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“The Next Level In Sonic Quality”
iy “Vastly Improved Transport”
EEE “Amazing Technology”

I every case, the XT demonstrated
a noticeable improvement in sonic
e detail over the original ADAT.”

S George Petersen,
O Editor,
B = MIX Magazine

4 -

The xT17s improvements in sound cuality,

transport speed, and lock-up time alone are

worth the price. I believe that the XT makes

i recordists an offer they just can't refuse.”
Michael Molenda,

Editor.
Tll e Exp erts On Electronic Musician Magazine

adatixt

When you use the machine,
the first thing you notice is the
vastly improved transport.”
Paul |. Stamler,

Reviewer,
Recording Magazine

The XT has new A/D and D/A converters, and the
improvement in sound quality is unmistakable. If you
are looking to take vour ADAT-based studio to the
next level in sonic quality, features and raw

speed, the ADAT-XT lives up to its hype.”

Loren Alldrin

Reviewer,
Pro Audio Review Magazine

The bottom line. as Casey Stengel
used to say: "Amazing, amazing,
amazing.’ That is, amazing technology,
amazing functionality, and amazing price.”
Howard Massey.
Technology Editor,
Musician Magazine

USSP REFADER SERVICT CARD FOR MORE INFO

SEE US AT NAMM BOOTH #325

For mare infarmation on the ADATXT, see your Authorized Alesis Dealer or call 310-84 1-2272.
Aesis and ADAT are registered trademarks, ADATXT is a trademark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 310-841-2272 alecorp@alesis1.usa.com ALEIS




For some producers,
only one console is good enough.
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Phil Ramone, pictured with Brian Setzer at Ocean Way.

“Those of us who have used the SSL 4000, 6000 and 8000 consoles know what we’re looking
for. The SL 9000 | Series sounds great, and that’s the key”.

Phil Ramone

5L 9000
Solid State Logic

International Headquarters: Begbroke, Oxford (OX5 1RU, England  Tel: (01865) &42300 Fax: (01865) 842118
Paris (11 34 60 46 66 - Milan {2) 262 2495  Tokyo (3) 54 74 11 44 - New York (212) 315 1111 - Los Angeles (213) 463 4444



Fully Integrated
Heat Sink

@ Every once in a while a product comes along which not only meets
the ever increasing demands of the market, but one whose smooth
commercial styling, erganomics, durability and outstanding perfor-
mance demands respect. Introducing MR. LIMPET. B The LIMPET
is a unique, compact design that combines a very high current toroidal
power supply, fully discrete amplification stages, and ultra wide

(10 Hz to 80 kHz) bandwidth capabilities in a very affordable system.
B Buil using a one piece hugh pressure die-cast metal housing,

the LIMPET is not only very rugged electrically and mechani-

cally, it~ internal construction takes advantage of the industry’s

most advanced assembly techniques. B The LIMPET amplifica-

tion system can be used with a wide range of TANNOY

professional reference monitor systems, and provides the user

with a number of improvements in both the performance of the
loudspeaker system, and its flexibility. B Each single channel
LIMPET system delivers an enhanced stereo image because the
channels are fully separated - no power supply sagging due to
inter-channel coupling, no crosstalk, no interference. Almost

any kind of input level and connector can be used, since the

LIMPET offers a balanced cr unbalanced "combi” connector that can
utilize either 1/4” or 3 pin jacks. B The ultra-low noise input section

A H AMERICA INC o 300 GAGE AVE

__ High Pg
Discrete

Durable,
- High Pre
Die Cast

Proprietar
- "Soft Clip"
Circuitry

High Cu
- Dual Vo
Toroida
Power S

can accommodate either 0.775, 1.0, ar 15 voit drive levels with no
performance sacrifice. @ The LIMPET's universal power supply,
equipped with an industry standard IEC connector easily deals with
almost any voltage, making the LIMPET a true global traveler. Finally,
you can take your monitors wherever your work takes vou, and not have
to worry about cumbersome and troublesome adaptors, power convert-
ers, or strange electrical systems. B In addition, the unique and propri-
etary soft-clip circuitry and the significant reserves in the power
supply ensure that no damage will occur to the drive units
while providing the headroom needed for even the most
demanding requirements. B The LIMPET is ideal for
professional recording, broadcast/post production facilities,
remote and live recording reinforcement -~
epplications, and finally gives the e
private/ home recording stugio
truly reference quality s
performance '
unequaled at >
twice the price.
B Instead of settling for the ordinary,
geta LIMPET and get a real grip on your reference monitor performance.

¥
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Post ¢ Perfection

“...with the grace of Studer”

(Four tales of Dyaxis)

eschamps on Optical Plug& Play

AT CINAR StUDIOS IN MONTREAL, THROUGHPUT AND PROFIT
ARE SYNONYMOUS. “We've gor 9 svstems and we’re growing.
We have 200 hours of Dyaxis media on-line constantiy. We
can switch 42 hours in 8 seconds. Optical Plug & Play
delivers the efficiency our business demands.”

Vinnie Oliveri on Virtual Tracks

AT Post EpGe ox Miami BEACH, PRIDE 1S COMMENSURATE WITH
CRrReaTIVITY. “Virual Tracks removes all creative barviers. What-
ever we hear; can be made to happen. We do lots of work for MTV
Latino and thev always need instant revisions. Virtual Tracks makes
iteasy. It’s an elegant editing interface. We just ordered our third
Dvyaxis.”

VideoMix nonlinear video track
Automated digital mixing
Unlimited tracks and layers
Superior sonic quality

* CD mastering

é

J

.
POST:TRIO

Studer Editech Corporatior, 400 Seaport Court #202, Port of Redwood City, Ca 940¢
lel: 415-562-0500 Fax: 415-262-0523 Website: hitn-/Avaw i

_R(_)b Mamlg Jq ;

AT TURNER PRODUCTION IN ATLANTA, SPEED AND RELIABILITY 1S
CRUCIAL. ““Dute to the rapid growth of our sound design ream, the
user interface must be intuitive, fast. and efficient. Dyaxis meets
our criteria. We like the fuct that evervthing is right up front and
nothing is buried in pages.”

Brad Stokes on VideoMix

AT VisuaL Music & SOUND IN MINNEAPOLIS, CORPORATE AMERICA

BUILDS ITS IMAGE. “For fust locating and precise hits, nonlinear
video is the only way 10 go. VideoMix is slick... Video appears as
Just another track i the editor. The speed and flexibility of the
Post Trio has really given us an edge.”

' STUDER

PROFESSIONAL AUDIO EQUIPMENT
H A Harman International Company

2729 USA

inca.de/uses/d 2. index html

VSE READIR SERVAICIE-CARDFORMORE INFO
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Cover: Designed by studio owner
Simon Andrews and producer/
engineer Frank Filipetti, with
techrucd installation by chief
engineer John Herman, Right
Track Recording’s Studio B in
New York City incorporates a
96-channel AMS Neve Capri-
corn digital console with Sony
PCM-9000 magnefto-opticzl 2-
track and Studer D827 digital
multitrack, yielding 24-bit audio
from recording to mixing. With
Gene ec 1034As for the mains
and .BL 8330s handling the
stereo surrounds, Right Track
Studio B aims to set a new
precedent in true 24-bit audio
productien.

Photc: Michael Partenio.

Inset Photo: Ron Batzdorff, cour-
tesy Wamer Bros./Universal
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Here's news for every musician, editor, producer. and engineer: The industry standard digital audio workstation— Pro Tools

from Digidesign—now comes in a range of products tailored to your needs and budget. Now you can start with the all

TOOLS

new Pro Tools with DAE PowerMix * for just $795. As your needs grow, you can climb all the way to the world's best-selling

now
available for
PCli-based
Macintosh
Systems

Pro Tools withy: UL el (1 [ER LIS

Pro Tools Software with DAE4 7 ax )¢

New. Pro Tools software and Pro Tools Project Audio
This audio card adds 2 channels of high-quality ~ Card. Adds 8 tracks of simultaneous record/playback.
New. An amazing value that turns your Power Macintosh or Mac-OS clone  analog and digital IO, and comes with industry ~ Up to 8 channels of analog and digital 11O. Supports

into a multitrack digital workstation with no additional hardware. ProTools  standard Sound Designer Il software and entree  Sound Designer If and DSP Plug-Ins.




workstat.on, ProTools I, with mountains of record systems, and take an upgrade path that lets you build on the value of your
tracks, I/O. and real-time effects and mixing. mvestment. Audio professionals now have more choices and flexibility than
Each step of the way, you'll learn and grow with ever before. And gerting started couldn’t be easier. To learn more about

Pro Tools software. share work between } the clearest path to the best in digital audio, call 1-800-333-2137x249.

The ultimrate workstation. TDM virtual digital mixing and pro-
cessirg environment. accommodates a wide variety of real-time For audio professionals and musicians, as
Plug-Ins. 16-48: tracks of record/playback. 8-64 channels of well as for more than 100 Digidesign

high-quality analog an.d digital 1/O. New for'96: ProControl, Development Partners, Pro Tools is the

A Division of Avid Technology, lInc.

an advanced tactile-control surface with dedicated controls for industry standard. That's why more audio
P f | Pro Tools th 0 ©1996 Digidesign. a dvision of Avid Technology, Inc. Al features and specifications
mixing ard edizing. plus high-quality moving faders. rofessionals use Pro Tools than all other

s “ng.p gh-q Y 2 P subject to change without notice. Audiomedis I, ProControl, Pro Tools. and Sound

digital audio workstations combined. Designer are trademarks or registered trademarks of Digidesign or Avid Technology, Inc




FROM THE EDITOR

CONSOLE ELATION

Buying a console isn't much different from buying a car. What every-
body really wants is a 180-mph sports sedan that seats 12 and has
off-road handling. a luxury ride and the cargo capacity of a B-29
bomber, yet is compact enough to squeeze into a Greenwich Village
parking space on a Saturday night. Pricing should be at least 50%
below the competition, with a 2.8%, 72-month, guaranteced-buyback
tease. That's the car for me. but unfortunately it doesnt exist. By the
same token, neither does the “ideal” console.

A recording console is the single most expensive purchase a stu-
dio will make. and the decision is extremely difficult for a facility
owner. Follow the supposedly “safe” route of buving what every-
body ¢lse is buying. and your studio may become another “me-too”
rOON.

Even the simplest of questions aren’t so simple: Do you buy an
analog desk or one of the new digital wonders? Technology seems to
be changing at a dizzying pace. yet reports from manufacturers indi-
cate steady sales of high-end analog consoles. The bottom line, of
course, is determining what you—and/or your clients—require and
are willing to spend.

Maintaining the current state of the art may be the edge you need
to attract business. At the same time, purchasers of absolute leading-
edge technologies may find themscelves reluctant beta testers for an
unending slew of software fixes, The hardware situation is also tenu-
ous: Will the 16-bit design of a few years back be competitive in the
20/ 24-bit world? And now that we've all become used to mixing in
LCRS, how will our current tor future) console handle new 5.1 and
7.1 release formats, whether they be DVD, DTS, Dolby Digital or
SDDS?

In the “good old days™—whenever they were—finding the “right”
console size required adding the number of channels on your multi-
track and throwing in a couple of extra for outboard gear, Now, as
studios combine standard multitracking with virtual tracking., MIDI
sources, MDMs and dozens of signal processors, such guidelines for
determining console requirements are useless,

To make the new console selection process casier. this issue
includes a report on the state of the art, with information on dozens
of 24/48-bus consoles from 25 manufacturers. Unfortunately, it
doesn’t include any 12-seat highway cruisers. but with the wide
range of mixers presented in the article, you may just find something
that will do 48 tracks on the quarter mile in 6.2 seconds. Toss in
plasma metering, moving faders and a tuck-and-roll Corinthian
leather armrest. and yvou'll have something even Stephen St.Croix
would love.

Rev it up!

George Petersen

SPARS

V/BPA ABP

Mix magazine 1s published at 6400 Hollis St. #12, Emerywille, CA 94608 and i1s ©1996 by Cardinal Business Media. Inc Mix (ISSN 0164-9957) 1s published
monthly. One year (12 1ssues) subscnption 15 $46. Single copy pnce 1s $4.95, back 1ssues $6.00. Missed issues within the U.S. must be claimed within 45
days of publication date and abroad, within 90 days. Send . P! nquires and changes of address to Mix magazine, PO
Box 41525, Nashwille, TN 37204 or call (B00) 843-4086. Outside U.S., call (615) 377-3322. POSTMASTER: Send address changes to Mix magazine, PO Box
41525, Nashvie, TN 37204. Address all other correspondence to Mix magazine, 6400 Hollis St. #12, Emeryville, CA 94608; (510) 653-3307, Fax: (510) 653-
5142, Penodical class postage pad at Oakland, CA, and addmonal maiing offices. Editeur Responsable {Belgique). Chnstian Desmet. Vuurgatstraat 92,
3090 Ovenise, Belgique.This publication may not be reproduced or quoted in whole or in part by panted or electronic means without wntten permission of
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pplication, a unit that is flexible enough to fit your
Ub»situotion, whether it is for sound reinforcement or studio
'E;!icotions. But it needs to fit your budget. Enter the Studio Twin Stereo Effact
“Processor. With 99 factory and 99 user presets, each with the 3 parameters you use the
" most at your fingertips, and a single band parametric EQ, it's SIMPLE to operate. The high performance,
= cward winning SDISC® processing offers great sounding, high quality effects like True Stereo Halls, Cathedrals, Plates,
Chambers, Rooms, Gated Reverbs single and multi-tap Delays, Chorus, Flanger, Detune,and Tremolo. POWERFUL
Multi effects combinations like Mod+Delay, Mod+Reverb, or Delay+Reverb are also available. You can even
process 2 independent mono sources through 2 separate effects. We also included a Noise Gate with an

STUDIO TWIN
AFFORDABLE.

POWERFUL.

Esg
So

adjustable threshold, MIDI program change control, and an internal power supply. All these features
packed into a single AFFORDABLE rackspace. Check out the DigiTech Studio Twin at you dealer today.

Start sounding great tomorrow.

EEasily Modify
> any Preset

i Digilech

T
S

True Swereo
Effects Processing

Noise Gate w/
Adjustable Threshold

Accepts MIDI
Program Changes

21N 2 OUYT MULIY EFFEC 7% PROCESSOR

Single Band
Parametric EQ
Accessible at any
Time

S-DISC®

Processing Power

Large Numeric
Display

22 Digilech

H A Harman International Company

Dry/Wet Mix on
the Front Panel

Input Level
Ceontrol

Data Wheel Access to 99
Factory & 99 User Presets

SEE US AT NAMM BOOTH #1318

8760 South Sardy Parkwoy, Sandy Utah, USA 84070 « {801) 566-8919  Fox (801) 566-7005 ¢ Int'l Fox {603) 672-4246  Visit DigiTech on the World Wide Web at htt://www. digitech.com
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RoKeBottom

The perfect addition for anyone requiring better low-end
response isva near-field monitoring application, the
RoK-Bottbm kicks someé serious butt] The sub-wofentti-
lizes a.unigue enclosure shape sirfiilar to the popularK-RokK,

mininmizifig parallel
walls to-nmaximize
. low-end punch.
The 21 cubic
enclosure fea-
tures a 12-inch
long-stroke
polyglags
woofer with 3
metric sgnsi-
tivity of 01 dB
and is available
in non-pow-
ered and 14Q
wattipoyered
versions with
an LCRstim-
ming-amp
and an |
internal
crossover.

= >
KRK

FoK BOTTOM

POWER
BLoK

ith Klawitter,
stems. Inc. president znd chief design engineer,
started the company in 1966. Preyiously Keith had worked

as an independent recording engiréenat many of the worlds

major.recording and fim&tuddios and has gained numerous
film credits with projects at Metrg/Galdwyn, Paramount,
MGM and Universdl. KRK's phenormenal success can'be
attributed to a unigue’comtinaticn of exotic drivef materi-
als, proprietary crossoven stylized cabinet design znd
Keiths vision of uncompromising sonic quality.

The 140-watt KRK
POWER Bt:oK repre-
sents arevolutionary
concest in near-field moni-
tor ampiification. Offeringa
cost-effective alternative to
conventional rack-mount ampifiers, the
class A POWER BLoK is available as an
internal pption to all KRKmonitors, including
the RoK-Bottom sub=wosfer, or may'be pur-
chased separately and.us=d as an cupboard
amplifier (The proprietary:power modtle fea-
tures regulated power supplies to al voltage
gain stajes and heavy duty Nautrik combe
connegtors as well as extensive DG orotec
tion circuitry. Distortion is less than 0.05%
at 140 katts, while noise (A weighted) is
specifiedat -100 dB EIN input open.

KeRoK
2 The K-RoK personal
monitor. featuring
dical new desighs in
driver and enclosure
technology, has devel-
ped into one the
most popular near
field monitors on the
market. The unique
abinet shape. which
minitmizes paraliel
walls, was designed
optimize linearity
ndmaximize low
This provides
ely accurate reproduction of instruments and
vocals. Perfect for all near-field

applications, the K-RoKs not
only out perform the com-

petition. they also repre-
sent an incredible

value at $495.00
per pair.

Chris
Fichera,
vice president, Group One Ltd., exclusive dig”
tributor of KRK'Systems aroducts worldwide, has gained
inpernational recogniticn as both a Grammy Award winning
engineer and industry marketing veteran. "We have intertion-
ally limited KRX distrbution.” says Fichera. "KRK dealers were
selected on their abiity to effectively serve the professional
audio market with product-knowledge and a thorough under-
standing ot the recording process.

T
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Imaging Is Everything Questions Abput The Universe?
KRK monitors have become an integral tool in many of the Just ask Neil.
world's top recording and post-production studios. The KRK __ Neil Shaw, Menlo Scientifie.Menlo Fark,

line of near field monitors are without peer foraccuracy and | California
imaging. Each driver is extensively tested toensure a zero '
failure rate out of the box and fonitor pairs are matched

towithin one-tenth of a decibel for unequaledaccuracy;

With a complete family of near-field produsté to choose

from,KRK has a product foreveryapplication, including

video-shielded and powered versions.

Veneer
Options

If the ‘granite-type” look in a
monitor is not your cup of
tea, KRK offers veneered
versions to complement the
most demandinginterior.
Available in attractive oak or
rosewood, the optienal mod-
els include the K*RoK,
6000, 7000B.and SOO0B.
Ihey are also available in
powered and non-powered
versions and with optional
video shielding.

Distributed by Group One Ltd.

East Coast Office: (516) 249-1399 « (516) 753-1020
West Coast Office: (310) 656-2521 o (310) 656-2524
E-mail: jakel groupone@aocl.com

KRK Systems, Inc. : '

16612 Burke Lane' ¢ Huntington Beach, CA 92647
(714) 841-1600 o (714) 375-6496

E-mail: krksys@msn.com

CSIREADER s‘f-'m'/('_(r;l KDTFOR MORE_INFO



URRENT

DOLBY, MICROSOFT ALLIANCE
Dolby Laboratories in San Francisco is
heading up an industrywide venture o
develop high-quality audio for multime-
dia and PC platforms, including sur-
round sound applications. As part of the
cffort. Dolby has enlisted more than 50
1C and software allies, including Intel.
Motorota and Microsoft.

In u related move, Dolby and Mi-
crosoft announced an agreement to
jointly develop technologies and speci-
fications to support the use of Dolby
Pro Logic and Dolby Digital for PC and
multimedia applications, “Bringing the
PPC to the home entertainment center re-
quires giving it the best possible audio
abilities.” sayvs Carl Stork, director of
Windows platforms at Microsoft. *With
the support of Dolby. we're working to
make that happen.”

HARMAN MAKES MOVE

TO NASHVILLE

In an ctfort to tocus its U8, sales oper-
ations and realign its North American
distribution business, Harman Pro
North America will relocate to Nashville
and will distribute four major European
brands: AKG. BSS. Soundcraft and
Studer. According to Harman, the con-
solidation will enable the group to be
more responsive to the needs of the
U.S market. and the move to Nashville
will bring practical benefits, such as a
central location, growing local econo-
my and local music culture. The new
operation, scheduled to open in Sep-
tember, will be headed by controller
Mark Leveridge.

MICHAEL GERZON, 1945-1996
Michael Gerzon passed away on May
0. His 121 published papers cover a
wide variety of subjects—most, but
not all. concerned with audio—and his
contribution to the art and science of
recording and reproduction was truly
innovative.

To some, Michael's name brings to
mind his work on digital audio. Others
may recall his contributions to quantum
theory, or know his brilliant live record-
ings of juzz, classical and improvisation-
al rock music. For me. his name evokes
the person. the many years of hard work
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on psychoacoustics and. of course, Am-
bisonics.

I first met Michael in London in the
carly 70s. Later. a colleague and 1 visit-
ed him in his tiny Oxford flat to discuss
surround sound. Tle pointed to a vol-
ume on relativity and told us it held the
Kev 1o surround sound recording—he
was, of course, correct,

As part of the Ambisonics team, he
did the vast majority of the original the-
oretical work and much of the practical.
He was awarded an AES Fellowship in
1978 for his work on psyvchoacoustics
and was responsible for the theony be-
hind the Soundficld microphone. While
many wished to use Ambisonics for
capturing live performances and re-cre-
ating them in the living room in three
dimensions with just four channels, we
wanted to use the technology for multi-
track recording and mixing. We were
not surprised to find that Michael had
already designed the basic circuits for
Ambisonics panpots and mixers: all we
had to do was build them. Evenually,
thanks to Dr. Geoft Barton and Audio &
Design Recording. 1 had real studio sys-
tems to work with, and Ihave recorded
four dozen atbums using the technolo-
v Michael had pioneered.

Michael worked in other aspects of

audio. but the delivery of meaningful
spatial information always scemed to
be a part of his research, whether it
wis Waves TrueVerb or Stereo Imager,
his proposals for multichannel stereo
for HDTV, or his contributions to the
High Quality Audio Disc proposal is-
sued by the Acoustic Renaissance in
Audio group. Michael's work on Am-
bisonics won him the AES Award of
Excellence in 1992, Hopefully, we will
be using it on tomorrow’s multichannel
digital discs.

Michael Gerzon was a giant in the
field of audio. this work at Ambisonics
built on the pioneering discoveries of
Alan Dower Blumlein, Britain's carlier

CHECK OUT MIK OALINE!

http://www.mixmag.com

audio genius who developed many of
the basic principles of stereo, It is fitting
to both men to mention them in the
same breath. Michael's work was aston-
ishing. yet so was he as a person. De-
spite his continual problems with severe
asthma, he remained lively about his re-
search und recordings and maintained
an excellent sense of humor. Te was a
mun of immense creativity and integrity
in a world that didn’t always appreciate
it. We owe it to Michael Gerzon to en-
sure that he is not forgotten,
—Richard Elen

SPARS 1996 CONFERENCE

The Society of Professional Audio Re-
cording Services hosted a weekend in-
dustry conference to discuss expansion
of business through technology. The
seminar took place in Los Angeles from
May 17-19 and brought together 150
representatives from leading manufac-
turers. Featured at the event were panel
and group discussions, along with lec-
tures from such speakers as Rupert
Neve and Russ Berger.

The goal of the conference was to
promote development strategies for suc-
cess in the 21st century, says SPARS
president John Fry. “Previous confer-
ences have focused on digital audio
workstations and have been largely ori-
ented toward the demonstration of
cquipment,” says Fry. “This years's con-
ference was information-oriented, with
an emphasis on the implications of new
technologies.™ SPARS plans to host a
similar conference next year.,

MIX AES NEW PRODUCTS GUIDE
The November issue of Mix will include
our annual AES New Products Guide.
Forms are being mailed to manufactur-
ers this month and must be returmned be-
fore August t. The Guide will spotlight
new, AES-debuted products. 1f you
want to submit a product description
but have not received an official form
by July 20, please call Barbara Schultz:
510/653-3307.

TC ELECTRONIC TO

DISTRIBUTE TUBE TECH

Tube Tech, based in VanLose. Den-
—CONTINUED ON PAGE 16



I ntroducing...

.the first new Neumann
Tube microphone in
more than 30 years.

Neumann understands tube microphones. We've been
waking them since 1928, The U 47, M 49, U 67, and
KM 53 arce legendary - coveted by engincers and produc-
ers worldwide. When asked to reproduce a microphone
with the *classic’ characteristics of our older jems, we
decided to go one better. Enter the new M 149 Tube.
Utilizing the K 49 capsule and headgrill from the classic
M 49, coupled with the transformerless FET 100 circuitry
from our TLM 50, the M- 149 Tube is a modern
microphone in the classic Neumann tradition. -+ * '

The M 14 Tube features 9 polar patterns and a 9-position
high-pass filter. With a self noise of 11 dB-A, the M 149
Tube is the:quietest tube microphone in the world. The tube
and associated circuitry for the M 149 Tube are mounted on
modular ‘dircuit cards.’ In the future, a variety of tube
modules will be offered, allowing you to customize your
M 149... diFerent tubes for different recording situations.

Neumann has brought more than 50 vears of design
expertise to the M 149 Tube, and it shows in every detail of
this truly outstanding microphore.

Neumann... the choice of those who can hear the difference.

The MY Tube

CNPREADLR SERYICE CARD FOR MORIE INPO
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6 Vista Drive * PO Box 987, Old Lyme, CT 06371 ¢ ‘Tel: 860.434.5220 » FAX: 860.434.3148
Nevmann IUSA West Coast @ Tel: 818.845.8815 ¢ FAX: 818.845.7140

In Canada: 221 Labrosse Ave., Pointe-Claire, PQ H9R 1A3 ¢ Tel: 514-426-3013 « FAX: 514-426-3953
World Wide Web: heep://www.ncumann.com

SEE US AT NAMM BOOTH #1529




I VLZ CIRCURY ROR
LILTRA-LOW NOISE
AND CROSSTALK. Did we just
make up a fancy name for
the same old circuitry?
Nope. VLZ (Very Low
Impedance) is a Mackie
innovation based on solid
scientific principles.
Through the careful
deployment of high
operating, current and low
resistor values at critical
points in our consoles,
we're able to dramatically
reduce thermal noise &
adjacent-channel
crosstalk. Open up all the
channels, subs &
masters on a Mackie
8eBus console and
compare what you
hear (or rather
don’t hear) with
any Brang X
console. Because
Yery Low Impedance
circuitry needs loads of
high current, we ship a
lhumongovs, 220-Watt
Triple-Regulated power
supply with every 8eBus

} Mention in this ad denotes usage
pnly, as reported to Mackie Designs,
prd {8 In no way intended to
Eanstlwte official endorsement by
he artists or groups listed.

.Ao compiled by a leading
[ndependent Console Yideo Facteld
Pvaluation Laboratory. Your count of
puperior Mackic £2Bus console
foatures may vary.

e T

’ (T EXPANDS ALONG WITH YOUR

NEEDS AND BUDGET. You'd be
surprised just how many 8eBus
console setups like the one below are
currently in use. But you don't have
to start out this way. Start out
with a 248 or 3208 and then grow
your 8eBus console 24 channels at a
time with our 24¢E add-on modules.
1, 2 or even 3 of 'em connect in
minutes. They come with their own
220-watt power supply; optional
meter bridges are available.

Above: 24+E 24-ch. expander with optional
MBeE meter bridge and stand.

MAC" & WINDDOWS® 95-

IMPECCABLE MIC PREAMPS. A

console can have motorized
dooflammers and an optional MIDI
espresso attachment, but if the mic
preamps aren't good, you don't have
a fully-useful production board. Our
discrete preamps with large-emitter-
geometry transistors have won a
critical acclaim for their exceptional
headroom, low noise (—129.54Bm
E.LN.) & freedom from coloration. VL.Z
circuitry in the preamp section also
reduces crosstalk.

BASED AUTOMATION THAT'S
RELIABLE, PROVEN AND AFFORDABLE.

Along with
affordable digital
multitrack recorders,
the Mackie 8eBus has
/& made it possible to do
world-class productions
on a modest budget. But until now,
Big Studios have still had one
remaining and unattainable creative
“secret weapon”... computerized
level automation. That's why we
developed the UltraMix™ Universal
Automation System. It gives you
fully editable and recallable control
of input, channel and master levels
— plus features not found on even
the most expensive proprietary
Mega-Console automation
systems. Equally important, it
doesn't degrade sound quality,
introduce zipper noise or cause

audible

“stepping.”

UltraMix is

currently being

used to mix

network

television music themes and

on several major album

projects — by seasoned

engineers who grew up on Big
Automation Systems. Their

verdict is that UltraMix is a

serious automation solution —
stable, reliable and frankly easier to
use than more expensive systems,
The basic system controls 34
channels and can be expanded to as
many as 128 channels. UltraMix Pro™
software, for 030/040 & Power PC
Macintoshes and PCs (Windows® 95
required), includes a wealth of

I Master Section .
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THIS CONSOLE JUST PLAIN

SOUNDS GOOD. sure, you may
be able to buy a Brand X console for
less. But you end up with a console
that sounds like...well...a Brand X
console. Granted, we're getting into a
pretty subjective area here. ..but we
have tall mounds of 8eBus warranty
cards that rave about our consoles’
‘Clarity,” “sonic purity,”

sweet sound,
“transparency,” “lack of coloration”
and alot of other superlatives we
wish wed thought of first.

UltraMix™ includes the
Ultra-34 Interface,
UltraPilot Controller

and software for $2797
suggested U.S.. retail.
Macintosh® or Windows®
95-compatible PC not
included.

features like editable fader curves,
built-in level display, unlimited
subgroups, SMPTE time code
display, event editor with pop-up
faders, optional control of outboard
effects devices and the ability to
play Standard MIDI files from within
the program.

HIS AD CONTAINS 8 REA
YOUR FREE 1-HR. MACKI

s ksl berskebaiek



SONS T0O BUY OUR 8-BUS CONSOLE.
VIDED CONTAINS AT LEAST 71.5 MORE.
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PROFESSIONALS REALLY USE

THEM. The members of Boyz I
Men could have afforded any console
they wanted for their studio’s second
room. They chose an 80-input 8eBus
with 102 channels of UltraMix™
automation. In the studios of
artists as diverse as k.d. lang, Yes,
Queensryche, Lee Roy Farnell,
Aerosmith, Bryan Adams, Carlos
Santana, Whitney Houston, Eric
Clapzon & U2, our consoles really are
used to make great music.
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FREE VIDED! Choosing the right
8-bus console can be

pretty canfusing these

days. That's why we've

whomped up a free video

that gives you some solid

reasons to buy a Mackie 8eBus.
This eclectic compilation contains
excerpts from our epic 8eBus Video
Owner's Manual, an introduction to
UltraMix™ Automation System and
an award-winning short subject, The
2nd Mackie Home Video. Watch all
three parts before you part with
bucks for any 8-bus console.

Above: 24+E 24-ch. expander with optional MB<E
meter bridge and stand. Above left: 3248 with
optional MBe32 meter bridge and stand.

WIDE MID

RENGE EL.

Whether

you're

tracking or

mixing,

equalization

is one of your

most important creative

tools. We concentrated

on important things like

giving you Classic English

Console £Q capabilities.

By that, we mean ext-emely-wide-
bandwidth peaking equalization that
can be used to achieve eftects that
simply aren’t possible with narrower
EQ. Most Brand X midrange EQs have
a fixed bandwidth of about 2 octaves
(blue graph above right}). You can
sweep it up & down the frequency

spectrum, but the “sharpness” of the

EQ curve is always the same.

This kind of

EQ is good

for some

purposes...but

if you've worked

with it before,

you krow it's too

drastic and

localized for gentle

changes in overall

tonal coloration.

The BeBus' true parametric

Hi Mid lets you spread the

bandwidth out to as much

as 3 octaves (red curves at
left). That extra octave of “width”
gives you a whole new creative palette.

1396 MACKIE DESIGNS IND
ALL RIGHTS RESERVED

Represemed in Eanada by SF Marketmg . 800/363 8855 Uulsnie the USA \.ZUE/AB'I 43

Above: The SideCar,
matching 8ebus equipment
rack.

LEGENDARY
RELIABILITY.
This is one
of those factors you
probably don't think
much about — until your
console goes down at in
the middle of a critical
session...at 2ZAMon a
holiday weekend. Built with
pride in Woodinville, WA, USA,
BeBus consoles have an enviable
3-year track record for enduring
continuous, round-the-clock
use and abuse.

(SE READER SERVICE CARD TOR MORE INTO
SEE US AT NAMM BOOTH #642

FREE VIDED FINE PRINT. visit
your local Authorized
Mackie Dealer for a
real live 8eBus
demo, and then
shag your free
video. This
/&- handsome offer is
good while supplies
kzst, or until August 31,
1996, whichever occurs
first. So, you shooze, you
feoze. Limit: one per
customer. If you just
can’t seem to make it to
adealer, it’s available
trom Mackie by phone or
fax request — no reader
response cards. Allow.
six weeks for delivery.
You will also receive
our 48-page
BeBus and
UltraMix™
Universal
Automa-
tion
System
color
zablold. This video offer is
available to respondents
i the U.S. only. Canadia
readers, call 5F
Marketing at the toll-fre
phone number below. Ir
cther countries, please
consult your local Macki
Jesigns Authorized
Distributor.
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WORLD AUDIO NEWS

INDUSTRY NOTES

Mark IV Audio North America in
Buchanan. M1, appointed Monte
Wise to the newly created position
of national sales manager of pro
sound fixed installation/cinema. ..
Yamaha Corporation of America
(Buena Park, CA) announced the
formation of a dedicated commer-
cial audio sales force, headed by na-
tional sales manager Rick Young. ..
Audio-Technica in Stow. OH. pro-
moted Philip J. Cajka to president
and CEO and Kenneth R. Reichel
to executive vice president and
COQO...Netcast Communications
Corp. (New York City) formed a
partnership with AT&T (Greens-
boro, NC) to deliver high-quality
audio over the Internet.. Jack van
der Dussen fills the newly created
position of general manager of
Quantegy Europa. headquartered in
Mountain View, CA...Mackie De-
signs (Woodinville, WA) announced
the appointment of Greg Silsby as
“commercial sound guy.” In other
Mackie news, the company was
ranked in INC. magazine's Top 100
list of tastest growing publicly held
U.S. companies.. John Lennon joins
Ferroftuidics (Nashua, NH) as audio
products specialist...Grass Valley,
CA-buased Graham Patten Systems
named Sheila H. Ross as director of
North American sales...Genelec
moved to new offices. The address
is 39 Union Ave.. Sudbury, MA
01776. Phone 508/440-7520: fax
508/440-7521...Dolby Laboratories
in San Francisco appointed Strass-
berg Associates (New York City),
Dale Pro Audio (New York City),
Audio Intervisual Design (West Hol-
lywood), Cutting Edge Audio (San
Francisco) and Sonotechnique PJL
Inc. (Vancouver) as new dealers
for its pro audio products...Digi-
design relocated its headquarters
to 3401-A Hillview Avenue, Palo
Alto, CA 9430+, Phone 415/842-
7900.. .Sennheiser in Old Lyme, CT,
hired John M. Ruffner as manager
of finance and administration and

John Falcone as vice president of

MIXC LY 1900

marketing/sales for the U.S...
Howard Schwartz Recording in
New York City named Fred Miller
as audio director/ producer and
Tony Giovanniello as operations
manager.. . rvine. CA-based Pinna-
cle Micro named Lawrence Goel-
man to its board of directors and
brought in Kenneth Campbell as
executive vice president, technol-
ogy and general manager...Paul
Freudenberg was promoted to na-
tional sales manager at BSS Audio
in Northridge, CA...Sam Ash Pro-
fessional (New York City) named
David Prentice as director of mar-
keting. Chris Stubbs in parts and
accessories and Dave Carlock, John
Convertino, Bill Dexter and Scott
Godin as new salespeople... Hick-
ory, NC-based CommScope ap-
pointed Gepco Ianternational Inc.
(Chicago) as an exclusive distribu-
tor of its audio and video broadcast
cable products. .. Korg U.S.A. moved
to 316 south Service Road, Mel-
ville, NY 11747-3201. Phone 510
333-9100: fax 510/333-9108. ..

Joe Territo joined Apogee Sound

(Petaluma, CA) as marketing com-
munications manager...San Fran-
cisco-based Pacific Bell announced
the formation of an entertainment
division devoted to sales and de-
velopment of voice, data and video
services for the entertainment in-
dustry in California...Richard D.
Erwin was named vice president of
Audio Analysts US.A. Inc. in Colo-
rado Springs, CO...Symetrix in
Lynwood. WA, named On The
Road Marketing as its sales rep of
the year John Oram Professional
Audio (Kent, UK) acquired the ser-
vices of 2001 Music (Surrey, UK) to
handle its marketing and public re-
lations...Mix's own Marketplace

Classified advertising manager.
Robin Boyce, and former sound re-
inforcement editor David (Rudy)
Trubitt will be married this fall. The
couple met sharing an AES cab ride
in New York a few years ago. Fate
or destiny? You decide. .. ]

—FROM PAGE 12 CURRENT
mark. appointed TC Electronic as its
North American distributor. Effective

June 3. all distribution. warchousing

and services for Tube Tech moved o
TC Electronic’s U.S, office in Westlike
Village. Calit. For more infornation. call
805, 373-1828.

NEW WEB SITES

CAIG Laboratories has a new home
page that features product informa-
tion, satety data sheets and frequently
asked questions and answers from its
customer service department. Visit
http: www .caig.com.

Digidesign has a new Web site that
offers 24-hour customer support, system
compatibility: charts and TechFlix,
downloadable Quick’Time movies de-
signed to help with system configura-
tion and troubleshooting at hup:/ www.
digidesign.com.

Klay Anderson Audio Inc. opened «
new site. Located at hitp: www Klay,
com, the site features Netscape ™ en-
hanced graphics and RealAudio online.
Visitors can browse product lines,
rentads and new audio developments.

Qsound opened a new home page
at httpwww . gsound.ca.

To see product specitications and
applications and to take a virtual com-
pany tour, visit Quantegy’s new Web
site at hup: WAV (Juantegy.com.

Speck Electronies has a new Web site
at htp:www.speck.com speck. The
puge features company and product in-
formation. and an Audio Trivia page.

EVENT UPDATE

The oth Australian Regional Audio En-
gineering Society convention will take
place at the World Congress Centre in
Mclbourne. from September 10-12.
More than 30 manulacturers will exhib-
it and Ray Dolby is the kevnote speak-
cr. Inaddition, 17 workshop topics
have been announced. Call (61) 3 9682
02444 tor details.

MEET. the Musical Entreprenceurs
Expo and Training. is a three-day con-
ference geared toward teaching musi-
cians how to break into the jingle
voice-over video production and mar-
keting arcas of the entertainment indus:
try. The seminar. sponsored by RZM
Direct. will be held September 15-18 in
Las Vegas, For more information. call
702 898-7070.

CORRECTION

The Mix Master Directory lists an incor
rect fax number tor Auratone Corp. The
correct number is 619 290-8734. n
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_‘rfxduccrs studios and artists are getting more attention than ever
these days. Just ‘isten to the soundtracks of Oscar neminees Apollo 13
and Dead Men Walking and vou’ll hear incredible mu‘titrack edit-

ing and mixing made possible only by Sonic.

Tune in to this vear’s Grammy -winning recordings to hear the

superb sound quality delivered by Sonic Studio, the DAW that gives
» 25 bit digita! audio architecture
5 ) vou the power todo your most exciting and creative work.
+ 96 KHz sampling capable
« High-density CD/DVD support
Sonic Studio delivers the performance and the quality

+ 9% 1/0O channel maximum

«Sab-nannsecond jitter vou've been waiting for. Background loading, multitasking
i 8 5

Real-time digital media networking and high-speed networking turn your Sonic systems into

T At ST L

a seamless media workgroup. Spend v@ur time creating

not waiting.

Get vour hands on the industry’s favorite digital
workhorse. And while vou may not have to worry

too much about groupies, vou can expect to get \’

chased around. By new business.

% [} f\|
W\“ SONIC SOLUTIONS e Call | 800 225 1656 today.
e ' And visit us at www.sonic.com.

131 Rowland Way. Novato CA 94945 USE READER SERVICE CARD FOR MORIE INFO
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THE FAST LANE

THE GOOD, THE BAD AND THE UGLY

A PLEA FOR ELEGANCE AND SPEED

HE GOOD

Okay. people. Gas prices are

way up. and memory prices
are way down: so walk 10 vour
nearest memory dealer and buy all
those SIMMs or DIMMs that vou
have wanted for vears. APS is ad-
vertising 1-gig drives tor 8239 and
2-gigs for $479. so yvou might want
to pick up the phone and buy a
couple o spinners, 1o, Oh, ves,
the JAZ is just starting 1o trickle out
so you will need one of those. ..
Then you will have storage and
memory—vyou will be halfway
there.

Computers are faster and cheap-
er.as promised by every predic-
tion, including St.Croix’s Second
Law of Technology: “Whatever you
have is half as fast and costs twice
as much as whatever vou are look-
ing at in this month's magazines.”
And. for those who care, the First
Law states: “Always specity FedEx

18 MINL /1LY 1990

overnight shipment so vour gear
won't be obsolete when it gets
there.” Okay. okay. As long as we
are doing the Laws, 1 will give vou
one more. the Third. This one is
long. so it is often forgotten or con-
fused: ~“Always sell all of vour gear
at the end of every work day and
buy new gear every morning.”
Only by doing this can vou avoid
the embarrassment of obsolescence
and the financial drain of Explosive
Value Decompression. Or vou
could stick vour head in the sand
like the government and pretend
that computers have a five-vear
functional life—have vou seen
those depreciation curves?

So buy a new computer, a nice.
fast. cheap thing 1o put all your
nice new memory and drives into.
Then go out and buy a new digital
audio workstation, something pow

erful that actually uses some mod-
ern DSP hardware in a rational
way. Stick that in your computer.
Track some wnes. Edit some
tracks. Stretch, bend. fit, compress.
morph and twist a liule audio. Go
back and replace the tracks vou
messed up when vou stretched,
bent, compressed. morphed and
twisted them. Punch, loop, insert.
Use it for o while,

Now stopt Take a day and com-
pare life with a DAW 10 life with-
out one—the old life, life with a
multitrack recorder. a conventional
analog recording desk. und a rack
full of audio twisters. What got bet
ter? What got worse?

Welllits prety obvious what
gets beter when vou have a good
DAW. A good system s so fast and
powertul that it takes vou past its
learning cyele, past the reasons vou
bought it tincreased productivity
and versatility), all the way 1o a



INTRODUCING THE LIBRA MUSIC C ONSOLE

A NATURAL

The seventh sound wave has
arrived. Libra is the new digital
console from AMS Neve, with a

straight ahead musical bias.
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Fully automated and entirely

digital, Libra takes the maestro

features of its six predecessors and

adds phenomenal musical ability,

at a midrange price.

Worldclass technology designed

and configured by those who write

the digital score.

Sounds like you’ve got to have

a demo. —

N AMS
'NEVE

AMS NEVE plc - UK HEAD OFFICE TEL: 44 (0) 1282 457011 FAX: 44 (0) 1282 417282 - GERMANY TEL: 49 (0) 6131 46282 FAX: 49 (0) 6131 42702
USA HOLLYWOOD, CA. TEL: (213) 461 6383 FAX: (213) 461 1620 - NEW YORK, NY TEL: (212) 949 2324 FAX: (212) 450 7339
CANADA RUPERT NEVE INC., TORONTO TEL: (416) 365 3363 FAX: (416) 365 1044 - e-mail: enquiry@ams-neve.com http://www.ams-neve.com
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IN THE TIME IT TOOK TO
WATCH THIS FRAME, CEDAR
RESTORED THE AUDIO.

Slower solutions are never as good.
While the competition is still loading the hard disk, you can be
on to your next job with CEDAR, the first - and still the only —
audio restoration processors to offer mastering quality real- DH-1 De-Hisser
time scratch, click, crackle and buzz removal. CEDAR was
also the first to combine unparalleled noise reduction with

; remarkable dynamics processing and both IIR and FIR .
CEDAR 20 PC-based system o , . ) DC-1 De-Clicker

equalisation. And then there's CEDAR’s unique ‘Noise Free
Equalisation” which boosts the signal without re-introducing any hiss.

Not only do all CEDAR's products work in real-time, they can also be cascaded to

perform all your audio restoration requirements in a single real-time pass. CR-1 De-Crackler

So whether you prefer a computer-based system

or our rackmount modules, one thing is for sure.
PaN
N

With CEDAR, by the time you've played the tape or

. AZ-1 Azimuth Corrector
watched the movie, you've also restored the audio. /\

Leading The World In Real Time Audio Restoration

HHB Communications Inc - 43 Deerfield Road, Portiand, Maine 04101 1805, USA
Tel: 207 773 2424 - Fax: 207 773 2422 - E-Mail: 75671.3316@compuserve.com

HHB Communications Ltd - 73-75 Scrubs Lane, London NW10 6QU, UK
Tel: 0181 962 5000 - Fax: 0181 962 5050 - E-Mail: sales@hhb.co.uk

Studer Canada Ltd - 1947 Leslie Street, Toronto, Ontario M3B 2M3, Canada - Tel: 416 510 1347 - Fax: 416 510 1294

USE READER SERVICE CARD EQRMORE INFO
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THE FAST LANE

|

new plane: creativity. When a system is
so fast that you can afford the time to
simply try out an alternate idea that is in
the back of your head, and that same
system is structured so that there is no

so you will end up with lots of extra
bucks to buy those acoustic treatments,
ancillary gear and creature comforts.

I will spare you the endless list of
DAW advantages when it comes to
editing, punching, locking, conforming,
yada yada. T'll make it simple; DAWSs

St.Croix’s First Law of Technology states:

“ Always specify FedEx overnight shipment

so your gear won’t he obsolete when it gets there.”

penalty or danger in doing so (the orig-
inal ideas are not erased or destructively
modified), you just might try it, and
maybe even several versions of it. It has
been my belief for some time that
DAWSs will produce their own creative
surge, as did Les Paul's bizarre multi-
track recorder.

So more on what gets better. The
DAW is quite small compared to the
Old Way, so you will find yourself with
lots of extra room for acoustic treat-
ment. ancillary gear or creature com-
forts. And DAWSs are becoming quite
inexpensive compared to the Old Way,

are starting to work now. They do all
this stuff much better than the Old Way
ever could.

So, what's the problem? Why aren’t
these things the absolute, indisputable.
ultimate answer?

THE BAD

There are two main real bad things
about these systems. Undeniably, the
first is the control surface (or lack of it)!
Let's face it; mice and track balls were
designed for word processing and
pointing to icons or text. and graphic
tablets for painting. Knobs, faders, but-

tons and big, heavy shuttle wheels are
what we need for audio. So let's get
them! Let's demand real DAW control
surfaces, rationally designed to make
DAWs at least as comfortable and effi-
cient a work environment as the Old
Way.

Next is what they sound like. This
would not normally be a problem, ex-
cept for the fact that the reason all of us
are working today is because of what
our stuff sounds like. We are all audio
mixers and engineers, so 1 guess that lit-
tle detail matters after all.

There are actually two problems
here. First, the A/D and D/A conver-
sion. Because these converters are the
doorway into and back out of our won-
derful new digital universe, they had
better have good doors. Your choices
are: 1) Find a DAW with really good
converters. Oh. Well, maybe we had
better go on to number 2) Get a DAW
that offers various outboard converters
s0 you may pick the one best-suited for
your needs. This should happen more
and more now, as DAWSs grow up. Or
there is always choice 3) Blow it all off
and go in and out digitally. The good
side here is that you have total control

—CONTINUED ON PAGE 221

Extend Your Reach Worldwide

withhDolby

Dolby Fax is the worldwide standard for connecting to film, record labels, music and post production studios.
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The Dolby Fax system uses economical ISDN lines and Dolby digital coding for the highest audio quality. Other
features include remote machine control with time code capabilities and a Windows™ based user interface for
automnatic call setup. For more information and an interactive brochure call 1-800-365-2973 or visit the Dolby

Web Page at http://www.dolby.com.
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THE NEW ALCHEMISTS

he hottest items at music and

audio trade shows these days

(besides those 48-channel
automated mixers that fit in vour
shirt pocket) are the dog-and-pony
shows in which audio recordings
are amazingly turned into MID]
data and hack again. A high-jump-
ing flute passage comes out of a
cello, and medieval choirs sing in
be-bop harmonies, A symphony
orchestra is conducted by drawing
accelerandos on a sereen, and The
Beatles are forced into a 110bpm
techno beat.

These tools are cool. You can
do a lot of things with them that
would have been difficult, it not
impossible. before they came
along. For the right people., in the
right situations, they can be a real
spur to creativity. So naturally, tons
of manufacturers are jumping on
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the bandwagon, proclaiming that
their conversion algorithms and
DSP are faster/cleaner/better-
sounding than the others. But
snazzy technologies have o way of
taking over people’s imaginations
in excess of their real worth, which
makes it wise—bhefore anyone de-
cides to seream “Whoopee!™ and
base o $30-million IPO on it—to
take a fairly sober look at what this
stutt is for, and what it isn't.

The promise of audio-to-MIDI-
to-audio conversion (how about
we call it AMAC for convenience?)
is that we can now dissect a re-
corded musical performance and
isolate individual nuances. nweak
them just as if they were MIDI
notes and controllers, and re-apply
them o the original: thus, we ¢an

create performances with the sonic
quality of digital recordings but
with a whole new level of expres-
sive control. Computer-hased conr-
position ¢an be liberated from the
strictures of discrete svnthesis and
one-shot sampling, and the manip-
ulative technigues MIDI composers
know and love can be applied 1o
any sound at all,

How true is this? Well, let's ook
at the process one step at a time.
The first part of AMAC involves ex-
tracting performance data from an
audio signal on disk. Using FFTs,
spectrum analysis, weighting and
other tools, the process derives ini-
tiad pitch, pitch change, initial level,
level change. high-frequency con-
tent and duration from the signal,
translating them into, respectively,
note-on. pitch-bend, velocity, vol
ume, “brightness™ and note-off
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FEATURES:

Link up ta 8 machines

You Could Always Hear What
AKAI Did For Your Music . . .

Un 1992 we introduced low cost disk recording with our 4
track DR4d. Thousands of DR4d's have found their way into
broadcast facilities, recording studios, post production houses,
and project studios. Combining our experience with input from
thousands of end users, we created the DR8 and DR16
Whether you're just starting out with your first 8-track, upgrad-
ing your current tape-based MDM, or even if you're planning on
adouble-whammy, 128-track, multi-interfaced, graphically-based,
post production facility, the new DR Series from Akai will serve
your needs and grow with you in the future. It's an important fact

Record/Edit The new DR Series utilize our latest 24-bit internal

processing technology enabling simultaneous 8-track recording with the
transparent digital audio quality that has become an Akai trademark

Three dedicated LSI's (Large Scale Integrated circuit) for recording,
mixing, and optional EQ provide real-time performance and stability of
operation that computer based units simply cannot provide.

Real-time random-access editing features like copy, insert,copy +
insert, move, move + insert, erase, delete, slip, and sliptrack inspire creative
efforts that are simply unthinkable with tape based recorders. The TAKE
function allows you to record up to five separate takes of a critical solo, or
enables you to compare separate effects treatments of a singular passage.
The jog and shuttle wheels make finding precise edit points a breeze, while
the familiar tape-machine style transport controls and autolocator make
operating the DR Series recorders like working with an old friend.

to consider when someone tries to sell you a "budget” digital
recorder that never really meets your needs. Check out these
features and you'll "see” what we're talking about.

DRB - $3495 -gg. Retail Price

8 Track Disk Recorder

MORE FEATURES:

DR 1 6 - 54995 -gg. Retail Price

16 Track Disk Recorder

The DRB can be equipped with an optional internal 1 GB SCSI drive, while the DR16 is
available with an optional 2 GB internal SCSI drive. The DR Series recorders are both equipped with a
standard 50 pin SCSI port alowing a combination of up to seven SCSI drives with disk overflow recording
capability. Lists of compatible drives are available from Akai product information.

Data backup is achieved through standard audio DAT or Exabyte

At the time of this writing, the lomega Company is preparing to go into production with their new 1 GB
"JAZ" drive, a removable media SCSI drive which will greatly enhance the capabilities of our new DR Series
recorders. Stay tuned for more info in our upcoming ads. Better yet, test drive a new DR Series recorder
today at your local Akai dealer.

EVEN MORE FEATURES:

Balanced 1/4° TR in/out

Switchable +4/-10d8 line lovels
8in 16 out + stergo master (DR16)



Now You Can See It.

m Some of our competitors' disk recorders use a portion of their recording LS to
provide mix capability. While this saves money, it can also produce audio artifacts like “zipper” noise

when adjusting such critical functions like EQ, pan, and fader level. On top of that, many disk recorders
won't even let you make real-time adjustments during mix down, eliminating a critical part of the creative
recording process. The heart of the DR mixer is a 16-channel, 24 bit custom LSI designed to provide
real-time dynamic digital mix capability. Built-in 99 scene snap-shot automation for all functions and
dynamic automation via external MIDI sequencers, combined with 8 or 16 channel 3-band parametric
EQ option, ensures that the only limit in the DR Series mixer is your imagination. With its built-in 16
channel mixer, the DRB becomes the perfect compliment to any 8-track recorder you might currently
own. It can mix down its B tracks of internal digital audio with an additional 8 inputs from a sampler.,
tape machine, or a live performance, all in the digital domain. The MT8 mix controller provides a 16

track console format for dynamic remote control of all mix and EQ parameters.

OPTIONS:

MIDI interface - $299

SMPIE. read/gen - $373
RS422 video sync - $299
BiPhase film sync - $238
2nd SCSI port - $289
MT8 MIX controller - $789

8 channel 3 band parametric £ - $550

16 channe) 3 band parametric £ - $699

nd Batteries not included.)
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SuperView'" Ry e
a frenzy packing new features into our DR8 and
DR16. Whenwe stepped back to take a look at
what we'd done, we realized we crammed a
whole roomful of equipment into a single SU
box. In order to help keep track of everything
that's going on inside our "studio in a box", we
developed the SuperView™ SVGA monitor
board. SuperView™ mounts internally in the
DR8 or DR16 and pravides envelope and track
information for up to 16 tracks of audio, as well
as region highlighting for record, playback, and
edit. SuperView™ is further enhanced by 16
track level meters with indicatars for left/right
master out and aux 1/2 out. The time indicator
will read in the same format as the DR front
panel. SuperView™ requires no external com-
puter, simply plug your SVGA compatible moni-
tor into a SuperView™ equipped DR Series
recorder and you're ready to go. SuperView™
enables real-time video representation of audio
status; no waiting for screen re-draws. What

you hear is what you see.

DIGITAL

NG E M = e C M To increase the power of SuperView™ even further, we added
an ASCII keyboard input to the SuperView™ card, allowing a standard ASCI! keyboard to operate as
acontrolinterface for SuperView™ equipped DR Series recorders. Functionkeys will provide the ability
to zoom in on a single track, as well as zoom in/out timewise for precise edit capability. All tracks and
locate points can be named, allowing you to manipulate and track large amounts of data ina very simple

manner. A unique interface has been developed to allow track arming, transport control, and edit
functions directly from the keyboard, providing enhanced productivity through an intuitive human

interface design.

I SE READT R MURVRCIECARDIBEQR MORE TNFO

Akai Digital
1316 E. Lancaster Ave.
Fort Worth, TX 76102, U.S.A.
Ph. 817-336-5114
Fax B17-870-1271



MIDI data. Brightness is not strictly de-
fined in the MIDI spec. and there s lit-
te commonality among synthesizers as
1o how to interpret it, so at least for
now. brightness data from this process
is not all that useful. The derived MIDI
data can be used 1o play a MIDI syn-
thesizer in close step with the original
audio. or used as a timing reference 1o
trigger other MIDI tracks. This in itsclf,
if done well, is worthwhile.

Turning an audio signal into MIDI
data is nothing new—companies like
Fairlight. IVL Technologies. DigiTech
and Roland have been doing it for

many years. not to mention all the hap-
less MIDI guitar makers who continue
to bang their heads against the wall of
pitch-to-MIDI conversion. This hard-
ware's task has been o do the process
in real time—that is, to extract a MIDI
line from a voice or a trumpet while it's
playing. The new software systems,
however. do it offline. which gives them
plenty of time to sift, analyze, transform
and compare, so theoretically their per-
formance should be much beter. But
many old problems remain: Where do
vou draw the line between pitch-bend
and a new pitch: between a fundamen-
tal and a harmonic: between the noise
at the beginning of a note and the note

If you think professional
automation is too
expensive............

DR
B3
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Think again! Optifile DRAX
for 8-bus has arrived
o 800-350-4626

Fax 905-469-1129
' BNEIEE Web www.sascom.com

Optifile Drax prices start as low as $2,995 for 32 channel system. Installed inside your console. |
Uses existing faders and mutes. No external fader pack required. TimeCode based.
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itself: or between voices in a chord?
Just as a hardware converter must be
programmed with gate times, attack
times, volume and pitch-change thresh-
olds, ete., so that it knows what kinds
of limits 1o set on its processing, a soft-
ware converter has 10 be told what o
do when it's confronted with ambigu
ous data, which, unless it's analvzing a
diatonic Theremin, is just about all of
the time. If the parameters are not set
correctly (and sometimes even if they
are), the result is a jumble of micro-
notes. appogiaturas, flying pitch-bends
and wrong octaves. In some ways, the
software converter's job is more difti-

Sharping a singer
who sings a couple
of flat notes is easy,

but turning a symphony
orchestra playing
Also Sprach Zarathustra
into “Mary Had a
Little Lamb” is dicey.

cult. In & hardware converter designed
for live performance, these minor errors
fly by in an instant and are forgoten,
but once they are part of a recording or
a sequence, they must all be deale with,

Of course. unless the audio is truly
homophonic (that is. one instrument
playing one note at a time). the output
will be essentially worthless, The days
when an accurate analysis of polyphon-
ic music or chords can be made by a
machine are still very far in the future.
Even in the best of cases, for the resul-
tant data to be of much use it has o be
massaged carefully, with an eye toward
how it's going 1o be used. Many of
these programs include sets of algo-
rithms optimized for different instru-
ments and vocal ranges. but the
parameters involved in setting up these
algorithms are fiendishly difficult and
rarcly under user control. So if the ma-
terial you're working with doesn’t fit
any of the prescts. there's little you can
do. And even if the “right” algorithm is
there, it might not work consistently in
all cases: Try a few different recordings
of the Bach Ceflo Suites, or of Debussy's
Syrinx for flute solo, or any a cappella
blues or ethnic singer. and see how var-
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BUILT" LIKE
A BAT TLESHIP

T e

WITH A SOUND
THAT WILL BLOW
VOU AVAY,

The Sony PCM-2600 and PCM-2800 DAT recorders
are durable enough for the daily battles of the audio
professional, sophisticated enough to provide day in
and day out great sound.

Four direct-drive motars {an the head drum,
capstan, supply
and take up

reels)

and our servo-

| NOISE FLOOR WTTH SBM
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controlled gme——
mechanism mean s
better tracking,
lower error rate,
longer motor and tape life, and faster, smcother
h gh speed cueing and shuttling.

SEE US AT NAMM BOOTH #2015

20 S0 100 200 600 1k 2k 5k 10k 15k

And only Scny offers Super Bit Mapping” (SBM),
a patented techrology used in major mastering facil-
ities and now available on our pro DAT recorders for
improved sonic performance.

SBM maintains much of the sonic quality of
“he 20-bit signal created in the recorder’s advanced
A/D converter and stores the cata in the 16-bit
DAT format. The result is superior sound resolution
with added clarity and greater imaging.

And the PCM-2800 adds Read-After-Write
(RAW) conf'dence monitoring for those critical
reco-ding sitLations

But dor't just take our word for it all. Call
1-800-635-SONY ext. SBM for more information. And

prepare to be klown away. SONY

1996 Sony Electromcs Inc All nghts reserved Reproduction in wiiole or n part without written permmissian 1s protabiied Sony and *"upes Bt Mapping are trademarks of Som
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INSIDER AUDIO

ied the MIDI tracks will be from each
other, and from the record.

Now let’s talk about the other end.
This is where the jaws drop at the trade
shows—when the derived data is modi-
fied in ways that only MIDI data can be,
and then reapplied to the original aucdio
track. Thus, instruments can be made o
harmonize with themselves, flat or sharp
notes can be corrected, and tracks can
have their tempos changed—not just
statically, but over time—or be rhythmi-
cally quantized to fit with other tracks.

The chief advantage here is not that
we are now able to do time-based audio

Red 3 from Focusrite meets all

processing, which is also old hat, but
that we now have a dynamic front end
to do it with, one that can be manipu-
lated in musical ways. So, to choose a
simple example, instead of merely
telling a horn note that we want it a
minor third down, we can now tell it we
want it to start a minor third down and
drop another half-step over its duration.
If we want to create a whole new musi-
cal phrase out of a recording, we don't
have to do it in a sample editor note by
note and then assemble the pieces. It
can all happen in one operation.
Whether this is successful is largely
dependent on the quality of the pitch-
or tempo-shifting process (they are es-

UTHEINEI T Imedia have created the need for new forms
of dynamic control with lower noise,

greater transparency and absolute control

of signal level.

these needs and more, with a
uniquely intelligent approach
to the design which minimises
undesirable artifacts whilst
providing compression and
limiting in two channels, which
may be linked for true stereo
operation.

The design is based around the
propriety Focusrite VCA which is
controlled by two other VCA's in
a side chain, the first for
compression, the second for

©

®

USA: Group One Ltd. 80 Sea Lane, Farmingdale, NY 11735 Tel: (516) 249 1399 Fax: (516) 735 1020
West Coast: (310) 306 8823 Canada: Sonotechnique Tel: {416} 947 9112
Focusrite Audio Engineering Ltd. Cores End Road, Bourne End, Bucks SL8 SAS, England Tel: ++44 (0) 1628 819456 Fax: ++44 (0) 1628 819443

limiting. The audio path sees
only the one, high performance
Focusrite VCA. The limiter is only
in effect after compression,
which can be easily set up for
optimum results.

As with all Focusrite products,
you can only appreciate the true
benefits of RED 3 by putting it
to work. Please ask your autho-
rised Focusrite Dealer for an
on-site demonstration.

Focusrite

HED RANOH
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sentially the same thing, just tumed up-
side down). Pitch-shitting an audio file
isn't rocket science; actually, it's a lot
harder, although mistakes aren't quite as
expensive. Though great progress has
been made since the first chipmunking
algorithms appeared in samplers and
sample-editing software, there's still a lot
that can’t be done. Sharping a singer
who sings a couple of flat notes is easy,
but turning a symphony orchestra play-
ing Also Sprach Zarathustra into "Mary

Do too much to the
parameters, and they will
sever any relationship
to the original track.
Reapply them to the
original, and they
will be irrelevant.
You’ll end up with

a stilted track.

Had a Little Lamb” is dicey. Any changes
of more than about 7% or 8% are pretty
much out of the question, and for many
recordings, especially when stereo
image stability or room ambience is an
issue, the restrictions are much tighter.
(I got an excited call not long ago from
a Very Famous Conductor who had
read an article of mine describing pitch
and tempo shifting, and she was crest-
fallen to hear that she might not be able
to change an adagio recording she had
made into an allegro. She was even
more disappointed when I told her this
wasn't something she could leam to do
by herself in a couple of days!)

The fact that there are dozens of
pitch-shifting algorithms out there shows
that engineers are still searching for this
particutar Holy Grail. Some of the algo-
rithms are optimized for certain types of
music, but none will do right by every-
thing. Many of the programs let you de-
cide what factors—opitch, timbral quality
or rhythmic accuracy—the processing
should favor. I've never seen any worth-
while documentation on these settings.
and I don't know if that's because the
manufacturers are lazy or that they fig-
ure it would be meaningless. Trial and
error, for just about every type of audio

—CONTINUED ON PAGE 217
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Think about #. You spend hours tracking. editing, for replication, or just burning a few demo discs to
and mixing your projects. And, you've spent a small pass around, the Ricoh RS-1420C is an ideal addition
fortune on your mixing console, mikes, tape recorders to your studic.
and all that outboard gear. So why settle for just any The RS-1420C can also do double duty as a
CD recorder when you can get the besi—the new, CD-ROM recorder/reader. It can read CD-ROMs at
very affordable Ricoh RS-1420C2 quad speed (4X) and record them at 2X/1X. 1deal for

A third generation CD-R recorder and plaver, backing up sound files when a project is done, the
the Ricoh RS-1420C is the true choice for music pre- RS-1420C frees up your hard disk for the next job.
fessionals. The RS-1420C can write a CD at double Whnat’s more, the RS-1420C can be used to digitally
speed (2X) or siugle speed (1X). It sports a generous bounce tracks from a music CD to your hard disc in
2Mb buffer to ensure reliable recording across a wide several different file formats.
range of systems. The RS-1420C is compatible with both PC and

Making a one-off Compact Disc is easy when Macintosh based systems. It is very easy to use. And,
the RS-1420C is mated with Digidesign Inc. hardware/ at an attractive $1095 list price, you can afford to
software systems such as have the best!

Pro Tools", Sound Tools",
Audiomedia 11" along with
Digidesign’s MasterList CD
software. Whether your
application is creating a master

Want to know more?
Give us a call at

53, or contact our master

distributor Consan at

1 0NN Y0 M™NICL
1-OUU-22Y-D IO

Photo shows the internal version, the RO-1420C
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When Mivs editors first decided 1o cover mixing applica-
tions this month. they suggested discussing with engineers
how they mix differently for different genres of music. But
it came as no surprise that when approached with this
idea. the four mixers interviewed here were a bit bemused
by the concept, You see. even though they work on very
different kinds of projects. the idea of mixing music gener-
ically is a foreign concept to all of them. The way they look
at it, they're just mixing music—whether the song is bound
for the contemiporary jazz market. rock radio stations. Bill-
board's Hot 100, or the top of the R&B charts. To these
engineers (who are, by the way, all musicians in their own
right) cach picce of music takes its own direction, and, as
they travel down that path, they use their skills o bring out
the essence of a particular song. whatever that may be.
That's probably

David Kahne, producer/engineer

one of the main reasons they are so successful (all of them
work just about nonstop, and have done so for vears).
Goaod sports all. though. they gamely agreed to answer
questions about how they use their talents to create hit
mixes for various styles of music.

David Kahne is a producer/engineer who has also
done time as senior VP of A&R for Columbia Records. His
work in the carly eraof alt rock with artists like Romeo
Void, Translator and Fishbone established him as a unique
foree in the business: he has both the rare ability 1o recog-
nize talent atan carly stage. and the skills to hetp develop
that talent. Kahne's musical interests are wide-ranging—in
his spare time he composes orchestral music, and he won
an Album of the Year Grammy Award for producing Tony
Bennett's MTV Unplugged in 1994, He may be best known,
however, for his production work with The Bangles, in
cluding the single “Walk Like an Egyptian,” and most re-
cently, for mixing the Top Five debut release by the
Presidents of the United States of America. Kahne lives and



works mainly in New York.

Don Murray has racked up
ten Grammy nominations in the
category  Best Engineered
Album, and took home a Gram-
my for his production of GRP
Records™ GRP Superlive record-
ed in Japan. He specializes in
an eclectic kind of jazz that
often combines master musi
cianship with a pop sensibility,
and this work has carned him
Gold records for the radio-
friendly Fourplay albums, and
Barry Manilow's Singin” With the
Big Banes. Murray, himself a keyvboard man, has also
recorded and mixed six albums with pianist Dave
Grusin, including 7he Gershwein Collections, 16 albums
with guitarist Lee Ritenour. and records with Pauti
Austin, Dianne Shuur and many others. He has also
worked on various film scores, including two that gar-
nered Academy Award nominations for Best Score. Al-
though he often travels for his projects, he does most
of his work in Los Angeles, where, au the time we
spoke. he was working at Sunset Sound on (simulta-
neously) projects tor Earth Wind & Fire and guitarist
Earl Klugh.

You can usually find Eric Schilling ensconced in
studio A at Crescent Moon Studios in Miami, where,
hesides working (often via EDNet) on both the Phil Ra-
mone-produced Duets and Duets I for Frank Sinatra,
he regularly turns out Platinum mixes far, among oth-
ers, Gloria Estefan and Jon Secada, Originally a West
Coast engineer, Schilling moved to Florida in the late
1970s and worked mainly with rock n’ roll hands such
as The Outlaws and Pat Travers. When Latin and dance

mus:c began to

heat up the Miami
scene, he found
Aimself in the
thick of it. He
joined forces with
Gloria and Emilio
Estefan and the
Miami  Sound
Machine in 1982
and has been
lead mixer for
them ever since.

In between

those albums

he stays busy
mixing  live
music for tele-
vision, and en-

Dave Way ot
{arrabee Studios
in Los Angeles

Don Murray {foreground) and Earl Klugh
in Studio Two at the Neve 8088 cansole
of Sunset Sound in Hollywood

gineering for artists including
trumpeter Arturo Sandoval and
Grammy-winner Cachao.
Dave Way, based now in
Los Angeles, auended Berklee
School of Music 1o study bass
guitar. He began his engineer-
ing carcer in New York City,
where he worked with the in-
fluential producer Teddy Riley
on hits like High Five's Number
One -1 Like the Way (The Kiss-
ing Game),” which Way also co-
wrote. Lately you've heard his
mixes on records by artists such
as Babyface, Michael Jackson, Boyz 11 Men and
Brancy. «n Toni Braxton's smash hit “Breathe Again,”
and TLC's “Crazy. Sexy Cool.” Besides spending all
those late nights mixing, Way some
how

Eric Schilling of
Crescent Moon Studios in Miomi

finds the time to play his drums every day. “It's the best
thing in the world,” he savs, “My favorite form of exer-
cise and tension relief—it's the first thing [ do every
morning when [ wake up. 1 have them set up in my
living room with a couple of microphones on them so
I can record it whenever | want!”

BASS

Is it the most important instrioment in REB? Not as -
portant in alternative rock? What do you do to make it
work the way you want to within the song?

Way: Muke room for it is the main thing! You don't
want to have a lot of things competing for that space.
But lately, R&B arrangements have been a lot sparser,
so you don’t have to clear out as much. and it's more
just keeping it at a good balance. rather than having to
spread it and make it feel huge. A good compressor on
the hass is probably 80 percent of it T use an 1176 a lot
on bass, or mavbe a Tube-Tech—something where
vou can really adjust the attack and get it to pop out. It
used to be, say five vears ago when the production
stvle waes a little more Kitchen sink-oriented, that in
order to helo put some emphasis on bass in a busy
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wrack. you'd have to stereo-ize it and re
ally compress it to make it compete.
Now that things have trimmed down,
none of that stuff is getting in the way,
and the only thing vou have to worn
about is the Kick drum. But if you are
having a problem, its usually because
something is in the way of it. Then |
find it works better to filter out some
thing rather thun to add something,
But, if i's a good bass, like a Mini

moog. or a very fat analog bass, and if

it's recorded well, half of it's done and
you don’t have to tweak it that much.,
Kahne: To me. it's the difference be-
tween live performance and recording.
You know that when you go into
record youve got S0 dB less headroom
than vou do in a live show, and that
vou are taking something that is two di-
mensions and trying to give the ap-
pearance of it being three dimensions.
And the bottom or the bassline has so
much power in a recording where you
are operating at less dynamic level than
you are live.

There have been songs that 've
worked on where it feels that the
bassline isn’t coming out enough, and
it's not creating enough forward mo-

For Musicians
Who Bought
The Other
Digital

Multitrack

SORRY!
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mentum. And in the mixing, even
though it may not be there on tape so
well, getting the bass 1o come out
changes the whole way that the bottom
moves. It just adds so much physical
impact to the track that it makes it feel
more 3-D.

I use Fairchilds a lot and T use dif
ferent combinations of 11708, Some
times Ul use two 11708, or an LA-3A
and un 1176, I've also found on the SSI1L
9000 that the compressor and the EQ
are really good. TIEuse one [compres
sor] just to try to pull peaks down a lit
tle bit. and then use the other one real
radically. Then T ry to mix that buck
into the original one. T do a lot of using

different compressors and different EQs
and urying to blend them together.

VOCALS

The only part of a pop record that's real
hydmportant? Something insignificant
that needs to blend in with the guitars?
Or something that needs to be stereo
with a lot of Harnonizer to sound big?
What s the most important thing you do?
Schilling: Arc the vocals more impor-
tant in pop? I think that's very true. |
also think that the way things are done
today for pop music. with the lead
singer, whether its a girl or a guy. they
tend to e mixed more up front than
they used to be So the trick for me was

WHEN YOU GET VOGALS TO FEEL GO0, WITH THE
RIGHT EMOTION T0 MATGH THE SONG, THEN YOU
AREMORE THAN HALFWAY THERE. —Dave Way




learning to mix where the vocal can be
up front but 1 can stll make the track
feel very full.

The way 1 do this, T may work on a
mix for part of a day and not really
have the voice in a mix. I getitto a
point that I like it and as soon as L wn
on the voice and I put it where its
going to be. I rework the mix to create
some space behind it And then it
would be very common tor the artist to
come in and sav, "Well 1 want to hear a
litde bit more of myselt, or a litde bit
more here and there!” and then we'll
kind of define together where the top
of that is going o be. Then Il go
through another process of reworking
certain things in the mix to make it feel
full. Tt might be. okay, the voice is high
erso I'm probably going o need a litde
more bass o sit behind the voice—and
certain parts of the drums need to be
up. But it's not like I turn up the whole
track. I just turn up certain things o
make it work.

Way: | like to muake sure the singer is
coming across, especially as the em
phasis in R&B has gone more to singers
rather than on the tracks, like it was
back when 1 was starting. When vou

| LOVE MOND. [ JUST LOVE THE DIRECTNESS OF
IT AND THE FACT THAT ALL THE RELATIONSHIPS

ARE ABSOLUTE.

get the singer 1o come across, you are
not only getting the singer’s perfor-
mance, but the song overall—'cause
that's what most people key into, the
Ivrics and the singer. So there's
weight being carried by the vocalist.
When vou get that o feel good, and
feel right. with the right emotion o
match the song. then you are more
than haltway there.

As to Harmonizer-type eftects,
sometimes that stuft can be good: it can
make a vocal seem really important.
Back when 1 worked on the Guy
record we put a lot of Harmonizer on
Aaron Hall's vocal—that was kind of a

trademark sound for them, and part of

an R&B wend at the time. And at that

a lot of

—llavid hahne

time the tracks were a lot busier and if
vou had a very dry. non-spread vocal
with just a litde reverb, it didn't cut
through. It just wasn't big ¢nough. be-
cause evervthing else was so big. But
now, as I said carlier. with arrange-
ments becoming sparser and smaller,
thus actually making everything bigger.
vou can get away with a dry vocal or
one that's not very effected—it just
goes along with the scope of the way
the rest of the mix s,

Vocals are the one place that when
vou get something that's tracked not so
great, vou really start pulling vour hair
out. If the vocal wasn't recorded well,
vou're kind of screwec an't re-
place it like you can drums. It can be a

d uses llu SAMe aw ml winning Illh format and lu.hnulnm as TASCAMS hn_hl\
LMDA‘SS The'sime quality, durability and dependability. And the same great sound. The DA-38 is

__/--/;()mphtel_v eompatible with the TS machines used by post-production pros. Pros who can afford anything

s

but won't settle for less than the best. Till now, the best has had its price. But for the musician; your time is

here. At §3.499% 18 is priced for you. So get to your dealer and buy your first DA-38. You won't be sorry!
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WHEN T COMPRESS STUFE, | WANT TO HEAR IT—
LAPPROACHIT LIKEIT'S A LEVEL CONTROLLING
NEVICE BUT ALSO 1T ADDS A GHARAGTER

T0 THE SOUND.

shame when it happens to a great per:
tormance. but. then again, some of the
time that tape hiss can add to it!
Kahne: | would never say that the vo-
cals weren't as important—I don't real
[y think about it that way. If you know
vou are going to lay the vocals back [in
the mix). then it has to do with the per-
former and the way vou record it Be
cause you can't just take a vocal and
mix it back. There's a certain kind of a
vocal—take someone like Bono [of 172):
You can turn his voice way back in the
track but it sounds loud. A lot of singers
are like that. Tony Bennett's like that
he's got tremendous tone, and you can

You'll

love it

for what

itdoes.
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—Eric Sehilling

put it farther back

But the hardest thing is when the
singer doesn't project that way. and yet
you are trving to put it back in the mix,
so that you get more of the teel of the
band. Then it tukes lots of working on
EQ and compression forever and ever.
I think a lot of times [ used o solve that
problem with reverb, but reverb to me
now is like any other instrument you
are adding to a track. 1 don't like the
way reverb spreads stuff out—unless,
of course, you want it to spread out.
I've come to that insight from working
on ull this orchestral stutt—it's not that
vou are making a space. you are actu-
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ally adding a new sound as it you had
added cellos to the track. And so | start-
ed thinking about reverh differently.

MONITORING

What monitors do you listen on at bowe
and v the studio?

Murray: I've been basically an NS-10
guy. but in the last couple of months
I've hooked up with a high-end audio-
phile speaker company called Platinum
Audio Lid. They want to get into the
studio near-field. reference monitor
business. so they gave me speakers and
I've been evaluating them and sending
them back and forth, saying. “Can vou
give mie a litde more of this or that.”
Now I have a pair where they've basi

cally redesigned the crossover network,
and they sound great! It's real smooth

sounding—it gives vou much more
than an NS-10: it just has much
smoother low end and high end. be

cause the NS-10s are pretty midrangey
and have that upper midrange bump.
The Platinums are real good, even if |
have the only pair that sound like this!
So I've been using those, and Sunset
[Sound] has the JBL TAD big monitors
designed by George Augspurger. |

YThe M1600 represents inmmovation in console design. For
example, next-generation MHR™ (maximum headroom) mic
preamps, 48V phantom power and extremely low noise AST
crawry

More reasons why you'll want TASCAM's new M 1600
8-bus recording console

* Balanced/Unbalanced D-Subs: previously only available
on consoles costing 10 times more, these threaded
connectors provide a more secure connection to the
M1600% Direct/Group Outputs and tape returns, not to
mention less confusing to hook up and a lot less clutter
in your studio.

* AUX section w/selectable monitoring: 6 AUXes (stereo
pair and 4 mono). Just AUXes 1-2 do the work of four: 1)
tape monitor during tracking; or 2) stereo effects
sends pre fader, or 3) post fader; or 4) live input
control of virtual MIDI tracks. Plus AUX summing lets
you take a single effect and apply it to both channel and
monitor paths.

* The EQ section: greater frequency range with 3-bands
including semi-parametric mid sweep ( [00-10k) on each
channel. Use it on either the monitor or channel path.

* Every channel includes TRS bal/unbal line inputs,
sterco in-place solo/mute, insert points, long throw
faders, plus signal and overload indicators



IT°S AN INSTINCTUAL THING THAT ONGE
| START WORKING ON A SONG I ENOW WHAT 1T
SHOULI SOUND LIKE. —Don Murray

don’t rely on them a lot for mixing; 1
just put something up there to check
out the Tow end on a mix. But most of
the time 1T mix on a pair of Phillips
speakers that T have, litde 3-inchers, the
size of an Auratone, just little cube
speakers that I've had for 15 years, and
they sound great at a very low level.
Ninety five percent of the time I'm
working on those, so T can work ten
hours straight and really not have any
car fatigue, because I'm listening at
about 70 dB3.

Way: In the studio I have three pairs
that I bring with me all the time, 1 have
NS-10s with custom crossovers that a
friend of mine made. that 1 love—no-
body else really knows about them 1

Wiatch out. 1 his
ITASCAMY

think. except people who have come
to my sessions and liked them.

They take out a bit of the 1% 10 2k
emphasis and make them alittle more
realistic, but they still sound like NS-10s
and still have enough hype in them that
vou recognize that and get the same
characteristics.

Then I've got two pair of Tannoys.
System 8 NFM2s, one of which 1 keep
at home. But actually they are not my
critical ones at home. My stereo at
home is a Panasonic receiver that 1 re-
member going to buy with my Dad
when 1 was 8 or 10 years old. It has
faders for the volume and pan and bass
and treble—that's one reason 1 like it,
It weighs about 100 pounds. And I've
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got a pair of Realistic speakers that
were probably the top of the line at the
time that my dad bought them., They
are my main home speakers. 've been
listening to them for 15 vears—went
through college with them. I've never
readly abused them. and they still sound
good. And those are the speakers that 1
know better than anything in the
world. It kind of goes to show me that
it's really all what you know.,
Kahne: [ listen at home on Yamahas,
and these speakers called Wrights.
They are these coaxial speakers. more
like Proax, except they have a litle
more bottom and they are not quite as
dry. Kind of in between Proax and
Yamaha. Theyvre very phase-locked. |
bring mixes home or [ set up a svstem
in another room at the studio. where I'll
have blasters and maybe T'H put up
some speakers that I don’t know any-
thing about. like Tannoys,

In the control room I use Yamahas,
and Auratones, and KRKs.
Schilling: | have to say that after all
these vears I'm still working on NS-10s,
I've tried all kinds of near-field speak-
ers, but the NS-10s just seem to work
for me, and I don’t see the need to

You'll

buy it

for what

it costs.

($1,699* )

TASCAM

Take advantage of our experience

MSRP for "M1600/16. $2,199 for M1600/24
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throw them out. The bigger monitors
here are a large Quested system that |
really like the bottom in. When [ mix
I'll work pretty much the whole day on
the 10s, and I will refer to the big mon-
itors to see what it will sound like on a
good stereo, one that has a lot of bass.
Another thing we've started using are
the mid-sized Genelecs. T did the Sina-
tra album [Dueets 11 with Phil Ramone,
and that's what I used for that, because
mixing a big band album on a pair of
10s gets a litde tough.

Do you bave a jacked-up car systemnt
that you listen on?

Way: Yeah, [ can't live without it. 1
think I nced new speakers at this point

because I've just abused them for too
long now! But I can check the low end
on them sometimes even more than in
the studio. Because they were kind of
abused. if T had too much bottom end 1
could tell pretty casily because it just
wouldn't handle it. Of course now it's
at the point where even if it's a good
amount of bass it can’t handle it. But
yeah, I do check in my car all the time,
and, if T can, on a break, I'll bring a
DAT home and play it on my speakers
at home and check it out—that shows
me cverything.

Schilling: I have a custom car system
with subwoofers in back. I dumped a
lot into my car because T don’t play a

It all started with the Summit TLA-100A tube leveling amplifier.
If you bought one back in 1985, it’s probably still working. And,
worth more now than what it cost new.

Summit’s growing family now includes the TPA-200B mic preamp,
EQP-200 program equalizer, EQF-100 four-band equalizer, and the
DCL-200 dual compressor-limiter. All share Summit’s distinctive sound,
and, of course, quality throughout.

HEAR THE WARMTH ™.
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lot of stuff at home—it's kind of my re-
treat. If you come to my house and
want to put on the sound system, it's
like, "Oh, let’s not do that! Let’s do
something else!” But I do play a lot in
my car; that’s really my listening area.
So I have a DAT machine, CD player,
cassette player, the subs in back—a
good sound system so I can do a lot of
judging. I take up my whole trunk for
this system! When I get in my car to
drive to work I turn on the sound and 1
play it the whole time until I get there.
That’s my environment. Granted my
system is probably a little more high-
end than most, so 1 do try and listen to
my work on something else. I'll take it
to the back room in the studio where
we have a little stereo—something you
would find in a store for $500, the small
ones that you stack on a shelf. That
kind of stuff T will also check stuft on.

Just to see how it works.

MONO

Well, what about it?

Way: I've become a big fan of mono in
the last couple of years—I remember
seeing Phil Spector with some button
that said “Back to Mono™ and it started
me thinking, and in the last year or two
my mixes have been a lot more mono
than stereo. I think it's because. if
you've just got something coming out
of one point source, panned 100 per-
cent left or right, or you've got it equal-
ly coming out of both speakers—in
other words, in the center—without
any delay added, or chorus, or some
kind of slapback, it's just going to have
more impact. Because of the phase co-
herence, when it finally arrives to you,
in your car or ten feet back from the
speakers, there’s just less smearing
going on. So I try not to add as much
chorus or Dimension D to things as 1
used to. And it makes things pop out
more.

Kahne: I love mono. I just love the di-
rectness of it and the fact that all the re-
lationships are absolute. There's
nothing moving around. For instance, a
reverb—you can put it exactly, and it
stays there. It doesn’t do that in stereo.
In stereo you know it's in the same
place and you haven't turned it up, but
somehow it can make things kind of
cave in on themselves. I also like hard
panning left and right sometimes. Lis-
ten to [The Beatles'] Rerolver, to “Tax-
man"—when you listen to those
records in their original form things are
really, really left and right, or they are
mono. Like in “Taxman” the tam-
bourine is really loud on the right, the
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drums are on the left. and you can hear
the room so clearly.

FAVORITE GEAR. COMPRESSORS?
OTHER?

Schilling: Favorite compressors? Ones
we have here that T use a lot are Audio
Design Compex, which they don't
make anymore. It has the same com-
pression element that they used in the
Vocal Stressor. but without the EQ.
They are real ballsy—yvou can do a lot
of compression if you need to and still
have a lot of punch. Tube-Tech stuft |
like a lot. T176s 1 still use a lot. My atti-
tude is that when I compress stuff, 1
want to hear it—I approach it like it's a

level-controlling device but also it adds
a character to the sound. | think it's
from all those years of listening to Bea-
tle albums—all that compression just
gave it such a great sound. I don't look
for compressors 1 don't hear, because
what I've generally found is if you don't
hear the compression at all, you turn
vour back and suddenly realize that
vou don't have any range left. | find
this sometimes happens to me with the
Aphex Compellor in the rack at the stu-
dio—it being so transparent. But by the
same token, in a broadcast situation
across a mix, it's the greatest—especial-
ly if you're uplinking live to a satellite
where your headroom is very limited.

Revolution

Equitek E-200

Introduced in 1989, as the Equitek I,

the first microphone under a $1000.00

featuring:

* State of the art servo head amplifier,
eliminating coupling capacitors phase
anomalies and feedthrough distortion.
High SPL capabilities (148dB),
providing tremendous ballistic integrity
Non capacitive 20dB pad
Proprietary H-frame internal shock
mount, isolating capsules from
most vibrations
High fidelity audio reproduction

CAD created a revolution in the
microphone industry by redefining high
end performance and great value, With
continual enhancements the E-200 has
established a bench mark which remains
to be equaled or excelled.
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We just put in a Neve Capricorn
console in Studio AL It's been quite an
experience to learn to work on it. It's a
dream I've had for a while, because
when you're working on a 96-input
hoard, and you've got to go all the way
down to the end to do something, you
can't really hear what you're doing. It's
really kind of ridiculous! And with the
Capricorn you can basically work in the
center all the time. And for the people
who say, "Well, I don't like it not to be
able to see all my faders,” or *I can't get
to it fast enough.” my retort is. T can hit
a button and sce the next bank of
faders in front of me in less time than it
takes to wheel your chairl” And I'm al-
ways sitting in the center so I always
know what I'm hearing. Although there
are pros and cons to digital, that's one
of the pros!

Now that we have this board, my
approach with signal processing has
had to change a bit because it's not an
analog device. My basic rule of thumb
so far on the Capricorn is, when you
compress, take all of the factors you
would normally use on an analog de-
vice and cut them in about a third. Be-
cause it's just not the same kind of
beast and you really start hearing it too
stepped on.

Kahne: I love 1093 Neves; they are just
the best. T also use Focusrites and a
rack of API 550s. Sometimes [ use the
EQ in the computer, because | have 16-
track Logic Audio. It's a sequencer that
has audio capability as good or better
than Pro Tools, but 1 think it’s also the
best MIDI sequencer that there is. IUs a
great program, but it's got an intense
learning curve. 1 dedicated a tremen-
dous amount of time going from Per-
former to it. But now that I'm there I've
been converting all my Performer
stuff—about 500 pieces. So T have a
Mac that T run all the time and I can fly
stuff over, and there's some really inter-
esting digital EQ and effects and stuff
that are in the program. I also like the
Wave stuff—they've got a digital com-
pressor that's really amazing: it runs off
the Logic Audio.

Murray: [ still have my ADAP 2 digital
workstation. The company is out of
business. and hopefully it won't break
down, because for what T need it works
fine. I can get about 30 minutes of sam-
pling time, stereo at 48k on it. T don't
need more than stereo because I'm al-
ways using a multitrack machine when
I'm working with it. The A-to-D/D-to-A
converters still sound to me as good as
anything and compared to other units 1
still like mine better. It locks to SMPTE,



. \"f’:‘r

"w

you can taste it with
the increased ‘air’,
detail, warmth and pres-
ence of the award-winning,
patented Tubessence® true
vacuum tube circuit. Naturally
sweet tube sound without any false
additives or bitter aftertaste to cloud
your music. Packaged with unique, fully
parametric equalization, you can use the
Model 109 as either 2 channels of 2 band EQ to
‘'warm up’ tracks or to sweeten the entire mix. Or
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it time compresses, it does o lot of the
things that I need it to do.

But I'm basically an analog guy un-
less I'm forced into anvthing else. I'm
mastering now to Ampex ATR-100s
using the Flux Magnetic heads, which
are o great improvenment on anvthing
clse. like 200 percent better than the
stock Ampex heads, O and Fmreally
depressed about the fact that 996 wpe
is being taken off the market. I've been
ryving other tapes. I've been comparing,
and nothing’s coming close vet. | can’t
believe that someone doesn’t buy the
formula and start making this tape. Be-
cause. when its run out, it's a step
hackwards, believe me.

Compressors, | still rely on the old
standbys, LA-2As, the old things.
There's a new tube mic preamp made
by Forssell Technologies that I've been
checking out. called the ML ve com-
pared it against the jensen 990 mic
press. the Millenia and Demeter. and
this one is good: beter.

Way: The Muanley sterco compressor-
that's all Il say. My favorite picce of

auar.

EDITING: ANALOG? DIGITAL?
WHAT?

Kahne: [ record and mix to analog.
and 1 do analog editing. a ton of it on
the 2-inch it 1 need to and sometimes
also on the half-inch. But with digital,
in w way. I think it's gotten to the point
where vou can do stuft that there's no
analog equivalent for. And it sounds re
ally good: it's really different.

Plus, if you need to muke some
pitch corrections or fly things around.
it's just kind of there all the time—it's
really a luxury. If I had my own studio,
I'd have that completely focked. And
I'd have an SSL 9000 and two 16-track
analog tape machines!

Way: Half-inch—all the time. Mavbe
once or twice a year on the computer.

OTHER PEOPLE’S WORK

Do you listen o outside mixes when you
are working?

Way: No, hardly ever. T think that can
end up confusing yvou. Mavbe at the
heginning | would. but after I've done
my mix I never start to compare to
some CD and then o tweak it ry 1o
make it sound like that. 'm more likely
1o use the slave mix for a reference, be-
cause that's what the producer and the
artist have been listening to the whole
time. But there are times T just wish |
could sit in on somebody’s session. you
know, say "Do vou mind if I just...”
Schilling: Sometimes, but that's usually



Do you know
where your |
feedback is?

The MAQ™300 and MAQ™6800 monitor amps do!
The record company A £ R
bugging for over a year p
visit your house band gig.
has gone homre, you are wel
set and really starting to
turn up your monitors tryi
with several hundred watt guitar amps
cranked to 11, it happens..h "brain darts.”
Before everyone can cover their ears and
dive for the door, you casually geach over
to your MAQ 300 and pull down e&lider
with the red LED glowing above it. The
feedtack is gone so quickly, you don't giss
a beat. You get a record deal, marry
Baywatch hard-body and live happily

ever after.

you've been

e club owner

nto the last I
k. As you <~
to keep up
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We can't guarantee the
record deal and fringe
benefits, but we can make
feedback problems a thing
of the past. The MAQ™
Series of dual monitor amp
have two 15-band graphic
equalizers with our
Feedback Locating System
[patent pending) built in. A
LED above each EQ slider
illuminates when that
frequency band has the mo
energy present. Under
feedback conditions there i
no more guesswork, just pu
down the offending band.
Save time, save speakers,
save your ears... all for less
than the cost of buying
separate equalizers and
power amps. In addition to
15 bands of graphic EQ,
each channel has an
adjustable low cut filter to
pull rumble and power-
robbing low bass out of the
monitors. The MAQ 300
delivers 2x150 W @ 4 ohm
while the MAQ 600 puts o
2x300 W @ 4 ohms.

* FLS Feedback locating
System [pat. pending]

* Bass rol-off filter, adjustabls
from 25 Hz to 300 Hz

* Dual 15-band graphics
with 45 MM sliders
500 Hzto 4kHz 1/3
octave bandwidth
160, 250, 400, 6.3 k ang
10 kHz 2/3 octave

* Bolanced XIR input,
bal/unbal 1/4" TRS input

* 1/4" TRS thru out jack
{only on one channel)

* 1/4" EQ Out and Power
Amp In insert points

* Stereo/Mono link switch

* MAQ 300-2x150 W @ 4
ohms in an XR type
top box

* MAQ 600-2x300 W @ 4
ohmsin a 5u x 19"
steel chassis

\
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In this age of global communications

good new travels fast... especially in this

industry. Talk to any of our users (there are over 2000) and
they’ll all tell you the same thing. Soundscape’s SSHDR1 has the
creative tools to improve productivity, the software is incredibly
fast and reliable and saved them a great deal of time and money.
This is why more and more of the worlds top professionals in
sound design and motion picture editing are changing to
Soundscape and the PC for their audio editing. From dialog
replacement and foley recording to that blockbuster movie
soundtrack the SSHDR1 has some of the fastest and most
powerful editing features available.

“Love it - Love it - Love it - Love it - Love it !!! Greal box, I've got two of them and session after sessi
sound that our clients demand. It vari-syncs and chases video like a hound dog and believe-it-or-

r k s tat.

IBM PC or Compatible PC

Full "chase lock sync" to time code

8 track expandable ta 128 track (16 Units)
64 virtwal tracks per unit

Edit on the fly while chasing to video

Pitch shift /Time stretch/compressian (optional)

Sample rate conversion (optional)
EDL file support with auto conform (optional)
Automated Punch in/out

Multi track glitchiess Audio Scrubbing

Real time fades with 18 Bit Dynamic range
Sample accurate placement of audio clips
999 nameable markers

Powerful Noise gate for perfect dialog editing
Full digital parametric EQ

Removable Hard Drives {optional)

Loop recording ideol for foley

Cut/copy/glue/move/reverse/repeat

Prices from only $3,250 list (8 track syster

Be

oMy — —m o
[ TINKIN o (RISTRIETN RS )

Is your
existing

Digital Audio
editor expandable from
8 10 128 tracks, with real time editing while chasing time code and
have fully parametric EQ? Does it give you 18 bit dynamic range
and volume contours generated in real time, with professional 1/O
and audio quality uncompromised by noise from your computer.
With glitchless audio scrubbing for accurate editing and perfect
placement of sound effects. Soundscape offers all of this at a price
much lower than you would expect.

SEE US AT NAMM BOOTH #730

on | rely on my Soundscapes to deliver the pristine

it... buy onet!!W” Sunny Lake, Cybersound NYC, sound designer/producer for numerous commercials, records and films.

We've had the pleasure of using Soundscape for sound editing on ‘Ace Ventura: When Nature Calls’ and ‘The Nutty Professor’ and found
it to be very smooth, very fast and very reliable. Soundscape is the only intelligent choice for your next digital editing workstation.

Odin Benitez, Randall Guth, Dimension Sound (Burbank).

It's affordable-it's modular-it's expandable-it’s got crash proof reliability!!! We have 3 x 16 track systems at the studio, and
we’ve used the SSHDR1 on almost every project that’s come through the facility. Soundscape is fast becoming one of the
top systems around in digital audio post production here as well as around the world. Keep it up. guys!”

Frank Serafine. Sound designer on Star Trek, Virtuosity, Lawnmower man. VRS, Hunt for Red October.

Soundscape Digital Inc. 4478 Market Street, Suite #704, Ventura, CA 93003 Telk: (805) 658-7375

Gerr Audio Distribution. 2 Thorncliffe Park Drive, Unit 9, Toronto_Ontario, M4H 1H2 Tel: (416) 696 2779

USE READER SERVICECARD-FOR'MORE INIO)

not the owners manual is intelligable. And HEY!! - just do

SOUNDSCAPE DIGITAL TECHNOLOGY INC



at the request of a client. T don't do that
actively when I mix, but what [ do a ot
is. there are certain people I'm a big fan
of and Tl listen to their albums a lot
while I'm driving, and absorb certain
things that they do.

Murray: Not necessarily when I'm mix-
ing. IU's an instinctual thing that once |
start working on a song T know what it
should sound like. T certainly experi

ment. but I'm not necessarily trving o
copy something else. 1 listen to other
music in the car, or at home. but 'm lis:
tening as a consumer. 1 don’t sit down
and analyze the snare drum sound of
Collective Soul or something like that.
I'm just listening as a consumer and en

joving the music. But [ think I'minflu-
enced by things T hear outside: you
couldn’t help but be intfluenced.

MASTERING

How important is mastering 1o you?
Kahne: Very important. It used to be
that it just scemed like a guillotine, be-
cause vou go in there, and every dream
vou had is—well. you are listening to
the final product. Now, I think about it
all the time during mixing. because I've
found there are some things, like when
vou are getting @ vocal to be brighter,
and the tack will start to sound funny.
And I'll think, I'm going to put one
down like this. where T know it's not
quite right but 1 think EQ’ing during
mastering would be better than me
working on the vocal here, because of
the way that it changes the relation
ships in the rack. And that's been real-
Iy helptul o me.

[ also usually like to get somebody's
impression of the mix and see what
they do, and then get really intensive
about what 1 want changed. And. on
the production side. 1 think about mas-
tering in terms of how the songs fit—
what they mean going from one to the
other. And volumes, coming out of one
song that ends a certain way and going
into another—the dramatic effect of a
change in volume or a change in key.
All that stuff is really important to me
from my musical background. So. now.
even if I'm just mixing something. and
not producing. 1 find myselt thinking
about it a lot. Like Presidents [of the
United States of Americal—most of
their songs are in C sharp. They use
that because they get this different kind
of rhythmic thing going by plaving in
those open tunings. But the songs end
up almost all in that same key. and it
was real interesting sequencing,
Schilling: I think it's crucial. I've been
using Bob Ludwig for 16 years, and 1

always try to go. [earn a lot about my
own work when [ go to Bob—it's a
good experience for me because 1 see
what he needs to do to my work. and |
hear it in a different environment. My
goal is that he doesn’t do much 1o my
work. but by the same token, there's
generally something that you need o
do, and something that T want to tell
him about. Especially if vou've got ten
songs and vou kind of want them to
match, vou're gonna need to make
some adjustments to those ten songs to
make them work as a group. So. it
nothing else, even it vou were cutting
vour stuft flat, you still have to deal
with changes in volume and things like
that to make it work.

So. I love Maine [where Ludwig's

studio isl. 1 get to cat lobster, and T get
to learn a Jotr A ot that we've done in
the facility here is stuft that ve learned
from Bob, especially about digital. 1
pick his brain every time T go up there.
I see a new box or rack and it's, "Well,
why do vou have this?” I'm kind of like
a pest.
Murray: (Laughs| Well, it will make or
break the record! IUs extremely impor-
tant, and a really difficult part of the
process, You have a 2-track master that
vouve heen listening to in the studio
that sounds right to you. hopefully.
You're happy with the mixes. but vou
want what vou are happy with in the
studio 1o carry over to what people are
listening to when they put the CD on at
home. I've worked at Capitol for
mavbe 18 years. with Wally Traugott.
and his room there is my standard of
reference. 1 go in to work with him. we
just sit down and. at this point he basi
cally Tets me EQ. Task him his opinion
on certain things. T take a personal role
in the mastering, and Wally is basically
my partner in this step. A lot of times
there will be new A-to-D converters or
other new things that are out, and we'll
check things out, experiment and A B.
He has access to any new piece of
cquipment so we'll go in there and try
things.

It's also a fun part of the process be-
cause it's my tinal tweak—atter that
there's nothing more T ean do with it! To
add a liule bit here, adjust the fevels—
also overall Tevel—we have 1o make
sure that we're right there with every-
thing ¢lse on the market. that it's loud
cnough, So we compare levels between
our product and other product, |

Maureen Droney is Mix's Los Angeles
editor.

PHONE 905 «469 «80
FAX 905 «469 « 11

VISIT OUR WEB SITE A
www.sascom.co

USE READER SERVICE CARD FOR MORE |




fAlctual Size

AE'S 18 BIT DIGITAL EFFECTS PROCESSOR

3 ROTARY T —HALS
POWER ' SIGNAL ' CHoRus/ 2 v ' 4 3
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OUTPUT NONLINEAR 1 2 ATes ADJUST

Introducing the new Alesis
NanoVerb' 18 Bit Digital Effects Processor.

We packed sixteen of the best sounding,
most usable effects into a compact,

one-third rack space package.

NanoVerb offers lush reverbs,
powerful delay, shimmering chorus and flange,
stunning rotary speaker simulation and big,

fat multieffects.

Plus, you can tweak each program to perfection

with the front-panel Adjust knob.
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Actual Price '

[lh yeah...NanoVerb costs $179*,
so it’s actually the most
affordable Alesis digital effects

processor ever made.

To get your hands
on a NanoVerb,
see your
Authorized Alesis Dealer today.

SEE US AT NAMM BOOTH #325

For more information about NanoVerb, see your Autharized Alesis Dealer or :all 31 0-841-@raxd

*U.S. Suggested retail. NanoVerb is a trademark of Alesis Corporation

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA OIS 841-2272 alecorp@alesist.usa.com A El s
USE READERSERYICEIGARD FOR MORE INFO
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De Bont. a director of photography
whose credits go back 1o The Fourth
Menr and include such action flicks as
Die Hard. Robocop, Tha Hunt for Red
October and Basic Instinet, made his di-
recting debut Last summer with Speeed.
Visual cffects centainly plaved a large
role in the success of Speed. but as
event-specific filmmaking magic, not as
a main character, In the same way that
De Bont and the visnal effects team at
Industrial Light & Magic had to create a
different identity and quality for each of
the five twisters that roar through the
film, the audio post-production crew
had to establish ditferent voices.

“Each tornado has its own charac-
ter...” suys dialog re-recording mixer
Steve Maslow over lunch at Moe's in
Hollywoaod. = and whether they're a
watery. high-frequency tornado. or
ground-pounding. carth-shattering
twisters, they all sound different,” inter-
jects Muslow’s partner in crime for
more thun a decade now. cffects re-
recording mixer Gregg Landaker, “We
didn’t want 1o reveal all our cards right
off the batin reel 1 or reel 3. We knew
we had to get o this finger of God' de-
struction, the last one, the F3, so we
couldn’t design it so big that it made
the FS scem small in comparison. With
the winds and low frequencies that
Kevin {O'Connell. music re-recording
mixcr and “helper guy'i and 1 had in
hand. we built the characters up to the
large one. the payot.

An individual tornado’s intensity is

a8  MIN. JIT7Y 1990

The Twister mix crew in front of the Otari Premiere on Universal Stage 3. From left, executive music produc-
er Budd Carr, dialog/lead re-recording mixer Steve Maslow, director Jan De Bort, film editor Michael
Kahn, effects re-recording mixer Gregg Landaker, music re-recording mixer Kevin O’Connell, supervising
sound editor Stephen Hunter Flick, music editor Zig Gron.

measured on the Fujita scale, from 1 to
S. Twister deals with F3s and F3s. and
when vou stop to consider the number
of audio clements that went into any
one reel. especially the climactic FS in
reel 11 is somewhat surprising that the
film didn’t turn into a wall of sound.
More than 600 DA-88 tapes worth of ef-
fects were delivered to the mix team at
Universal's Stage 3: reel 11 contained 13
predubs just for the tormado: three 16-
channel Pro Tools 3 svsiems—for ef-
fects. ADR and music—handled changes
at the mix. with a fourth offline in a cut-
ting room (effects units were duplicated
on 1-gig lomega Jaz drives for casy load-
ing): some of the twisters were made up
of as many as 230 tracks: and the
recordists in the machine room—aBrion
Paccassi. Brad Biggart and Kevin
Brooks—whao have done monstrous
pictures. including Wetertcorld less than
a vear ago, said it was three times as
many eicments as any film they'd seen.
But you know what? It won't even be
the loudest film out this summer. And
that achievement can be credited o
both tasteful editing and a delicately bal-
anced mix.

THE TRAILER, THE DESIGN
"We didn't stant with a script, we started
with a visual effects test.” explains su-

pervising sound editor Stephen Hunter
Flick. who won un Oscar for Speed
“That was March 1995, and it wus spec
tacular. So 1 went in with Gregg and
steve for a cotple of hours, and we did
a 4-channel mix that subscquently
ended up in the trailer and TV came
paigns. The reason its important 1o tlk
about the trailer campaign is 1that we
weren't able to do any temp dubs on
this picuure because the [computer-gen-
crated! opticals were due in late Janu-
ary—uvery clase to our mix time. So the
trailers allowed me to play with the
sounds of the tornados and develop
concepts that would be approved by
the studio, and they allowed nie o go
into the mix with a point of view. By
the time we did the second trailer, we
had essentially acquired the dragon
characteristic of the tornado, which is
prevalent all the way through.

"l think of pictures, in terms of
soundiracks. as mvthological.” Flick
continues. “What kind of fable or story
are we telhing? To me, fairy wles are
dark und gripping picces that move our
subconscious, But we don't have any
sort of European folklore of lep-
rechauns and elves and fairies. We ba
sically have man ugainst nature. We
have the literature of the new world.
We have Whitman and Jack London



Just UNDQO it.

We knew musicians would need
a lot of reasons to consider
changing their attitudes about
the way they made music. So
we started with 999 levels of
undo and kept on going.

As a recorder, the VS-880

has everything you need. With
64 virtual tracks to play with,
you can record multiple takes,
choose, edit and compile the
best parts to create the perfect
track. Of these 64 instantly
accessible tracks, you can
choose eight for final mixdown.

With non-destructive editing,
you can copy, move, exchange,
insert, cut and erase tracks with
the press of a button. If you're
not satisfied with that edit, just
undo it to return it to its original

Measures, beats, time readauts,

play lists, fader/ pan positions, wawve
forms, EQ curves, and more can be
viewed on the VS-880 display to give
you a comprehensive |ook af your

work in progress.

With 64 virtual tracks, you'll never
run out of raom for creative input.
Record a solo multiple times, keep
tracks you bounce for re-mixing
later, edit several versions of vo
tracks for instant comparisons, or
keep a “dry” version of yo

part for adding different e

Just a few of the €
can be added during '8
ing, bouncing or during
mix in realtime are reverb,
3D RSS* stereo detay, chorus,
flanging, phase shitting,
Roland’s COSM-based
distortion/overdrive and guitar
amp emulation, vocoder,

pitch shifter and more.

~ How do you change
your thinking about recording?

user-installed, giving you two
totally independent stereo multi-
effects processors.

There are several ways to get
to know more about the VS-830.
You can try it at your Roland
dealer. You can call (213)685-
5141, ext. 798 to order a free
demo video. You can visit one
of our online sites or use our
fax-back number. But don’t wait,
because this is one decision
you won't
change your X
mind about. WVESSsudio
VS 880

=Roland

VS-880 Digital
Studio Workstation

-

state. Locators. markers
and advanced editing
functions like Scrub Preview,
Time Compression or Time
Stretch take full advantage of
the VS-380°’s power.
Roland Corporation U.S., 7200 Dominion Circle
Los Angeles, CA 90040 (213) 685-5141
Roland Canada Music Ltd., 5480 Parkwood Way.
Richmond, B.C. V6V 2M4 (604)270-6626
Fax-Back Information: {213) 685-5141, ext. 271
COMPUSERVE™. GO ROLAND 4
fodi

in addition to all of these

editing features, the VS-880

comes with a 14-channel digifal
mixer that’s folly automatable

via MIDI. And a VS8F-1 Effect
Expansion Board can be easily \

http://www.rolandus.com

\ ! With Scrub Preview, edit points
| | are easy to find because you hear
. ! them at their original pitch. With
. * editing resolution for finding edits at
1/3000th of a second, you can make
edits precise enough to remove

/ even the tiniest breath or guitar pop.

ery mixer setting,
irtual tracks and
effects, can be saved as a
scene. Store a snapshot of a
mix when you're bouncing
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and Hemingway and modern writers

dealing with man living on the face of

this Earth, with realistic issues of weath-
er and natural disasters driving the
drama in our lives. Look at carth-
quikes, look at tornados. They kill lots
of people every year. 'm looking at this
as a mythic adventure of Western and
Midwestern America. So 1 can call the
tornado a dragon.

“The entirety of the work is based on

naturalistic. documentary recordings of

the Midwest. You start real. and then
you ask, "What do I remember and what
am [ afraid of about 4 tormado? So we
talked to people who had seen toma-
dos, and we watched lots and lots of tor-
nado documentaries and listened to
every time they discussed the sound. ['m
not looking to them to listen analytically:
I was looking for people who are not
sound or audiophiles to tell me stories
about how they feir,

"One person said. A thousand pigs
squealing.” Other people said repeated-
ly. “freight trains,” sounded like @ jet,’ 1
heard pops and booms.” Then I had
looked at how my naturalistic sounds

worked and how traditional methods of

musique concréte preparation worked

with animal voices. Then 1 looked at the
essential sonic literature of radio and
film, mainly 7he Wizard of Oz 1 looked
at all this to figure out what people re-
acted to when they thought about torma-
dos and what made them afraid.”

In many senses. Twister provided
Flick and his team with a chance to re-
examine what sound effects are, It was
4 time to re-assess, he savs, a return o

his roots. After the long. hard year of

Speed and Apollo 13, Flick stepped
back to study the nature of wind and
how physical acoustic devices could
make and control the sound. Before he
could talk about dragons and monsters
and the audience's collective id, how-
ever, he needed original material,

In the summer of 1995, Flick sent
sound recordists Eric Potter and Wayne
Bell to Texas to gather authentic prairic
ambiences. At the same time. he met
with Foley artist John Roesch and
sound recordist/designer Ken Johnson
about collecting wind sounds. They de-
cided to build two wind machines—
one brand-new in the traditional
spindle style, and one that fit in the
back of a pickup truck to capture and
manipulate real wind., One generates

wind, the other sort of captures and
manipulates real wind. There is a dif-
ference.

“Wind machines don't make wind,”
Flick explains. “They make the sounds
that people conventionally understand
as wind., We built one of those. Then
Ken built this wooden box—he called
it Dr. Marvel—and he strung piano
wire and fishing line. bungee cords,
wood strapping. metal strapping. loose
and hard. tuned and out of tune, Coke
bottles full of fluid, all sorts of things.
We put it in the back of a pickup and
drove it down hills in the desert at 70
miles an hour with a pair of mics well-
wind-screened in the back. Every time
we added something to modulate the
wind. it sounded different, And we
could control the pitch by the accelera-
tion of the vehicle, and by having some
fast stops. A mobile acolian harp.

“We had already done about six
months of documentarv-style record-
ing. and we had all these great growls
and grumbles and naturalistic winds.
What we needed was that core pitch
shift. And the only way you can get that
is 10 build a controllable device, or by
varispeeding it. We found we were

The Operator

demands the
control of
Digital with the

feel of Analogue

Axiom is the finest Digital Production System in the world

Digital production has come of age — and here it is. Instant access and faster throughput translates into
greater project productivity and profitability. Add to
The operator will find that Axiom looks and feels this the benefits of networking, flexible integrated
like its analogue predecessors, and has the enhanced routing, quick SSI. commissioning and the inclusion
quality, control and instant repeatability that only an of the finest customer support and training in the

integrated digital system can deliver. industry — the case for change is solid!

DIGITAL PRODUCTION SYSTEM

e For the Chief Engineer the system offers From “on air’ TV production to live broadcasts of
# Digital Mixing
# Digital Editing

# Digital Recording @ Routing Management

® Random Access Video option unsurpassed reliability and is an excellent long term music, the quality and excellence of the SSI. Axiom

® Project Management

investment without the hassles of purchasing an
untried system.

Digital Production System has no near challenger
anywhere in the world,

u&mmmmmmmm Oxford.

* Los Angeles: 6255 Sunset Boulevard, Suite 1026, Lo Angeles. o
OXS IRU England Tel: (01865 $42300 Fax: (01865) 370027

(CAS00B USA T 210) 463 4o Fax @1 4636568
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able to change the pitch and
create the sound of accelera
tion, because drama,
know. comes with a pitch shift
and a change in volume. Vol
ume is a picce of cake. But to
create winds that would physi-
cally shift pitch on cue. you
have to manipulate them in
some way. And it has to have a
realistic place to start acoustical-
Iy."

The amount of material,
nearly all of it organic. that
went into any one tornado is
staggering. Animal voices. real
winds. train-bys, whistle-whines. buf-
feting thumps—all of it layered and as
sembled in Pro Tools. most of it by
sound designer John Pospisil. He was
the tornado guy who delivered finished
voices to the editors for placement and
further manipulation. There were angry
winds, soft winds, gentle winds, per-
cussive winds, monster winds. growl-
ing winds. high winds. low winds and
midrange winds. Much of the process-
ing took place in Pro Tools or with a
Lexicon PCM-80. The only dictate was
that the wind had to keep moving. Sta-

as wWe

A view from the machine room.
At left, reels of Foley; at right, boxes containing
the 600 DA-88 cassettes for effects alone.

tic winds are death

“You can’t have constant wind.”
Flick explains. “Some of the people we
interviewed said the tornado pulsed. so

John ook some low-end tones of ani-

mul voices and created a low-frequency
undulating tone that wasn't in the pitch
arca of rumble, one that would pulse
and undulate—Kkind of like @ more ag-
gressive soft ocean wave, And it had to
be arrhythmic, because rhvthm be-
That doesn’t mean our
sounds don’t have rhythm and meter
and structure. It just means that we deal

CoOMes Music.

with rhythm and meter and
structure only as it relates syn-
chronously to visuals. This is a
5/4 tornado in a1 movie.”

THE EDIT

Despite the large number of
units, this was not a large audio
post crew by blockbuster movie
standards. At most, there were
25 cditors, including assistants,
working on the film at Creative
Cafe, Flick’s new  editorial
house that he co-owns with his
wife, Judee. To ensure consis-
teney, editors were not just as-
signed reels, they were assigned
responsibilities. And in addition to hard
effects. they delivered multichannel
premixes to the dub stage. Gregory
Hedgepath and Charles Maynes took
or: the moniker of “Twister Twins.”

*I would say Charles was a little
more synthetic in his treatment, where 1
wuas going with animal sounds.”
Hedgepath says. “But any eftfect we put
in had to have movement,
vou put in a steady and play it loud, it
may sound great, but then ten seconds
later, you say, "Okay. what next?” Con-

because if

The

Chief Engineer
demands an
excellent long

e T ———

term INvestment

— and it satisfies the needs of both!

Operational Benefits include: & Integrated VisionTrack ™
random access

video option
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sequently. we both tended to do more
premixing on this film than 1 would
suggest an editor do when | supervise
films. I would duck effects and swell
them up, but never the same move-
ment on every track.

“For example, I put together a 4-
channel mix where a tornado comes
right up on the characters and begins
to stroll around.” he continues. “1
recorded my fader moves on my €s-10
MIDI mixer at half-speed and swirled
them around the room—picking up
speed as it got close to them and slow-
ing down as it moved away. Then |
would take those four tracks and
maybe do two other groupings of dif-

SEE US AT NAMM BOOTH #1435

ferent wind sounds—Ilike maybe a nice
constant wind. where the faders give
you the movement, and maybe a buf-
feting wind. One is high. one is low. so
vou pick up three colors. Start with the
high. add the medium as they get clos-
er toit, then when it's really upon
them, the Jow wind swells up. Then
they go away and you reverse it
Automated or volume-mapped edits
are not recommended. especially with-
out consultation with the re-recording
team. Because of the time constraints
on the final and the massive number of
clements. it worked on rhis film. “One
of the pivotal experiences for both
Greg and me was the sweeteners on

{NEREADER SERVICE CARD FOR MORE INFO
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reel 1 tornados for the final, because it
was the first time we had done heavy
automation to the point of predubbing
in our systems.,

“Charles and I are both mixers as
well as editors.” intercuts Hedgepath,
“which gave us the confidence to pre-
mix without tying the mixers” hands in
the final.”

“We needed more movement,” con-
tinues Maynes, “but we found it diffi-
cult to convey our intentions by just
laying the units up and doing fades.
There was plenty of discussion at the
shop about whether we should do this.
Old-style editors said we were trying to
do the mixers” job for them. But we just
felt there was oo much information.
and we didn’t think we could make up
units that would play to the degree of
activity we were tooking for. Steve
Flick is big on having an editor go to
the dub stage to dub their reel. He is
one of the finest supervisors because
he has his ego in check.”

The 4-channel treatments worked
well on the wind, and there was plenty
of swirling at the final. But this story is
also about layers, When cutting the first
tornado cffect for the film, Maynes was
working on Mulbolland Falls and came
across a fast-but-smooth merry-go-
round sound in the DAT library,
recorded from the Seream Machine in
Santa Monica. Run through a PCM-80
Gwith somie modifications on the Finish
Line patch. a sort of multivoice
Doppler), it became a subliminal build-
ing block for the tornados.

Meanwhile. Martin Lopez of Digital
Sound Design in San Diego came up
with some stunning 4-channel record-
ings of train-bys, which were "massive-
Iy limited™ in L1. a Waves plug-in for
Pro Tools, then dropped in. Hedgepath
came across a very slow diesel freight
train that added a crunchy sound.
which he described as “wind made of
razor blades.” Maynes also made regu-
lar use of the Focusrite TDM plug-in,
which allowed him to notch out and
boost certain frequencies to place indi-
vidual colors or sparkles inside a much
larger and more violent wind sound.
The LT became key. and distortion
ruled the day. replacing reverb as the
treatment of choice. Warren Hamilton,
who the Twister Twins referred to as
their Godfather of sound eftects, would
walk by and tell the two: “We need
more grit. Grit it up.”

“When the twister is upon you, like
in reel 4. it's always great to add the old
constant-acceleration effect.” Hedge-
path says. "You take some sort of whine
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that increases in pitch and you lay it
over itself so it appears to keep going
up. It's a tension-building device that

was used in the trench war in Star

Wars—the x-wing fighter was always
accelerating, Ben Burtt taught me that,
So I got an inertia starter out of the li-
brary—similar to the effect used on the
cartoon Tasmanian Devil when his feet
start moving. 1 pitched it down two oc-
taves, then four octaves. then overlaid
them on top of each other, then ran it
through two Lls, and you get this
tremendous, increasing, distorted whine
that goes up in pitch, Something really
bad is coming at you.”

"I'm a big fan of L1," adds Maynes.
"We figured out that when we put two
of them in a line with maximum limit-
ing, it made the most ungodly distor-
tion. You could run an interesting
moving wind through it and end up
with something that sounded like the
world ending. Then we put that into
our spinning automation and it ended
up fascinating.”

“That’s something I got from Randy
Thom up at Lucasfilm.” Hedgepath in-
terjects. “His famous saying when 1
used to work up there was Distortion

equals art." "

So much energy and so much of the
drama is focused on the tornado that
some excellent Foley work, ADR and
music may appear to get short shrift in
these and other pages. Flick, who has
edited some big films, including cutting
on Kaiders of the Lost Ark, says this was
by far the biggest Foley show he's ever
done. Wind. by itself. is not that interst-
ing, Flick maintains. It's the dust and
debris it whips up that adds the color.
Not to mention flying objects—from
truck crashes to knives and shards of
glass being flung by the main charac-
ter's ears and into a barn wall. Kudos
to Foley artists John Roesch and Hilda
Hodges.

Judee Flick cut more than 1,200
lines of ADR for the film, which isn't at
all surprising considering they had two
jet engines on the back of a flathed
during production to generate wind.
along with ice machines to shoot hail,
regular wind machines and lots of dia-
log in cars. ADR was recorded to DA-
88. then loaded into Pro Tools for
editing.

Music was composed by Mark
Mancina. who also scored Speed. There

is actually a surprisingly small amount
of music for such a big “quest” filtm—
roughly 44 minutes of score and 32
minutes of source. But according to afl
sources, De Bont shoots in a way that
provides effects moments and music
moments. where by and large music
will carry a scene until you see the tor-
nado, then effects take over. Mancina
was invited to a few advance screen-
ings of the trailer fast December so that
he would have an idea of how the
sound effects were going to be played.
The score was recorded to 48-track
analog. then loaded into Pro Tools
through Apogee converters.

“Jan is one of the top directors T've
worked with in terms of being aware of
the potential conflict between music and
effects.” explains Zig Gron. music editor
on Batmean Forerer. Assassins and Do

Juent DeMarco, to name just a few recent

credits. "I'm a music editor who happens
to believe that it the music needs to be
lowered or dumped because of the emo-
tion of the scene—which is unusual be-
cause  music  normally  plays
emotionally—then I'm all for lowering it
it it will make the film better. 1 believe
music can work with effects.
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Worth its weight in gold -

and platinum.

Tony Brown discovers the AT4050 studio microphone.
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With 8 gold and 14 platinum records,
41 number-one singles, and 4 Grammy
Award winning titles, record producer
Tony Brown has a reputation for
knowing excellence when he hears it.
So it’s no surprise that once Tony

tried an AT4050 multi-pattern capacitor
microphone, he’s been using it ever
since.

I use it every session on something,”
says Tony. *“There are several great
mics that engineers always like to
bring out—and this is one of them.”

The Audio-Technica AT4050 delivers
supremely transparent and accurate
sound without sacrificing warmth

and ambiance. The large-diaphragm
design utilizes two capacitor elements
to provide consistent, superior
performance in three switchable polar
patterns (cardioid, omnidirectional
and figure-of-eight). Transformerless
circuitry provides exceptional transient
response and clean output even under
extremely high SPL conditions.

And while it’s certainly worth its
weight in gold, the rich, versatile
performance of the AT4050 is
available for much less than $400
per ounce!

To discover studio microphone
excellence for yourself, call, write
or fax:

Audio-Technica U.S., Inc.
1221 Commerce Drive
Stow, Ohio 44224

(330) 686-2600

Fax: (330) 686-0719

U.K.: Audio-Technica Ltd.
Old Lane, Leeds LS11 8AG
0113277 1441

Fax: 0113 270 4836

[\ audio-technica.



If our marketing department had been

as talented as our engineers, yowd
ing a Prisma workstation

[rodaily be us

of'digital audio workstations out there.
Some are so expensive that you can only
afford one for six editors. Some are little
mobre thanPC sound cards that can't lock
to picture without timecode drift. Some
are so complicated that after you've
bought a Mac™, § add-in boards, a bus
expansion box and 12 pieces of software,
it almost nearly works most of the time.

That's why you should explore our
radically different approach. Admittedly,
we're guilty of spending far more time
perfecting our products than advertising
them. But today, a growing nuriber of
major post production facilities and
recording studios are reaping the ben-
efits of our meticulous engineering. They
also rave about our great service and
quick support ~ available withput having
to wait on hold for hours.

' One hardware platform;
. three software solutions.

Prisma"™ is our one-card hardware
platform that frees up your CPU by
handling all processing and signal flow
‘on board. Its DSP capabilities are so
massive that plug-ins aren't even an issue.
Invest in Prisma hardware and then
choose the Windows®-based software
package that fits your applications and
budget. Each has an elegant, hands-on
interface that's free from frustrating pull-
down menus, and floating window clutter.

EXPRESS" for PRISMA"

Express™ presents a simple, 2-panel interface
with all the tools you need on-screen — instead of
hidden in a mass of annoying pulldown menus.
Perfect for broadcast, commercial production,
multimedia and small home studios.

8 tracks - Over 250 markers & 99 Auto Locate
points - 10-level Undo/Redo - Fader antomation
- Directly-draggable fades & cross-fades - Easy
head & tail trim - Fast hi-polar waveform views
- $nap anything to markers, current position or
other sounds - Compatible with & upgradable to

Producer™ - Networkable

Express™ is a creative tool for broad-
cast and commercial production with a
no-frills interface so simple to use that
even a program director could learn it. It
uses Producer's hot-key shortcuts to re-
duce the learning curve if you upgrade.

Producer™# takes the software
recording studio paradigm to a new
Tevel. Its studio-friendly look and feel
removes the impediments to creativity
found in many current workstations.

StudioTracks™ XP has the tools you
need for serious, hardball film and video
post production, sound design, dialog
editing and Foley work. XP stands for
Cross Platform: StudioTracks runs on
both Prisma and Spectral's even-more-
powerful AudioEngine™ hardware, too,

Radically different than any other workstation
software, Producer™ is a“virtual studio”with
direct access to familiar audio tracking and
mixdown tools including an antomated mixer. Free
from pull-downs and nested windows, Producer's
direct interface boosts productivity & creativity.

99 virtual tracks,each w/4 layers - 8/16*/24*
or more tracks - 4 sends & returns + 2 remix
tracks - Rich DSP features - 10 Undo levels
- Rutomated fades, pans, mutes, aux sends - 2 EQs
per mixer channel - Default cross-fades & butt-
splices or custom via built-in editor - Markers
- Snap anything to anything - 3 waveform views
incl. fast bi-polar waveform display - Grid can be
set to bars/beats, frames etc. - Direct VITC lock
- Can add timecode burn-in to video - Networkable
*via linked CPUs
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Prisma’, Express”, Producer™ and
StudioTracks" are just part of our product
line. They all come from an established
company that specializes in digital audio
tworkstation and connectivity solutions,
Call, fax or e-mail for complete, detailed
information on our practical apptoach to
enhanced productivity.

We've heen keeping it a secret for far
too long.

$The software program Formerly Known As Prisma
Music. Our previous Marketing Department did it.

STUDIOTRACKS " XP

Spectral's advanced, cross-platform™ solution for
film & video dialog editing, sound design and
other edit intensive workstation applications.

256 virtual tracks 12 tracks w/2 sends &
returns - Internal track bouncing - Auto-Conform
* Direct VITC lock - Drag & drop SFX & dialog
snips from library to project - Spectrum
analysis - Flexible dynamics processing
« Silence-stripping - Envelope editing - 2 EQs
per channel - Digital patchbay - Textual play list
for mix-to-pix or mastering - Machine control
« Networkable
“Runs on Spectral's Prisma” & AudioEngine ™ hardware
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“Mark delivered the music separated
onto 16 tracks of Pro Tools—left-cen:
ter-right orchestra, left-center-right per-
cussion. left-right brass. left-right
synthesizer, left-right guitar, left-right
choir, left-right woodwinds.™ he contin-
ues. “That gave us control, because we
didn't really know what we were up
against sound effects-wise. So if sound
effects were going crazy. percussion is
one of those things that can get
drowned out. So we ended up boost-
ing the percussion about 2 dB all the
way through the movie, just to give it
some drive, In another scene. we
ended up going with choir to cut
through the big effects.”

“On Speed. there were a ot of very
fliteral visuals working with sound.” Flick
adds. "See something, hear something.
But in this picture, there is a lot of sound
driving the drama—we hear a tornado
offscreen, and it moves the drama for-
ward, or in the house sequence. we
hear noises and the characters react. Its
in the writing and in the way it's pho-
tographed, and by having sound more
entwined with the drama, as opposed to
being sound with the drama. he's be-
come a much more complex filmmaker.
which is a delight for me.

“When [ ostarted to think about
soundtracks in a whole sense in the
carly ‘80s. as opposed to cardier. when |
was just cutting sound effects, 1 realized
that with anv modern picture where
you have lots and lots of sound, and
the score is dynamic, you have to trade
licks. You have to be able to produce a
unified, whole process.”

TRADING LICKS AT THE MIX

The music metaphor of the tormado is
not a stretch, and in many ways, the
sound of the individual tornados can
be thought of as jazz pieces. fluid and
archythmic, with complex tonal layers.
While the editors are essentially con-
cerned with making "musical”™ effects—
in fact, Flick says, he only hires editors
with a music background—the re-
recording team strives for that delicate
balance between dialog, effects and
music, the unified whole referred to by
Flick.

You won't find a better re-record-
ing threesome than Maslow, Landaker
and Kevin O'Connell. who
brought over to help on Twister from
his regular gig as a lead mixer at Sony.
It's not just the technical chops. or the
awards or nominations—though they
cach have plenty of both, with Lan-
daker and Maslow holding three Os-
and O'Connell  with  nine

wWis

Cuars

nominations. I's more in the way they
can put an entire dub stage at case
and inspire complete confidence. Uni-
versal's Stage 3 is their house, and de-
spite the pressure of a big tilm and the
fatigue of three months of 12- 1o 16-
hour days, they are relaxed and jovial
just two days before the print master.
The three can create an entire comedy
routine out of the curly fries at lunch,
trading licks in the same manner they
do behind the Otari Premiere (with
Concept | sidecar) on the stage.

“We knew going in that this had the
potential to be a loud movie.” says
Maslow. "So we went in with the
premise of letting me set the dialog to

what [ felt was a comfortable level, and
that gave me a frame of reference.
Everything was based around that
level—all the tornados and winds and
music—everything was bobbed and
weaved to facilitate hearing every
word. Kevin came in next with the
music. and then Gregg supported it
with effects.”

"At no point is Gregg trying to over-
ride until it’s time to let him go,” ex-
plains O'Connell, who in addition to
mixing music served as an extra pair of
hands on the effects premixes. “If we
tried 1o do this film the old-fashioned
way, with effects trying to overdo it,
we'd still be mixing the movie. It took

be anywhere
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us 130 films to get o this point.” he
says, and they all laugh.

Bobs and weaves, peaks and val-
levs—this particular film mix was all
about movement. “We picture Jan's
films as roller-coasters.” Landaker says.
“You take an audience, have them grip
ahold of their seats and say, "Omigod!
Here we go!” They go through the falls,
through the terror, and then relax. Speed
wis a quick-hitting roller-coaster: this is
more about long undulations into terror.
And at the mix. that's mainly done by
not plaving all 800 units at once. even
though vou have them. IUs built from
maybe five units here, then another 30
1o 40 feet in, you introduce something
clse. then something else. IUs constantly
moving on the sliding scale of intensity.

I approach sound effects mixing
thinking that I want to have the audi-
ence walk out and say, "What a ride!
That was worth seven-and-a-half bucks.’
I want to create a 3-D theater environ-
ment illusion for them, something they
can’t get at home. 1T want the sound of
that twister 15 feet in the middle of the
room. T want them to feel what they see.
It we just play it flat-screen, then it be-
comes simply watching a movie. I want
the audience involved: T don't want to
be invisible.”

Centainly, the 3.1-channel digital film
sound formats (Twister was released in
DTS, Dolby Digital and Sony's SDDS)
play a large part in creating the 3-D en-
vironment. But all three mixers are
adamant that the 5.1 channels are not
about making a film loud: thev're for en-
veloping the audience. The surround
work is not overdone, though it does
provide the swirls. And surprisingly.
Landaker. perhaps influenced by O'Con-
nelll is a recent convert to the use of the
subwooter—he did not emiploy it on
Speed.

"After Crimson Tide. 1 really got to
know subs.” O'Connell savs, pun in-
tended. “From the second the tornado
arrives until the second it Teaves, you
could literally drive the subwoofer at
100 dB und it would be fine—most
mixers would have done that, We
never did that. We modulated that sub-
wooler in and out. and what we put in
the sub is not a steady ramble track, no
pink noise down at 20 Hz. It was a
modulated. very dynamic track that
would make the sub key on and off, on
and off. Same with the surrounds. We
never played things straight.”

“This picture deals with a lot of
mid- and low-frequency information.”
Landaker cuts in, “so we can create a

CONTINGED ON PAGE 207
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“THE SOUND IS UNBEATABLE"

Stephen Bray,'96

—-—
Stephen Bray, who gained world wide recognition as producer and

co-writer of Madonna'’s “Express Yourself” and “Into the Groove,”
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along with engineer Tony Shepperd,bstal!ed_; Euphérii‘iQQSZOOO gﬁ_ -

console in his Los Angeles based studio, Saturﬁ.j Sound. Why a

Euphonix Stephen?... : =
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“From tracking to mixing, the speed of the C52000 SnapShot

Recali™ and the instantaneous access to hard disk is amazing.”

"We are attracting producers and engineers who require infinite

flexibility. With the Eupf'w save at least an hour or two
T

every tima you change projects. We can go from mixing a TV show

to a music album mix in seconds.”

| SR ]
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GENERAL NOTES

All consoles listed are 2-4-bus (and
higher) configurations and are analog
designs. unless otherwise noted. Most
models are offered in a range of frame
sizes: expansion capability is not al-
ways noted. although most can be or-
dered in a short-loaded version, and
additional modules can be udded as
channel requirements (and budgets)
grow. Most consoles offer a combined
bus addressing scheme whereby chan-
nels are assigned to either buses 1-24
or buses 23-48 in two or more bunks.
Some consoles assign 1o cach bus dis-
cretely, some only in pairs: some allow
assignment to both banks at once
(though with limitations). Some con
soles offer onboard dynamics process-
ing. Specific circuitry features and
automation options are not described
in depth.

AMEK

Designed by Rupert Neve, the TEC
Award-winning 9098 from Amck (ULS,
offices are in North Hollvwood, Calif.) is
a large-architecture console that can be
configured 1o customer requirements for
recording. broadcast and post applica
tions. The 9098 is supplied with Anick
Supermove moving fader automation,
Amek RECALL, Amek Virtual Dynamics.
Amek Visual FX outhoard equipment
control software, and Amek Superloc
machine control. The 9098 is a radical
departure for Amek—it's the compuany's
first console targeted at the up-market
sector that Rupert Neve's designs have
traditionally been associated with,

The 9098 console building blocks
include 24- and 32-module chassis sec-
tions. single- and double-bay jackficlds,
and an cight-module monitor section.
Three input modules are availuble: the
9098A mono. the Y098K dual and the
90981 stereo input module. These may
he combined in a variety of ways, and
the 9098 may be configured in split or
all-input format. Input modules offer
48-bus addressing through two banks
of 24 switches, plus an additional tour
stereo bus assigns. The A and K input
modules are also designed to act as
group masters, and the A module offers
comprehensive sterco, quad and LCRS
panning facilitics. EQ on the 9098A
module is 4-bund. with the two mid
bands sweepable (HE and LF EQ sec-
tions offer six switched frequencies),
and there are additional variable high-
and lowpass filters. Various switches
and pots allow for selective notching in
the mid frequencies and aliernate filter
slopes in the HF and LF sections. EQ

tor the K and L modules is comparable,
if less extensive. The 9098 offers 16
auxiliary buses that are variously ad-
dressed by stereo cue and mono aux
send pots on the input modules, and as
muny as 18 switches can be controlled
by awtomation. Amek's Virtual Dynum-
ics package allows for the insertion and
automated operation of compressors,
limiters, gutes, expanders, ete. on cach
channel. And so on: the 9098 is not
short of features. A 72-input 9098 costs
approximately $625.000. depending on
contiguration.

Galileo is Amek's latest console and
is designed for music recording. video
post and film-dubbing applications, An
in-line design available in +40- and S6-
input frame sizes, the Galileo is sup-
plicd with Supertrue VCA or Supermove
moving fader automation, Amek Super-
loc machine control, timecode read-
er/generator. Amek Visual FXU Amek
Recall, and Amek Virtual Dynamics.

Input modules contain two signal
paths: the Galileo can handle twice as
many inputs on mixdown as there are
input modules—with full EQ on cach
channel. The input stage includes a Ru-
pert Neve-designed TLA (ranstormer-
like amplifier). The 24-track bus
assignment is via 12 switches that ad-
dress the buses in two banks. EQ see-
tions for the channel and mix signal
paths are «-band parametric with bell
and shelf switches for HF and LF sec-
tions and additional swept high- and
lowpass filters, The EQ may be reas-
signed. in sections, to the module’s
other signal path. There are 16 aux
sends, of which eight may be ad-
dressed in pairs at one time. Pricing for
the Galileo starts at $177.327 tor the 10-
channel model and rises 1o $277.065 for
the So-input version with Supermove
automation.

The Rembrandt is o dual-path con-
sole wvailable in 10- and S6-input frame
sizes and is supplied with Supertrue
VCA automation, Amek Recall Amek
Virtual Dyvnamics and Amek Visual FX,
As on the Galileo, input modules con-
tain two --hand sweepable EQ sections
for channel and mix signal paths, effec-
tively doubling the number of inputs
for mixdown, There are 16 aux and 24
routing buses. Pricing for the Rem
hrandt starts at $99.153 for a 24-input
model in the 40-input frame. A S6-input
configuration starts at $146.895. Prices
include patchbay and stand.

The new Angela ITis a lower-cost
dual path production console. The -10-
channel version provides 80 inputs,
cach with 4-band EQ and automated

tacder and mute. The console has eight
aux buses, 24 routing buses and
includes a jacktield. The console is sup-
plicd with the Supertrue VCA autona
tion system, which includes Amek
Virtual Dynamics ard Amek Visual FX
programs, all of which reside on a Pen-
tium computer. supplied with a 1-inch
color monitor. The standard model is
574750,

AMS Neve Capricorn

AMS NEVE

The Logic 2 by AMS Neve (Burnley.
UKD is o large-scale automated digitad
recording system that integrates a fully
feawared mixing console with an AMS
AudioFile. Like other digital consoles,
the Logic 2 is highlv flexible and may
be configured in a numiber of wavs tor
recording. post and film applications.
Up to 60 channel strips with four-layer
operation provide 210 fully equipped
mono, stereo channels plus as many as
48 aux und 04 multitrack record buses.
Featuring a 32-bit all-dizital signal path,
the Logic 2s signal processing resources
are determined more by available digital
processing horsepower than input strip
lavout: EQ is 4+-Hana with 2-band filter:
ing and full dynamics an cach chunnel.
Muny complex functions may be as-
signed and controlled at a central con-
trol panel. Among the Logic 2's many
notable features are toral dynamic mix
automation plus setup recall automa-
tion, comprehensive nachine control,
moving fuders. 32-bit DSP and a rela
tively compact protile. Contact manu-
facturer for pricing.

The Capricorn is Neve's flagship
digital console. Three standard 48-track
recording configurations are offered.
but o wide degree of customization is
possible—the consale i to some extent
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modular and may be expanded in 24-

channel increments to its upper limit of

256 signal paths. A typical configura-
tion, the System 112, offers 32 mic¢/line
inputs, 24 AES/EBU stereo digital in-
puts and outputs. 48 track sends. 04
track returns, 16 auxiliaries and eight
cues. Signal processing is selected and
assigned via a screen and tackball, and
selected parameters are controlled
through multipurpose rotary controls.
The Capricorn thus provides enough
tactile controls for quick seize-and-twist
operation without hopelessly cluttering
the control surface with dedicated
switches and pots. Contact manufactur-
er for pricing.

The Neve VR Legend is a large-ar-
chitecture analog console with a fully
discrete control surtace and is available
in recording. post and filin-
scoring configurations. In-

ous configurations: the first cight aux
sends are normaled as four stereo cue
buses. Master control and monitor select
functions are comprehensive, and there
are two programmable mute circuits.
Price is §75.000 for the base model.
$93.000 including Audiomate moving
fader automation.

API

The APL (Wheaton, 1) Legacy is an
all-discrete, fully modular console de-
signed with functionality and transpar-
ent operation in mind. The board is
based on a vintage "70s design, both in
appearance and in circuit design. Each
channel strip is made up of sections
rather than solid, one-piece input strips,
and a modular frame design allows ex-
pansion of channel buckets and multi-

cluding all of the channel
features of the V' Series con-
soles, the VR Legend offers
assignable Neve Format Spec-
trum EQ. eight aux buses,
and full #8-track routing plus
48 additonal sends. Meter-
ing is VU or PPM. and dis-
crete dynamics metering is
available for cach channel.
Flying Fader and Recall automation
packages are optional, as is Neve's En-
core automation system, a Windows
NT-based system, which provides con-
sistent automation functionality and in-
terface for all Neve consoles. Contact
manufacturer for pricing,

ANATECH

The VEM-32 from Anatech Systems Lid.
(Cambridge. UK), a division of Martin-
sound Inc. (Alhambra, CA) is a 32-input,
2+-bus in-line console for recording and
broadcast (the console is also available
in 48-channel and larger formats). The
first product from a new company, the
VCM-32 is based on a design philoso-
phy that emphasizes ergonomics, flexi-
hility, extensively auditioned electronic
design and value for money. The VOM-
32 features dual-path input modules for
a total of 6+ inputs at mixdown, and
there are 24 multitrack buses, which are
assigned via individual switches. Both
mix and monitor signal paths are
cquipped with automatable 100mm
faders, and there is an integral compres-
sor/gate on every channel. EQ is 4-band
parametric. switchable between mix
and monitor signal paths, and a sepa-
rate filter section may be inserted in ei-
ther path or the dynamics sidechain,
Twelve aux buses may be used in vari-
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API Legacy Series

track monitor sections. The standard
channel input strip is made up of pre-
amp. EQ. input and fader modules: sig-
nal processing modules can be added
later, and the channel strip can be spee-
ified without preamp/EQ modules, pro-
viding o cleaner signal path to tape and
a cost savings, Many modules are com-
patible with API's modular rackmount
svstems,

The channel input module (model
768) directs signal routing functions,
including bus assignment. aux and cue
sends, pan. solo, mute and mic¢/line
switch. The signal path is a discrete op-
amp circuit. The mic preamp module
is API's model 2121, the all-discrete,
op-amp circuit used in the vintage API
512b preamp. The 550 EQ module is a
simple. passive-filter design. offering
four bands, with API's proprictary Pro-
portional Q. which varies bandwidth
proportional to boost/cut. Monitor op-
tions include split or in-line formats.
The standard monitor module configu-
ration consists of the 868 monitor mod-
ule and a separate fader module,
which is wired for automation and fit-
ted with a P&G fader. A center master
controller section includes bus trims,
aux send trims, mix bus matrix, peak
reference. master solos, talkback, cuts
and dim. 11-frequency oscillator, cue

masters, talkback and meter select.

The Legacy series is available in
various frame sizes, based on a 16-
channel input section and a 24- or 48-
channel monitor section. Prices start at
around $100.000.

D&R
The Cinemix from Dutch manufacturer
D&R (Weesp, Holland) is a customize-
able recording, film and post-production
sound console available in 32- and 8-
input frame sizes. with 816-point patch-
bays. Notable features include dual
signal path input modules with duplica-
tion of almost all features, 360-degree
LCR. Front/Rear panners, two automat-
ed VCA (standard) or motorized faders
per channel, comprehensive routing
and automation features including
assignability to automated
O-channel joysticks, and op-
tional dynamics on both
signal paths. ARM routing
matrix allows preset and re-
call of routing and switching.
The dual input channel archi-
tecture offers 96 mono in-
puts for mixdown on the
48-input console: all mod-
¢ls feature ten stereo effects
return channels. EQ for
hoth sections of the input module is 4-
band sweepable. The ten discrete aux
sends may be routed to up to 34 aux
send buses at mixdown, The six-output
(LCR. Surround L. Surround R. Sub bass)
monitor section is under digital control,
allowing for preset and recall of listen-
ing levels appropriate to the various film
sound playback formats. Prices start at
$44.422 for a 24-input Cinemix and rise
to $68.358 for a 48-input configuration.
The Merlin recording. mixing and
post-production sound console is avail-
able in two frame sizes, 40- and 56-
input. with a standard patchbay. though
D&R will customize to suit clients’ re-
quirements. Each dual input module of-
fers two 4-band EQ sections. The mix
path also features variable Q in the mids
and a highpass filter. Both signal paths
feature comprehensive automation in-
cluding 100mm automated faders and
six automated switeh functions. The 12
discrete aux sends may be routed o up
to 36 aux send buses at mixdown,
D&R's PowerVCA Automation package
for the PC is supplied standard. and
VCAs can be switched out of the signal
path while retaining full fader control,
Motor faders are optional. ARM automa-
tion provides instant recall of all digitally
controlled signal routing and switching
functions. Metering is 23-segment bar



"CBC has tested many high-end audio '
czasoles and we find that Rupert Neve's
9698 has the best technical |
specifications of amy. we have measured.

Noise floor, dvnamic range and
aistostion characteristics are absolutely :
superb and far exceed the requirements |
of digital recording technology as it
presently exists’.

Tony DuBoyce
Senior Engineer
Production Technology
CBC Enginecring

L2 usung Corpanﬁon
ﬂadm Canada

,

The S098’s sonic performance is
stunning, being siient, transparent and
noiseless and with that unbeatable
mastertul character which s the
hallmarx of a traditional Ruper: Neve
design. This conscle is a drearm teo use
| and 1 the standard to which alf other
equipment  manufactuers

i shouid aspire’.
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Don Penn-ngton
Technical Director
CBC Radio British Goiumbin
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graph at the channel and VUs for mas-
ter outputs, Prices start at $67.210 for
a 2i-input (68 automated inputs at
mixdown) and rise to $101.780 tor a 18-
input €120 automated inputs at mix-
down) configuration.

EUPHONIX

The €82000 from Euphonix (Palo
Alto. Calif) is a highly modular. digi-
tally controlled analog console avail-
able in a variety of configurations for
different applications. The €82000's

audio electronics are housed in a re-
mote Audio Tower that connects via
serial links to the MixController. The
) module

Digital Studio Control (DSC

Mﬁmqmm meetsulemmmndsofmmﬂbg The ME 64 cardioid capsule is
uring the subtle nuances of acoustic instruments and cymbals. Its high output and quick tran-

is a central assignable control surface
that combines with a digital control
surface that is expandable from eight
to 104 taders, from four to 32 sends,
up to 120 dyvnamics channels and from
one to three operators, The DSC pro-
vides access to channel functions,
such as EQ. dynamics. surround pan-
ning. channel routing. snapshots, mas-
ter control facilities, automation, aux
sends and machine control. An active-
mutrix color screen displays signal
routing and processing parameters.
Each channel has two universal input
(mic/line) amplitiers and four fixed-
input gain line inputs: either channel
fader can accept any of these six in-

Mnsponseyldd superior signal-to-noise ratio with extremely low distortion. Plus the K6 power supply is the
heart of a modular system which accepts other mic capsules: from omini to long shotgun and even lavaliers.
Now you can expand your collection to handle any studio or field recording application.

HE b4/Kb

SEE US AT
NAMM BOOTH #1529

MODULAR CONDENSER MICROPHONE

(/I’'SENNHEISER

SENNHEISER 6 VISTA
DA
Mﬂl(mw sun 663, COL.

P.O.lOX 987, OLD LYME, CT 06371 - TEL: 203-434- 9190 FAX 203-434-1759
BURBANK, CA 91505 T[L 818-845-7366 FAX: 818-845-7140
EXICO, D.F. MEXICO - T

EL: (5)-605-7686 - FAX: (5) 605 6473

PQH9R TA3 - TEL: 514-426-3013 FAX:514-426-3053

Mauuﬁmm Plant: Am Labor 1, 30900 Wedemark, Germany
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puts. and either fader functions as ¢i-
ther a mono or stereo fader. All signal
processing is centrally adjusted from
an assignable rotary control set. Au-
tomation includes SnapShot Recall,
which resets alt functions in less than
1730 second: Snapshot Automation.,
which fires SnapsShots at cue points or
timecode locations as part of an auto-
mated mix: and dynamic automation
of two faders, two mutes. two panpots
and four aux sends per channel.

Although many CS2000 system con-
figurations can be created by combin-
ing different options, Euphonix offers
custom systems targeted to specitic ap-
plications. The €82000D is the basic
system, fitted with 24 multitrack buses,
the Digital Studio Controller (DSC) with
color display and both Snapshot Recall
and Total Automation systems. The
CS2000M. contigured tor music record-
ing. includes the Euphonix EST08A dy-
namics processor, DSC and 16 aux
sends per channel, expandable 1o 48.
The €S2000B is designed for television
broadeast and production applications,
with Snapshot Recall, 12 mix-minus
buses (expandable up to 48). six stereo
subgroups and surround mix capability,
Optional are redundant power supplics
and crosspoint audio router/switchers.
The €CS2000P is aimed at television
post. and is configured with SnapShot
automation and 12 mono/sterco mix
buses per tader Gideal for stereo mix
stems). The CS2000F is designed for
surround sound re-recording, featuring
Euphonix’s new surround panning soft-
ware with 12 (expandable to 48) multi-
format mix buses per tader. These
buses can be configured as single or
multiple fitm mix stems: the svstem also
accommodates an optional PicMix sys-
tem for various surround monitoring
formats. Multi-operator systems are also
available. Pricing for the €S2000 system
starts at around $100,000,

FOCUSRITE

The Focusrite Studio Console, or F2,
hy Focusrite (Bourne End. UK) teatures
neither a traditional split nor an in-line
design. but is instead what Focusrite
terms an “all input™ console—cach
module can serve as an input or tape
return. Modules do not therefore in-
clude a small tader and separate moni-
tor chain. as is typical for in-line
designs. The F2's no-compromise elec-
tronic design revolves around simplici
ty and high quality. and the console is
entirely FET-free. Local bus summing
ensures that large-format consoles
maintain low bus noise. Available con-



ORE HITS ARE MA
ON STUDER TAPE MACHINES.

The A 827 analog & 1 827 digital recorders shato that
apen-reel is an excellent business investment - and results

demonstrate that Stiler is the smartest choice of all.

IT°S THAT SIMPLE.

AKE A LOOK at the produc-
tion credits for Billboawd s
No. 1 singles. almost any

than ever before, quality, reliability
and compatibility count, Studer 827
Series tape machines are more in
demand than ever. Analog or digital,
there’s a Studer recorder for your hits.

There’s never been a better time

to invest in your studio$s future — by
_ starting your own Studer track recor
almost 50 years, Studer machines *Based on an analyss of Billbourd’ Production Credts It really is that simple.
have been a vital part of literally thou-  charts for 1995, Studer machives are used on many riore

ands of hits. A d tod: he n bit records han any other open-reel recorder ( “Others”
sands or hits. And today, when more incldes hath open reel, MDMs and disk-based systemns).

PROFESSIONAL AUDIO EQUIPMEN
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Used with pevuission fiom Billbourd magazine. Londum: +44 101 181 207 5050. Worlduwide Distribution: Stider, Regensdorf, Switzerland +41 (0) 1 870 75

week of the year, and you'll see the
same story: more hits are produced on
Studer tape machines than on all ather
open-reel recorders combined”.

Perhaps it's hardly surprising, For
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Leading edge performance has been a defining
feature of Audio Precision products'since the-
inception of our company in 1984. Thousands of our
System One audio analyzers are in use woridwide,
selected by design engineers for high performance
‘and by test engineers for our comprehensive pro-
grammable analog and digital audio measurement
capabilities.

NOw our System Two true Dual Domainaudio ana-
lyzer joins the System One, setting a new standard
for performance and flexibility in audio frequency
test & measurement.

System Two is a true Dual Domain analyzer. Other test
instruments may have both analog and digital inputs
and outputs ... but they're not true Dual Domain!
They rely on performance-limiting converters to pass
analog signals back and forth to a DSP core of digital-
only hardware. Passing signals through a/d or d/a
converters for every measurement robs the test
instrument of performance. System Two includes

pnec?slon

separate, independent hardware for direct audio
megasurements in both domains, plus additional and
extensive interface Mmeasurement capability in-
cluding jitter measurements, eye patterns and all
other parameters described in AES3, the serial audio
interface standard. = ‘

The new standard of System Two is represented by
performance specifications such as guaranteed
analog generator and analyzer residual THD+N

of -108 dB, guaranteed analog signal flatness of
+0.01 dB for the generator and analyzer; and 24 bit
digital signal generation with 48 bit FFT dynamic
range.

From aircraft to automobiles, satellites to cell
phones, headsets to hearing aids, System Two
represents a new standard for audio frequency test
& measurement applications. Compare for yourself -
our worldwide force of representatives will be
pleased to provide comprehensive specifications
and a true Dual Domain on-site demonstration.

Audio Precision

PO Box 2209

Beaverton, Oregon 97075-3070

Tel: (503) 627-0832 FAX: (503) 641-8906
US Toll Free: 1-800-231-7350
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Tel: (21) 325-5351 Bulgaria: ELSINCO Offioe Sofia, Tel: (2) 58 61 31 Canada: GERRAUDIO Distribution, Tel: (416) 696-2779 China, Hong Kong: A C E (int'l) Co. Ltd., Tel: 2424-0387 Czech Republic: ELSINCO Praha spol. s r.o.,
Tel: (2) 49 66 89 Denmark: npn Elekironik aps, Tel: 86 57 15 11 Finland: Ganelec OY, Tel: 77 13311 France: ETS Mesureur, Tel: (1) 45 83 66 41 Germany: RTW GmbH & Co. KG., Tei: 221 70913-0 Greece:
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Acutron Electroacustica LDA, Tel: 1 9414087 / 9420862 Singapore: TME Systems Pte Ltd., Tel: 747-7234 Slovakia: ELSINCO Brafisiava spol. s r.o., Tel: (7) 784 165 South Africa: SOUNDFUSION MFG., Tel: 11 477-1315
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figurations are multiples of eight, with
a maximum of 96 channels feeding
24 or 48 multitrack buses. The center
control section is 12 inputs wide. The
input module is based on the renowned
Focusrite ISA 110 equalizer and features
4-band EQ with two bands parametric,
and high- and lowpass filters. Features
include 12 aux buses, two stereo cue
buses, and three stereo mix buses in
addition to the multitrack recording
buses. Optional modules include stereo
line return modules and stereo com-
pressor/gates. Automation is third-
party, with GML's moving fader svstem
preferred. Contact manufacturer tor
pricing.

HARRISON

Harrison (Brentwood, Tenn.) offers a
range of 24-bus (and above) consoles
for various studio applications. The Se-
riesTwelve/MPC is Harrison's flagship
console system, available in any config-
uration of analog or digital 1/0, includ-
ing hybrid combinations. Based on
common audio processing hardware,
the MPC desk interface is designed for
tilm re-recording, while the Series-
Twelve desk ofters user-customizable
configurations for film, broadcast, post-
production and music recording/mix-
ing. Both systems are available in frame
sizes from 24-input to more than 300-
input configurations and offer a Mac-
based full automation (both snapshot
and real-time dynamic) system. Also
available is an automated joystick for
surround panning. The control surface
is designed for tlexibility in contigura-
tion to control as many as 24+ audio
channels, either analog or digital: The
Traditional control surface has the look
and feel of a traditional large-scale mix-
ing console, with familiar channel con-
trols and large and small faders. The
layered control surtace allows a single
input strip to control up to four ditter-
ent audio channels; layering may be
switched locally or globally. An Assign-
able control surface is also offered. Con-
tact manufacturer for pricing.

The TV950 is available in up to a 64-
position frame and is designed to be
customizable for use in both television
and post-production applications, as
well as in music recording, with multi-
track buses available in up to 24-bus
configurations. Inputs may be specified
as mono mic/line, stereo line or dual
stereo group modules; other available
modules include program master, com-
munication, control room, studio moni-
tor, mix minus, master tally, group
fader, program output, cinema switch-

ing/monitoring and film
panning. Contact manutac-

turer for pricing.

The Series-3 and Se-
ries-4 consoles are both
available in either TV (tele-
vision) or MR (music re-
cording) configurations,
The Series-4 offers VCA
tader and group tader au-
tomation and is available in
either 24- or 48-bus formats.
The Series-3 offers VCA
fader automation and is
available in a 24-bus config-
uration, Contact manufac-

turer for pricing,.

Harrison SeriesTwelve
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Acoustic Foam & Samers . PLUS LOTS MORE!!!

PLUS 400 OTHER
TOP LINES AT LOW
PRO-NET PRICING !

WE'RE HOME OF THE UNIQUE & HARD-TO-FIND

PLUS FREE
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MARKERFOAM™ ACOUSTIC FOAM

GIANT 54”x54”
[Immediate Shipping]|
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super high density Markerfoam. EZ mont. Blue or gray
Super-effective sound absorption for studios. Markericam
offers best value, looks professional and 1s proven In stu
dios worldwide Request Foam-Buyers Guide/Catalpg,
specs and free samples today. VISA, MC. AMEX, COD,
POs. QUANTITY DISCOUNTS

MARKERSTIK™ foam adhesive. FREE with any
foam purchase in this ad. Limited Offer. A $8.95 per tube value.

MARKERTEK
BLADE TILES

HIGH PERFORMANCE
LOW, LOW COST!
$3.49 per tile, 16x16x2". America’s best
acoustic tile value, only from Markertek
Charcoal. Also available 16x16x3" as
shown. $4.49 each.

\!
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KILL NOISE QUICK! High performance. iull size sheets of

= SONEX
SR ALLTHE COLORs 4 SizEs

PLUS GREAT PRICES!

MARKERTEK JUMBO
SOUND ABSORB BLANKETS
Heavy duty, 72" x 80" padded blankels
absorh sound whenever they're hung or
draped Fabulous for stage, studio and field
use Top professional quality at a super
saver price. Weight" 6 Ibs. Black  $19.99

MARKERTEK
VIDEO SUPPLY

800-522-2025 * 914.-246-3036 * Fax 914-246-1757
4 High Street, Saugerties, NY (USA) 12477
Browse Markertek on the World Wide Web: http:/www.markertek.com/

USE READER SERVIE CARD FOR MORE INFO
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LAFONT

The Latont Chroma (distributed by
Sascom Marketing in Toronto) is an
analog console geared toward post-
production applications. Circuit topolo-
gy is an in-line design. configured for
high-speed use in mix-to-picture and
multiformat film/video post. Two stan-
dard frame sizes are available, the
Chroma 40 and the Chroma 64, ex-
pandable in 12-channel buckets.

The Chroma accommodates any
combination of dual-line input modules
equipped with gates or compressors, or
mic input modules with built-in mic
preamps and compressor functions.
EQs are 4-band with sweep highs and
lows and parametric mids: the EQ can
be inserted into cither the channel or
monitor path. Each module features 4-
channel LCRS panning with six-way
surround monitoring. Two busing con-
figurations are available, a convention-
al stereo Mix mode and Surround
mode: in Mix mode, aceess o the 24
multitrack or submix buses is via a
bank of 12 buttons. linked to a pan
control that operates between odd
ceven buses. In Surround mode. the
channel pan operates with true LCR
pan laws, while the monitor pan con-

A

trols front/back balances, The integrat
ed TT patchbay provides insert points
for surround encoders. or enables the
console to interface direcly to DTS and
SR.D mastering systems. A master
bus/tape switcher panel enables arrays
of I/O modules to be assigned to one
of three master groups. then flipped
hetween bus sources and off-ape relay
as a multichannel/multistem mix is
being made.

The console is supplicd with Opti-
file Tetra VCA-based automation that
controls channel faders and mutes; op
tional are Uptown, Flying Faders or
GML moving fader automation systems.
Prices for the Chroma line range from
$85.000 to about $183.000.

MALCOLM TOFT ASSOCIATES
MTA (Ash. UK) offers the Series 980,

900 and 990 large formuat consoles, all of

which are based around four different
module types. The 980 and 900 series
have input or channel modules, group
nuster modules, line-level effects return
modules and a master module. The 990
drops the group output module and
adds a stereo bus master module for
three additional stereo mix buses.

The MTA Series 980 is a split de-

BE

BE'ETER input section with

both mic and line (wireless)
inputs that can be summed together

sign available in 32-0 40-, 48- and 506-
input frame sizes: Mosses and Mitchell
patchbays and P&G faders are stan-
dard. The 980 features 4-band EQ on
all inputs and monitor and line-level re-
turns. This results in 62 equalizable
channels available at mixdown on the
32-input console. 70 inputs for the 40-
input configuration. Input modules
offer 24-bus routing in pairs (panpot al
ways in circuit) and a second line input
that may be routed direct to the remix
groups: there are eight aux buses. EQ
is +-hand sweepable with overlapping
ranges and a switchable highpass filter,
Three mute switches allow for three
separate mute programs. P&G taders
are standard: most VCA and moving
fader systems can be fited.

Monitor modules combine monitor-
ing facilities for two output groups.
cach provided with 4-band EQ. Three
cecho return modules are provided,
cach containing two line-level return
modules with 4-band EQ and aux
sends. The single master module con-
tains aux bus send masters, oscillator,
studio and control room monitor con-
trols. mute group masters and talkback.
Prices range from $30.000 tor a 32 24
10O $80.000 for a 34 24,

BETTER DE-ESSER

with ratio control.

T8E0 2
o-w-o

BETTER Signal-To -Noise Ratio : 97dB.

BE/L'TER mic preamp



The MTA Series 900 is a split de-
sign available in 32-. 40- and #8-input
frame sizes. with or without Mosses
and Mitchell patchbays and P&G
taders. Essentially o lower-cost version
of the 980. the 900 shares the same ar-
chitecture and similar modules but
drops a few teatures. For example.
channel EQ is 4-band sweepable. as on
the 980, but monitor module and ef-
fects return EQ is two band. AFL, PFL
and Solo facilities are provided. but
there is only one programmable mute
circuit. Third-party automation pack-
ages can be supplied by MTA or retro-
fitted. Prices are $32.500 for a 32 24,
$48.500 for a +8/ 24 with patchbay.

The MTA Series 990 is what the
company describes as a “Virtual Splic’
design: the monitor sections are locat-
ed above the inputs, combining the
compactness of an in-line console with
a split topography. The 990 is available
in 32-. 40-. 48- and S6-input frame
sizes, with Mosses and Mitchell patch-
bays and P&G faders supplicd as stan
dard. Channel EQ is 4-band sweepable
with a highpass filter. and may be
switched into the monitor’ group output
path. The channel provides three stereo
sends 1o the eight aux buses, switch-

able to mono and pre- or post-fader.
The stereo effects return modules have
A-band switchable EQ with a highpass
filter. As with the 980 and 900 Series.
various automation packages can be
supplied by MTA or retrofitted. Prices
start at $35.000 for a 32-input. 24 group.
32 monitor console. A 56-input. 24
group. 56 monitor configuration costs
$81.000.

NEOTEK

The Elite console system from Neotek
(Chicago. 1) is designed for music
recording. broadeast and post applica-
tions. It offers 24 multitrack buses. two
stereo buses and 32 aux buses: frame
sizes accommodate 32 1o 6+ inputs. Sig-
nal routing features include Neotek's
Dual Channel Architecture. with two
discrete audio paths per input module,
which are controlled by separate chan-
nel faders and operate independently.
in parallel or in series. The channel
highpass filter. patchbay insert point
and 4-band parametric EQ may be in-
dependently assigned to cither path for
further flexibility. and channel output
signals can be routed to the multitrack
buses, which include a second stereo
bus. or to the main stereo mix bus

through a logic-controlled mute func-
tion. A single switch reverses these two
delegations. effectively doubling the
number of configuration options. The
Elite accommodates most VCA and
moving fader automation systems.
Neotek also offers VCA faders and MIDI
Direct mute automation.

An optional fader module for broad-
cast applications produces a fader stan
pulsc. mutes studio or control room
speakers and accepts mute remote
commands. Also offered is a new Mul-
timedia module based on design tea-
wres of Neotek's Encore and Essence
film consoles. The module provides a
full set of features for monitoring in a
multichannel environment. such as
LCRS or 5.1 channel formats: features
include volume. mute and dim for
three-speaker systems with up to six
loudspeakers: reference monitoring of
encoded and mono-encoded signals:
and the capability to insert an en-
code/decode processor. Prices for the
Elite start at $:44.000 for a 32-input con-
figuration: a G4-input model is $79.000.

Neotek's Elan series is a scaled-
down version of the Elite. designed
mainly for use in project and artist-ori-
ented studio applications. The Elan is

MOUTHTRAP

BETTER EQ section
with each band covering 20-20K
with filters in series.

BETTER output section with main

and aux to feed 2 devices or a sterco input.

RANE CORPORATION
206-355-6000
206-347-7757

Home Page: http://www.rane.com

Phone:

Fax:

%ilil%ll!!
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BETTER

BETTER Equivalent
-130 dBu.

THD#+Noise spec : 0.009%.

Input Noise spec:

BETTER Price (Really!)
B E T T E R contact your local RANE dealer and check one outly

P U R I T Y B Y
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CDs IN 3 wm(s:
00

wnh black & white inser white inserts

€€ The people at

Disc Makers are fast and
good. I was tmpressed with
their willingness to work

with me unttl I was
completely satisfied with
my finished product. 39

—Ralpb Brande

Complete package includes: [
* FREE Deluxe Graphic Design | ]ngé’ogﬁy FT" YOU"' IFREE
* Insert film and printing color catalog:

. Prqof Positive® R_eference CcD ] 800 468 9353 '

* Major Label Quality 24 HOURS TOLL FREE

* No-Fine-Print Guarantee Qutside USA call 609-663-9030; FAX 609-661-3458
htip:/ /www.discmakers.com

"~ DISC MAKERS

AMERICA'S #1 MANUFACTURER FOR THE INDEPENDENT MUSIC INDUSTRY

USE READER SERVICE CARD FOR MORE INFO

verything You Hear is True.

‘| used the MD3 for Toj Mahal’s vocal
and the MD1 on Eric’s {Clapton) amp
...everything was fat, warm...perfectl”
JOHN PORTER, PRODUCER

*I've recorded o wide range of artists:
Kenny Rogers, Dionne Warwick, Natalie
Cole, Reba McEntire, Boyz Il Men,

Paul McCartney.. It's the most flexible,
best sounding mic I've ever heard.”
MICHAEL LLOYD, PRODUCER

“The low end was tight, the highs crisp
without being harsh, but most of all the
presence was stunning.” EDDIE KRAMER

"When Jeffery Osborne heard your
new MD3, he put his fovorite U47 back
in the car...” CHRIS PATONONGA, MICHAEL
SEMBELO STUDIOS

Phenomenal tube sound. Stoteofthe-art
technology. For about half what you'd
expect fo pay...and that's the truth.

s .
mD3 OOVE TUBES
Wo > mics and elecrromcs,
fea the new CL1s comp/limiter
l2866 Foofhmﬂ\d Sylmar, CA 91342 U.S.A. 818/361-4500 FAX 818/365-9884
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designed with the same components,
quality frame and interconnect system
as the Elite. but the architecture is
pared down, with simplified equalizers
and meters, reduced frame sizes and a
smaller list of order options. It offers 24
multitrack buses, 4-band sweep EQ., in-
place solo and up to 30 auxiliary buses:
its architecture doubles the number of
inputs when mixing. Prices start at
around $27,500 for 32-inputs.

ORAM PROFESSIONAL AUDIO

Sold direct in North America by Peloms
Sound and Acoustics (Santa Barbara,
Calit.) the British Equalisation Series
consoles from Oram Professional Audio
(Gravesend, UK) come in 24-, 32-, and
40-input standard configurations (cus-
tom configurations are available). Cre-
ated by veteran designer John Oram,
the BEQ Series consoles feature a non-
dedicated split topology that allows un-
used submaster outputs to function as
additional inputs. Thus a 32-input con-
sole can actually mix down 96 inputs.
Oram’s extensive use of surface-mount
technology and robotics in manufactur-
ing the BEQ Series has resulted in sig-
nificant cost and performance benefits.
High clectronic packaging densities
allow potential sources of hum and
crosstalk to be widely separated on
input strips, and crosstalk between ad-
jacent channels and groups is 80 dB3 @
1kHz. The BEQ Series also features ten
aux sends per channel, and a master
aux matrix allows for 30 discrete aux
sends. Prices are $28,000 for the 24-
input model, $34.500 for the 32-input,
$44.000 for the -40-input. Larger config-
urations are priced accordingly.

OTARI

The Concept I from Otari (Foster City,
Calit.) is a digitally controlled analog
console, geared toward music record-
ing and video and film post-production
applications. The system has a tradi-
tional interface. available in frame sizes
accommodating 32, 40 or 48 channel
modules, plus a master module and in-
tegrated patchbay. At the heart of the
system is the central CCS (Concept
Control System), which digitally con-
trols signal routing, switching functions,
snapshots. automation and other con-
sole parameters like grouping func-
tions, SoftKeys and channel function
parameters. These functions are ac-
cessed by the centrally located Digital
Master Module (DMM), which controls
all module routing functions. Each
channel has two separate inputs, and
features two 100mm long-throw faders



It's uncanny.
The precision and
sheer musicality of
Ghost's EQ will take
your breath away.
Drawing on 22 years of
Soundcraft experience,
Ghost's new EQ is perfectly in
tune with today's music.
Two fully parametric,
overlapping mid bands
with shelving high and
fow filte~s redefine the
classic British EQ.
But there's much more.
Each chznnel strip benefits
from its own dedicated circuit
board and supports both the
main input plus a mix B path
for tape or
other input
signals.
Ghost's

flexibility
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and fidelity

are staggering.

The signal path quiet,

true and

uncompromised.

And the automated

mutes, just part of
Ghost's
comprehensive
machine control and
MIDI
mplementation,

don't so much cuz. as fade

very quickly. There are no

thumps and no clicks.

Ghost's microphcne

oreamplifier, ProMic, boasts a

petter gain to noise

performance than
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SOURNDCRAF™ USA, 8500 BALBOA BLYD. NORTHRIDGE. CA 91329 TEL: 818 227 1800 FAX: 818 884 2974

£330

.

you'd expect on
consoles costing many

times more.

We could go on, but to

appreciate fully the
ergonomic and audio integrity
of Ghost you need to see and
hear one in the flesh.

So call 818 227 1800

to find out more.
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Is the Natural Selection

® Seamless integration into an AlesissADAT/BRC system,
providing random access editing and processing of
ADAT tracks, all in the digital domain.

* Digital audio workstation power without a complicated
computer interface.

® Price and ease of use comparable to a modular
multi-track tape machine.

® Records onto inexpensive 1GB-Iomega Jaz cartridges
eliminating the need to back up and restore between projects.

DARWIN

DIGITA

g agie
SELECTION CLIPBOARD

IDFASIRAVWATITY I=—

Ready to recordlt\;;ght! 6u of.‘t'h.e bbk, no cards,
no computer, no headaches! (no kidding)

- Gall for a dealer nearest you at 408.439.0368

= = E-mu Systems

For more information, contact: P.0. Box 660015, Scotts Valley, CA 95067-0015
UK Oftice: Suite 6 « Adam Ferguson House » Eskmills Industrial Park « Musselburgh » EH21 7PQ « 44.131.653 6556
Visit our web site at: http:// www.emu.com USE READER SERVICE CARD FORIMORE INFO




Otari Concept 1

and two 4-band EQs. Fader and mute
automation is standard. Stereo mod-
ules, dynamics and mute automation
are available. Prices for the Concept |
start in the mid-550,000 range.

Otari recently debuted the Concept
Elite, which is based on the Concept 1
but integrates a host of refinements and
a set of advanced functions. The Elite
features Otari's Image Recall” system,
which stores and recalls mono input
module parameters, such as EQ. pan,
fader and switch settings, at the touch

of a button. Each module includes two
enhanced +-band channel EQs (one for
the mix path and one tor the channel
path), with swept highs and lows and
fully parametric mid-bands, and low-
and highpass filters on the mix path. A
new, symmetrical console frame layout
allows for customized placement of the
patchbay and Digital Master Module.
The Elite also features Otari’s new
MePan multiformat panning option.
which facilitates panning and assign-
ment for multichannel film formats by
providing simultancous dual path as-
signment to track buses and two-
through five-way panning via local pan
pots or automated joystick surround
panners. The Concept Elite is priced
from the mid-$70.000 range.

The Otari PicMix™ surround moni-
toring and panning system. which ac-
commodates all surround formats, can
be ordered as an integral part of cither
console.

OVER QUALITY

The OQM 8100 from Over Quality
(distributed by GML in Van Nuys, Calit.)
is an analog console designed tor supe-
rior audio quality regardless of configu-
ration. The console operates all audio

inputs at line level and sums all signals
at line level. to improve quality of
source 1o destination and to climinate
crosstalk. A remote mic amp generates
line-level outputs for minimum loss.
Console input and monitor paths are
combined in the same module. and cir-
cuits feature ADgear discrete op-amps
in all audio paths.

Channel signal processing features
include a compressor/limiter, expander
gate and 4-band EQ with shelving high
and low bands and parametric mids. In
addition, channel strips feature high-
and lowpass filters, aux and bus sends,
sends to stereo buses, and selection of
two cut groups. The master section fea-
tures all of the usual controls, including
levels for six auxes plus an L/R aux,
three solo modes (AFL, PFL and Cut
Solo) and controls for optional remote
control cue box channel cut. Meters are
a combination Peak/VU/32-point bar
graph system. Starting price for the
OQM 8100 is about $300.000 for a 32-
input configuration with GML automa-
tion; a 72-input system with automation

“= =

is around $550.000.

SOLID STATE LOGIC
The Axiom Digital Production System
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The ZSYS Digital
Detanglers:
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Z-Systems Audio Engineering

If digital was supposed
to make things easier,
o vou have a

it behind vour
rack of digital gear?

Tired of battling the constant tangle of cables every time you
need to configure and reconfigure your set-up? Wondering how
you're going to make this AES/EBU device talk to that S/PDIF
device or that optical device? Let a ZSYS Digital Detangler take
care of your digital audio interface problems so you can get on
with more important things. Whether you need 8, 16, or even
32 ins and outs... manual, remote, or software control....... even
format conversion and custom configurations.... one of our
Detanglers is perfect for you.

ZSYS—The last name in audio engineering.

4641-F NW 6th Street Gainesville, Florida USA 32609
Tel: 352-371-0990 Fax: 352-371-0093
z-sys@z-sys.com  http://www.z-sys.com [ ]
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THE WARMTH OF THE PAST

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

USE READER SERVICL CARD FOR MORE INFO



by solid State Logic (U8, offices are in
New York City) is a tapeless digital
recording/mixing system available in
frame sizes from 24- 10 96-input contig-
urations and is capable of recording up
1o 128 tracks on the DiskTrack™ hard
disk system. Motorized taders and famil-
jar channel strip controls suggest the ap-
pearance and teel of an analog console,
yet the Axiom ofters all of the signal
processing and dynamics automation
control one would expect trom a state-
of-the-art all-digital console. Exact rout-
ings and settings may be instantly
recalled, digital resources may be shared
among multiple rooms and consoles,
and multiple digital and analog sources
may be integrated and controlled: a va-
riety of digital interfaces are available.
Contact manutacturer for pricing,

The 9000 J Series is an in-line
analog console contigurable to accom-
modate a maximum of 120 channel
modules. SSL has redesigned the clec-
tronics throughout, eliminating elec-
trolytic capacitors in favor of a DC-
coupled design. The J Series automation
computer has also been designed from
the ground up and provides a sophisti-
cated user interface, including a color
monitor/pen and tablet combination,
and a new version of Ultimation mov-
ing-fader automation and Total Recall,
including automation of small faders.
The SL 9000 EQ is 4-band parametric
with variable Q on the mid bands and
shelving/bell on the high and low
bands with selectable E or G Series
curves, The EQ section can be switched
1o the monitor path and/or the filters
placed in the channel input. The J Se-
ries Dynamics section is based on G Se-
ries circuits, with the addition of a
peak-detect option on the compressor,
and a hold control for the gate.

Outputs include 48 multitrack buses,
four stereo buses, a main LCRS bus
(which is also availuble as an optional
LCR panning configuration), plus eight
aux buses that are configured as six
mono effects sends and a stereo cue
foldback send. Scoring and Surround
output options are available.

When the SL 9000 is equipped with
DiskTrack, there are a maximum of 128
audio tracks of disk storage with access
1o up o 96 concurrent record/ playback
tracks. In addition to dynamic automa-
tion. the J Series computer also provides
a total of 40 consolewide snapshots of
all automated functions. SSL's familiar
Total Recall records the position of all
the switches and rotary controls in the
console’s channel modules, as well as
the positions of controls within the

center section. Contact manufacturer
tor pricing.

SONY

An all-digital console designed primari-
ly for music production and post appli-
cations, the OXF-R3 "Oxford” from
sony (Montvale, NJ) is a collaboration
between Sony's research and develop-
ment center in Atsugi. Japan. and
sony's Oxford Group in the UK. The
hardware is based on a flexible. scal-
able digital signal processing system,
and bus structure and processing capu-
bilities are software-defined. Emphasis
has been placed on A/D conversion
precision, with Sony 20-bit converters:
internal processing is 32-bit, using 24-
bit data highways between digital /O
ports. The console can be configured
with up to 120 analog or digital (AES
ERBUL, SDIF-2 and MADD inputs, with
up to 48 multitrack outs (96 optional),
2.4 aux send buses and 16 independent
submix stereo outputs,

Color front panel LCDs show console
functions. including EQ response curves,
dynamics envelopes, multitrack routing
and subgroup output assignments. Sig-
nal processing includes a 3-band. tully
parametric EQ. and sidechain processors
for gating, expansion, compression and
limiting, which act simultancously at
the same point in the signal path. An
optional multiformzat monitor panel pro-
vides control for surround sound for-
mats using up o eight channels.

A Session Management System man-
ages the multiple audio channels within
the assignable control surface and han-
dles static and dynamic automation (in-
cluding snapshot automation of EQ,
dynamics and 17O routing). automation
editing, project setup and notes, ma-
chine control and housckeening func-
tions. The OXF-R3 system starts at
around $800,000 for a 120-input/48-
fader configuration.

SOUNDCRAFT

The 3200 console from Soundcraft
Electronics Lid. (Borehamwood, UK) is
a split design. 32-bus console available
in 32/24 or 36/32 frame sizes. De-
signed for music recording, the 3200
can also be supplied with custom sur-
round film monitoring for film dubbing
and post applications. Bus assignment
is via 32 separate push buttons for the
multitrack buses and offers separate
stereo bus assigns with pan for mix-
down. The 3200 also features a noise
gate on every channel, and 4-band
fully parametric EQ on both input and
group output modules. There are cight

mono and two stereo aux sends. Vari-
ous third party automation packages
are available, including Audiomation
Moving fader or Optifile VCA. The
3200 is available with LED or VU meter
bridge options and a full patchbay.
Prices range from $136.995 tor a 32,24
with VU meters to $1806,995 for a 36/32
with LEDs.

SOUNDTRACS

The Jade from Soundtracs (Epsom, UK)
is an in-line 24-bus production console
available in 24-, 32-, 40-, and 48-input
versions. The Jade's proprietary 4-band
parametric channel EQs are contoured
to compensate for hearing nonlinearity
at the extremes of the audio spectrum.
Monitor modules have 2-hand EQ. and
flexible EQ assignment allows selective
assignment of the parametric EQ to the
monitor chain. Standard inputs include
12 aux sends and dual inputs tor mix-
down: additional module options in-
clude stereo line-level input modules
and 4-channel eftects returns modules.
Assignable dynamics under VCA con-
trol is standard on channel inputs, and

Jade automation offers fader and mute

automation at 12-bit resolution. Prices
range from $43,999 tor a 24/24 without
patchbay to $73.299 for a 48/24 with
patchbay.

Solitaire is an in-line, 24-bus pro-
duction console available in 24-, 32-,
and #0-input versions. Features include
4-hand swept EQ. eight aux sends per
channel, four stereo effects returns,
VCA or moving fader control of inputs
and monitors, and optional dynamic
processing. Prices range from $19.399
for a 24/ 24 without patchbay to $40,499
for a 40,32 with patchbay and VCAs.

STAGE TEC
Manufactured by Stage Tec of Berlin,
but available in North America through
QSC Audio Products (Costa Mesa, CA),
Cantus is a fully automated, all-digital
console capable of handling up to 480
inputs from a 7-foot-wide control sur-
face. The latter is fiber-optically con-
nected to any number of rackmount
“hase devices,” where the actual DSP
and audio signal flow takes place; each
base provides up to 96 input channels
and 64 mix buses. /O options include
any combination of analog mic/line
sources and digtal formats: AES/EBU,
S/PDIF, Yamaha Y2, SDIF-2 and MADI
are all supported. Signal processing can
be assigned at any point in the system,
and includes EQ. delay. level change
and pan.

The onboard system computer han-
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Stage Tec Cantus

dles all SMPTE-driven automation func-
tions (static and dynamic) with near-in-
stantancous (10 ms) recall of any
console setup or snapshot: data is
archived 1o magneto-optical media. A
central machine panel provides control
of two tape transports, with recorder-
style transport kevs and a jog/shuttle
wheel Moving fader automation is
standard.

Cantus cun also be combined with
optional DARIS (Digital Audio Routing
and Interconnect System) signal rout-
ing/matrixing/distribution devices,
which can form the basis of a large de-
centralized, multi-studio system, or
used in situations where multiple teeds
need to be routed 1o various consoles
i.c.. broadeast mixers, recording mixers
and sound reinforcement mixers. Obwi-
ously. Cantus pricing depends on con-
figurations and application nceds.
especially as it can handle large svs-
tems with 400-nlus inputs and more
than 300 mix buses.

STUDER PROFESSIONAL AUDIO

Studer (Zurich, Switzerland) is deliver-
ing its first digital mixing console, the
DY40. The DY10 console is fully auto-
mated and featares up to 614 buses for

Studer 940
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use as multitrack sends,
groups, masters, ete., in any
combination. Dual input lay-
cred architecture and a high
degree of modularity allows
the console to be tilored to
avariety of needs. For exam-
ple. channel functions can
be operated from the chan-
nel strip itself and/or from
an assignable central area,
enabling the operator 1o ma-
nipulate signals at the chan-
nel. at the central approach
or both. An integrated DSP
routing matrix enables ex-
tremely flexible audio rout-
ing. avoiding the need for an external
mechanical patchbay. Price for the
1940 starts at $500.000.

TACTILE TECHNOLOGY

Tactile Technology (Cerritos, Calif.) of-
fers the M4000, a fully automated mix-
ing system. The M4000 digitally controls
analog circuit elements housed in mod-
ular rackspace units, via an assignable
hardware controller. Input channels
provide access to 24 dual-input signal
paths, for a possible total of 240 chan-
nels. Output modules can be combined
1o provide « possible total of 30 aux
sends and 40 output

scene automation either discretely or
together. depending on the application.
An optional Fader Link module ties
event controllers (relavs and TTLs) and
MIDI program scene changes to the
fader automation. A 24-bus MA000 sys-
tem costs about $35.000.

TASCAM
The M-5000 from Tascam (Montebello.
Calif) is designed for optimal perfor-
mance in post-production environ-
ments. The console starts at under
530,000, und has a 40-input chassis. in-
tegrated patchbay and ships with 32
170 modules, expandable by adding
single modules. an 8-channel expan-
sion kit. or by optional stereo modules.
Each channel incorporates two sep-
arate signal paths: The channel path ac-
commodates mic/line input and the
monitor path accommodates tape re-
turns. The M-3000 features a dual-linear
channel fader design, factory-setup for
“mixdown” configuration—long-throw
faders are normaled to monitor tape re-
wrns, and the small-throw fader is nor-
maled to channel input. Channel EQs
are made up of two shelving bands for
both monitor and channel inputs, and
two sweepable bands, cach assignable
to the monitor or channel path.

buses. A disk drive
loads svstem up-
dates and snapshot
automation setups;
dynamic automa-
tion systems have a
250MB hard drive.
The MH0O's as-
signable control sur-
face has a bank of
24 upper and 24
lower channel fa-
ders strips, eight

AT
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group faders, mas-  Tascom M-5000
ter monitor and two
mix output fuders. Above the bank of
group faders is a 320x64-pixel LCD
screen that provides channel status
with routing assignments; EQ. pun and
fader parameters: SMPTE timecode, ete.
This information can be displayed on
external monitors via a video interface
option. Other features include 3-band
input strip EQs, assignable to either
input or monitor signal; and individual
assignable scene crosstade times.
Complete automation includes in-
stant recall snapshot/scene automation
of all routing. level and EQ functions.
Other automation features include
merge and undo functions, and the
ability to write and read fader and

The master module has standard
teatures such as monitor and commu-
nications controls, aux masters (with
AFL modes), selectable meter input, os-
cillator ¢te. and also features three mute
groups. Tascam also offers a VCA-
hased channel fader and mute automa-
tion package (89.999) with Macintosh
software.

TL AUDIO

The TL Audio (distributed by Sascom
Marketing of Toronto) Classic 1000 is a
console geared towards music record-
ing. It is designed to combine classic
design with modern flexibility, and of-
fers a combination of wube, discrete
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The Price 0f Multitrack Hecurdinq Has Come UJau Jown. With the Yamaha RMB0O miver and \,
a digital muliitrack recorder, you're in the game big time. Here 'S a true 8 bhus multitrack con |
sole with 16 or 21 channels (providing 10 or 56 inputs in misdown) for the price ol a 4 bus. /

S now vou can afford a dedicated recording board and forget aboul workarounds with sout
existine miner. No wonder the RM800 has these great reviews:

“..‘\nu can’t beat the combination of features and guality
olfered here.” “Clean and punchy. the RM800 does its brand
name |)rm|(|...” Recording Magazine, May 1996

“ Sound...is exceptional (particularly the fow noise and

sensitive eq) Tor a board in this class.” “Inexpensive. great
sound. very quict. \‘('|‘sz|lil(x” EQ Magazine, December 1995

YAMAHA =_NME00

1-800-937-7171

Caoll tor more information.

© 1996 Yamaha Corporation of America. I'ro Audio Products. 120 Box HGOO. Buena Park, CA 90622 (T11) 522-9011
Yamaha Canada Muosic Ll 135 Mitner Wwenue, Searborongh, Ontario ATTS 3Ri(HTIG) 298- 1311, S\ anutactirers suggested retail price
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Scratch,
hear
...and listen!

Well... "Scratch & hear" isn't
possible yet.

But... you can listen to the
new DigiTech Studio Vocalist
demo CD.

Order your FREE* demo CD
today and hear for yourself why
the Studio Vocalist with its Vocal
Harmony and Pitch Correction is
your winning ticket to brilliant
live and recorded vocals -
instantly!

DigiTech's vocal solutions...
hearing is believing.

To order call: 1-800- 999-9363
Visit us online at: www.dod.com/harmony/

32 Digilech

H A Harman International Company
8760 S.Sandy Parkway, Sandy, Utah. 84070
Tel: (801) 566-8800 Fax: (801) 566-7005
"$5.00 charge for shipping and handling,

Visa and Mastercard accepted.

USE READER SERVICE CARD FOR MORE INTO
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Class A transistor and IC tech-
nologies. The Classic 1000 is 4
modular design, built around 8-
channel buckets, and is avail-
able in cither split or in-line
format. or a combination of the
two. Module 1vpes (tube dis-
cretes 1C) mav also be mixed. or
the entire console can be based
on u single technology.

Input channels are in-line de-
signs and come in two sections.
one containing a preamp EQ
section, the other containing
aux sends. The console may be
ordered with the preamp EQ at
the top of the channel, or the
auxes. All modules may be or-
dered in any circuit type. but the IC
channels feature a noise gate and a sec-
ond line input. In addition, the 1C EQ is
a tully parametric +-band design. while
the valve and discrete EQs are 4-bund
fixed with four tumover frequencies per
band. All three EQs are split.

Optional Group-Monitor modules
required for split operation are dual-
channel designs: the modules may also
be used as subgroups and to provide
additional inputs. Like the in-line chan-
nels, the Group-Monitors are also avail-
able in the three technologies. Two
additional modules are presently under
development for the console—a sterco
input module and dual mic-line input
module. The console is also fully
equipped for Recall. and faders are
ready for retrofit of third-party moving-
fader/VCA automation. The Classic
1000 system starts at about $60.000.
Also available from TL Audio is the
Classic Gold scrics. which is a scaled
down. lower-cost version of the Classic
1000 that starts around $35.000.

TRIDENT AUDIO DEVELOPMENTS
The Ventura 85, the latest console from
Trident (U.S. offices in Nashville). is de-
signed as a replacement for the Series
B0 model. which has been in produc-
tion since 1930. The split design Ventu-
rais available in 32 24 2, 40 24 2 and
48,24, 2 trame sizes. Features include
bar graph metering, two line inputs per
channel (both of which may be mixed
into the input channel simultancouslv).
variuble high- and lowpass filters. 4-
band EQ with switchable Q. eight aux-
iliary buses, and two automute control
buses. Pricing starts at $49.930

The Trident 90 is un in-line console.
available in 40- and 36-input frame
sizes, but can accommodate as many as
128 or 176 line-level inputs due to the
dual line inputs on every channel. Each

Trident 90

signal path has its own EQ. auxiliary
send controls, automated mute, level
and pan control and routing to (he
stereo and 24 multitrack buses. Bar
araph metering is standard. Trimix au-
tomaution controls both chunnel and
monitor fader levels—both VCA and
moving fuders are availuble—and offers
comprehensive dyvnamics control, in-
cluding two compressor/limiter/noise
gates per channel. Individual channel
and monitor path compressor/limiters
are set up from a central panel. and pa-
rameters are displayed on the automa-
tion systent's monitor. Aulomation c¢:n
also control up to 12 switches per chan-
nel and associated master switches. Fx
tensive machine control is provided as
standard. Pricing starts at S115.000, in-
cluding Trimix auwtomation.

The Vector is an in-line console
suitable for recording, broadcast and
post and film applications and is avail-
able in +40-. 48-. 56-. 64- and ~2-inpul
frame sizes and a variety of configura:
tions. Featuring 32 multitrack buses,
four sterco buses and eight auxiliary
buses. the Vector may be suppliced with
almost any combination of the four dit-
ferent input modules—mono and
sterco input modules: a four-clement
dynamics module: and a three-section
FX return module. Channel EQ (which
miy be switched into the monitor path)
is 4-band parametric. A comprehensive
center conirol section contzins a mas
ter stereo bus compressor and controls
and indicators for studio plavback. aux
masters, monitoring, talkback, meter-
ing. and oscillator functions. An inte-
grated QWERTY Kevboard is also
supplied for the optional fader automa-
tion and or multiple machine control.
Automation and machine status are dis
plaved separatelv. Pricing starts at
$120.350 for a 40 32 and S173.150 for
a 40,32 with Trimix automation. n




YOUR 5-PART HARMONY
MAY SOUND ANIMATED.

3 Digilech

Now there's a vocal processor that doesn't make the human voice
sound so inhuman. Our Studio Vocalist's patented technology lets you
easily create harmonies with human characteristics like random pitch
fluctuation, timing imperfections and Gender Bender™.  Gender
Bender™ allows you to make your background singers sound like a
mixed group and not just you. Recording those harmonies won't take
multiple passes, either—ijust lay down a track, then play it back in 2, 3,
4 or 5 part harmony. In a variety of styles. Ideas get from your brcin
to your ears sooner. And the design is just as human as the sound, w'th
controls, 'acks and features suggested by thousands of original
DigiTech Vocalist owners. So choose a vocal processor that doesn't

sound so processed. Visit a DigiTech dealer today.

WITH THE NEW MIDI VOCALIST,
GREAT HARMONIES ARE A SIMPLE TOUCH

(SRS e =)
3iDigilech

Vocalist

STUDIO VOCALIST

Vocalist
2 &
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* Natural harmonies and pitch © Full frequency response
correction {20 Hz - 20 kHz)

 XLR and 1/4" ins and outs; * VHM-5 and Vocalist 1l
separate outs for each voice download feature

* 48V phantom power e Keystroke MIDI out

© Intuitive operation for automation

© Bright, easy-to-read display

The SV-I/Ocard is designed for
Studio Vocalist owners who require
the sonic purity derived from transfer-
ring signals into the digital domain
and keeping them there. It offers
Digital 1/0 for the Studio Vocalist  AES/EBU & S/PDIF formats with mul-
tiple sampling rates and it's easy to
install.

ELECTRONIC
MUSICIAN

1 9 9 ¢

AWAY.

A

The MID! Vocalist makes it easier than ever before to

« Easier to use than ever © Front panel buttons
achieve soaring vocal harmonies from a single voice. Now ::E Dlg“'ech before transmit MIDI for sequencer
. . - ; * Vocal arrangements can be control
even the novice con connect o microphone and MIDI QMo created instantly from the o Choice of line or mic inputs
keyboard and be making fuller sounding music right now! .z,v 'PJ. front panel * All porameters accessible
All controls have been placed within easy reach so that with * 4 harmony voices vio MIDI
« Vocoder, Chordal, Scalic, o Footswitch controllable with

the touch of a front panel button, a foot switch or a MID!
controller, arranging vocal accompaniments can be

performed when the creative urge strikes.

and Detune harmony modes optional F$-300

H A Harman International Company SEE US AT NAMM BOOTH #1318

©1995 DigiTech 8760 South Sandy Parkway, Sandy Utah 84070 USA (801) 566-8800 Fax (566-7005)

USE READER SERVICE CARD FOR MOKJ INFO



The city of Nashville has the world’s highest
per capita ratio of churches and recording
studios, and lately, it has seen the latter out-
pace the former. Studios of all sizes have
sprung up in the past five years, from small
bedrooms to mega-facilities.

Personal recording setups have mutti-
plied the fastest: more songwriters—and
they are the largest single block of clients
in Nashville—are turning to personal
recording technology for demos. The
phrase “eaten from below by ADATs™ has
become a common refrain among commer-
cial studio owners, for whom songwriter
demos were historically a reliable way to fill
in the time between record bookings.

sdll, new major capital studio invest-
ments continue at a dizzying pace. The
trend started about four years ago with the
refurbishment of several top facilities, such
as the redesign and upgrade at Woodland,
which became Woodland Digital. It is just
hitting its peak now, as three major facili-
ties upgraded within just a few months of
each other: Masterfonics’ $3-million, Tom
Hidley-designed Tracking Room in Novem-
ber; MOR Music's estimated $17-million
audio/video facility on Dickerson Road in
January; and Starstruck (Reba McEntire) En-
tertainment’s new Harris Grant-designed.

Lowry’'s new studio near Franklin. and
Cool springs Recording.
However, before any envy sets

in. consider that this comes at a
time when the 1995 market
share of country music—the
lifeblood of Nashville
at 16.7%. according to
RIAA statistics. well
below the high-
water mark  of
18.7% in 1993, the
apex of the boom

that helped fuel the

studio expansion trend.
Overall unit sales of prere-
corded music are down near-

is

ly 1%; country sales specifically
are up .04% but on relatively flat
dollar sales. And major country la-
bels—which, after all, are one of the
sources for the RIAA's figures—have cut
’ some project budgets and limited new sign-
ings over the last 18 months. This is on top of
a chronically anemic rate structure that has
resulted in another first for Nashville: an or-
ganization of studio owners and managers
who are finding that their common econom-
ic concerns outweigh their competitiveness.
This explosive proliferation of studios under

two-room facility on the Row in April. Several other these circumstances offers a snapshot of a city, and
potentially significant facilities are in progress, in- even the entire entertainment industry. in flux.
cluding the three-year joint effort by Allen Sides and

Gary Belz to build a studio in the old Tony Alamo A LITTLE BACKGROUND MUSIC

church on the Row. former Petra keyboardist Jon It wasn't always like this. When Chet Atkins and

TLLUSTRATION BY HANK OSUNA
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with an expert

The Wizard M2000 comes with free expert: You! Ultimate effects is a given when you deal with TC

In designing this multieffects processor, great care  Electronic, a company with 20 years of experience in

has been taken to create easy access to all of its  the field. For example, among the reverb algorithms

outstanding capabilities. For example, with the  you will find the C.O.R.E. Reverb™, that is built on a

Recall Wizard you can instantly
find the preset that suits your need
in any situation. You simply enter
your preferences, such as ‘gentle
reverb for vocal’, and the Wizard

serves you a short list of presets

whole new concept for reverberation,

which creates a smoothness,
intensity, and desity beyond any-

thing you have heard to date.

Contact your local Authorized TC

ready to compare and use. The single-layer inter-  Dealer, and hear more about Ultimate Sounds. Find

face also ensures that all parameters are always  out why this unit is number one in Digital Processing.

only one menu-level away - no more paging through  Check out the Preset Gliding, Dynamic Morphing, 20

endless menu-levels.

TC Electronic Inc., 705-A Lakefield Road, Westlake Village, CA 91361

bit audio path, and hear the Magic.
Call 1-800 798-4546 for the dealer nearest you.

Wizard | M2000

Art + Science = Magic

SEE US AT NAMM BOOTH #931
Phone: (805) 373-1828 Fax :(805) 379-2648 Email: usinffo@tcelectronic.com WWW: http://www.tcelectronic.com
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Owen Bradley took over the country
divisions of RCA and Columbia in the
mid-1950s—marking the transition from
New York-based to Nashville-based
home rule for its labels—country
records were still regularly being made
as far afield as Cincinnati and Dallas.
Castle Studio, located in a downtown
hotel, was the city’s only real urban fa-
cility into the early 1950s. It wasn’t until
Bradley opened Quonset Hut (which
became Columbia Studios) and RCA
opened its own facility that Nashville
got a serious studio base.

The growth of that studio base came
about mainly through independent stu-
dios, such as Norbert Putnam’s Quad
Recording, which started in 1970. The
designs of many Nashville studios of
the '60s and "70s reflected the question-
able acoustic philosophies that were
widespread at the time (i.e., dead
rooms), but Nashville’s facilities stuck
with that approach long after Los An-
geles and New York had moved on to
large, ambient spaces. For one thing,
country's market share was still rela-
tively low, although occasional spikes
brought it forward in the national con-
sciousness—Glen Campbell's or Kenny
Rogers’ or even Johnny Cash's radio
crossovers and television shows. But
those crossover records were often
done in Los Angeles, where producers
felt they could get a better shot at pop
radio and the pop sales market with
more modern studios and what they re-
garded as hipper players.

What moved Nashville studios oft
the dime in the 1980s was an influx of
new blood. mostly from Calitornia. Pro-
ducers with pop credits, most notably
Jimmy Bowen and Jim Ed Norman,
came to Nashville to head the country
divisions of Capitol Records and Warn-
er Bros,, respectively, and their techni-
cal requirements migrated with them.
Mitsubishi ProDigi quickly became the
digital format of choice as a new gen-
eration of facilities sprang up. But carly
acceptance of digital (facilities faced an
expensive changeover in replacing the
multitracks with the now-standard
DASH format) and a plethora of new
studios positioned Nashville well to ad-
dress the skyrocketing country sales of
1989-1993—country's most profitable
period ever.

The owners of those studios initially
saw themselves protected against the
onslaught of home recording that was
affecting the Los Angeles and New
York studio communities for two rea-
sons: The low-end user
Nashville developed late in part be-

base in

cause A&R people still preferred live
sessions, even for demos: and the lag
time for revenues from the sales boom
delayed the entry of many would-be
home recordists into the market. But by
1994, both of those conditions had
changed, and home studios mush-
roomed throughout the Nashville area.
Project studios came on top of a steady
influx of L.A. refugees (at one point in
1994, as many as 750 California driver's
licenses per month were being convert-
ed 1o Tennessee licenses in Davidson
County alone, according to one broad-

cast report), who brought personal stu-
dios with them. The larger studios
began to be affected by home record-
ing just as country’s sales began to level
off. and country labels (which num-
bered more than 20 by then) reacted by
curtailing signings and cutting record
and video budgets.

The competition was tighter than
ever, and rates were static. thanks to
downward pressure from labels, per-
sonal recording and the laws of supply
and demand. Then, within the last six
months, Nashville saw the arrival of
three large new rooms that had been in
the planning stages for as much as a
year—The Tracking Room and two stu-
dios at starstruck. Other studios felt
pressure to upgrade: Recording Arts
bought an SSL G Plus. and Sound Stage
ordered its own SSL 9000] in the begin-
ning of 1995; Sound Kitchen installed a
new Neve VR and planned for a new
tracking room. And several new mid-
sized studios came on the scene. in-
cluding Seventeen Grand and October
studios.

CROSSROADS

That brings us to the current situation:
more studios, better studios, higher
capital investment aimed at attracting
more non-Nashville clients. At the same

time, though, rates have not changed
significantly in the past five years. The
players in Nashville's studio drama
range from Pollyanna optimists to self-
styled realists; all are hopeful about the
future but unsure whether the current
cycle of upgrades and expansion will
be their salvation or lead to their own
demise.

General manager of Emerald
Recording, Milan Bogdan, who has
chosen to defer technological and
physical expansion and concentrate in-
stead on adding ancillary businesses
such as satellite uplink/downlink and
independent marketing services, says
the current round of expansion is “pre-
mature, mistimed and based in part on
egos. It’s not just new studios or boards
that [non-Nashville clients] want, but
new attitudes. I've had a number of
out-of-town artists, engineers and pro-
ducers coming through here recently to
check out Emerald and Nashville. And
I'm finding that it's how we retlect our
image to them that’s as important as
anything else. We have to show them
that we're willing to accept and accom-
modate non-country music. This place
can still be the music Mecca of the
world, but we have to do more than
just put in new rooms.”

Bogdan believes that the addition of
new rooms will spur a shakeout as
their added capacity causes a further
drop in rates. "I'm seeing the effects al-
ready,” he says. "Even though we're
booked well in the short term, I notice
fewer clients booking as far out as they
used to. There are more last-minute
sessions. It tells me that people are
shopping studios more and more based
on price. I know that's going to cost me
five to ten major sessions I would oth-
erwise have had. That's why our re-
sponse is to diversify, to ride this out.”
Simply having more clients in Nashville
from out of town isn't enough, he
stresses. “The new clients come to
town atready having been through rate
wars elsewhere. They know how to ne-
gotiate, as do the production assistants
in Nashville, who are doing an increas-
ing amount of negotiating for the pro-
ducers and putting pressure on us to
lower rates.”

The Nashville production assistants
themselves—for the most part a hand-
ful of independent contractors whose
fees are performance-based (See the
July 95 Mix)—deny that they have a
negative effect on rates, “Certain pro-
ducers always get a certain rate at cer-
tain studios because they do most of
their work there,” says Kelly Giedt,
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owner of Personalized Production As-
sistance, which perforns studio bhook-
ings. musician scheduling and clerical
work for producers including Clive
Brooks and I'Harry Stinson. In addition.
Giedt says, a range of rates for the
same room., depending upon whether
the same producer brings in a demo. a
development project or a major label
naster project, is not unusual, “If s a
master, then the swidio almost always
gets full rate.” she savs,

Lauren Koch, who performs similar
services for producers Emory Gordy
and Josh Leo, savs she is willing 1o pay
card rates “95 percent of the time.” al-
though she notes that not all produc-
tion assistants feel the same, Most of
the others feel its part of their job to
negotiate the rates down, she says, 1
see my job as getting the project done
within the budget. 1Us not a swap
meet.” Koch says she can justifyv paving
‘card rates by insisting that the studio
provide all-inclusive services. “TI'll pay
$2.500 for The Tracking Room. but 1
won't pay for setup time or a 8-track
machine,” she expliins. Koch also adds
that she's concerned about the ability of
the current music market to support
studio expansion in Nashville, *I'm def-
initely concerned.” she says, “People
have been tlking about music projects
coming in from outside Nashville for a
long time, but it has yet to materialize
in 2 way that will really significantly
support the studios 1o the degree they
need it now—especially the studios in
the middle: they end to get hurt the
most.”

Recording Ants owner Carl Tatz savs
that in addition to flat sales, shortened
rachio plavlists are putting the screws on
country budgets. "And I personally
don’t see ow-of-town business plaving
that big a role here.™ he savs, “You
can’t count on it and I don’t know how
vou can nurture it.” Tatz recently re-
placed his Sounderaft console with an
SSLGoPlus—not, he savs, as part of a
pack mentality but rather in response to
a change from overdubs to mixing. ©1
wits too specialized.”™ he explains. “But
there was an clement of having to keep
up with the neighbors, too, Basically,
everyone is waiting to see what hap-
pens lin Nashville] after more studios
like Reba's come online, 11 have to, T
drop rates to fill holes: evervone does
that.”

A more oblique perspective comes
from Dominic Ambrosio, vice president
in charge of production at the recently
opened Speer Communications facility
in the north part of town, This 110.000-
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square-foot facility has Speer Commu-

nications’ MOR Music channel (a sort of

Home shopping Network music video
channel. founded by Richard Speer,
son of the HSN foundery and a local
television station at its core, Speer in-
stalled cight online and offline video
editing suites but just a single audio
room, equipped with @ Studer Dyaxis
Post:Trio system. Considering that one
of its core businesses is music video,
and that the facility was built in the
wake of Speer opening a country label,
Mignatone Records, in town two vears
ago. why is there so litde emphasis on
audio? “It's a service we could get less
expensively from the existing studios
than from building our own.” Ambro-
sio says flatly. “T don’t know how many

studios there are in Nashville, but |
know there's o lot of them.”

Dino Elefunte, co-owner of Sound
Kitchen with his comtemporary Christ-
iun recording artist brother, Jon, agrees
that the current level of non-country
revenues coming into Nashville is not
cnough to warrant business expansion.
“The idea of Mariah Carey coming to
Nashville to track, that's a pipe dream.”
he savs, adding that it may be the
upper-level studios that are most at
risk. “The $2.500-u-day places are going
to have to compete against LA, and
New York: there's only a handful of
clients in this town that can pav that
rate.” he sayvs. Elefunte savs studios will
have 1o establish more revenue
sources, such as producer relationships
(@ common practice historically in
Nushvitle) or in-house production and
other ancillary services. A sizable chunk
of Sound Kitchen's revenues come
from the Elefante's Christian produc:
tions—cnough to finance a new track-
ing room scheduled to open later this
vear. for which producer Michael
Omartian (an LA. transplant, like the

Elefantes) will be an anchor client.
“That's the wave of the future here.,
man,” says Elefante. “You can't just get
by with project-hased [revenues).”

ON THE OTHER HAND...
Yet for every cautious comment there
is an optimistic observation. Dave
Cline. co-owner of Seventeen Grand
Recording. which opened late last year
on the site of the former Hummingbird
(which itself reopened on another site),
says everything going on in town is
simply part of a regular cycle, and in
this case the upgrade and expansions
are positive in the long term for
Nashville. “There may be some shake-
out, but I think this will ultimately at-
tract a new clientele o Nashville, like
rock bands that will camp out at the
larger tracking facilities.” says Cline.
“The thing to watch out for is that stu-
dios here are too quick to drop rates
out of panic. They'd rather discount
than have a few days open. I'd rather
take those days and do maintenance,
The [non-Nashville] clientele may only
be growing at 5 to 10 percent a year,
but over time, that's going to make a
big difference. You have to look at it
long-term, like the stock market.”
Michael Koreiba, manager at Sound
Stage. which put in an SSL 9000] carlier
this year, says the studio was reacting to
the wave of upgrades, particularly to the
console installations at mid-level rooms.
"We needed to continue to stay in the
upper-level category.”™ he says. “Its a
scary time. but an exciting one, t0o.”
Jozef Nuyens, owner of The Castle
and the first president of the Nashville
Association of Professional Recording
Studios (incorporated in carly 1996) is
optimistic yet practical. “Rates are actu-
allv coming down, and there's not
enough of a music base here o support
the expansion.”™ he acknowledges. “I'm
expecting a mild bloodbath here in the
next vear-und-a-half, The reality is that
new business isn't coming here in the
force that's needed. That's the focal
point of NAPRS: that's where we're
going to try to make a difference. What
were tryving to do s avoid the continua-
tion of a blinding kind of cuphoria here
that’s based on evervone secing new la-
bels opening up and thinking that that
means more work. T don’t see that hap-
pening unless we make it happen.”

WATCHING THE UPPER LEVEL

The two facilities that evervone is eve-
ing are Masterfonics™ The Tracking
Room. which opened late last year, and
Starstruck Entertainment, which was
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scheduled to have a delayved opening
sometime around July. Glenn Mead-
ows, Masterfonics” owner, is decidedly
optimistic about his and Nashville's fu-
ture fortunes, citing non-country acts
like the Beach Boys and Bad Company
as recent clients, and the fact that so far
country producers are accepting The
Tracking Room’s 52,300 dailv rate.
Meadows acknowledges that bookings
in the room have mainly been short
stints, with producers using it for a
week or less for basic tracks, then mov-
ing on to less costly studios to finish.
“But the rate structure here was de-
signed all along based on that.” he ex-
plains.  "When we  were  under
construction, the local record compa-
nies didn't understand that and reacted
negatively. Now they see how to best
use a studio like this, and they love it”

Meadows also points out that much
of the expansion of existing studios in
Nashville is financed by an already-
amortized baser Masterfonics” own ad-
ditions were largely collateralized by
the studio’s ownership of its assets.
“We were leveraging oft a paid-for op-
crating base, and so are some others,”
he says. “Combine that with studios

AD2077 Mastering Equalizer

100% discrete purc Class A, 0.5dB. 1 & 2dB switched steps.
104 switched frequencies, *Q” and shape, -92dB low noise, +30dB
DC coupled balanced 1-O, silent EQ relay switching

that have in-house production revenues
and new studios coming to town with a
business base already in place, and the
future doesn’t look so bad at all.”
Agreeing with Seventeen Grand's Dave
Cline, Meadows stresses that “Nashville
studios have to hold the line in terms
of rates and not keep making the same
old back-door deals.” And hoth Mead-
ows and Sound Kitchen's Elefante em-
phasize the idea that, as a new
generation of more savvy and powertul
country artists mature, they will have
more say about the facilities they
record in, which the owners say bodes
well for studios on the cutting edge.
Starstruck’s facility. which will house
the company’s publishing, management
and other offices, as well as two studios
(Starstruck also operates a jet charter
service), has been under construction
on Music Row for more than a year.
Despite the fact that Starstruck’s man-
agement has kept a low profile on the
tacility. its presence has been a source
of great speculation among area studio
owners who wonder how much of the
studio’s time will be available for hire
and what the rate structure will be. Stu-
dio manager Robert De La Garza would

not comment at press time, except to
say that no rate structure had vet been
determined. “Anything vou hear on the
street about what we'll be charging is
simply hearsay and rumor.” he savs,
adding that talk of Starstruck opening a
film division is also unfounded. I can
tell you that the response to the studio
in advance has been phenomenal from
inside and outside Nashville.”
Nashville's recording industry has
undergone such rapid change in such
a short period of time that it has been
traumatized in a way, and the land-
scape that appears in the wake of rapid
expansion and declining rates holds
both peril and promise. The personal
relationships that had held the studio
community together when country
music was smaller have given way to
broader-based market forces, in a way
very similar to the manner in which
Nashville has shed its own small-town
tendencies. It will never again be the
higgest small town in the recording
world. Nashville is now part of the
global village, with all the honors and
liabilities that accompany that status. B

Dcn Daley is Mix's Fast Coast editor.
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Nashville’s

ORIGINAL
Engineers

TOGETHER AGAIN

It took a lot of phone calls and tracking down.

But on March 26, 1996, six guys piled into Emerald
Recording’s upstairs offices who between them carried
approximately 200 years of cumulative—and in Nashville’s case,
formative—experience. They are in their 60s and 70s now;
they’re the people who laid the foundation for the

recording center that Nashville has become.

BY DAN DALEY
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Chet Atkins (left) and
Bill Porter at RCA Studio-B

These engineers worked with each other day
in, day out from the 1950s through the 1980s, in
many cases; and some of them had not all been
ogether in the same room for 40 years. There was
much bantering as they each entered. After they
got going. this interviewer had little to do but
check the tape periodically and look forward to
transcribing some truly vintage stories.

THE CAST AND CREDITS

Tom Sparkman: Statler Brothers, Barbara Man-
drell, Tammy Wynette, Jerry Lee Lewis. Patti Page
Mack Evans: Nashville's first modern mastering
engineer, founder of Masterfonics. engineered ses-
sions for Ringo Starr and T.G. Sheppard

Charlie Bragg: Lvnn Anderson, Ray Price. Johnny
Cash

Glenn Snoddy: Roy Acuff, the New Beats, Johnny
Cash

Jimmy Lockert: Righteous Brothers, Marty Rob-
bins. Beacnh Boys, Conway Twitty

Ben Hall: studio designer and engineer for Roy
Orbison, among others

You guys literally created the engineering com-
munity down bere. What were your beginnings?
Snoddy: | started in 1949. I got into radio elec-
ironics during the Second World War and was in
the signal Corps. When I came out. I went to work

Owen Bradley

for a little radio station in Murfrees-
boro. I made some contacts because |
nict some people that worked for
WSM Radio. They knew the secona
recording studio ever in Nashville—
Brown Radio Productions at Fourth
and Unian {Castle was the firstl—need-
ced someone down here to do some
engineering work, like mixing radio
programs and so forth. Brown'