. On
drummer “Soni” Sonefeld’s kit.
1uelin uses a Beyer M88 on the
kick drum. The snare, cross-stick,
and the congas and djembe on
the percussion riser are miked
with 57s. Cymbal mics are SM81
condensers, and a Beta 57 is used
on the snare bottom. The rack
and floor tom mics are
Sennheiser 421s. Sporting a fava
lamp, Dean Fetber's Trace Elliot
bi-amped bass rig is miked with a

—

Sennheiser 409, Multi-instrumen-
talist Peter 1olsapple, who last
toured with R.E.M.. was added to
fill out various parts in the songs
and is playing Hammond organ,
digital piano. clectric and acoustic
guitar, mandolin and accordion.
Mark Bryan's guitar rigs are
miked with 57s. and he also plays
mandolin.

Mark Fulton, formerly with
the Marshall Tucker Band, was
hired by South East Audio Spe-
cialists to handle the monitor
chores for this tour. He uses a

/i .
Full Sail — L 3300 University Boulevard Winter Park, FL 32792

1 800 226 7625

Ramsa 840 console along with
the newer Ashly graphics, for a
total of ten mixes. Four of the
wedges are EAW double-twelve
SM 222 floor monitors, which are
used as low-protile sidefill
mixes. Twelve proprietary SES
Probe monitors are used for
floor wedges. "1 use four on Dar-
ius, so 1 can keep it low and still
get the sound in his face.” Fulton
explains. They're loaded with a
JBL 2204 twelve and a Radian 2-
inch on a Bob Rice-designed
DDS horn in a very compact, -

YOU CAN GET
THERE FROM

.
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LIVE SOUND

In the center is the Network
bay. The basic amps are sold
with a blank panel here. the BLK
card. Two different optional N-
card modules support either full
NeasSys control and monitoring
(the NXS card) or the reduced
functionality offered by NexSys
Lite™ (the NXL card). which for-
feits Load and AC monitoring but
works with the standard
Power/Output card (the STL) that
the basic amp is shipped with.

On the extreme right is the

level

control

systems

3746 Lankershim Bivd
Los Angeles
California 90068

Tel 818.506.0051
Fax 818.506.3070

Internet: lcs@well.com
http://www.well.com/user/Ics/lcs.html

In Europe

Bing Bang Boom
Tel 171.636.2360
Fax 171.636.2370

In Canada:

GERRAUDIO Distnbution Inc.
Tel 416.696.2779

Fax 416.467.5819

In Australia:

System Sales Pty. Ltd
Tel 61.3.529.2633
Fax 61.3.529.4897

Input Bay. where the audio
processing cards can be
installed. Several optional input-
processing N-cards with different
audio processing functions are
offered. The IPN simply pro-
vides the programmable gain
elements for making level
changes. Another card, the
MCO. provides 1 mono. two-
way 24dB crossover. Unbalanced
loop-through barrier connectors
provide line-level outputs for
nearby amplifiers. The MCL has
the crossover plus programma-

Multi-Channel
Theater Sound

Automation

POWER OF

T0TAL CONTR

TCI AND LDI SOUND PRODUCTS OF THE YEAR

PSE READER SERVICE CARD FOR MORE INFO)
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ble limiters. A fourth input card,
the MEQ provides a 4-band
parametric equalizer. instead of
the limiters. Other cards will
include a cinema card with
crossover, equalization and
delay. and two DSP cards: one
with analog inputs and another
with an AES EBU input.

Input modules can be pro-
grammed by means of N-Coder
software for Windows or by
small. hand-held N-Coder pro-
gramming device. The N-Coder
simply plugs into the input mod-
ule via an RJ-14 connector. Tt rec-
ognizes the type of module and
its parameters, displaying this
information on a two-line LCD.
Parameters can be stepped
through and modified in SPX-like
fashion. Another small device.
called the N-Switch, has four but-
tons and connects to the RJ- 14
connector. [t allows the user 10
call up one of four presets pre-
programmed into the amp,
allowing inexpensive, simple
local control.

QscC

Taking a different approach. QSC
introduced its new Multi-Signal
Processors (MSPs) at the New
York AES show. Designed 1o be
installed in an amp rack. the
MSPs provide cither eight chan-
nels of signal processing, or con-
trol and monitoring of cight
amplificrs, or both. in a two-
rackspace chassis. The signal
processor allows implementation
of computer control into systems
that do not ver include amplifiers
with those capabilities. perhaps
even those made by other manu-
facturers.

The MSP DAS provides eight
channels of digital audio signal
processing. Balanced audio input
and output connections are made
with Furo-sivle unplugable bar-
rier blocks. Using 20-bit A D,
D/A and 24-bit processing archi-
tecture, it has a 104dB (A-
weighted) dynamic range. hs
cight line-level inputs are first
applied to an 8x8 audio matrix.
The rest of the signal flow is
cight channels of processing,

:ach of which includes more
than a second of input delay. up
to ten EQ filters, high. low or




ixing is something like
M painting. Whether it's for

a live audience or in the
studio, equalization, or eq, is like
the “palette and brushes” that let
you adjust the shade and tint of
each sound in your mix.

In the eq world, true para-
metric eq is the most precise of
all. But it can be very expensive
[t's normally available only as an
integral part of a large console
Or as a separate add-on unit that
can cost thousands.

So why would someone pay
big bucks for parametric eq? With
ProMix Ol you can afford to find
out—because ProMix 0l is the only
mixer in its class with true para-
metric eq on every input channel.

Fundamentals and harmonics:
the hues and tints of music.
Each sound in your mix is
made up of many "colors” or fre-
quencies. If you look closely at
a shiny object, you notice it's not
simply gold or silver—it
displays a complex array
of colors that let you
know it's reflective.
When you listen
to a sound
by itself, you
mostly hear
its predominant
frequency~the fund-
amental. But like the
shiny object, if you listen
closely you'll hear subtle fre-
quencies called harmonics that
give the sound its character
Eq lets you control these
subtleties. Making an acoustic
guitar seem larger than life
more out-front—by simply
boosting the high-frequency
harmonics from the strings
So the guitar becomes more
noticeable in your r. ix, without

ProMix O parametric eq gives you dozens of frequency centers n
three overlapping bands, from a very low 32 Hz to a sparkling 18 kHz
Q is adjustable in 1/6th octave steps with low and high frequency shelf.
A graphic LCD display shows the details of every move you make

actually raising its volume.

You can also use eq to solve
problems in a mix. Such as
removing feedback in a live
concert; removing hum or noise
from an electric instrument; or
taking the "edge” off an instru-
ment that's stealing attention
from a lead vocal. With eq, you
can make sounds stand out or
blend in. In short, it's the accent
that can turn a group of sounds
into a great mix

A different shade of blue?

Most equalizers give you a
pre-determined choice of two
or three frequency locations at
which you can boost or cut.
That can be really limiting—like
having only two or three colors
to paint with. You'll quickly dis-
cover this when you want to add
presence to your vocal track,
solve a feedback problem, or
remove electronic "hum,” and
need frequencies that fixed-band
equalizers don't provide.
Parametric eq, as provided by
ProMix Ql, gives you a spectrum
of frequency choices. Like having
all the colors of a color wheel
available to paint with

What size brush?
In addition to frequency

and gain controls, the true para-
metric eq on ProMix Ol includes
a Quality Factor or “Q" control.
Going back to our painting anal-
ogy, @ is like the width of your
paintbrush. It lets you determine
how wide or fine an effect you
want the eq to have. Unlike the
pseudo-parametric or "sweep” eq
some mixers provide, true para-
metric eq lets you boost and cut
subtleties in your mix with the
precision of a Renaissance artist.

ProMix O gives you three bands of true parametric eq
As well as a library of 30 time-tested eq curves, plus

room for 20 more custom curves of your own

©1995 Yamaha Corporation of
America, Pro Audio Products, PO. Y Ext. N
Box 6600, Buena Park, CA 90622. = =1
(714)522:9011. Yamaha Canada I-800-437-1171
Music LTD, 135 Milner Avenue, 550,
Scarhorough, Ontarip M1S 3R1
In Canada, call (416) 29%-1311
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Call the 800 number below for
your free ProMix 01 Video and
Application Guide.

The ProMix "Paint Box.”

Now that you know why
parametric eq is so highly
regarded, just imagine applying
that artistic freedom to your
next project. What could you do
with more colors and more con-
trol over them? With 3-band
parametric eq on every channel
and the main stereo output,
ProMix Ol gives you dozens of
frequency centers to choose
from. It's like enhancing your
mix with a paintbox that includes
every color in the rainbow

A memory for the details.

ProMix Ol also saves you
time by remembering all your
eq settings in memory. So once
you've found that magic eq
curve, you can instantly call it
up weeks later, along with all
the other settings in your mix.
ProMix 01 even includes a built-
in eq library which holds 30
time-tested eq curves for you to
use. You can call these up as
starting points, modify them
according to taste, and store
your own custom settings in the
library for use at any time. The
large, backlit LCD display gives
you visual as well as precise
numeric representation of your
eq on each channel-making
eq'ing with ProMix Ol an illumi-
nating experience indeed.

We could go on and on
about ProMix Ol's other advan-
tages. But that's another ad
In the meantime, get the book
and see the movie. Just call
1-800-937-7171, ext. 550 for
your free copy of the new
ProMix 01 Application Guide
and Video. Then take a spin
at the dealer nearest you, and
see how ProMix Ol's parametric
eq handles the curves.

LIBRARY




ntroducing
the Biggest
Hafler Ever!

©) Dynamically Invariant A-B Linear Operation

‘ {s an éxtremelg important advance in front-end/driver
L Circultry for directly. exclting. large arrays of power
o ' MOSFETs. Traditionally, such circuits have only 6dB of

surplus current headroom over their static or quiescent
\aa bias current. The new circuitry works on a variable-galn
current-steering principle which results in absolutely linear
current headroom of 20dB or more at low driver dissipation.

This Is extremely important for providing the high transient

current needed to drive the capacitance of MOSFET gates at
;g high frequencies. The result is both lower distortion and

greater inherent stability.
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Check out MOJAZZ
recording a:rtlst

Wayman Tisdale =

and The Fifth Quarters’

=213 3%

new release

“Power Forward!”

T

Wayman uses the
9303 Transenova

in his home studio and
| the P7000 on bass.

Finally a Big Amp with Hafler’s
Legendary Sound Quality!

“The new Hafler
Transenova
D.LA.B.L.O. sounds
great here at Capitols
Tower Mastering.
Dependable as
always - clear and
detailed with wonder-
fut bass response.”

Wally Traugot
Tower Mastering
Capitol Records
= Hollywood, CA

-
~
a8,

— ©1995 Rockford (orpcirun'on

D.1.A.B.L.O. patent application in progress.
Transenova patent #4467288

Q HAFLER PROFESSIONAL, A DIVISION OF ROCKFORD CORPORATION © TEMPE, ARIZONA 85281 USA
1:800-366-1619 ® INTERNATIONAL FAX 602-967-8132 o IN CANADA, CONTACT CABLE TEK 604-942-1001
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Hafler

trans-»ovas

P7000 DIABLO

Sound
Reinforcement

Power Large Monitor
Speakers

Bass Guitar and
other Instruments
Sound Quality in a
Big Amp!

€IA (1kHZ. 0.1% THD)

375 Watts/Channel
into 8Q

525 Watts/Channel into 4Q?
1050 Watts Bridged Mono into 8Q)*

AContinuous sine wave power limited by current rating of line fuse.

The award winning 9303 and 9505 Transsnova
amplifiers are already a huge success!

“The D.I.A.B.L.O. circuitry
makes an already great
sounding amplifier even
better. The high end is
truly vacuum tube like,
while the bottom has the
punch of solid state.

The first project mixed
with the new D.I.A.B.L.O.
amplifiers is a Circle
Surround DMP Big Band
CD which includes classic
charts from Basie. Dorsey. §
Ellington. Herman, Kenton
and Miller.”

Tom Jung
DMP Records
Stamford. CT

DMP’s 5 channel Music Mlxmg Svuite
Powered by Hafler 9505 Transenova
D.L.A.B.L.O. Amplifiers.



handpass crossover filters (up to
fourth order). a short output
alignment delay, output timiting
and precision attenuation. Sig-
nals from any channel. pre- or
post-DSP. can be bused to the
system controller arca for moni-
toring. An auxiliary input signal
can be routed to any of the
audio processing channels for
paging or enunciation.

A second model. the MSP
MCI16, provides control and
monitoring for eight amplifiers

UICKTIPS

by Robin Danar
A common problem for tour-

ing professionals is keeping in

touch from the bus, hotel or
backstage, whether it means
keeping an eye out for the
next tour, dealing with the
main office, or with family

events. I don’t know of anyone

who hasn't felt isolated while
on the road. The usual result

of trying to stay on top of situ-
ations thousands of miles away

is a frustrating game of phone
tag and the resulting high
long-distance phone bills. A
modern alternative makes life
on the road a lot easier.
Before my recent tour as
Laurie Anderson’s engineer, |

bought a laptop computer with

a modem and went online. [

had heard a lot about the Inter-

net and World Wide Web

(www), but I didn’t know what

[ was getting into. I also heard

horror stories about people get-

ting addicted to the net, and
the resulting major monthly
phone bills.

My first night online was
spent wasting seven of the
ten free hours 1 got for start-
ing with my particular com-

mercial service. It was fun, but
at that rate, 1 figured 1 wouldn’t

be able to afford it. Then I

started browsing through the
hooks. It turns out there are
a lot of ways to save money
and stay in touch online, the

(16 channels) through small HD-
15 Instrumentation connectors
on the back of the MSP and the
amplifiers. QSC's new Pow-
erLight series will have these
connectors, as will most future
QSC amplifier products. The
MC16 has individual control to
turn cach amplifier on or off,
plus four additional relay con-
tact-closure outputs. There are
also connections to accept four
contact-closure inputs. The MC16
provides open and short detec-
tion and load monitoring, as well

simplest of which is E-mail.

As many of you already
know, E-mail is electronic
mail. Private messages can be
sent from one individual to
another. Transmission is imme-
diate, and the mail is stored
until the intended party picks
it up by logging on to his or
her account. Composing letters
before signing on means the
clock isn’t ticking, and it costs
practically nothing. Messages
and replies can likewise be
downloaded and then read
offline, saving further connect
charges. It only takes a few
minutes to sign on, send and
recieve multiple letters.

My particular commercial
service has phone numbers for
local access, not only in many
American cities but also in
most major cities in Europe
and throughout the world. This
means signing on takes only a
local phone call. I can check
into a hotel or go to the pro-
duction office at the venue,
plug my laptop into the phone
line, and sign on locally. It
takes less than five minutes to
send out the seven or eight
already-written letters and pick
up as many as | had waiting
for me, all with no long-dis-
tance charges.

As an independent record
producer who also enjoys
doing live sound, I always felt
out of the loop when on a
tour. E-mail is the answer. On
the U.S leg of our tour alone, 1
saved hundreds of dollars on

—CONTINUED ON PAGE 128
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‘e Cassettes |

Finest European Equipment!

® Vinyl Records

Direct Metal Mastering - HOT!

® Graphics

Custom Layout & Printing
Included In Our Packages!

® Mastering
Studios - DIMM

Neve DTC with Sonic
\____ Solutions PMCD »

Package SPECIALS 4a ons~

500 - Promo CD'S - sass
(1,000 CD's - $1,550)
Delivery In 15 Business Days!
Promotional Package includes:
€D-R Reterence, One Color CD Label
with Layout, Typesetting & Fiim
(to 63 Min.)

1

500 - GI)'S, Ful Color Graphics
- $1,995 (1,000 CD's - $2,265)
Retail-Ready: FULL COLOR Front
& Tray Card, tree CO-R Reterence,
2-Color CO Labed, Graphics Layout,
Film,Jewe! Case & Shrink-Wrap
(to 63 Min.)

500 - Cassettes - s715
(1,000 Cassettes - $1,029)
Retail-Ready: FULL COLOR J-Card,
Test Cassette, Graphics Layout,
Typesetting & Film, Cassette Label,
Norelco Box & Shrink-Wrap (to 50 Min)

can for our Complete Catalog

EUROPADISK/LTD.

75 Varick Street New York NY 10013
(212) 226-4401 FAX (212) 966-0456
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Attention to emerging Data technolo-
gies and Reliability make 3M the #1
supplier of Data Media on the planet.

T EAN T4
Data
Storage

’ Medha Recogntion System D-Eight

REWRITABLE

No other Company offer's you more
Formats and accessories backed by the
most professional State of the Art,
Manufacturing, R&D and Customer

Service in the industry. Very Serious
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DIGITAL TAPE
RECOROING SYSTEM
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for ADAT® Recorders
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engineers & Producers trust 3M for
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!
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3
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M
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your One Source for
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as complete amplificr instrumen-
tation. Current and voltage sig-
nals can be sent to a special DSP
for real-time impedance caleula-
tion and analvsis. Audio from
any amplifier’s output can be
bused buck 10 the operator for
monitoring.

A third version. the MSP
ES16. provides the functionality
of both units in the same 2RU
chussis. It combines eight audio
channels of digital signal proc-
essing with control and monitor-
ing of 16 amplificr channels. The
NMSPs connect to an Ethernet
network using RI-15 connectors
(using two pairs of twisted
wire). as well as fiber optics. or
even spread spectrum wireless

—FROM PAGE 127, QUICKTIPS

phone bills, while communi-
cating (sometimes more than
once a day) with many associ-
ates [ normally wouldn't have
called from the road. On the
European leg, where there is
also the time zone to deal with

(six or more hours™ difference).

I didn’t miss the phone tag, or
the phone bills. On a normal
dav, I could sign on with a
Jocal call to pick up and leave
mail for people in the US. to

receive when they got to work.

I could then check my mail
again at dinner time (noon in
New York), to get any replies
and send out my answers.
After the show (around 5:00
p.m. NY time) | could sce
how things turned out. Three
local calls on any given day,
and I was complctely in sync,
as if I had gone back to the
States and done some serious
phone work.

I didn't realize the implica-
tions until I got back home.
There was no “start up” period
that usually accompanies
returning from the road. There
were already sessions and gigs
lined up. Meetings for the pro-
jects being shopped were hap-
pening within the first week,
with labels showing up at club
showcases. T didn't miss a beat.
And there is the personal

media. This approach provides
the additional signal processing
for what it used to cost for just
control and monitoring.

These units are part of a new
line of Computer Controlled
Sound System (CCSS) products
developed at QSC. The CCSS
consists of & svstem controller
(PC) for operation of the sound
svstem, a network (Ethernet) for
distribution of monitor and con-
trol data, and MSP devices that
can be remotely controlled from
the system controller. The use of
Ethernet represents a departure
for QSC and is part of a plan that
includes taking advantage of off-
the-shelf networking technology:
developed by and for the com-
puter industry. W

aspect, as well. We all know
how crazy being with the same
people on the bus for months
at a time can get. It's great to
be able to communicate with
friends and family, basically for
free. It's amazing how fast you
can type about a bad produc-
tion day in Traly.

Keep in mind that you'll
have to connect to the phone
lines. This means adaptors,
which are easy to get. We all
shared a local adaptor in each
countrv. Another handy device
is a modular phone plug that
breaks out to alligator clips for
emergencies. That and a Swiss
army knife will get you onto
the net almost anywhere.

E-mail is only one of the
many services available. There
are "message boards.” to find
out about potential gigs, or
announce availability for
work. Buving and selling
cquipment can be done
online, whiie reading about
the latest buzz bands and
industry activity. I even found
out where the best rollerblad-
ing spots were in Amsterdam
before | got to town, but that's
another story.ll
Robin Dandar can be recched
at RDSquid@uol.com 1when
he’s not hanging oul al the
Mercury Lounge in NYC.




Pro Choice

Professionals around the world insist
on Microtech Gefell's meticulously
designed and crafted microphones.
With a Getell, you can match the
right microphone to the demands of
each application. From the critically
acclaimed sound of the UMT 70
and the vacuum tube UM 92.1, both
incorporating the legendary M7
capsule, to the unparalleled definition
of the M294 with its unique nickel
membrane, you get the results
professionals expect. And above all,
you get the music. So whether your
next date is a symphony orchestra or a
jazz. ensemble, a rock band or a solo
voice, you need a Gefell. Microtech

Gefell covers the spectrum.

Microtech Gefell—the professional’s choice.

<] PRIME

TEL 212765-3415 FAX 212 581-8938
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by Mel Lambert

FAIRLIGHT MFX?3

DIGITAL AUDIO WORKSTATION

egular Mix readers might be aware
of my “Workstation Wish List” which
includes blindingly fast screen re-
sponse, simple user interface and
easy-to-understand system commands.
In many ways, the Fairlight MFX3 ful-
fills nearly everything I look for in a
flexible and speedy—yet elegant—
workstation for music, broadcast and
post-production applications. Tt doesn't
offer every bell and whistle that the
competition says you need, but it's a
beautiful system to use.

In essence, the MFX3 is being
touted as the hard-disk replacement
for a conventional analog/digital
multitrack transport, with up to 24
tracks of simultaneous. real-time
record/replay locked to timecode,
and all of the normal editing func-
tions, as well as track slipping and
moving sound elements against
timecode. The graphics screens re-
flect this easy-to-comprehend design
philosophy, with simple, intuitive dis-
plays that look like tape scrolling
past a tape head. With the recently
announced DaD Digital Audio Dub-
ber for mixing stages and the Dali-2T
2-track Editing Station (see sidebar),
Fairlight now offers a spectrum of
design solutions that will provide a
great deal of speed and power for a
wide range of users,

SYSTEM HARDWARE

The MFX3 hardware is easy to de-
scribe: a 6U mainframe that holds the
master processor, clock, timecode
and IO cards, plus master hard
drive, choice of removable MO
and/or Exabyte backups; a dedicat-
ed user console; and a color VDU,
Two models of the mainframe are of-
fered: an MFX3 “Mini,” configured
with either four or eight tracks of
playback, and a standard MFX3,
which offers full 24-track record/re-
play functionality.

And just in case those tracks/drive
equations didn’t quite sink in,
the MFX3 provides full 24-track
record/playback from a single hard
drive; other systems typically require
once drive per four or eight tracks.
Because all fetch commands are han-
dled via a single SCSI bus and drive
controller—rather than across multi-
ple drives—there’s no need to swap
data around between drives, or
scramble across different sources.
(Which. in reality, means that a max-
imum of 48 track-events can bhe
performed during real-time cross-
fades; a remarkable achievement from
a single-drive arrav.)
The advantage
is two-fold:
dramatically
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Mobile Fidelity
Sound Lab

Sound JJ eck was des:gned as & universal tool, on2
which anwone with a serious interest in sound—
whether amateur or professional—would find
beneficial and easy to uvse.

Originally refeased in Europe in 1993, Sound
Check is row considered an indispensible aid
by sound engineers, record producers, hi-fi enthus:-
asts, musicians, broad:asters, equipment installers,
sound reinforcement personnel—the list goes on.

What's on the Souwud Check lisc? A total of 92
essential tracks in all: Test -ones—yes—but also dry,
unprocessed instrumentel arc vocal recordings,
sounc effects (one or two of some repute—tl-e
Cliieftain Tank recording trought down the ceilirg
at one demonstrationd, scme of the best-soundirg
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“It goes without saying taat high standards of
quality amd meticulous attert-on to every detai’ in
the recording were paramount in our minds during
the making of the project. It is therefore particulzrly
appropriate that Mcbile Fidehty Sound Lab—with
their unrivaled reprutation for recordings of the
very kizhest quality—have released this special
audioph. le vexsion of the Soinsrd Check disc.”

- zilan Parsons & Stephen Ceurt
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and ADR for motion pictures und television, the
OpTviZER ond VITALIZER® prove to be great
processors from the front end of our digitol
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mixed printmosters.
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FIELD TEST

improved access speeds, and the
ability to swap an entire project sim-
ply by exchanging a single drive.

The mainframe can be rack-
mounted or free-standing. (The Mini
can be field-upgraded to the large
MFX3 configuration if your nceds
change.) A fully equipped 24-track
MFX3 system, including a 4GB hard
drive and MO, costs around $75,000.
Other SCSI-compatible drives can be
connected to the mainframe to pro-
vide additional storage.

One advantage of the MFX3 is
that the removable 5%-inch MO drive
can not only hold a complete 24-
track project, but will also replay up
to 12 tracks continuously. Although
Fairlight claims that 24 tracks are
available for short periods, average
playback capacity is quoted at
around 16 tracks. Certain (less de-
manding) projects are accessible in-
stantly by loading an MO cartridge
and hitting the play button. You will
need to wait for digital data, EDLs
and other information to be trans-
ferred from a removable media to
the permanent hard drive; the MFX3
outputs audio instantly.

The mainframe rear panel has the
various analog and digital 1/Os, plus
MIDI, timecode, video sync and
other ports. System 1/O cards can be
supplied in two flavors: complete 4-
channel input and outputs, or just
four outputs, for users who need
more replay sources than inputs. A
fully loaded mainframe accommo-
dates up to six 1/O modules, for a
total capacity of 24 simultaneous
I/Os. Digital 1/0 is via 25-pin D-Sub
connectors that can be toggled under
software to accommodate AES/EBU,
S/PDIF or Yamaha Y2-format signals.

Analog input is via Crystal 18-bit
A-to-D converters that, as expected,
sound excellent. All internal data
storage and 1/0 transfer is to 16-bit
precision. A separate power supply
for each analog 1/0 module helps
ensure clean, quiet system operation.

External audio/video transport
control is via familiar 9-pin ports to
VTRs and audio decks and various
timecode synchronizers. Multiple
MFX3 mainframes can also be linked
together via dedicated multiplex
ports. Individual systems can access
one another using a Fast Ethernet
network topology, allowing stereo
sound files to be auditioned in real
time and then transferred between

hard drives over co-ax connections.

The video source used in these
tests was a hard drive record/replay
system manufactured by Future
Equivalent Design; the new FED V-
Mod 100 provides 20 minutes of re-
play from a single 5V-inch MO drive.
The MFX3 was issuing 9-pin transport
commands to the video drive, which
in turn output timecode that the
workstation locked to. Synchroniza-
tion time was virtually instantancous
in all modes. The MFX3 outputs
audio in all Forward and Reverse
modes, enabling the video source to
be jogged a frame at a time, for ex-
ample, with audio following behind
it in tull-sync varispeed. This is sim-
plicity personified: a fast, intuitive
and seemingly foolproof system con-
figuration, which sounds and be-
haves very much like familiar analog
tape systems.

Mainframe rear panel

Contained within the mainframe is
what 1 suppose represents the
MFX3's trump card: a series of inter-
linked data-storage, DSP, waveform
generators and a 04-bit Video Bus
moving information around at blind-
ing speeds. The MFX3 has been op-
timized to slam data from hard disk
through the internal D/As and to the
outside world in record time. Simul-
taneously, the visual data used to se-
lect each cue or edit function, and to
view a real-time graphical represen-
tation on a companion 17-inch coltor
display, is pipelined through a dedi-
cated video card. The result is a vir-
tually glitch-free color display of up
to 24 tracks of audio streaming
across the screen from right to left
(the Now Line is fixed in the center),
with real-time waveform display and
timing information. 1 can think of
few other workstations that offer the
type of fast and sophisticated display
functions you soon take very much
tfor granted on the MFX3.

DEDICATED SYSTEM CONTROLLER
Given such a powerful feature set, it
would be unfortunate it the MFX3
were hampered by a clumsy user in-
terface. Happily, this is not the case.
The MFX console hardware con-
troller occupies about the same area
as a couple of computer keyboards
and is loaded with keys. Above a
standard QWERTY keyboard are a
bank of user-definable function keys
to trigger specific repetitive tasks. A
bank of 24 Track Keys arm the
record functions and select playback
sources. Multiple selections can be
implemented by holding down the
start and end of the target range, and
double-clicking.

The control section has a bright
LCD screen, plus a keypad and jog
wheel. The LCD is divided into two
sections. The upper area displays
timecode information and a menu of
current command choices, while the
lower is relabeled with legends for
the assignable bank of five softkeys.
Other buttons clustered around the
screen provide dedicated Edit mode
keys, plus Solo, Mute and a set of
Transport mode keys for machine-
control functions.

The lower section is where users
spend most of their time. The key-
pad enables direct entry of timecode
or cue point locations; the Jog Wheel
controls either audio/video motion
or scrubbing during editing. An array
of Setup keys can take the master
video deck on/off line, and cause the
MFX3 to jump to the next or previ-
ous start/end of a designated sound
clip.

The average user could be up and
running with the MFX3 controller
within a couple of minutes’ time. The
keys are easy to find, have a satisfy-
ing feel to them, and let the user
confirm a required action via the
LCD screen, built-in keycap LEDs, or
via the companion video display. A
great interface—yet there’s no mouse
or pull-down menu in sight! (To be
fair, a mouse can be connected to
the system for editing and related
functions; however, most users will
not need to wander too far from the
MFX console.)

The MFX Recording and Editing
screen is a study in the understated.
You are presented with information
that you need to see; no more and
no less. The lower section provides
simultaneous waveform display of
up to 24 tracks, and this can be
switched to enable high-resolution
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examination of just one, two or four
channels, for example, complete
with clip names.

Selected clips are colored red; un-
selected elements remain light blue.
A Time Line area situated above the
waveform display shows the current
timecode location (all rates are sup-
ported by the system), along with
four horizontal line markers that cor-
respond to hour, minute, second and
frame gradations. In this way, it's casy
to see where you are on a project
while zoomed in tight or with the en-
tire project displayed across the
screen; the range is variable between
viewing less than a second of audio
across the full screen width, 1o sever-
al hours. All zooms, track expansion,
jog and shuttle, go-to-cue operations
are performed virtually instantly, with
no video tear or visible pixel rewrite.
1t’s exactly what you'd expect from
an accelerated VDU driver.

The upper section changes ac-
cording to the selected system mode.
A Takes screen. for example, dis-
plays information about audio clips
on the currently selected track, in-
cluding currently invisible Clip Lay-
ers that are stacked bencath the clip.
Because cach clip can have an un-
limited number of Layers, it's possi-
ble to speed up the edit process by
“opening” upper layers to view the
underneath layer—an ambience or
fill rack during a dialog-editing ses-
sion, for example—and be capable
of playing it back. During ADR/Foley
sessions, the layering allows multi-
ple, named tracks to be stacked one
above the other and then moved o
bring scctions of the best take(s) to
the top of the stack.

During recording of material into
the system, the upper section be-
comes a 24-track array of meters.
Both mono or 2-channel sources can
be accommodated, with track linking
for stereo clips. A companion display
screen enables cross patching of
physical analog/digital inputs to the
targeted tracks, with +4/10 dBU gain
adjust, AES/EBU or consumer-tormat
selection, plus level trim.

HIGH-SPEED EDIT

AND DSP FUNCTIONS

It the maxim in real estate is “Loca-
tion, Location, Location.” then the
watchword for digital editors and
power uscrs of workstations is
“Speed, Speed, Speced.” In terms of
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EQ curves and parameters are displayed along with status and waveform displays.

satisfying the random-access power
jockeys, the MFN3 is up there with
the serious hardwire. The user inter-
face is slick and extremely siraight-
forward. Taving loaded clips into the
system, or called up a previous proj-
cct, you can slam cues around with
wild abandon as you match sound to
picture, or move sections of a cho-
rus, for example, to the bridge or
new section of a song. You can also
autoconform to CMX, Sony. Ampex
or GVG list formats using timecode
DATS.

The MFX3 realiy is like a very
smart 2+4-track: you always know
where you are in the session, and
what's displayed on the available
audio dlips. Edits can be made across
all 24 tracks. including dip-copy.
mute-delete, razor-delete. insert-
paste and overlay-paste modes.
Once you master the simple scrub
and transport controls, it's easy to
move around a project and to trim
material on individual tracks and,or
take sections from one area and
move them to another. The layers
expand the functionality by provid-
ing additional sources per track. Ma-
terial is always referenced to the
point at which the scrub pointer cur-
rently resides: copy and pasie moves
are then to the current Now Line.
Front and Rear Clip handles can be
opened up to reveal matenat that
was originally recorded into the sys-
tem. One level of Undo is provided.

Crossfades can be generated in a
dedicated  window  that cnables
in/out transition points to be varied,
and crass-point level adjusted. A
dedicated fade control is alseo pro-

vided, along with overall level ad-
justment for single or multiple ciips.
You can also delete from the current
location to the head or trail of a
clip—useful for removing noise at
the head of a vocal take, for exam-
ple. or unwanted material from the
back end. Loops can also be set up
very easily, in Forward or Backward
mode, as well as "AutoFade.” which
sounds a whole lot more realistic
than simple repeats.

Lach sound clip can be equalized
individually, using a 4-band para-
metric EQ and filter screen. All bands
can be set for cut/boost or high/lows-
pass shelving. Parameters are casily
set; the overall result, implemented
in real time. sounds great. Settings
are retained with the clip. even when
it is copied, split or moved. Parame-
ters c