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VANNELLI ON AMEK

“ Getting the sound you hear in your
head takes time, patience and a little
sweat. Having the right console at
your fingertips makes life a little

easier.
Gino Vannelli

Clarity, depth, resonance and full
spectrum of sound is what we strive
for in our recordings. that's why Gino
and | chose AMEK. ,,

Joe Vannelli

Joe and Gino Vannelli

at their 36X24 AMEK ANGELA
Hear it on Gino Vannelli's
upcoming album “Black Cars”
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News Letters Views

TRADEMARK CLARIFICATION

from: Edward M. Long
E.M. Long Associates
Oakland, CA

I just wanted to express my apprecia-
tion to K-e/ p for its care in making sure
that the Time Align®, which is pres-
ently licensed to UREI/JBL, Calibra-
tion Standard Instruments, and Modul-
aar Sound for use on certain qualified
models, is clearly labelled as such.

I am not certain whether UREI/JBL.
has notified you yet that the trademark
Time Align® is registered and should be
used with the “R” in a circle. Some of
their literature still uses the “TM” to
indicate the trademark, but they will be
changing over.

In some studio information, 1 have
seen the unauthorized use of our trade-
mark and it is possible that they don’t
realize that they need to meet certain
standards to be granted a license for
their “custom time aligned” monitors.
The only studio which has the right to
do this at present is Criteria Studio, of
Miami, which has two custom Time
Align*® systems, designed and qualified
by us to use the trademark.

Recently, I have seen a number of
small monitors which are using our
Nearfield Monitor™ trademark. The
only monitors which can legitimately
use this trademark at present are the
MDM-4 and MDM-TA3, manufactured
by Calibration Standard Instruments.

As | have always done with our Time
Align® trademark, I am continuing to
contact companies and studios who use
the trademarks without a license. mEE

MICROPHONE ASSESSMENTS

from: Adrian Weidmann,
Marketing consultant/
recording engineer
Bruel & Kjaer
Copenhagen, Denmark
et me begin by saying how much we
here in the Electro-Acoustic Group
enjoy your publication. It provides us
with tremendous insights to the people
and products in the professional audio
industry, and hence are able to gear our
research and development of new pro-
ducts and support material accordingly.
As a recording engineer myself, cur-
rently working with Bruel & Kjaer in
conjunction with the Series 4000 Micro-

Enter A NEW WORLD

World.

Address
iy

NEW WORLD
Professional Audio Equipment
4877 Mevaury Strect

San Dicgo, CA 92111

YES! Please rush me your FREE fiyer
Piease send information on

Print Name

- of Audio Excellence

New World Audio specializes in selling quality audio
equipment. Equipment you can count on today,
tomorrow, . . . next year. The quality you deserve at a
price you can afford. .

Discover why so many recording studios, broad-
casters, churches, and musicians are ordering from New

Shipped from stock: Otari, Tascam, Fostex, Sound-
craft, Lexicon, JBL, 3M, AKG, Shure, Neumann, élc.
Over 100 manufacturers to choose from.

If sounding great is important to you, . . . get to know
us! Write today for your FREE audio equipment flyer.

Toll Free Order Desk,
1-800-854-2005 (Outside Calif.)
1-619-569-1944 (California Only)
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phones, [ would like to expand upon the
article written by Professor l.owell
Cross entitled “Performance Assess-
ments of Studio Microphones,” which
appeared in the February 1985 issue of
R-e/p.

I'irst let me correct Professor Cross’
presumption that “Bruel & Kjaer is
committed exclusively to the manufac-
turing of pressure transducer [omnidi-
rectional| microphones for audio record-
ing.” I would like to reassure Professor
Cross and your readership that Bruel &
Kjaer is committed to the research and
developmentof “B&K quality” products
which address the trends and needs of
the entire professional audio industry,
now and for the future. We here at B&K
are well aware of the fact that the pres-
sure transducer (omnidirectional) mic-
rophones alone is not the panacea for all
the problems encountered during the
audio recording process, just a wonder-
ful beginning.

Secondly, due to the tremendously
coherent phase response of the B&K
Series 4000 microphones, it is in fact
possible to get an excellent stereoimage,
not to mention the extended flat fre-
quency response, utilizing a “closely-
spaced” microphone technique. Any
tvpe of symphonic, chamber ensemble,
choral, organ or recital (the tvpe of for-
mat used for Professor Cross’ micro-
phone assessment) recording will benefit
from a “closely-spaced” (A-B, 20 to
50cm) microphone technique using the
B&K Series 4000 Microphones.

A variation on this technique is
achieved by the use of the “Jecklin-
Disk.” Mr. Jecklin and many other
European recording engineers have
used this disk in conjunction with B&K
microphones with tremendous results.

Since the Bruel & Kjaer Series 4000
Microphones have a frequency and
phase response well beyond those of
other commercially available micro-
phones, the recording engineer is pres-
ented with an added dimension of sonic
quality which in turn provides a rew
aural experience, and is many times cri-
ticized as being “harsh and lacking a
warm feeling.” | remember similar
remarks were made about the digital
recording process, and yet the current
and projected future demand for the
Compact Disc speaks for itself.

I would like to add that many of our
customers, including CBS Records,
Denon, Telarc and many other world-
class recording studios, have found that
by experimenting with non-traditional
miking techniques, and changing some
traditional recording philosophies, they
have been able to fully capture the
“ideal” balance between the recorded
and actual-acoustic event for truly
wonderful recordings. I invite recording

.. continued on page 11 —



An age old questicn that can ncw be
answered in literal terms; the people
are Showco, the answer is Crown.
Consider the major tour. Each move
a major task. Truckload after
truckload of sound and lighting
equipment must be put up and torn

down, more often than not, overnight.

In most cases the awesome
responsibility for a successful
technical performance rests squarely
on the shoulders of Showco.

A tour company with a client list that
reads like Billboard's Top 100,
Showco has been at the forefront of
this highly specialized field for years.
Their reputation stems from a finely
tuned marriage of technology and
sweat. We are proud of the many
years we have been involved in
Showco’s efforts and our new Micro-

Tech™ 1000 power amplifier
dramatically illustrates the value of
this relationship.

Innovative Crown technology shaped
by advice from Showco has produced
a more powerful, lighter and smaller
amplifier ideal for the touring
professional. Higher power, less
weight and less rack space translate
into critically needed efficiency on the
road.

Currently on tour with the largest
system ever designed for indoor
arenas, Showco once again relies on
the power and dependability of the
Crown product. 134 Crown PSA-2s
and 28 new Micro-Tech 1000s supply
the power -- in excess of 200,

watts to drive over 16 tons of
loudspeakers.

The performance of the new MT-1000
further strengthens the dependability
of Crown amplifiers. The only reason
Showco has had to touch their new
amps is to move them. And move
they have, 78 shows in 52 cities
without a failure of anv kind. Not
surprising for a Crown product but
unheard of in any product fresh from
the assembly line. Months of
Showco’s heavy duty Feld testing has
established the MT-1000's reliability
even before it hit the market.

At your next concert take a look
beyond the performers; chances are
you will find Showco and the driving
force of Crown.

Crown International, Inc., 1718 West
Mishawaka Road., Elkhart, Indiana
46517. (219) 294-8000

crown.
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The Digital Decision:
Three Choices



You can choose to wait. But waiting could be a costly mis-
o take. Digital audio is here now—and growing. Your clients
will be using digital soon. Will they have to go elsewhere?

You could buy a 24-channel “Dash” machine. This is the

o one that claims compatibility with the other two Dash
supporters as well as with future 48-channel. But neither of
these other supporters has yet to make a 24 or 48-channel digital
machine. One of them, in fact, has proposed a 32-channel for-
mat. Since that proposal, the price of the 24-channel Dash
machine has dropped frequently and regularly. Many in the in-
dustry are now uncertain about the future of the Dash format.

Look at Mitsubishi Digital 32. This is the professional

o digital format standard—unchanged since
its introduction. Thix format is the product of
many vears of pioneering research, conducted
with special emphasis on the professional
applications of digital audio. That's
why the Mitsubishi format is better
sounding, more reliable, and
more tolerant of tape abuse.,
Just introduced is the new
32-channel Mitsubishi
X-850 digital audio
recorder, available
now with cut-and-
splice editing and
the most sophisti-
ated error-correction
svstem in digital audio

Call or write us to talk
about your Digital Deci-
sion. Find out all the
many reasons why your
best choice is

itsubishi Digital 32

FOR WORLD-CLASS STUDIOS.

The new cut-and-splice Mitsubishi X-850
32-channel digital audio recorder

AMITSUBISHI PRO AUDIO GROUP

Headquarters: 225 Parkside Drive, San Fernando, CA 91340 « Phone (818) 898-2341 « Telex 311786
New York: Suite 1530, 555 W. 5T7th Street, New York, NY 10019 « Phone (212) 713-1600 « Telex 703547
Nashrille: 2200 Hillsboro Road, Nashville, TN 37212 » Phone (615) 298-6613

Canada: 363 Adelaide Street E., Toronto, ONT. M5A 1N3 < Phone (416) 865-1899

United Kingdom: 1 Fairway Drive, Greenford, MIDDX UB6 8PW « Phone (01) 578-0957 * Telex 923003
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CompuEFFECTRON"®

We took our time and did our homework before we decided to introduce a unit with spiffy lights and
displays.Thereason...? Lights and displays, in and of themselves, do notimprove sound quality or
performance. So, before we could justify it, we made sure that our “new concept” of fancy features
made a significant contribution to the overall sonic performance.

The result ... the CompuEFFECTRON. It is the first digital delay unit whose microprocessor actually
operates directly on the signal in “real time”, to create effects once considered impossible.

Just look at some of what you get!

® Touch Panel Controls — everything at your finger tips
20kHz Bandwidth at all Delays (up to 1.7 seconds)
® 128 Preset Programs (Effects) with instant accessibility
® Sequence Programming with remote accessibility
® Record, Play and Repeat with “tull” edit capability
Over 100-to-1 flange ratio (virtually unlimited)

Real time processing also allows you to switch from effect to effect with no annoying “glitches” . ..
instantaneously, upon command. And, it is possible to set up a new effect while using another. No

one else offers such capabilities. The CE 1700 is truly a “vision of the future”.
y/N Deltalab

Hear one for yourself . . . Visit you local dealer and check it out!
e p 1o dune 1085 Music & Electronics . . . Naturally!



Letters

— continued from page 6 . .

engineers who are dedicated to improv-
ing the quality of their audio recordings,
be it rock, pop, classical or jazz, to use
and experiment with B&K Series 4000
Microphones to truly evaluate and hear
for themselves the added dimension in
audio quality which these microphones
reveal.

Thank you for the opportunity to add
to Professor Cross’ comments, and I
trust that R-e/p’sreadership has gained
further insight into the use of B&K Ser-
ies 4000 Microphones. 000

from: Mr. Wuttke
Schalltechnik Dr. —
Ing Schoeps GmbH
Karlsmike 41
West Germany
We read with much interest the arti-
cles by Professor Lowell Cross, ‘Per-
formance Assessments of Studio Micro-
phones,” published in the December
1984 and February 1985 issues of R-e/p.
In the belief that theory and practice
may not be separated, and with a deep
interest in music, for a long time we
have been investigating different
recording methods and the use of differ-
ent microphones.
As Professor Cross has said himself,
we acknowledge that thereisofcoursea

presence of subjective factors and,
furthermore, things cannot be general-
ized. Music recording is a profession
and cannot be based on one method or
microphone type only.

Without contradicting his article, we
want to add some comments which may
be of interest to Professor Cross:

1. Colette series. The Schoeps’ Colette

series is by far the most extensive modu-
lar system: it includes not only 12 differ-
ent capsules to correspond to all appli-
cations, but even allows the use of the
same capsules for miniaturized micro-
phones using the active cable. Even
elements for stereo and monomics can
be exchanged, such as capsules, elastic
suspensions, windscreen, and so on.
2. Same playback level of different
recordings. If comparisons are made, it
is of extreme importance that the level is
identical; otherwise the judgement of
the louder recording will be influenced
in a positive way. This seems to be sim-
ple and not worth mentioning, but we
have the experience that, depending on
the music and the mikes used, it can be
hard to fullfill this [requirement]. If the
spectrum of the music changes, the fre-
quency response of the mike has an
important influence on the transmitted
sound level.

3. Mounting of Microphones. We
know about the problems of placing a
group of microphones so that they will
pick up the same image, but have found
that neitherthis northe moreimportant

influence of the microphone stands and
other reflecting objects is essential.
However, we[ensurethat|the mikes are
not mounted too close together. If mic-
rophones are mounted in a way that
they touch, there will be an influence on
the diffraction around the capsules.
This and other effects will in fact
change the characteristics of the cap-
sule. If four capsules are taped together,
the central ones will be most influenced,
of course.

4. Lowest possible change of parame-
ters. As Professor Cross explained, it is
difficult to separate between micro-
phone quality and stereo quality. If the
same capsules (MK 4) were preferred in
the ORTF configuration, compared to
the XY setup, the method of mounting
may have had some influence (see #3
above).

5. Calrec Soundfield technique. Pro-
fessor Cross’ positive comments about
this system is not surprising. Theoreti-
cally, it is the best principle. However,
the four-channel playback cannot really
be compared to stereo. We have heard
other four-channel systems, and the
improvement over stereo had always
been impressive.

6. Stereo with omnis. We agree with
most of Professor Cross’ ranking for the
stereo techniques. For his sessions and
many others, this can be considered to
be right. However, if the music had con-
tained more deep bass, and precise ste-
reo imaging not be so important (e.g.

LESS THAN
ONE PERCENT
FAILURE!

Meyer UPA-1 Loudspeaker
System, U.S. Patent 271967

purchased.”

We were pleased, but not surprised, when our
distributors and dealers told us that buyers of
Meyer Sound equipment reported less than a
one percent failure rate in the new gear they

At Meyer Sound we take extraordinary pre-
cautions to ensure that all the components
used in our systems are of the highest quality
obtainable. All the parts in each piece of

Meyer equipment are 100 percent tested to

annual basis.

7~ Meyer
Wfr‘ Sound

guarantee reliability and consistent perfor-
mance. Each assembled unit is thoroughly
tested again before leaving our factory.

At Meyer Sound reliability isn’t just a word to
sell loudspeakers—it’s the philosophy on
which our reputation is built. If you’ve heard
about Meyer, but you haven't heard Meyer, call
or write us. We'll give you the name of a dealer
who can arrange a demonstration.

*Figure includes warranty and non-warranty repairs on an

Meyer Sound Laboratories
2832 San Pablo Avenue
Berkeley, CA 94702

(415) 486-1166
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Letters

organ), you would get better results for
the omnis.

We would also like to mention in this
context the compromise between
widely-spaced omnis and the dummy
heads using an absorbing screen
between two near-coincident omnis.
This method (Jecklin) is famous in
Europe.

7. Large-diaphragm capsules. Con-
cerning their ranking, we are surprised.
In general, we try to get a flat and
smooth frequency responsein|[both]the
direct and diffuse soundfield. Qur MK
41 hypercardioid capsule is even better
concerning thisthan our cardioid MK 4.

As the user can easily find out, all
large-diaphragm capsules have sub-
stantial deformations of their frequency
response and polar diagram. We are
very interested to get more knowledge of
which “colorations” are preferred for
whatapplication. Wedo not believe that
there is a general requirement.

8. Another new comparison. Professor
Cross mentioned the paper of Mr. Ceon.
Now another paper will appear on the
subject of comparison of recording
methods and microphones. It has been
written by Mr. Wohr at Bayerischer
Rundfunk (Bavarian Broadcasting
Corp.), using different music and a 24-
channel digital tape recorder. Two

thousand judgements are now [stored]
in the computer. A first report [ written
in German] is given in Bericht zur 13.
Tonmeistertagung 1984. We hope that
one day there will also be an English
paper available, for deep-going reflec-
tions have been added by IRT (Institut
fur Rundfunktechnik). 000

Lowell Cross replies:

I am gratified that such respected
manufacturers as B&K and Schoeps
have taken an interest in our evaluation
process.

At least for the time being, it would
appear that Bruel & Kjaer is (present
tense) committed exclusively to the
manufacturing of omnidirectional mic-
rophones. In advertising copy and in
articles written by the B&K staff, the
promotion of omnidirectional micro-
phones is obvious (ads with the head-
lines “. . . but why an Omni?” etc). If
microphones with other patterns are
manufactured by B&K in the future, I
am sure that they will receive a great
deal of attention.

All of the emphasis on the phase
response of individual microphones
cannot mitigate a legitimate concern for
the problems of phase relationships
between channelsin stereo recording. If
omnidirectional microphones with ex-
cellent axis characteristics, such as the
B&K 4000 Series, are placed 20 to 50cm
apart for “stereo” (eight to 20 inches),
the most significant differences between

THE HIGH COST OF VHF
WIRELESS IS NOW HISTORY

Samson VHF wireless systems have established a reputation
for superior performance, innovative design and proven reliabil-
ity in a wide variety of commercial sound o;)é)licoﬁons We offer

t

afull line of VHF wireless systems from *$4

o *$1474 to fit the

most cost-conscious budget. More proof that professional VHF
wireless doesn’t have to cost what

it used to, s DR I®
WE TOOK THE WORRY OUT OF WIRELESS .§AM

Samson Music Products, 124 Fulton Avenue, Hegg)s'eod. New York 11550 {516) 489-2203 TLX 510 222 1630

In Canada: Omnimedio Corporation, Lid., 96
*U.S. Suggested Retail
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Cote de Liesse, Doval, Québec HIP 1A3 514-636-9971

channels will be time or phase differen-
ces, and not differences in intensity
(from amplitude) or directivity (from
patterns).

The Jecklin-Disk technique makes
use of an absorptive barrier 30cm in
diameter, located between two omnidi-
rectional microphones spaced 17.5cm
apart. (See: Martin Dickreiter,
Mikrofon-Aufnahmetechnik, pp. 102-
103.) Asin thecase of an artificial head,
directional properties are imparted to
the microphones owing to the barrier
placed between the pressure-transducer
elements. The close proximity of the
absorptive disk will alter the carefully
designed phase- and frequency-response
characteristics of the individual micro-
phones. The Jecklin-Disk technique, as
highly regarded as it may be, re-
introduces directionality at the expense
of time and frequency-response aberra-
tions. Are we not back to Square One?

As mentioned in the December 1984
article, the Schoeps Colette Series offers
a comprehensive set of choices, includ-
ing the only boundary-layer pickup
known to the authorin a modular “fam-
ily”” of microphones.

Extreme care has been taken in all of
our listening sessions to maintain
matched, broadband playback levels
between the various microphone types.
All 24 channels are metered simultane-
ously with both VU and PPM character-
istics. Of course, the comparison of
audible differences among microphones
in level versus frequency has formed the
very basis of our evaluations.

If microphones are mounted at the
same distance and angle, they will by
necessity be placed very close together.
However, I appreciate Mr. Wuttke’s
concurrence in recognizing the problem
and in ascribing the preference for the
ORTF configuration to the characteris-
tics of that technique, and not to any
possible deficiencies in the mounting
arrangements of the XY coincident car-
dioid pairs.

The ranking of the Calrec MkIV
Soundfield microphone came only as
the result of auditioning its normal ste-
reo output via the 24-channel tape on
which it occupied two (2) tracks. As
stated in the February 1985 article, its
multichannel “ambisonic” capabilities
were heard independently from a separ-
ate four-channel [B-format] recording
made atthesame time 13 the 24-channel
evaluation tape.

Our fourth evaiuation session was
recorded on May 13, 1985, including
Schoeps MK 41 hypercardioid capsules,
many “vintage” large-diaphragm mic-
rophones, and contemporary models
from AKG, Coles, Milab, Neumann, and
Sanken. Even though I am preparing
descriptions and evaluations of these
microphones for a future issue of R-e/p,
I can anticipate that discussion, and
wrap up this one, by advancing one
more opinion. Absolute accuracy (if
attainable at all)isan admirable goal in
recording, and its quest should remain
our collective point of departure. How-



THE NEW 252:
Introducing the Affordable

Reverb Unit with EMT performance.

It’s no secret that the “EMT sound” Functionalily clear, easy to operate

is a key ingredient of many hit rec- control panel..

ords. It's been that way for over 25 1 Non volatile storage for 128 groups of
yvears. parameter settings.

Noiseless recall and sequencing of
settings during audio programs.

40nS digital processor speed coupled
with 16 bit A/D converters yields 15kHz
bandwidth and full dyvnamic range.

Now EMT introduces their new concept The original EMT 250 reverb program

Our very first unit. the 140, 1s stil! used
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legendary.
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Call today for a complete information
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AUDIO CORPORATION
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ever, the ultimate goal of recording (the
means) 1s to serve music (the end of all
such means). If colorations, processing,
time- and frequency-response shaping,
etc., are appropriate to achieve that end
(the serving of music), then so be it.

In conclusion, I must report that I am
delighted to learn that such august
institutions as Bayerischer Rundfunk
and Institut fuer Rundfunktechnik are
engaged in similar evaluations of mic-
rophones. I trust that these organiza-
tions will utilize all of the considerable
resources at their disposal during the
course of their investigations. L [ ] ]

CONCERT LOUDSPEAKER
DESIGN

from: Michael Waldegrave
The Soundman
(Hire Services)
Christchurch, New Zealand

I own and run a small sound hire
company in Christchurch, New Zea-
land, and am writing to inquire about
composite box speaker design for con-
cert use.

Presently, I supply six local bands
that play in clubs for audiences up to 600
persons. QOccasionally we do outdoor
concerts using four-way JBL-type sys-
tems, including W-bins, 4560 cabinets,

horns and “bullet” tweeters.

These bands like a good low “thump”
for kick drum at about 80 Hz. A man-
ageable size for a new box would be no
more than five by three by two feet.
What results do American firms get
when using folded-horn cabinets in this
situation? Would a bass-reflex design
better suit myv needs? Also, should the
speaker and horn drivers be in the same
vertical plane? 000

David Scheirman replies:

Since you apparently intend to build
vour own enclosures to fit a specific
need, you will be doing some experi-
menting. There are several books avail-
able regarding the design and construc-
tion of loudspeaker enclosures. One of
these is How to Build Speaker Enclo-
sures (A. Badmaieff & D. Davis, pub-
lished by Howard W. Sams Co., India-
napolis, Indiana).

Some of these books are dated, how-
ever. A good way to stay on top of con-
temporary speaker system design for
live-performance use is through maga-
zine publications. Regarding folded-
horn technology, many American con-
cert sound reinforcement firms rely on
vented, direct-radiating low-frequency
enclosures. A few utilize folded-horns.
The folded horn offers relatively high
sound-pressure levels with a minimum
amount of power amplification, and
fewer actual loudspeakers than would
be found in an equivalent direct-

RECONDITION

MAGNETIC

AUDIO

» PRECISION HEAD
RELAPPING

»» COMPLETE OPTICAL

ALIGNMENT
+ FREE EVALUATION

v 24 HOUR TURN-
AROUND

AUTERI ASSOCIATES, INC.

HEADS

'AUTERI

Associates Inc.
(616) 331-5022

9 HENEARLY DRIVE, MILLER PLACE,NEW YORK 11764
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radiating system. Folded-horn systems
are therefore less expensive to build.
Comparing the sound quality of the two
different types of enclosures is an alto-
gether different subject. (See: “Recent
Developments in Concert-Sound Sys-
tem Design and Operation,” R-¢/p, June
1984, page 54.)

Addressing your question regarding
vertical alignment of the low- and high-
frequency drivers, I would suggest that
abasicstudyof the history of alignment
(in time) of the various components in a
multi-way speaker system should be
undertaken. (See: Pat Maloney’s excel-
lent article, “Time Alignment of Sound
Reinforcement Equipment,” R-e/p,
December 1980. page 52.)

I hope the above information will be
useful to you.

Editor’s Note: Photocopies of these
two articles are available from the
address given on the Contents page;
price is $2.00 each, including postage.

[ [ [ ]

News

HARRISON AND WESTLAKE
RENEWDEALER RELATIONSHIP

Harrison Systems, Inc. and Westlake
Audio Professional Sales has announced
the re-establishment of the dealer rela-
tionship that proved so successful for
both companies in the past. According
to Claude Hill, VP of marketing at Har-
rison, “The synergistic nature of the
Harrison/Westlake agreement provides
both companies with the opportunity to
focus the most advanced American
technology in studio design and audio
console systems for the benefit of Wes-
tlake’s high-end client base.”

Westlake will represent Harrison's
full range of 16 application-specific
audio console systems from its Holly-
wood facilities.

As a result of the recent agreement,
Westlake Audio’s new Studio*“D,” which
is scheduled for completion in June, will
be Harrison equipped. The Westlake
Studios have also ordered and will
receive delivery this Fall of the first of
Harrison’s Series Ten, totally-automated
console systems.

— NEWS NOTES —

e NBC TELEVISION has ordered
three Solid State Logic SL 6000 E Series
Stereo Video Systems as part of its con-
version program to full stereo television
sound capability. One of the new SSL
systems will be installed at the net-
work’s Brooklyn stage(production venue
for the “Cosby Show”), while two others
are scheduled to be installed on Stages 2
and 4 atits Burbank production center.
NBC announced recently that it will be
starting network satellite distribution
of true stereo programming to its affil-
iates during the first week in July. One
SL 6000 E Series system has been in

.. NEWS continued on page 26 —
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Advanced recording equipment demands advanced reCordtng &

is why fcr ten years Ampex has continued challenging machine c. Bs.
Through a decade of technological improvements, Grand Masier*456 remeins an -
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“'W'OW!”

When the boys from the engineering
department walked in with their newest
creation, we said: “Nice looking box.
What is it?”

“This,” they said proudly, “is our new
MSP-126 Multi-Tap Stereo Processor. It's a
stereo-tapped digital delay line with a
20kHz bandwidth, eight pre-programmed
processing modes, and . . .

“Hold the engineering jargon,” we said.
“Just tell us what this gizmo does.”

“Oh, no problem,” they said. “Basically,
the MSP-126 is a signal processor that cre-
ates a whole range of interesting effects.
To begin with, it produces really great
balanced stereo with flat response from
any kind of program material. And it also
creates other kinds of effects—some of
which are subtle, dramatic, or even
bizarre. It's easy to fine-tune the effects
you get, too. For each of the eight effects
modes, there are 16 delay parameter set-
ups and 16 amplitude variations. Okay?"

We tried to look enthusiastic. “Well,
maybe it would help if you could just
give us a few examples of these effects,”
we said.

“Good idea,” they said. “One of the neat
things the unit does is produce forward

URSA MAJOR, Inc.

R-e/p 16 O June 1985

and backward discrete repetitions. Then
there’s a traditional ‘comb filter' stereo
synthesis. And delay-based panning. And
binaural image processing for Walkman
applications. And delay clusters. And con-
cert hall early reflections.”

“That's better,” we said. ‘“We've proba-
bly got enough to do a pretty good ad for
you. Before we go, though, you probably
ought to run us through a quick demo.
That might help if we get stuck for the
right word to describe what the effects
sound like.”

“Sure,” they said. “Hope you like what
you hear”

So we listened. Then we walked over to
the typewriter, rolled in a blank sheet of
paper, and typed a headline that seemed
to say it all:

¢ ‘WOW! ”

If you'd like to see why we're so excited
about the MSP-126, ask your nearest Ursa
Major dealer for a hands-on demonstra-
tion. It's an astonishing experience.

MSP-126 STEREO PROCESSOR

URSA MAJOR

Box 28, Boston, MA 02258 USA - Telephone (617) 924-7697
Telex: 921405 URSAMAJOR BELM
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EXPOSING AUDIO MYTHOLOGY

|

Laying to Rest Some of the Pro-Audio
Industry’s More Obvious “Old Wives’ Tales”

by John H. Roberts

Befure I get into my discussion of
specifications, I'd like to pass
along a few observations about console
automation and VCAs. As recently as
10 years ago, VCAs could be the limiting
factor in a recording console’s noise.

distortion performance. Thankfully, the
newer parts are much improved; I give
thanks, because VCAs are used exten-
sively in modern equipment,

Not unlike negative feedback, the
sonic ills of VCAs are much exagger-
ated. While the modern VCA s less lin-
ear than the proverbial piece of wire,
noise and distortion are 70 to 80 dB
below the signal level. With the possible
exception of fader automation, it is very
difficult to audition a VCA by itself.
When embedded within a compressor or
noise-reduction unit, the sound will be
dominated by artifacts of the gain
manipulation circuitry.

The paramount difference between
moving-fader and VCA-based automa-
tion is not sound quality, but the user

interface. Moving-fader designs are ele-
gantly simple to use. while VCA-based
svstems trade some of that ease for more
powerful capabilities. Choices between
the two should be based upon ergonomice
considerations.

Specifications

While | don't expect performance
specifications to be fertile ground for
uncovering Audio Myths, there are
enough subtleties to the use of even the
most common specifications that some
discussionis warranted. As space allows,
and current events dictate, we will take
a look at the more interesting aspects of
audio “speemanship.”

This month we will start out with the
very baslc parameters of “Signal-to-
Noise Ratio” and “Dynamic Range.” As
we all know, S/N is simply the ratio
between some nominal signal level and
a system’sinherent noise floor. Dynamic
Range, on the other hand, is defined as
the ratio between the largest and the

smallest signal levels that a system can
handle. Both specifications seem to
provide us with almost identical infor-
mation about a given channel's signal
handling capacity. However, just adding
a headroom figure to the S/N ratio will
not always add up to the Dynamic
Range number quoted. To see why, let's
look a little closer at both.

S/N Ratio. The basic problem with
maintaining consistency of S/N mea-
surements is that we are, essentially,
comparing apples to oranges: a simple
signal (usually a sinewave) is being
compared to a complex waveform (usu-
ally wideband noise). When measuring
wideband noise, the reading will be
affected by the frequency response of
the system; the frequency response
(handwidth) of the meter; the meter's
ballistic (peak, average, RMS, etc.); and
the frequency-weighting curves used
(IHF “A.” CCIR, etc.).

Dynamic Range has its own wild card
in the method vou choose to define
“minimum acceptable level.” In a dig-
ital system, the minimum might be
defined by a certain amount of
quantization-induced distortion. Most
measurement systems choose a min-
imum equal to or above the noise floor,
since it is difficult to resolve signal lev-
els below the noise floor. For conven-
ience and some semblance of compati-

... continued overleaf —

The lncomparabile Dinect Box

Bruce Swedien—1984 Grammy Award winning engineer of Michael Jackson's “Thriller” album; and
engineer for Quincy Jones, James Ingram, Sergio Mendez, Missing Persons...on the DI-100 Direct Box:

"The DI-100 has a very warm sound...very rich. It sounds just great to me!”

“I like to use it with synthesizers. What | do is take an output from the synthesizer, and because the DI-100
is capable of Line Level, | run it right into the tape machine...straight through. .. by-pass the console totally!
It works great! Oh...and you know what else | really like about it?...that little gain control...that's handy!”

The DI-100...“it stays right with me, | won't give it up!!!”

We appreciate the support of our users...thanks again to:
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bility, most analog system designers
choose a minimum signal level equal to
the noise floor.

I have recently become aware of an
interesting divergence from the stand-
ard practice taking place among some of
the anti-digital lobby. At least one wri-
ter — and he has been quoted by others
— has chosen a minimum acceptable
signal level of 16 to 25 dB below the
noise floor! You can appreciate that an
extra 20 dB makes analog look quite
good (on paper) when compared to dig-
ital’s paltry theoretical dynamic range
of 96 dB. While I don’t know anyone who
prefers digital's noise floor (even
dithered) to that of analog, most prefer
siience to hiss.

Properly specified Dynamic Range is
redundant to a S/N +Headroom specifi-
cation. If the signal minimum is fixed
arbitrarily or ambiguously, then the
Dynamic Range specification will be all
but useless.

Aswith thedecibel’s many variants, [
don’t really care which parameter you
favor, just as long as you avoid confu-
sion by clearly qualifying your numbers.
S/N ratios should be accompanied by a
bandwidth or weighting curve for the
noise measured. It is even useful when
making unweighted measurements to
name the equipment used, since the
meter's bandwidth will affect the results.
Likewise, it is useful when specifying a

limited bandwidth, such as 20 kHz, to

OVERLOAD
HEADROOM
ZERO dB
DYNAMIC
SIGNAL-TO-NOISE RANGE

RATIO
NOISE
W W/ FLOOR

\\L/

Relationship Between Signal-to-Noise Ratio and Dynamic Range

note the order of the filter used) — low-
order bandpass filters require more
bandwidth in the following meter to
give results comparable to the steeper
laboratory bandpass filter sets.

Now that we've got Dynamic Range
and S/N all figured out, here comes
another curve ball. How do vou specify
the performance of a dynamic signal
processor? Most (all?) processors that
use variable-gain elements have a noise
floor that changes with the signal and
the gain commanded. Companding
noise-reduction systems take advan-
tage of signal masking, and structure

From initial tracking . . . to the finished CD
... or any step in between
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the circuit so that the gain element is
noisiest when the signal is loud, and
quiet when the signal is quiet. In this
way, a compansion system under vary-
ing signal conditions can deliver a
dynamicrange 20t030 dB more than for
a fixed-signal condition.

In light of this behavior, how do you
specify such a product? The marketing
department will always push for the
larger number, while engineering, sen-
sitive to any appearance of hype, will
prefer the more conservative, fixed-
signal results. This is one case where |
grudgingly agree with the marketing
types, although not for the same rea-
sons. When considering the best way to
specify a product, look at it from the
end-user’s perspective: they need to
know how well the product does a job.
For example, a tape noise-reduction sys-
tem should specify how much it reduces
noise; equally important, the specifica-
tion should be comparable. When deal-
ing with a non-standard product, dis-
closure of the test set-up should be suffi-
cient to facilitate comparisons.

To specify a companding noise-
reduction system, I favor a total
Dynamic Range figure that compares
the loudest loud sound to the quietest
quiet sound. A companion but secon-
dary specification could be instantane-
ous or static S/N, which would tell you
how much noise is present simultaneous
to a signal heing present. Such a
number will be much less spectacular,
but useful when comparing like systems.

Other processors, such as compres-
sors and gate/expanders, should be
specified in a manner that is consistent
with how they are used. A compressor
could spec a total input dynamic range,
while an expander could spec a total
outputdynamicrange; again, a staticor
instantaneous S/N would be useful in
comparisons.

As usual, we invite comments on this
topic, as well as suggestions for other
specifications that warrant amplifica-
tion. Incidentally, I have recently relo-
cated my base of operations to Stone
Mountain, GA, and can now be reached
at (404) 934-9626. L 1]

Travels with the Editor begins on page 23
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The TS24 is the first in-line
console from Soundcraft.
And it represents a
major breakthrough in in-
line technology, ~~.because it now makes
the console far easier
operate.

solid foundations. Firstly,a new concept in
console layout so logical, engineers used to
split orin-line consoles can start work from
day one. And secondly, a set of master
conditions so advanced they'll amaze you.

STATUS.

One touch of the status button will
configure the whole console for each
particular stage of recording, mixing,
broadcasting and video post production
without sacrificing any flexibility whatso-
ever. In other words, one touch and you're
off and running.

NEW DESIGN.

Conventional in-line consoles suffer
from the limitations of one long travel fader
and one equaliser being shared by two
signal paths. With the engineer fader
reversing and moving the equaliser back
and forth throughout the recording,
overdubbing and mixing process to
optimise the situation.

The TS24 eliminates these short-
comings, thanks to its logical design.
The long travel fader is in the section
called MIX, which is the signal path for
both monitoring and mixing. The equaliser
moves between the MIX and CHANNEL

signal paths automatically by use of the
master status switches. ‘Soft’ switches
may locally move EQ and AUX sends
between the two signal paths but are
also automatically reset.

When mixing,the Channel sections
become available as additional inputs

. or effects sends without the limitations

imposed by more conventional designs.

DROP-IN. BOUNCE.

Drop-ins are made easy by the
use of “.the TAPE and GROUP button
(T &G). Tape “~_and Group enables you
and the musician to™._monitor the original
track and the overdub

The Bounce button
enables you to take any combin
of channels with their fader and
pan settings directly to the routing
matrix giving you instant bounce down.

SOUND AND VISION.

To create perfect sound, you also
need perfect vision. With the TS24, that's
exactly what you get. Separate scribble
strips are provided instead of the usual
confusing double one, and the Mix and
Channel controls are in clearly defined
areas for easier use.

AUTOMATION.

Soundcraft have developed a unique
interface to the disc based MASTER MIX
automation system, which enhances its
operational flexibility by totally integrating
the full extent of the console muting.

One feature of this system enables
you to by-pass the Channel VCAs, thereby

y -



optimising the original recording quality.  the button in the most up-to-date mixing
Surprisingly enough, all this practical — console design available, contact us.

technology, combined with sleek good Soundcraft TS24

lOOkS doesn L Ca['ry d hUge p[‘lce Lag SO our Soundcraft Electronics Ltd., 5-8 Great Sutton St. London EC1V 0BX.

doors are open to practically everybody. — :01-253 6988 Teiex 21198 SCRAFT G,
Soundcraft Electronics USA, 1517 20th. St, Santa Monica,

Which only leaves us with one thing  caiifomia 90404. Ter- 213)453 4591. Telex: 664923,

1o say: if you want to Keep your finger On oo e e e o op s
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Scles: Demonstration Facilities:
Westlake's sales staff is ready Unequaled in the industry are
to supply you with up-to-date Westlake's demonstration
information regarding facilities—from Audio/Video
new equipment, sweetening to demo produc-
its features, tion, broadcast to world class
studio equipment.
competitive

prices Service:

o Before and after the sale,

> Westlake's technical staff is at
o work to assure a professional
interface of the equipment to
your system. Our staff is
familiar with all of the vari-
ous technologies in use today.

Ampex, 3M, MCI/Sony, Otari, Soundcraft, JBL,

U.R.E.L, Westlake Audio, Aphex, AKG,

Neumann, Sennheiser, Shure, White, Eventide,

Lexicon, Crown, BGW, A.D.R., Yamaha, BTX, from acoustic design

Valley People, DBX, Bryston, Studer/ReVox to down beat... i

and many other professional lines. WQStl ] ©  Professional Audio Safes Group

7265 Santa Monica Boulevard

-e/p220 = Los Angeles, California 90046
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TRAVELS WITH THE EDITOR

Digital Developments at the
West Coast AES Convention, Anaheim

by Mel Lambert

ith the digital mastering and

multitrack markets apparently

settowarm up over the next sev-
eral months, the recent West Coast
Audio Engineering Society Convention,
held during early May at tne Disney-
land Hotel, Anaheim, produced several
items of news for the digitally-minded
recording and production community.
On the hardware front, hoth Sony and
Studer are continuing to actively push
their respective DASH-format trans-
ports, while Mitsubishi is se: to launch
new two- and 32-track hardware.

The Mitsubishi Pro-Audio Group
— a new company formed by the amal-
gamation of Digital Entertainment
Corporation and Quad-Eight Westrex
— announced that the current X-80 dig-
ital two-track will be replaced in the
very near future with the new X-86. In
addition, existing X-80 transports — of
which, at the time of writing, 12 were
still available — are to be sold at a
“close-out” price of $16,999 (a drop from
$27,000). Enhanced features of the new

X-86 two-track include serial-interface
capability for improved and augmented
machine control, and other enhance-
ments which, according to Cary Fischer
of Mitsubishi, will “exceed DASH for-
mat [two-track| capabilities.” Because
of slight differences in track configura-
tions, tapes recorded on an X-80 can be
played on the new X-86, but not vice
versa, Fischer says.

Also launched at the Anaheim Con-
vention was the new X-850 digital 32-
track, an upgraded version of the X-800
that offers full razor-blade editing and
complete compatibility with existing X-
800 tapes. Packaged with a new cos-
metic appearance and slim-line cabinet,
the X-850 will retain the X-800's list
price of $170,000. I understand that the
first X-850 will be installed at l.ion
Share Studios, l.os Angeles, during mid-
June. The facility already operates two
X-800 multitracks, plus two X-80 mas-
tering machines.

Sony Corporation announced that
well in excess of 100 PCM-3324 DASH-

format digital 24-tracks have now been
sold intorecording and production facil-
ities around the world, and that the
PCM-3202 Twin-DASH 15 ips two-track
will be available by the fourth quarter of
this year at a pro-user price of $19,000.
In addition, Sony stresses that the com-
pany still plans to market the 7.5 ips
PCM-3102 DASH-format two-track by
the fourth quarter of 1985, at a pro-user
price of $17,500. However, according to
Curtis Chan, the company’s senior
engineering manager, “prospective cus-
tomers need to realize that tapes recorded
on the -3102 will be incompatible with
Twin-DASH material. Presently, we
will not be making available a retrofit
option to convert the machine to 15-ips
operation.” By mid-1986, Chan added,
Sony plans to unveil a dual-speed
(75715 ips) DASH-format two-track
that will offer enhanced electronic edit-
ing capabilities.

Studer Revox America announced
that production of the new D-820X
Twin-DASH 15 ips digital two-track
begins next month, and that the unit
will be available in the U.S. by early
1986. According to David Walstra, dig-
ital audio product line manager at the
company’s Swiss manufacturing head-
quarters, because the D-820X is designed
to accommodate 14-inch tape reels, the
machine will provide a maximum
recording time of two hours and 10 min-
utes at a 48-kHz sampling frequency,
and 142 minutes at 44.1 kHz; scheduled

The AphexCompellor.

Invisible Compressionin Stereo or Mono.

“The Aphex Compellor is the most
acclaimed comp-essor/leveler/peak
limiter ever made With cood reason ..
you simply can't hear it work. It doesn't
add any color or other sonic effects. Best
of all, the Compellor is easy to use. Set it

products.

once and it goes to work automatically . . .
inaudibly controlling your dynamics.

Ask your professional sound dealer for
a demonstration of the remarkable Aphex
Compellor. Available in monaural and

Aphex Systems Ltd.

13340 Saticoy St., N. Hollywood, Caliiornia 91605
" (818) 765-2212 TWX: 910-321-5762
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Compellor is a trademark of Aphex Systems Ltd.

stereo versions. Or write us for the name
of your nearest dealer and more infor-
mation on the full line of innovative Aphex

1985 Aphex Systems Ltd.
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Digital Developments

pro-user price will be in the region of
$25,000, dependent on system options.
A 7.5-1ps transport will also be made
available “if sufficient market demand
exists,” Walstra explained. So far, the
pro-audio industry “has shown a greater
interest in the 15-ips version. The same
market forces will dictate whether or not
Studer develops a twin-speed [7.5/15
ips] DASH-format two-track. We predict
that there will not be a high demand for
a 7.5-ips machine, but we still plan to
wait and see if we need to market a swit-
chable transport. To us, a [5-ips tape
speedd makes sense even without the
ability to perform cut-and-splice editing,
because of the enhanced robustness
against drop-outs and tape damage

—_— “""_}

offered by the Twin-DASH [matrixed,
double-recording] data format.’

An electronic editing svstem for
DASH-format transports is currently
under development, Walstra added, and
will connect to either speed two-track
via an AES, EBU digital in/out bus.

Although it had been announced at
the recent European AES Convention,
held in Hamburg during March, that
two more companies had joined the
DASH Group, there was stil. no official
release of their names at the Anaheim
show. Despite a great deal of industry
speculation, the requested anonymity of
the two latest members was being
honored by representatives fram Sony
and Studer — currently the only two
members of the Group manufacturing
DASH-format hardware — and Matsu-
shita, which appears to be concentrat-
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ing solely on the development of thin-
film recording-head technology rather
than transports.

And in response to the rapid accelera-
tion of digital recording, Ampex Cor-
poration recently launched a new dig-
ital multitrack mastering tape, Ampex
467, which will be made available in
half- and one-inch configurations and
from 4,600- to 9,200-foot lengths.
According to Ed Engberg, the com-
pany’s audio tape marketing manager,
“467 1s designed to match the electrical
and mechanical requirments of multi-
track stationary-head recording formats,
and does not require individual adjust-
ments.” Each reel of tape is 100" tested
from end to end for drop-out perfor-
mance, Engberg says, by being recorded
and replayed on a stationary-head
transport, such as a Mitsubishi X-800 or
Sony PCM-3324.

Turning to the lower end of the digital
recording market, Electric Valve
Communication Corporation
provided latest details of pre-production
versions of the Editing Co-Processor
designed by David Smith for use with
digital material recorded with an EIAJ-
format 14/16-bit processor, such as the
Sony PCM-F1/701./501, Nakamichi
DMP-100, or Sansui X-1. (By the way,
EVC Corp. is the name of a new com-
pany that was set up recently todevelop
and market Smith's hardware.) Con-
nected to a modified digital processor,
the unit is said to be capable of perform-
ing frame-accurate edits entirely in the
digital domain, and can be controlled
with any editing system capable of
handling video transports. “All a per-
son needstodo,” Smith says, “istousea
conventional frame-accurate video edit-
ing system or timecode-based synchron-
izer to work out and then execute their
edit points — the co-processor will then
take care of the actual audio edit points
necessary to accommodate the ‘uncon-
ventional’ data block per video-frame
format of the replayed F1-type material,
to produce a drop-out-free edited mas-
ter.” Scheduled for market availability
by late June, the Editing Co-Procesor is
priced at $1,200.

JVC was showing a production ver-
sion of the new FX-900 Transfer Proces-
sor for converting between 14/16-bit

For additional informatlon circle #19

From AOR to CHR, Cctrtryto Jazz—
W atever the format, this car-'s fo-
you. For outstanding high freqyency
sznsitivity and headroom, com-
gatibility with cll cart machines, -he
multi-format AA-4 delivers the sound
that audiences turn on

EIAJ-format digital material and the
16-bit VP-900 format. EIAJ-to-VP-900
transfer is effected from composite
NTSC video input to 16-bit digital out-
put, while the reverse involves conver-
sion from VP-900 composite video to
EIAJ composite video. During transfers,
the following functions can be achieved:
addition of a copy-inhibit bit to the data
stream; pre-emphasis on/off; and left/
right channel reverse. Pro-user price of
the new FX-9000 is $2,000. Also to be
seen: the new VP-101 14-bit EIAJ digital
audio processor that is capable of
replaying both 14- and 16-bit material,
and which also features a direct exter-
nal sync input for locking the unit’s
timebase to any video signal or house
sync; price is $915, ([ ]}

M -AUDIOPAK AA-4.

e For statiens who care

/’,@ “Ea how they sound.

CAPI'I'OI. MAGNETICS PRODUCTS
‘\J’ 6902 Sunset Bivd.
- Los Angeles. CA 90023
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Because there's never been a mastering tape like it. Agfa PEM 469 captures
your sounc perfectly in its complete dynamic range. It's everything
you've always wanted. Reach...and you'll succeed...with Agfa PEM 469

The only thing standard is the bias.
AUDIO
AGWGEVAERT@ 275 NORTH STREET, TETERBORO, N.J. 07608 (201) 288-4100
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News

— continued from page 14 . ..

Youcan takeup to ||

for the last nine months.
12 months to pay for [JEmte it
announced the sale of the 100th SP-24
multitrack noise-reduction system in

your Telex duplicator the U.S. to Digital Dispatch, the rental

group of Soundcastle Recording Stu-

-4 dios, l.os Angeles. The SP>-21 rack fea-
an Start saVIng tures 24 channels of Dolby A-Type noise
Y Y reduction; currently, 350 such systems
mone lmmedlatel are in use at recording and production
y y facilities around the world.

¢ ARTISANSOUND RECORDERS,
the Hollywood music recording and
R disk-mastering facility of Kendun
= Recorders-Burbank, was purchased
’ recently by the LATORRE FAMILY,
= of El Paso, Texas. According to Fer-
nando Latorre, spokesman for the fam-
ily, and himself a recording engineer
and musician, "We intend to continue
the tradition established by Artisan’s
founder, Bob Macl.eod, and previous
owner, Kent Duncan — excellence in
engineering, state-of-the-art equipment
and the best possible service for our
clients.” Following the takeover, Wil-
liam Rogers has been named general
manager, and Greg Fulginiti as direc-
tor of mastering for the new company,
which will continue to operate under its
old name; both individuals were pre-
viously employed by the Kendun/Arti-

san Group in similar capacities.
¢ COMPUSONICS CORPORATION
recently completed the first long-
distance demonstration of its Telere-
cording digital music recording and
transmission system. The Telerecord-
ing process allows music to be transmit-
ted digitally between remote data bases,
using special telephone lines. In late
April, the company transmitted digital
audio data over a 100-mile circuit, utiliz-
ing AT&T’s Accunet Switched 56 Ser-
vice, which permits voice, data and
video information to be carried at 56 kilo-
bits per second. Telerecording is an
optional feature of the company’s hard
disk-based digital audio recording and
replay system. For the recent demon-
stration, a song by the Glenn Miller
Orchestra was digitally recorded onto a
5%-inch floppy disk using the Compu-
Sonics system, transmitted over the
Accunet line, and then re-recorded on a

second floppy disk.

e In response to increasing demands
from artists and producers to digitally
master their material, and supported by
a decrease in the costs faced by studios
wishing to convert from analog to dig-
ital technology, the professional studio
industry will be virtually digitized by
1993, predicts Ed Engberg, audio mar-
keting manager at AMPEX CORPO-
RATION’s Magnetic Tape Division.
“Over the last eight years, a profound
change will occur in the professional
recording studio,” Engberg advises.
“Digital will become a fact of every day
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JVC Digital Audio.
The artist’s editing system.

Digitaleudio editirg takes on new speed, simglicity anc flexi
bility with JVC's 900 Mastering System. Anyone witha tzined
ear can learn to operate it inminutes and be assured of >ro-
fessional results o° outs:ancing fidelty, accuracy anz Ziaity.
And while sonic excelience is surely the 900's mos: pasua-

VP-900 Digital Audio Processor.
Two-channel pu se countmode
processor. Seve-al 15-titmicro-
processorsmake it comgatible

sive feature, #2xibility runs a olose second; for not only will the

900 operate with %" VCR's, bit with VHS cassettes, too. with

total sa‘ety a~d confidence, making it ideal for mastering cigi-

tal audio discs and the increasingly pogular hi-fi video discs.
The DAS-990 consists of ‘our principal components.

Audio Editor Control Un t.
Electronic go«€rnor for routing,

o coordinating. and executing all
edit functions, toth automatic and

. with cther professional production
equipment such as cuting lathes,
synchronizers, end encoders.
Dynamic range of more than 9C
dB. Frequency response from 10
to 20,00 Hz ( + 0.5 3B, and low
recording b t rate of 3.087 Mbits/s
at 44.1 kHz. Trarsformer- ess ana-
log VO circuits further improve
sound quality, and tre gnalog-to-
digital, digital-to-anelog converter
reduces distortion ta less than
0.02 per cent, while an emphas s
circui: improves signal-to-noise
ratio. Logic circuit uses CMOS LS
chips for high re iabi ity, compact-
ness, light weight (48.6 Ibs)
and low power consumpzion.

AE-900Y Cigital Audio Editor. Simpic ty itself to aperate hrslittle

number pu's editing right in the hards o the artist, i neec be.

Precise to within microsecond accuracy edit search canbe carried

out by man_al cueing, automatic scan, or direct address twil

confirmeut-in, cut-out poirts indepen: by rec Sgna

storedin mamory. %hl fade contsol for ad
y

Jve

manual. All cammands, frcm digi-
tal dubbing of original to master
for continuous programs,
repetitive point-to-point manual
cueing are rejulated here

TC-900V Time Code Unil
Actually two time code unis in
one, this unit reads and g2nerates
SMPTE standerd time cote and
synchronizes the JVC exclusive
BP (bi-parity)time code. Thus, the
DAS-900 will o derate effectively
with both time codes; a necessity
when the Sys'em is to be syn-
chronized with video equipment

between original and master tape. Shift func ion for charging edit

points bac<wand or forward in 2-ms steps for super-fine adjust-

ment. And variable-gradient cross-fading function for smooth

contiruity at the edit point, variaxe in 0, 10,2, and 40 microsecond
tep tape locate functior enables the Jser to locate the

on Orginal iche

e

i
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life. Less than 5% of professional studios
are equipped with digital today; within
eight years, 807 will be.” At present the
digital market is largely centered in
New York, London, Los Angeles and
Toyko. A total of 650 digital multitrack
and mastering systems — based on both
stationary-head and helical-scan/VCR-
stylerecorders — will have been installed
by the end of 1985. “By the end of this
year, Ampex expects that the total,
installed population of analog multi-
tracks will read 4,000,” Engberg con-
tinues. “However, by 1993 we project

that this base will decrease to 1,000 sys-
temsin use. The same projection applies
tothetwo- and four-track analog market.
Over 8,000 of these systems will be
installed by the end of this year. By the
end of 1993, we expect to see [that
number] decrease to about 2,000.” Eng-
berg predicts that over the same time
period, the installed base of digital mul-
titrack systems will grow to around
2,000 units, and the number of two- and
four-track digital installations will
increase to 5,000. However, the market
for quality analog recording equipment
will remain a vital one, Engberg
emphasizes, in spite of the increased
acceptanceofdigital hardware. *Analog
equipment will always be less expensive

MORE THAN DIGITAL REVERB

Our exciting new DR2 Digital
Reverb delivers fantastic
performance at an incredibly low
price!

The powerful new DR2 features a
wide variety of user adjustable
parameters like presets, multiple
room choices, pre delay settings,
adjustable high frequency
damping, different room positions

per room to name a few.

The DR2's straightforward design
makes it a pleasure to use, plus it
provides a tremendous amount of
performance thanks to its
advanced software based
technology.

This means you can get started
right away using effective reverb to
your advantage. Then as you grow,

of performance depth to explore
and develop.

DR2 DIGITAL REVERB

01A DIGITAL REVERB

1500 DIGITAL DELAY

1/3 OCTAVE EQUALIZER

2/3 DUAL OCTAVE EQUALIZER

and multiple settings of decay time

the DR2 will provide you with plenty

AT

Our software based 01A Digital
Reverb has been in demand since
day one and has always delivered
exciting capabilities and special
effects like reverse reverb and
gated reverb. But that's only the
beginning! The amount of power
available in the 01A can take you
well beyond popular effects into a
world of creative expression never
before approached. And, through
the software base, the 01A’s future
growth is unlimited

Both of our powerful Digital
Reverbs are excellent examples of
exacting engineering and high
quality manufacturing

For accessible technology that
you control, call or write us for the
retailer nearest you

This is what happens when hot
pro audio people get together!

Applied Research & Technology Inc.
215 Tremont Street

Rochester New York 14608

(716) 436-2720

to buy and install that digital, and for
many applications analog performance
will be sufficient.”

e THE SOCIETY OF PROFES-
SIONAL RECORDING STUDIOS
(SPARS) has received a grant from the
3M COMPANY to establish a statisti-
cal database for the pro-audio industry
as an on-line service via the IMC
EMAIL System. The new database will
allow manufacturers and studios to
survey equipment brands, room and
facility sizes, session rate trends, and
general information about the record-
ing studio and production markets.
Some 5,000 audio and video facilities
will be asked to complete a special ques-
tionnaire, of which the responses will
comprise the computerized database.
The material will be updated on an
annual basis. In addition, SPARS has
organized a two-day studio business
conference, to be held at the 3M Com-
pany headquarters, Minneapolis/St.
Paul, from September 21 thru 22. During
a series of six seminars, the conference
will address a variety of topical issues
including: the economic outlook for the
production-studio market; cost-effective
ways to computerize business functions;
price/cost comparisons of analog and
digital two-track, multichannel, tape,
and hard-disk recorders; the effect of
recent tax-law rulings; studio insurance;
and employee relations.

e SONY PROFESSIONAL Audio
Products Division has published a stu-
dio directory that lists every U.S. facil-
ity equipped with a PCM-3324 DASH-
format digital 24-track tape machines.
Of the 100+ PCM-3324s that have been
sold worldwide, over 40 are currently
installed in recording and production
facilities throughout the United States.
According to George Curry, the div-
ision’s VP and general manager,
“Interest indigital audio for record, film
and video projects has increased dram-
atically. The Compact Disc has begun to
have a major impact on production
activity. Additionally, we are seeing

... NEWS continued of page 156 —

— The Directory —
Manufacturers might like to take note that
during forthcoming issues R-e/p will be pro-
viding Directory listings of the following
types of recording and production equip-
ment:

AUGUST: Time-Domain Special Effects
Processors, including delay lines, flangers,
phasers, echo and reverb systems, pitch-
shifters, etc.

OCTOBER: Frequency and Dynamics
Processors, including graphic and paramet-
ric equalizers, compressors, limiters,
expanders, noise gates, noise-reduction sys-
tems, etc.

DECEMBER: Studio and Live-Performance
Microphones, plus Power Amplifiers and
Monitor Loudspeakers.

To request a questionnaire for the rele-
vant issue’s Directory listing, contact Rob
Tuffly at the address given on the Contents
page, call (213) 467-1111, or use IMC Email
REP-US. L L L)
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All photography by Elizabeth Annis

PRODUCTION VIEWPOINT

R-e/p(RalphJones): In the introduction
L to your book, Producing Hit Records,
you recall that your music career began

at the age of seven. What were your ear-
liest experiences in music?

Dennis Lambert: As a teen-ager, [
worked for about eight years in clubs,
hotels, and resorts all through the New
York area, performing standards, some
popular material, and some ethnic
material, because the audiences were
predominantly Jewish or Italian. I took
it very seriously, and I thought that, in
time, it would be my career.

Later [ signed with a production com-
pany that was owned and operated by a
group called the Tokens. They produced
the Chiffons, and had a label of their
own; at the time [ signed with them,
they were producing for Capitol in an
exclusive arrangement. They found
material for me, wrote some themselves,
and brought me into the studio. That
first experience of being in a recording
studio environment excited me.

But I was experiencing a problem
emotionally, because I was 13 or 14
years old, close to finishing high school,
and all of my contemporaries were into
the early pop music. New York was a
great launching market at that time. I
just found myself a little out of step with
the kind of music I was performing: in
my heart, I liked what I was hearing on
the radio, but I still had a great appreci-
ation for the other kind of music. It was
like a great push and pull inside me.

R-e/p (RJ): Nevertheless, that expe-

rience must have served as a great

background for a song writer, since you
i were learning the standards?

P d_ o Q’i‘ ? H " t DL:1 thinkhit serveg]me extrem]e]y well,

N P C because it has enabled me to live in a

r O ' U'GJQQ r OCSJ S‘O V e r ‘ ‘l S completely different world. I can relate

to, and talk about, the people who come

Interviewed by M®alambert and‘@al% Jg:ri"es ot thiat 62 a. e Nl e Eoah.

“‘_

l n his 20 years as a songwriter/producer, music business-veteran Dennis Lambert has forged a career
marked by a string of crossover hits, many of which have now become bona fide contemporary standards.
A published songwriter while still in high school, Lambert appears to have pursued music with a rare
singularity of purpose — first with his own independent production company, then as a staff producer/ wri-
ter for Mercury Records.

The ensuing years brought a long and fruitful partnership with co-writer Brian Potter, with whom
Lambert produced hits for the Four Tops (“Ain’t No Woman Like The One I Got”), (““Are You Man Enough”),
Player (“Baby Come Back”), Glen Campbell (“Rhinestone Cowboy”), Tavares (“She’s Gone’’), Santana
(“One Chain”), Hamilton, Joe Frank and Reynolds (“Don’t Pull Your Love”), and the Righteous Brothers
(“Rock and Roll Heaven”). The duo’s writing credits include work for Tony Orlando and Dawn, Sergio
Mendes and Brazil 77, the Fifth Dimension, the Oak Ridge Boys, the Grass Roots, and Survivor. In between
songwriting assignments, he also found time to write a “survival guide to the industry” titled Producing Hit
Records. In addition to numerous television and film composition credits, Lambert’s recent work includes
the Dennis Edwards’ hit album Don’t Look Any Further, and Nightshift by the Commodores. When we
caught up with Dennis Lambert at Music Grinder Studios, Hollywood, Nightshift had just gone Gold, and
the atmospheric, haunting title song was dominating the charts; a second single from the album, “Animal
Instincts,” was also moving up the charts. The busy writer-producer was once again in the studio with
Dennis Edwards working on a follow-up album to Don’t Look Any Further, with regular session engineer
Jeremy Smith.
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THE TASCAM MS-16: FOR THOSE WHO'VE HEARD IT ALL BEFORE.

We designed our new 1" 16-track especially
for the skeptics. Those who have heard all
the other 16 tracks. .. and all the other
claims. Hearing is believing, and the MS-16
delivers enough audio quality to convince
the most critical ears. But that's just part
of the storv. The fact is, the closer yau look
into the MS-16, the better it gets.

The MS-16's superlative performance
begins with our new micro-radii heads.
They virtually climinate*head bumps” and
ensure flair frequency response. Put this
together with direct-coupled amplifiers
throughout, plus ultra-quiet FETs, and you
get exceptional transient and low fre-
quency response with extremely low
distortion.

Unlike most tape machines, the record/
sync and playback heads on the MS-16 are
identical in performance, so you can make
critical EQ and processing decisions on
overdubs or punch-ins without having to

go back and listen a second time. You get
what you want sooner and with fewer
headaches.

Record/Function switches for each track
allow cffortless, one-button punch-ins.
Input Enable allows instant talkback dur-
ing rewinds. With the MS-16, you're free
to concentrate on the project at hand
rather than on your tape machine.

The MS-16 takes the grief out of locking
up with other audio and video machines
as well. The 38-pin standard SMPTE/EBU
interface affords speedy, single-cable con-
nection with most popular synchronizers
and editing systems. And the MS-16's new
Omega Drive transport stands up to con-
tinual shuttling while handling tape with
kid-glove kindness.

Take a closer look at the MS-16. See your
TASCAM dealer for a demo, or write us for
more information at 7733 Telegraph Road,
Montebello, CA 90640.

TASCAM THE SCIENCE OF BRINGING ART TO LIFE.

Copyright 1985 TEAC Corporation Of America

For additional information circie #27
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ngve you the kind of information
about professional audio products
you won'’t find in the brochures.

1 iands-on experience. First-

hand information. Our sales staff
does more than quote brochures.
Every one of us has extensive
hands-on experience with the
equipment we sell. And even
with equipment we do not sell.
We can answer your questions
about the differences and pro-
vide you with comparison infor-
mation you can get nowhere else.

More Professional Brands

We sell more brands of pro-
fessional consoles and tape
machines than any other dealer in
the western United States.

Call us for a list of the more

- than 200 brands of professional
audio equipment we sell.

Equipment Sales
Factary-"rained Service Technicians
Studis Dasign

B ,‘Ir[amm@
o UG0S

16055 Ventura Blvd., Suite 1001
Encino, California 91436
Phore (318) 995-4175 or (213) 276-1414
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DENNIS LAMBERT

rence, Eydie Gorme. Unfortunately,
they have to live that frustrated expe-
rience of: Why can’t they record any-
more? Why isthere nointerest? Where is
that audience? They know it’s out there,
or they wouldn’t be filling halls, clubs,
and theatres-in-the-round night after
night. But they can’t sell records or get
played.

Ontheother hand, I have that special
ability to go forward in the contempor-
ary music business, and yet understand
musically what I liked so much about
the old songs. And I try to infuse the
records I make with those musical
values.

That was the evolution of my first
experiences in recording. There was still
a modern kind of “Tin Pan Alley” then;
there were companies in New York that
were grooming and nurturing young
writers — all of the people that came out
of what is now Screen Gems Music,
which Don Kirschner owned. He and
others had these little cubbyholes full of
great talent: Carole King, Jerry Goffin,
Barry Mann, Cynthia Weil, Jeff Barry,
Ellie Greenwich — people who were
creating the body of pop-rock music in
the early Sixties. I just wanted to live
that existence. I couldn’t wait togetinto
one of those rooms and be told, “Don’t
come out until you have a hit song.”

By the time I was 16, I was signed to
Mercury Records as a staff A&R man.
And given great shots! I mean, I pro-
duced Jerry Lee Lewis; talk about an
intimidating first experience! But, actu-
ally, he was very cooperative. I even
wrote a song for him.

I was given opportunities very early
on, and was able to convert them
quickly. I had a hit song with Freddie
and the Dreamers: they were signed to
Phillipsin Europe, and I saw a clip from
a TV show that they did with a silly
little dance. So, I wrote *“Do The Fred-
die.” I never looked back after that. I
thought, “Who wants to goback tothose
hotels and sing for 50 bucks a show?”

R-e/p (Mel Lambert): Who were the pro-
ducers working at Mercury back in the
mid-Sixties?
DL: Quincy Jones was one of the senior
executives in the Mercury A&R depart-
ment in those early days. It was Quincy
and his counterpart, Shelby Singleton,
who were my first really strong suppor-
ters. They were the ones who gave me all
the opportunities. I did some black
material — which I felt was in my blood
— and then the next thing I knew they
were sending me to England, and I was
producing the Nashville Teens and
writing for Freddie and the Dreamers.
There was a club in Manhattan
known for its fantastic jazz-oriented
bands, and they had singers booked in
on aregular basis. [ wenttotheclub,one
of the last times I performed in that era,
and I did my four songs. I come off the
stage, and some English guys walk over

Bad,
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Room and microphone layout for Commodores and Dennis Edwards basic
tracks at Soundcastle Studios, Los Angeles. Producer: Dennis Lambert. Engi-
neer: Jeremy Smith. Second engineer: Paul Erickson. The equipment rack in the
controlroomincluded two AMS RMX-16 digital reverbs, Yamaha REV-1 reverb,
AMS DMX 15-80 delay/pitch shifter, Lexicon PCM-60 reverb, Roland SDE-3000
delay, dbx 160, 161 and 165 limiters, GML equalizers, EMT 250 reverb, Drawmer

and Valley People Kepex Il gates.

to me and they say, “You know, you're
very good.” And here I am disaffirming
that I do this: I didn’t want to perform
anymore!

Asitturned out, they were Don Arden,
Peter Grant, and a guy called Mark Wil-
dey. The three of them were partners at
the time, managing all of these English
acts: the Animals, the Small Faces, and
a host of others. The next day, two of
them came up to my office and I played
them some songs. A few months later, |
was over in England producing an act
for them. Suddenly, I'm in England, at
the thrust of the “Early Invasion.” It
was an incredible piece of fate.

R-e/p(RJ): Soit would be fair to say that
you took pretty much the same path as
the career plan outlined in your book:
moving from A&R to record production.
Do you see that same plan holding true
today? Would you change your advice to
beginning producers starting in the
mid-Eighties?

DL: It would be difficult to break into
the business the way I did, because that
era of A&R/producer has passed. But I
think many producers and songwriters
evolve today from playing live as musi-
cians. If you play on live dates, you’ll
learn how to relate to an audience: the
importance of song, timing, and all the
things that, in a way, also apply to the
production of records.

R-e/p (ML): You are quoted as saying,
and I'm paraphrasing: “The Song is
King.” Do you think that if a producer
doesn’t have a strong song sense, then
they don’t have what it takes to be a
producer these days?
DL: Ithink that’strue. A song sensecan
be acquired; just through the experience
of making records over a period of time,
sooner or later you have to become more
sensitive to the structure of songs. But I
recognize thatthere are many producers
today who are primarily engineer-
oriented: their strength is more in
sound. and helping to create the sound
for the artist. Consider Bob Clearmoun-
tain, for example . . . I don’t know
whether or not he gives Hall and Oates a
lot of song input. Or Hugh Padgham; I
don’t know what he tells Phil Collins
about the songs themselves. Perhaps
they do have strong instincts about
songs, but that isn’t where they live, so
,to speak.

I've worked with engineers who are
very musical, like Jeremy Smith. Jeremy
has always had the natural instinct to
know why a song felt great — or why it
didn’t. He isn’t always able totalk about
it the way I can, after my years of look-
ing at songs. But he knows what it is
about a song that is wrong, or why
something’s feeling labored.

R-e/p(RJ): In your list of recording and
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“It takes a certain dedication and commitment to cross a record over.
And it takes dollars to back up that commitment, because you’re
going to enter a whole different market. It means merchandising it at
the audience; working it at radio; creating a profile; building it.”
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production credits, I see two basic cate-
gories of artists. One is soul or R&B
artists — that’s the predominant one,
obuviously. And the otheris country: the
Oak Ridge Boys and Glen Campbell. All
your Grammy nominations were for the
song “Rhinestone Cowboy.” What, to
your mind, is the relationship between
the two categories?

DL: Well, I never really thought of
myself as being a country-oriented pro-
ducer or writer in the pure sense. [ don’t
know, first of all, if I’d be interested in
working with many country artists and,
secondarily, if I'd be able honestly to
know the territory. But Glen Campbell
had already been a pop crossover artist,
and had emerged as a major star, with
country as his roots. While evaluating
his past career and what I could do for
him, I didn’t feel that country, in a pure
sense, was a factor. The records that I
thought I could make with him would
relate more to his pop successes: the
Jimmy Webb songs that were stand-
ards, though they may have been
country-oriented.

I thought, “Well, he’s a great singer
who’s somewhat underestimated by
people, and he can make emotionally
honest records.I can help him do that by
finding some great songs.” Since he'’s
not a writer, I knew that my role would
be much more critical.

“Rhinestone Cowboy”, which I pro-
duced, just happened to be a perfect veh-
icle for Glen; ultimately, it’s become his
theme song. You dream about that with
an artist: that there could be one song so
powerful in its marriage to the artist
thatit’s their signature...like “Thanks
For The Memories” is for Bob Hope, but
in a modern sense.

The relationship between the song
and the artist — whether it’s Glen
Campbell, Player, or Santana — is
essentially thesame. It’s just a question
of the slight differences in mood, the
style of the production, and the edge in
the music.

When I record an artist who is “legit-
imately” black — Dennis Edwards, for
example — there’ll still be elements of
my pop sensibilities built into the pro-
duction style. That will be balanced by
his ultra-soulfulness: we meet some-
where in the middle. It creates a special
blending of everybody’s talent when I
get involved with them in that way.
They're black, on this side of the fence,
and I'm white, on the other side of the
fence.I wantvery much todolegitimate
work with them where they live, and
they want to live where I am. Some-
where, we wind up right on the fence.
When you do that, you win all around.

Sometimes I kind of chuckle to myself
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when people say, “Let’s go after Dennis
Lambert because he’s the Crossover
Guy.” When I think about it, the black
hits I've had, especially of late, have
been bigger black than pop. I mean,
Dennis Edwards’ “Don’t Look Any
Further” — you couldn’t have had a
bigger black record. But it didn’t cross
over: it was primarily a soul record! His
album was huge in that market —
number one.

The Commodores’ record, ‘“Night-
shift,” is a crossover smash, but it's
been number one black for four weeks
[mid-May]. So, itisn’t like “We sacrifice
something on the black side when he
works with us, but he crosses us over
onto the pop charts.”

R-e/p (ML): I still don’t really have a
- =

handleon what makesa typical “black”
record. Maybe because somebody decides
that thisisa black record, it will only be
played on black stations, and nobody
else will hear it. I find that a strange
attitude when you come across the
Commodores’ album, which I can see
Just about everybody appreciating.
DL: It’s like . . . in the grocery store,
“mainstream” products are in abun-
dance: there’s a lot of milk, but there are
not too many smoked oysters, for exam-
ple. Essentially, that’s what I see in
radio. There’s only so much black music
that mainstream pop radio will play.

Quincy Jones, in a speech to NARM a
few weeks ago, recommended to the
record merchandisers and manufactur-
ers that there should be no labels any-
more. | agree. It’s about time that we
went past that, because it is a commun-
ity of music. Period. The color doesn’t
matter if people like the song. I think it
would be wonderful if records were
judged purely on their own merits — on
all kinds of radio.

R-e/p(ML): And not thatthe label heads
and A&R people got together and said,

“Okay, we’ll allocate this amount of
money torecord thisartist,and this will
be a black hit,” because they know up
front it’s only going to sell to that
audience. There appears to be nobody
taking a chance and saying, “We know
we've got our costs covered in one
market, let’s tryitinother markets. Who
knows, it may be a breakout?” You're
leading the way in saying, “Let’s keep
all bets open, and see what the market
says.”

DL: Yeah, but no sooner does someone
say that, than there comes the response:
“Wait a second. If we eliminate black
music departments within record com-
panies, and we lose jobs, we lose status.
We lose a piece of what we’ve worked so
hard to get. Let’'s not be so quick to elim-
inate labels: we’ll be right back where
we were 20 years ago.”

R-e/p (ML): You were talking earlier
about taking Dennis Edwards and mov-
ing him over to the Top 40 market by
changing his production style. How did
you modify the method of recording and
production with Dennis?

DL: I don’t know if there was too much
of a difference in terms of the produc-
tion: it comes down more to the song.
There are certain kinds of songs that
you know will work in both markets the
moment you hear them. They’re just
that strong — they're irresistable.
“Lover Boy,” by Billy Ocean, is a good
example. That would have been a
smash for Dennis in the same way; it
would have crossed him over to pop.

R-e/p (RJ): Can you pick out specific
elements of such a song?

DL: It's hard to be very specific, because
it has to do with the fact that it feels
great, and it’s not overly ethnic — not
overly R&B. “Lover Boy” has a lot of
pop-rock approaches in its production.
It’s a fusion of soulful performance — in
the case of Billy Ocean’s reading of the
song — with a lot of rock qualities and
characteristics.

Sometimes, a song can be one that I
wouldn’t be so quick to say will cross
over. But it will anyway, because it’s
just irresistable. There was a record
some years ago by Evelyn Champagne
King, called “Shame” — it was her first
hit, and undeniably a very black, soulful
record. Butithad thatirresistabledrive;
pop radio played it, and audiences
bought it.

Although it didn’t cross over, Dennis’
record, “Don’t Look Any Further,” did
get played in major urban markets,
where the record was so big on the black
charts that Top 40 stations were forced
to play it. And where they played it, it
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DENNIS LAMBERT

was a huge hit. Sales were phenomenal
— the chart positions in those urban
markets were very respectable. In my
opinion — and, I think, the record com-
pany’s too — had they not waited so
long to make a thrust into the pop area
with that record, it would have crossed
and been a major hit. No matter who
heard that record, it pressed buttons.
And that’s all the song ever has to do.
It takes a certain dedication and
commitment to cross a record over. And
it takes dollars to back up that commit-
ment, because you're going to enter a
whole different market. It means mer-
chandizingit at the audience; working it
at radio; creating a profile; building it
—starting smaller. In some cases, they
make youdothat with black records. It’s
the easiest excuse: “Where’s the base for

the record? What have you done in
R&B?”

R-e/p(RJ): Doesn’t the cross over poten-
tial of a record depend to an extent on
the attitude of the tune, as it’s embodied
in the lyrical content?

DL: I think that factor does have a big
bearing. There are many hits that don’t
cross over — that the record companies
perhaps are not eventrying to cross over
— because there’s something in the
“essence’ of the lyric that just keeps
them in the R&B market, where they
really, truly belong. Sometimes it’s in
the musical content, as well. There's
always been a “‘funk” side to R&B,
something that I never really got into,
because I don’t see the real essence of a
song in a musical jam. Yet there are
some incredible soulful, black-oriented
“groove” records: what George Clinton
and the Gap Band do and, in some

THE CREATIVE STUDIO ENVIRONMENT

Dennis Lambert’s Equipment Selection for his Planned Facility

C urrently in its final planning <tages is a new 24-track studio that Dennis Lambert
intends to open later fhis year, What is his thinking behind the decision, we gqueried?

“Our basic concept for the studio,” he replies, “is this: a large control room equipped
with aboard that is very clean and simple, with insert points so that you can go right to tape
before you go through a whole bunch of group and bus amps, etc. Jeremy Smith and | are
looking for a board that sounds musical, and is very quiet. And one or mavbe two
hot-rodded tape machines.

“We plan to build a control room that's laid out in such a way that it will be obvious that
direct recordingwas thought abaout during the planning stages — maybe with all the inputs
in the rear wall where the synthesizer and drum machine setups are going ta be, and
everything hard-wired to the patch bay.

“We have bounced the concept af a lot of penple. We said: ‘What if this room could cost
$70 and hour?’ Everybody said, "Yeah, incredible!’ because they find it difficult to justify
spending $120 or $130and hour to do overdubs. There's nothing that’s priced in the middle:
no one has built a studio with that particular role in mind. We think there's a definite need
for it. We can probably keep the place husy enough on our own, but we will rent it out to
select people that we know.

“It will make the record companies happy, as well, because we'll charge less. If | spend
500 hours on session time for an album, I'm spending 350 of them doing overdubs, If you
save $30 to $50 an hour during overdubs, it's going to make a significant impact on the
budget. People have responded very positively to the concept.” . . continued overleaf —

Producer Dennis Lambert (left) with reqular session engineer Jeremy Smith at
the Trident TSM console in Music Grinder Studio, Hollywood.
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cases, what Sly Stone did.

R-e/p (RJ): Or James Brown.

DL: Certainly James Brown. But, as
time has gone on, groups like Midnight
Star have evolved. Primarily, their
records are black, dance-oriented
records. Usually, they don’t have much
of a strong song content. But when they
come up with “Freakazoid” or “Opera-
tor,” there’s something that’s just irre-
sistable in the song — however simple,
howevertied to anincessant groove and
highly electronic production — that
makes it work for pop.

R-e/p (RJ): This is a good time for cross
over, it seems to me, because a lot of
white artists have been co-opting black
rhythmic influences, and bringing in a
lot of stylistic elements from R&B.

DL: Absolutely. It’s more evident today
than it’s ever been. I think it’s at the
heart of what was the beginning of rock
and roll. Nobody would deny that, in the
Fifties, the earliest material that anyone
dared call rock and roll was a real blend-
ing of black and white. Some of the
artists were black, some were white, but
the music. .. you wouldn’t have known,
exactly.

So, it doesn’t surprise me that it’s
happening morenow.It’sjustthat there
was a period of the two forms moving
apart for about 15 years, and then the
lines re-intersected.

R-e/p (RJ): Let’s talk about production
techniques. As a singer yourself, how do
you deal with vocalists in the studio?
How much direction do you give?

DL: In the case of an artist whoisn’t as
involved in the building of the tracks
—who wants that done for him, and
doesn’t necessarily want, or need, to be
there — I'll put down a reference vocal. I
doit in the course of building a track. If
it's a live track, I may sing it while
they’re cutting the basics, so the band
has a feeling for what the song is all
about. It helps the vocalist in the end,
because they’ll take the track home —
both with that vocal, and without it.
They’ll be able to work with the track on
their own, and listen to how I think it
should be read; how it should feel.

Most of the artists that I’ve worked
with are particularly confident, strong
singers. Dennis Edwards, for example,
needsto be held back a little bit. He’s an
“oversinger;” he has a very powerful
voice, and tends to kill things. It comes
from his years in the Temptations,
when they did a lot of that black,
protest-oriented material. It was
ground-breaking music, but there was a
lot of shouting, and not enough singing.
Yet from working with him, I know
Dennis has a great voice!

I made him analyze a few records, and
pointed out how many performances by
great artists — artists who you know
have the macho stuff and the power —
are undersung. You may see them live,
kicking ass, but you would never get
away with that on record. The key is

...continued on page 41 —
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CHRISTINE McVIE ON FOSTEX

Christine is a singer, songwriter and, of course, a member of Fleetwood Mac.

“As a singer/songuwriter,
I hadn’t previously known
a lot about recording
techniques and studio
technology. So my
newfound relationship with
my Fostex B-16 will teach
me a most important
dimension of a musician’s
career — engineering.

““Not that I'm becoming a
studio engineer. Fostex is
relatively simple to use; for
me, having this equipment
at home enables me to
produce really superior
demos. The sound quality is
comparable to many
24-track studios.

FOSIEX

PERSONAL MULTITRACK

FOSTEX CORPORATION OF AMERICA
15431 Blackburn Ave., Norwalk, CA 90650
(213) 921-1112

“If I record something I'm
really sausfied with, I then
have the option of
transferring tracks to a
24-track machine, and
continuing.

“‘Fostex is wonderful for
experimenting with ideas
quickly, and under my own
roof. "’

For additional information circie #30
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DENNIS LAMBERT

that you just don’t notice the undersing-
ing on thetrack, because you're not pay-
ing that kind of attention to the perfor-
manceon arecord. What youare paying
attention to is the fact that the record is
feeling great: it’s a hit, it works, you dig
it...and, as a producer, you're jealous.
But take a look at it, and you’ll see that
it’s very controlled.

R-e/p (ML): Often it’s the case of the
person who’s listening to the song pro-
viding that withheld energy; it gives
them a rapport with the song. But, if the
energy is all there and you're simply
passively absorbing it, it’s an uninvolv-
ing process.

DL: That’s right. You're not leaving
any room for your audience to feel any-
thing. Dennis saw what I meant: he def-
initely feels that I’ve held him back a
little, and not let him oversing. I’'m mak-
ing him sing more — I'm keeping the
keys down, keeping him within his
range. I also let him go, of course,
because that’s part of what he does so
well. But I wait until the right moments.

R-e/p (RJ): That approach should also
help to cross him over?

DL: Exactly. I don’t think you can over-
sell that “heavy soul” to a broad, main-
stream audience. Yet they’ll take it in
small doses.

R-e/p (RJ): In a situation like that,

where you are building a track, do you
work with vocal composites?

DL: If an artist is real prepared, and I
can sense that they're performance-
oriented, I'll let them go onto three or
four tracks, top-to-bottom. But I'm not
going to get everything I want in every
case. They could give me 20 performan-
ces, and I could end up feeling that
maybe there's one line that I can’t find
on any one of them.

Dennis Edwards, for example, tends
to sing things a little differently every
time. When you warit to join the 5th line
to the 6th line, he’s maybe phrased the
5thline a little differently, and it will no
longer bounce in. So, I tend to find a
performance that I like most of all, and
work with that until I'm really satisfied
with it. That way I know there’s not
going to be this ridiculous, comping

THE CREATIVE ENVIRONMENT — continued . . .

What are you considering in the way of recording equipment for the new facility?

“We've been looking very closely at the latest Neotek console, the Elite. It’s a very good
board: very clean, and well built. I think it’s been laid out very intelligently; Jeremy was very
impressed with it, as well. We've taken modules to the studio we’ve been working in, and
tested them to see how clean they sound, and how they sound next to other consoles. It's a
very ‘musical’ board — the EQ, especially, is like a vintage Trident A-range console, but
without all the problems that people have associated with them over the years. Andit’s like
a Neve in the simplicity of the signal flow. Jeremy has never been a great fan of a
complicated signal flow. As for automation, he doesn’t like VCA-based systems.

“Pve never liked VCA systems, either, but the Neotek is available with Massenberg GML
[moving-fader] automation; if we buy the board, we'll buy it like that. Jeremy has used the
GML system, and he said it was incredible. It's instantly updatable, and everymixyoudois
merged: you do something, stop the tape, and what you did is now on that mix. So, that’s
the package we’re looking at.

“To handle the acoustic design, we recently met with Ron Baumer and George Augs-
purger. Baumer is primarily a builder — he’s done Soundcastle, and a few other places.
Wherever we wind up locating the studio, and several possibilities are still being consi-
dered, we would probably use the two of them.

“Regarding a multitrack for the studio — and we're talking about analog for the moment
— I'think we’ll wind up with MCI; overall, they're real good ‘work-horse’ machines. They
sound pretty good, and they can be hot-rodded. We're going to check out the Otari
MTR-90 as well.

“We have looked at an analog two-track, which we’re still waiting to get to try out.
There's anew professional two-track made by Nagra — the T-Audio — which is supposed
to be unbelievable. The specs on it are amazing, and they have their own Nagra Master
Curve, which is very close to digital in terms of the signal-to-noise ratio. The machine is
available only with quarter-inch heads, but their specs for 15 ips exceed most 30-ips
half-inch machines! And it's also available with 30 ips. It costs almost $10,000: it’s got to be
pretty great!

“Jeremy just bought an Eagle amplifier, which we have tried out with our Tannoys. It was
unbelievable what we heard on our reference tape. You just never heard anything so
transparent. That’s the kind of hardware we're looking to use in this new studio. .000
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nightmare. It's the easiest, quickest way
for me to doit, and it makes me confront
decision-making every step of the way. I
think you have to make decisions, or the
production process becomes never-
ending!

If you have 12 or 14 tracks of vocal, it
can take two days to make a comp. In
the end, the master vocal may not be
any better than it would have been if, in
three or four hours, the producer, the
artist and the engineer said, “Let’s get
this right now on the track. Let’s just
go.” I don't wind up with more than
three or four tracks of vocal, and gener-
ally I'll have one master lead vocal.
Maybe I've kept a safety if we’ve done it
a few times, in case something goes
wrong. If I do have multiple tracks,
they’re the doubles and the highlight
sections — the little two-part harmony
things.

R-e/p (RJ): You've said that when you
write for one of your artists, you'll set up
the bottom of the tune first to get a solid
feel, and then build on that. When you
bring that song to the studio, do you
tend to hold to the feel that you've estab-
lished while writing? How much input
do you take from the artist concerning
the feel when you move into the studio?
DL: Any input that they want to give
me; anything I think is logical and
meaningful. Sometimes, because of my
lack of time, my demo is rather bare-
bones and I have toindulge them — and
they havetoindulge me —in imagining
where it was going to go, even though I
didn’t have time to take it there. That’s
harder to sell to anybody these days.
The artist wants to hear something
representative of what the song reallyis
going tobe, unlessit’s asonginthe pure
sense: what would you have to do to
“One More Night” as a demo? Piano
and voice: ifthey don’t getit, then it’s on
to something else. But with songs like
“Nightshift,” for example, if the demo
didn’t capture something of what the
record would be, it would be hard to
expect an artist to react to it.

R-e/p(ML): What was on the song demo
for “Nightshift?”

DL: It wasn’t actually demo’ed in any
complete sense. That song was a real
evolution. Walter ‘“Clyde” Orange
[Commodores’ drummer and vocalist]
played me a bunch of songs on different
occasions, none of which were really
complete: they were ideas, “grooves” . ..
little snatches of music. The feeling of
“Nightshift” was in one of these tapes
— the essence of the groove. It was a
demo that Walter had done in his home
studio: there was no song yet — just a
feel. ButI loved it.

At that point, the guys were anxious
to get their own tunes developed to the
point where I, as their producer, would
say, ‘I love this: let’s cut this.” I had
made a commitment to myself that I
would not cave under any pressure from
the group, if that came about; I just




We did it right.

It's no surprise that when the key
engineers of our PZM® microphone
technology set their sights on com-
bining the benefits of the boundary
effect with unidirectionality, the fruits
of their efforts would be nothing less
than superior.

After all, Crown has been leading
the way in boundary technology
longer than anyone in th2 industry.
And, like the PZM project, our com-
mitment to developing the
“premiere’’ unidirectional, surface-
mounted microphone rings true.

Introducing the PCC™ 160 Phase
Coherent Cardioid™ from Crown.

Designed for easy mounting on a
boundary surface, the PCC-160
utilizes a subminiature supercardioid
mic capsule to create a directional
pattern which improves gain-before-
feedback, reduces unwanted room
noise and rejects sounds from the
rear.

For stage reinforcement, podiums
news desks, or for hiding in sets,
the PCC-160 offers superior
performance.

And because the microphone is
mounted on a boundary, direct anc
reflected sounds arrive at the
diaphragm in-phase. The
result...wide, smooth frequency
response free of tonal coloration or
unnatural sound which can occur
with conventional microphones.

Self-contained electronics
eliminate the need for a sometimss
awkward in-line preamp box. The
PCC-160 can be powered directly
from the console or other remote
power source. Or if battery power is
convenient, a battery supply unit
can be inserted anywhere in the
mike line...right up to the console or
mixer

For maximum flexibility. the

PCC-160 features an exclusive
three-way ‘‘bass tilt”’ switch which
allows you to tailor, up or down, the
low-end response for special ap-
plications or unusual boundary
sizes.

Due to its low profile and *'go
away gray' finish, the PCC-160
microphone becomes nearly invisible
in use. making it ideal for the stage,
newsroom or lectern top.

But beneath its cloak of dark gray.
the PCC-160 is protected by a
heavy-gauge, all-steel body, tough
enoug” to stand up to even the
most severe abuse.

The PCC-1€0. A microphone
meeting the needs of today’s sound
professional with today's most ad-
vanced technology.

We did it right.

Call or write for more information
and complete specifications.

(»)crown.

Crown International, 1718 W. Mishawaka Rd., Elkhart, IN 45517 (219) 294-8000

For additional information circle #32
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DENNIS LAMBERT

wouldn’t give in and do anything I
didn’t believe in. So, I kept making sug-
gestions about how they could improve
these tunes they were playing for me,
because I just didn’t feel that I would be
doing my job if I cut things that didn’t
knock me out.

When Walter played the “Nightshift”
groove for me, I said that I loved the
essence of what was on that tape, and I
developed it into a full song along with
Franne Golde. There’s another thing
that I would give Walter credit for,
besides the essence of the groove: he
wanted todoa tribute to Marvin Gaye. |
didn’t necessarily knowif I wanted todo
that: it’s not automatically “safe.”

R-e/p(RJ): A tribute to somebody of his
stature could end up being anything
from great to embarrassing?

DL: Right! Walter also had one line,
which was [sings]: “Marvin, he was a
friend of mine.” I justloved the way that
felt on that little groove, and I loved the
fact that it made it so intimate — so
personal. So I said, “Well, Jackie Wilson
died this year, and he was really a
legend in his own right. Why not do a
song about both of them?” The band
said that would be cool, and that was the
last time Clyde saw the songin the form
he had given me.

I think I get as much input on the
song’s direction from the primary
arranger as I do from the artist. On
“Nightshift,” it was Peter Wolf, who is
an incredibly talented musician, pro-
grammer, and synthesizer player — the
whole works in one guy. He had a lot of
influence on “Nightshift,” in the way
that it felt. It was his idea to use a fret-
less bass for the body of the sound,
because of the mood that we wanted.

R-e/p (ML): Given the number of asso-
ciate producer/arranger credits on your
recent albums, it sounds like a fertile
process in the studio, with a lot of input
being taken by you from various people.
But you are obviously the guy at the top
ofallthis, who has to oversee how it’s all
coming together. How do you pull
together the diverse elements?

DL: I find that for every track you have
tohave a musical leader on the line, so to
speak.I can be kind of a general back at
headquarters, but you need that line
guy; Robbie| Buchanan] and Peter serve
that function. So does Paul Jackson
Jnr., another giant talent.

I'love Robbie and Peter for what each
of them does. First of all, they’re both
musicians par excellence. They’re both
fast, in terms of getting a sound that’s
right, and coming up with a part that’s
not pre-arranged. In both their cases,
we'’re talking about very extensive set-
ups: eight or 10 synthesizers, most of
them MIDI'ed. But it’s not for their
speed that I use them; I use them for
their abilities. 1 try to pick the songs
thatIthink each one would have the feel
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“In understanding a song, the

mood and the content of the

lyric, you get a lot of ideas

about‘colors’ ofthe sound and
the parts.”

for, though they honestly can do
anything.

I'm a believer in giving credit where
it'sdue, and I feel that, for the effort that
they put in, they should get credit for
what they contribute to the production.
What’s the expression ... “Success has a
thousand fathers, and failure’s an
orphan.” It’s easy to claim all the credit
yourself, because if you fail, you get the
blame. But I know that’s rot the way
records are made. When I hear Night-
shift, I'll never forget the moments
when those decisions, some of which
were Peter’s or Jeremy’s, came down.

Many people have said that what gets
to them about Nightshift is the “sound”
of it. Now, do they mean from an engi-
neer’s point of view? Orisit the sound of
the bass, the air, the mood, the trans-
parency? We could each say, in our own
way, that we're responsible for it.

R-e/p(ML): Few producers might be wil-
ling toacknowledge that fact —possibly
because they forget about it, or maybe
because they like to be in the spotlight?
DL: I thoroughly believe that making
an album is a collaborative effort. Years
ago, when I did records that were pre-
dominantly live rhythm sections and
overdubbed horns and strings, I never
got close enough to any one guy to say
that his contribution was so special. But
these days, when you work with some-
one like Peter or Robbie or Paul, there
are times when you're building a track
from the ground up, and they’ve played
and programmed every single instru-
ment. Maybe you wind up with live per-
cussion, but that’s the only thing they
didn’t play. “Nightshift” happens to
have a live drummer, and there’s per-
cussion and guitar. But every other
note, every pad and effect, was Peter.
There are tracks on Dennis’ new album
that are all Peter. Same with Robbie.

s aaat Ae bl

R-e/p(RJ): It would be difficult for me to
believe that Nightshift was a collabora-
tion among too many people, because
thealbumissoartfully shaped. It’s hard
to see how you could arrive at that
degree of control and taste by commit-
tee, so to speak.

DL: That’s true. The Commodores had
a certain amount of input on Nightshift
but, candidly, it was less than they
might have had on their past albums.
They didn’t play that much on this last
album, and that was by choice. They
didn’t feel they should, and they weren’t
prepared: they simply couldn’t spend
four weeks in a rehearsal studio; it was
too much to take on. They opted for
going for the best modern players, with
me calling the shots. They didn’t want
to be involved in all of the tracking,
because they felt it would hold it back,
and I think they were right.

After all, recording in 1985 is not like
recording even in 1982. A little bit of the
modern technology around today had
kind of passed them by while the band
was regrouping [after Lionel Richie
went solo). They saw the AMS gear
lined up in the outboard rack, and they
couldn’t believe it. We were sampling
drums: we’d have a guy come in, but we
wouldn’t use him playing — we’'d just
sample his kit. Then we’d have the track
programmed on a Linn, and we'd
replace the machine bass drum or snare
with sampled sounds.

It took the making of this album for
the band to embrace the new technol-
ogy. They made Goodman’s open
another store, they bought so much
stuff! I'd get a call from Clyde at 2:00
AM: “Uh, Dennis? I got it coming from
the trigger out...” He's making a demo
while he's figuring out how to work all
this synthesizer hardware! But I think
that the knowledge he picked up is
really going to serve them well as artists
and writers.

R-e/p (ML): How is the band going to
play all this complex material from
Nightshift when they tour?

DL: They're working it up, and it
sounds good. They've got three key-
board players, and when you break it
down, the material is pretty simple to
play live.

R-e/p (RJ): Which is one of the things
that really struck me about “Night-
shift”. By and large, the parts are very
simple, but they're done very elegantly.
Everything fits in its place very beauti-
fully, particularly on the title track.
DL: Yeah. I wish there was something
elseonthe album that made me feel that
good, so we could pull another smash
single.

R-e/p (ML): “Animal Instinct” has a

good, strong hook: it bounces out at you

and, wham, it's off. And thereareothers

... but after “Nightshift,” you want to

lift the needle and recover!

DL: That's they way I feel, I must
... continued overleaf —
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AURATONE

Quality in equals Quality out!

QUALITY SOUND MONITORS

T6 Sub-Compact Two-Way
Near tield control room
Quxiliary monitor for mixdown
reference, broadcast monitor.
rasidential high tidelity system,
and commercial sound
distribution where space is
limited. 6%2” (165 mm)
polypropylene conejwooter
with foam suspension; 1” (25
mm) softidome tweeter with
terrofluid voice coil coolant;

8 ohms impedance; 80 watts
program power handling;
Anechoic frequency response:
60-20,000 Hz + 3 dB; Sensitivity: 88
dB AW/ 1M; HWD: 14%,2" x 9%2"
x 10" (36.8 x 24.1 x 25.4 cm);
Approximate shipping
weight: 36 Ibs (16.3 k) pair

RC66 Road Cube Two-Way

Mobile and tield recording and broadcast
reference monitors, performer’s or musician’s
monitors, small auditorium public address
systems. Two 6% (165 mm) polypropylene
cone woofers with foam suspension. 1%"” (34
mm) soft dome midrange-tweeter; 8 ohms
impedance; 100 watts program power
handling; Anechoic frequency response:
55-18.000 Hz 2% dB; Sensitivity: 90 dB, 1W/1M;
HWEC: 24%” x 144" x 14’4 (62.2 x 37.8 x 37.8
cm) closed; Approximate shipping weight:
70 Ibs. (31.8 kg) set

15 Ultra-Compact Two-Way
Neutral response smal

system reference monitor,

A & R demonstration speaker,
high quality extension

speaker system for home and
commercial applications.
5% (133 mm) polypropylene
cone woofer with foam
suspension; 1 (25 mm)

soft dome tweeter with
terrofluid voice coil coolant;
8 ohms impedance;

40 watts program power
handling: Anechoic
frequency response:
90-20.000Hz + 3% dB;
Sensitivity: 87 dB AW/M;
HWD: 10%: x7 x 7%

(26.7 x17.8 x18.7 cm);
Approximate shipping
weight: 20 lbs (9.1 kg) pair.
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QCé6é6 Quality Control Three-Way

Control room and mobile recording reference
monitor. studio playback. mastering monitor,
residential and commercial sound systems
Two 6% (165 mm) polypropylene cone
woofters with rubber suspensions; 1% " (34 mm)
soft dome midrange-tweeter; 3/4” (19 mm)
polyamide fiber dome super-tweeter; 8 ohms
impedance; 100 watts program power
handling; Anechoic frequency response:
50-20,000 Hz +2 dB; Sensitivity: 90 dB W/ 1M;
HWD: 13%:." x 162" x 122" (34.3 x 41.9x 31.8
cm); Approximate shipping weight 35 lbs

166 Compact Two-Way

Near tield control room reference and
mixdown monitor, broadcast monitor, sound
reinforcement and sound distribution system
tor small and midsize auditoriums, churches,
classrooms, performer’s or musician’s monitor
Two 6% " (165 mm) polypropylene cone
woofers with foam suspension, 1% " (34 mm)
soft dome midrange-tweeter; 8 ohms
impedance; 100 watts program power
handling; Anechoic frequency response:
55-18,000 Hz + 2% dB; Sensitivity: 90 dB, TW/1M;
HWD: 12" x 18" x 12%2" (30.5x 45.7 x 31.8 cm);
Approximate shipping weight: 33 1bs.

(15.9 kg) each

* WOOFERS. Modified polypropylene cones. Low mass,
optimum stiffness, internally damped. Minimal coloration or
audible distortion. Environmentally stable.

* MIDRANGE/TWEETERS. Impregnated fabric dome. Massive
magnet structures. Wide dispersion. Exceptionally smooth
frequency response. Powerful impulse response.

o TWEETERS. Viscous damped soft dome. Ferrofluid in voice ccil
gap. Minimized coloration and secondary resonances. High

power handling.
For additionai information circle #33

(15 kg) each

e SUPER-TWEETERS. Shielded 19 mm hard polyamide fiber
dome. Extends three-way system power response beyond
25,000 Hz with especially low harmonic distortion.

o CROSSOVERS. Close tolerance polyester capacitors. Air core
chokes. Fiberglass printed circuit boards. Controlled blending
of drivers. Consistent quality.

e ENCLOSURES. Low resonance Super-Acousticwood™ Walnut
or black vinyl finish. Minimum diffraction baffles. Matched
left /right pairs. Exceptional stereo imaging.

For more information, including George Augspurger's comments, see your dealer, phone (619) 297-2820, or write Dept. QSM-N
AURATONE CORPORATION ¢ P.O. BOX 698 « CORONADO ¢ CALIFORNIA 92148 « US.A.



DENNIS LAMBERT

admit. “Nightshift” makes me feel
really good, and it did from the moment
we cut it. I thought: This is really going
to be a special record. I've been leaning
that way more and more; I've been try-
ing to be a little bolder in the produc-
tions and the style of the playing. I want
to take chances.

R-e/p(ML): Maybe you can now, because
you have a proven track record. I guess
producers these days have to be aware
of what the record labels allow them to
do. You have to have a certain amount
of clout with the label before you can
break new ground.

DL: Yes, I think that’s the case. I mean,
I get to do what I want: I either hang
myself, or | do some good stuff. Now I'm
a little older, it’s that much more sweet
to be successful again when I have had
such along run. ButI feel that I oweit to
myself and the artists to be a little more
risk-oriented.

It was a wonderful thing to be work-
ing on Nightshift. There were some
doubters, you know — little hints of,
“It’s not that commercial.” But I said,
“But it feels great! Listen to it!”’ It paid
off, because the public loves it. When I
brought the first four tracks in to the
Motown offices, Steve Barri — the head
of A&R — called me up in the studio
about an hour later and said, “‘Night-
shift’ is amazing!” It was instant. You
dream aboutthat. Ifit's right, people get
the message.

R-e/p (RJ): I think that an important
part of why that tune works is that you
have so many years of writing under
your belt. You have a strong sense of
form and content, and of the relation
between the two. What do you do in pro-
duction to strengthen the form of a song,
and support the content of the lyric?
DL: Tough question. Every song is dif-
ferent in what it suggests. In under-
standing a song, the mood and the con-
tent of the lyric, you get a lot of ideas
about the “colors” of the sound and the
parts. With “Nightshift,” I wanted to
create a track that had a certain eerie-
ness and mood, a certain kind of float.
That tune took exactly the shape that I
had envisioned for it: maybe it was like
a shared vision.

Yousay to yourengineer, “I want this
kind of feeling,” and sometimes you get
exactly that and sometimes you don’t.
It’s not the engineer’s fault: it’s a ques-
tion of what the part is, what’s playing
the part, how it’s relating, the key, the
song, and so on. So many factors keep
you constantly adjusting and comprom-
ising. Nowadays, if it's not working, I
say, “This isn’t right. We've got to start
over.”

Productions today are so electronic.
Practically everything isrecorded direct,
and the need to create ambience and
space i8 much greater than it used to be.
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On “Nightshift,” we recorded drums,
vocals and percussion live, and nothing
else — maybeoneguitar part. The restis
all direct. The tendency is to add
ambience and, at the same time, add a
sense of musicality to what is otherwise
artificial-sounding. I don’t want to end
up with records that are so full of effects
that there’s not much heart left. That, to
me, is a great danger.

R-e/p(ML): The effects you use are con-
sistent: there Is a consistency in your
distant snare sound, for example, and
where you place it in the overall sound
tapestry.
DL: I want a certain consistency, but I
don’t want the same snare sound on
every track. I use quite a bit of electronic
drums, butI try to usereal soundsrather
than the obvious electronic ones, par-
ticularly with percussion. I'll take Pau-
linho DaCosta over a machine any day!
I think our texturing and layering
comes from the way we useecho, and the
mix — the blending of individual ele-
ments. We love echo.

R-e/p (ML): What album projects are
you planning next?

DL: I'm going up to San Francisco to
executive-produce the Jefferson Star-
ship’s next album, a gig that came about
by way of the growing relationship that
Jeremy and I have with Peter Wolf, who
wrote their last hit single, “No Way
Out.” Atonetime Peter wasin the band,
just for touring, and he played on their
last two albums. When the group took
note of what we’ve been doing together,
they asked Peter if he would be inter-
ested in producing their next album
with someone. He talked to me about it,
and we agreed that I would oversee it:
I'll be concerned primarily with the
material and the vocals.

R-e/p (RJ): Your song sense, it seems to
me, could be a very good contribution to
that band. If there’s one criticism I've
had about Starship, it’s that their mate-
rial has been somewhat weak on pre-
vious projects.

DL: I agree. Hopefully, I'll write some
songs with them, and Peter is going to
write for them. My jobis to see that they
cut songs that are going to fit together
well. I want to make it a terrific album.
If I hear them cutting any material that
I think is wrong for them, they’re going
to hear about it from me. The nice thing
is that I can be the heavy: I won’t be
around that much to catch the flack!

R-e/p (RJ): Do you hcve an angle on
where you're going to lead the band on
this new album?

DL: Yes,in a broad sense. You'd have to
describe it as “power-pop” material.
There’s no one act that you could com-
pare it to exactly — maybe Journey, or
Foreigner; that kind of energy.I’d like to
find a way to showcase Grace [Slick]}
with the right songs. “Somebody To
Love” was a great song, and she was at
the heart of it.

R-e/p (RJ): From the way you describe
the work that you've already done,
would it be correct tosay that you prefer
the lyric to say something that you can
believe in, and that feels right
emotionally?

DL: Oh, yeah, I try for that all the time.
I'm very proud of “Don’t Look Any
Further,” because the song is believable
to people, and is emotionally strong.
“Baby Come Back”: what stronger and
simpler emotion can you express in a
songthan admitting, as a man, that you
were wrong, and telling a woman,
“Come back, I can’t go on?” I want the
experience of a record to mean some-
thing more than just another song.

R-e/p(RJ): You've been involved by and
large with helping seasoned profes-
sionals strike out in a new direction,
often resurrecting careers that are on
the decline. Do you plan to continue in
that role?

DL: It's true that I’ve been involved
with artists who, in many cases, have
had their day, and who I just refused to
think were over the hill. None of these
acts were ever ‘“snob-appeal”’ acts.
Nobody thought, “Isn’t it hip to be
involved with the Four Tops, Tavares,
or Glen Campbell?” It wasn'’t like say-
ing, “We've got Lone Justice.” I knew
thatl was going to pay a price for choos-
ing to go this way. But that’s my vaude-
ville roots: I'm a song guy.

I like the challenge, and I like the
underdog.I’ve always seemed to be able
to tell who can make it with the right
material. I tried to get Tina Turner a few
years ago: she’s one artist, among oth-
ers, that I've always loved. I talked to
Roger Davies, and we almost had a deal.
But the label where I knew I could make
thedeal,if anywhere, wasn’t interested.
They told me, “We don’t think she could
happen.” That was as honest as they
could be; they didn’t want to know.

I’ve just never believed that you could
hold back great talent, given the right
songs and the support of the record
company. I still believe that.

R-e/p (RJ): Carving this creative niche
for yourself, does it make any sense for
you to try working with a new artist?
DL: Yes, I'd like to. I’ve always known
thatit’s more attractive to me, in certain
ways, to work with someone who's
established, because it’s easier to plug
into theirimage and make changes. But
new artists are the future of the busi-
ness, so I've never looked away from
that. I’ve just never found someone who
knocked me out, other than Player when
they first came to me.

But I've been contacted by two differ-
ent British companies to evaluate new
artists, and I think I'm going to do one of
them. His name is Chris Sutton, and
he’s quite an amazing songwriter and
singer. Maybe I'll finally get some new
recognition outside of the United States
from the success of Nightshift, and find
myself being offered more interesting
artists with a wider musical style. mmm
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You se2, it's the second time we've expanded In fact, the expanded Lexicon 200 offers more
our popular model 200 with new programs for capability and flexibility at its moderate pr
stereo reverberation and room simulation than other digital reverbs at any price. It gives
Now there are six, including an imaginative yot all the sounds the others can. Plus some-
inverse room program that just might help thing they cannot: renowned Lexicon quality.

create your next hit. There's even an exclusive For sound that’s big. Exciting. Precise

program that lets you split the 200 into a pair For full details, contact us. Lexicon Inc., 60

S TeyooDe Tutner Street, Waltham, MA 02154, USA

You can quickly and simply select any of 54 {617) 891-6790. Telex: 923468. Lexicon Interna
preset program variations by pushbutton con- tional, Althardstrasse 238, 8105 Regensdorf
trol. Ox if you wish, you can create and store Switzerland. Telex: 53222

your own variations for instant recall — with

. . Let's create your next hit together
an infinite number of possibilities. y 9
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LIVE-PERFORMANCE SOUND

All photography by David Scheirman

HUEY LEWIS
AND THE NEWS

SOUND ON STAGE
USING THE POWER
PHYSICS FLOWN
SPEAKER SYSTEM

by David Scheirman

any of this country’s major
sound reinforcement firms
broke into serious national

concert touring work by having a
previously-existing service relation-
ship with a regional act that achieved
nationwide commercial success. When
a touring act achieves notoriety, and
realizes a general market acceptance
for its product, consistent sound and
lighting systems are one of the first
things to be figured into the tour

| budget. In this manner, regional sound

companies may also find themselves
catapulted into the national spotlight.

This article takes the form of report
on one such relationship between a
touring band and the sound company
that serves it. 1984 was a breakout
year for Huey Lewis and the News, a
San Francisco Bay-area based re-
cording act that dominated the pop
airwaves with selections from the
group’s album, Sports. Sound On
Stage of Brisbane, CA, has provided
rental sound system services for Huey
and the group since their formative
nightclub years.

Sound On Stage has been in exist-

ence as a touring concert-sound sys-
tem rental and design firm for nearly
a decade. Company co-owner dJerry
Pfeffer graduated from college with a
degree in communications, but live
concert sound held a greater interest
than did broadcasting.

The steadily growing firm has re-
cently been sending touring systems
across the country with such acts as
Night Ranger, Luther Vandross, and
Huey Lewis and the News. Beginning
in mid-1984, Sound On Stage supplied
Huey with its newly-designed Power
Physics™ gspeaker system, specifi-
cally designed for flying in arena
situations. The unique modular loud-
speaker enclosures are part of an
overallintegrated sound system pack-
age designed to serve today’s con-
temporary live musical events.

Power Physics Speaker System

The Power Physics system is con-
structed of bass, mid-bass and mid/
high cabinets. The identically-sized
enclosures are trapezoidal in shape,
to enable the easy construction of
hanging arrays, and more closely ap-

proximate a point-source array with
each cluster of cabinets. Each box is
48inches wide, 18inches high, and 37
inches deep. A stack of five boxes
weighs approximately 800 pounds
(two bass, two mid-bass, and a horn
box). The system is designed so that
theboxes may bestacked into columns
in any desired order, depending on
the coupling required in a particular
frequency band. The bass and mid-
bass cabinets are horn-loaded, and
three different versions of the horn
(mid/high) box exist (Figure 1).

The bass cabinet, known as a CS-
15, contains a single Gauss 15-inch
Model 5642 loudspeaker. Conceived
by Pfeffer and engineer Chris Lovett,
the CS-15 design was finalized and
developed by audio designer Charles
Stevenson.

“When designing any speaker sys-
tem, there will be a few trade-offs to
keep in mind,” advises Lovett. ‘“The
desired size and shape of the cabinet,
the truck pack, the sound quality and
sound pressure levels necessary . . . it
all must be taken into account.

“I feel that Charles Stevenson’s




AN AUDIO TAPE MACHINE
FOR BOTH SIDES OF YOUR MIND

Whether vou're an engineer, an artist, or both,
Otari's MTR-90 will satisfv vour most

demanding ideas of what a multi-chan
nel recorder should he

Once vou, the engineer,
have put its servo-
controlled and pinchroller .
less tape guidance svstem ~/‘/
through its paces. no other

will do. And when the artist - see,
in you experiences the | -
MTR-90's sound, you'll know

its superlative electronic specifications will
never compromise vour recordings. And when
the both of vou need total session control, the
MTR-901s equipped with a full-function remote
and an optional autolocator.

Post-Production professionals will quickly dis
cover that the MTR-90, when equipped with
Otari's new EC-101 chase synchronizer, is ab
solutely the finest performing tape recorder m
the world—nothing else even comes close

And, of course, you're a businessman, so vou'll
appreciate that the “90" is also the best
bottom-line decision ... because it delivers
performance without extravagance. From
Otari: The Technology You Can Trust.

Contact vour nearest Otari dealer for a demon:
stration, or call: Otari Corporation, 2 Davis
Drive, Belmont, CA 94002, (415) 592-8311
Telex: 910-376-4890
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SOUND ON STAGE
WITH HUEY LEWIS

bass box design is brilliant. The effi-
ciency is around 30%. There seems to
have been somewhat of a bias to over-
come in this industry against horn-
loaded bass cabinets — perhaps be-
cause of some of the strange bins that
have gone before. But this box gives
us exactly what we wanted.”

The mid-bass cabinet houses a pair
of JBL 10-inch K110 loudspeakers,
each contained within a deep horn-
loaded chamber. A vertical cabinet
structural support and phasing wall
separates the two chambers.

The three different versions of the
mid/high cabinet offer a variety of
horn configurations for desired cov-
erage patterns. A box known as the
“Twin” holds two Harbinger Model
1208 conical exponential horns with
JBL Model 2441 drivers. Four JBL
Model 2402 tweeters are alsoincluded.
The “Shin” cabinet holds two Har-
binger Model 1207 radial horns, and
is intended for short-throw applica-
tions. Again, four JBL Model 2402
tweeters are included.

A long-throw horn box, known as
the “Hurler,” is also available. It con-
tains a single large double-driver,
long-throw radial horn designed by
Mark Wayne, and is driven by a pair
of JBL Model 2441 compression dri-
vers.

Assembling the Arrays

The loudspeaker enclosures are
trucked to each performance site as
pre-assembled stacks of five cabinets.
A sturdy metal dolly enables the stack
to be moved directly from the truck to
the stage area (Figure 2). Additional
cabinets are carried separately for
smaller stage-level stacks, when ne-
cessary. Each individual box is
equipped with a pair of wheelsand an
integral grip handle for ease of trans-
port by one stage hand (Figure 3).

Figure 2: Enclosures are trucked in
stacks of five, and secured with straps
to sturdy metal dollies.
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Low

“HURLER" : DOUBLE-DRIVERED LONG
THROW WITH TWO JBL 2441 DRIVERS

“SHIN" : HARBINGER 1207 HORNS ON TWO
JBL 2441 DRIVERS, AND FOUR 2402 TWEETERS

“TWIN" : HARBINGER 1208 HORNS ON TWO
JBL 2441 DRIVERS, AND FOUR 2402 TWEETERS

“MID” : TWO 10-INCH JBL MODEL K110
HORN-LOADED

“BASS" : “CS-15" : SINGLE GAUSS 15-INCH
MODEL 5642, FOLDED HORN

Figure 1: Five basic types of Power Physics loudspeaker enclosures.

Each stack of five cabinetsis secured
with steel safety cables, the top metal
frame and bottom dolly being strapped
together with nylon ratchet straps
(Figure 4).

As each stack is rolled to the per-
formance area, it is placed in position
tobecome a part of a five-stack array.
Half-inch bolts are used to secure the
adjacent metal frames together, form-
ing a rigid structure (Figure 5).

“We have been experimenting over
the pastyear, and making some slight
modifications in the cabinet stacking

order as we go,” explains John “J.T.”
Taylor, audio crew chief for Huey
Lewis and the News. “In some are-
nas, we need more bass coupling.
Others require the Hurler cabinets to
be directed at a particular seating
area. With the modular box concept,
we are able to make those adjust-
ments from day to day, and still have
the hanging array be a consistent
package.”

Once the desired combination of
rolling stacks has been aligned on the
floor in front of a stage, and bolted

Figure 3: Two permanent wheels and an integral handle offer ease of transport
of the trapezoidal boxes by one stage hand.
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’ - ' . Jn a survival situation, there's no
L emln -ve a 3 time to worry about how your
Y @ sound system will perform.
7 0 That's why the best American
ke - 5 and European performers rely
5 i ; on Cerwin-Vega sound systems'
5 The Cerwin-Vega V-43 s a direct
offspring of C-V’s renowned
family of full-scale touring  _
concert systems. Featuring our;
brand new high-efficiency driver
[ design, the V-43 has been engi-
neered and built for a variety cf
applications.

A high sensitivity M-150
compression driver in a new!
throat design replaces “power
hungry’ cone midranges from
300Hz G 3kHz. This makes the
V-43 ideal for smaller clubs, halls
and theaters where you need
more output per watt. High
efficiency means no costly orl
complex bi-amping. Its versatilityll
. means musicians can use the:
V-43 for vocal and keyboard
performance. .
Compare the Carwin-Vega'V—'.4E$|
to other “high performance”
systems on the market. You'll}
appreciate the difference
between using an ordinary PA.
and owning the most uncompro-
mising music reproduction
sgstemjl the world.

Ov Cerwin-Vega!
12250 Montague St.
Arleta, CA 91331
(818) B9E-0777 Telex: 662250
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together, the sturdy, compactarrayis
ready to be lifted into the air with
chain-motor hoists (Figure 6). One
five-stack array weighs approximately
4,000 pounds, and is easily picked up
with three, one-ton hoists. Straps and
shackles that hold the package to-
gether are available from Aeroquip.
“The thing I've noticed about using
Aeroquip gear for cargo control and
hanging hardware,” Taylor advises,
“is that it is readily available in any
major city, wherever you go. Many
times we can even find replacement
parts in truck stops.”

Flying the System

In a typical arena situation, a total
of 10 hoists are used to suspend the
loudspeaker arrays. In addition to the
large left and right main arrays, a
six-box rearfill cluster and an eight-
box main sidefill cluster are flown on
each side(Figure 7). For the show that
Iobserved (held in a 15,000-seat sports
arena), atotal of 102 boxes were used.
A dozen cabinets per side comprised
the “deck system,” stacked three high
on the sound wings. Thirty-nine boxes
were flown on each side of the per-
formance area, 25 of which made up
each main array. A total of 20 bass
boxes, 18 mid-bass boxes, and 13 horn
boxes were in use per side (Figure 8).

This system configuration gave a
total of 40, 15-inch loudspeakers in
folded horn boxes, 72 10-inch loud-
speakers in horn-loaded chambers, 48
two-inch compression drivers on four
different horn types (two per side
equipped with large JBL lens units),
and 80 super-high tweeters.

<

Typically, four union stage hands
Carl Ciasulli (pic-
three of us from the

g
Ciasulli confides.
directions. We have tried to put this
way. Everything is color-coded and
The system goes up fast, and it comes
truck closed, usually within no more

will be assigned to
work with “fly man”
'

A, tured left) in as-
& sembling and flying
'l the speaker arrays.
: “Sometimes justthe
sound company set
the whole thing up,”
" /Jr' “Other times, we
may have 20 college kids, all needing
whole package together so that it is
quick and easy to work with, either
labeled. The speaker cable harnesses
are pre-assembled and taped together.
down fast. The whole sound systemis
packed up, and the doors of the sound
than an hour and fifteen minutes in

an area like this one.”

Power Distribution System
Once the chain motors have been
operated and the loudspeakers arrays
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Figure 4: The stacked boxes are se-
cured with steel safety cables. Nylon
ratchet straps around the edges hold
the five boxes and metal frames to-
gether in a cohesive unit.

are in position, the 300-amp three-
phase power distribution system is
available to power up the audio gear.
A master distro panel features VIZ
power-line monitor and current-draw
meters. Four-pin Hubble twist-lock
connectors are used to attach AC
feeder cables to five different areas:
monitors; main mix position; house
left amplifiers; house right amplifiers;
and band gear. Each feeder carries 60
amps (two hot legs; 220V) which is
then split to 110V on two, 30-amp
breakers.

“Each amplifier rack has 220 volts
coming to it,” explains Ciasulli. “We
run one hot leg to a quad box that
powers half of the amplifiers in that
rack. The other half of theamps goon

Figure 5: Half-inch bolts are used to
secure the upper metal frames and
truss bars together. (Shown: audio
crew chief John “J.T.” Taylor.)

another quad box and hot leg. That
gives us a separate 30-amp breaker for
half of the amplifiers in a given rack.
If we lose a breaker during the show,
we don’t lose the entire rack of
amplifiers.”

Convertor cables are available, fit-
ted with 110V Edison adaptors.
“Sometimes, when three-phase power
1s not available, it’s handy to be able
to power up the racks without rewir-
ing them,” the engineer notes.
“Almost every venue has three-phase
power available, but sometimes you'll
run into an old school or a nightclub
that doesn’t. Carrying the adaptors
makes it easy!”

Power Amplifiers
Crest amplifiers push the Power

Figure 6: Once bolted together, the five stacks comprise a single rigid array

ready to be flown.
5t —
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The Orban 424A
Gated Compressor/Limiter/De-Esser.

Explained by us.

GAIN REOUCTION: INPUT ATTENUATOR: ATTACK TIME: GATE THRESHOLO:  OUTPUT TRIM: OE-ESSER COUPLEOD/

Shows gain of the Adjusts drive to com- Adjusts speed of Delermines the input  Adjusts VCA gain to  OPERATE/OEFEAT: INOEPENOENT:
VCA (0 to —25db).  pressor, limiter, response 10 nput level that causes control or prevent Activates or defeats  Couples A and B
Shows the effect o'  determiring amount  level increase. ‘‘gating’’: VCA gain  clipping as required. de-esser control gain and gating
any control but of G/R Fast: Peak limiter &  then moves slowly to Effect is seen on VCA circuitry circuits for accurate

OUTPUT TRIM and stereo tracking

DE-ESSER

compressor IDLE GAIN setting. LEVEL meter. Not an
Slow' Compressor Output Attenuator
only (Output Attenuator 1s
located on rear of
umit)

=
o | g oeman
i

-
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wovman | gorsas
mrw | o

= [
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COMPRESSION RELEASE SHAPE: VCA LEVEL: IOLE GAIN: OPERATE/OEFEAT: OE-ESSER

RATIO: Linear: Compressor ~ Shows peak Presets VCA gain Activates or defeats  SENSITIVITY:

Adjusts compressor  rejeases at constant  operating level of when in gated gain control circuitry.  Adjusts threshold of

trom ‘‘looser’ {2:1) rate VCA Clipping occurs condition or anytime  Does not bypass any ~ de-essing. De-essing

to'‘tighter’” (= :1).  Exponential: Release above approximately  unit 1s DEFEATED circuitry increases as control
starts slower. then +2 Used for smoothing is turned clockwise.
accelerates out transitions and

for decreasing
audible action of
compressor

Also available as a single-channel unit: Model 422A. Ask your dealer for a detailed brochure.

Reviewed by others.

“In addition to the measured performance being very good the subjective impressions
of the unit were excellent. This product has many novel and highly practical features all of
which are quite simple to use but need not be used if simplified operation is required.
Overall a very good compressor/limiter, well made and easy to service.”

Hugh Ford, Studio Sound
November, 1983

“Overall, the 422A/424A should prove to be a system of diverse capabilitics, able to
tackle the widest variety of material—once the user masters its operation. In addition, its
solid construction and excellent service documentation should insure vears of reliable
operation. Such qualities are typical of timeless designs that tend to retain their value long
after the accountarts have depreciated them away.”

John Monforte, db Magazine
July-August 1983
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Figure 7: Layout of Power Physics Loudspeaker Arrays.
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Physics speaker system. Loaded six
to a rack, the amplifiers used offer
four different power ratings (Figure
9). Model 5000 amplifiers are used for
the system’s bass frequencies. The 16-
ohm Gauss speakers are connected
four to a side, giving approximately
600 watts per channel into the four-
ohm load. Model 4000s power the 10-
inch mid-bass horn-loaded speakers,
with four transducers assigned to
each 500-watt channel. A second
Model 4000 is available in each amp
rack as a spare or auxiliary unit.

A Model 2501 powers the horns,
with four two-inch compression driv-
ersloaded on each channel, a configu-
ration that puts approximately 200
watts per channel into a four-ohm
load. Crest Model 2001 amps power
the super-high frequency tweeters,
with four units assigned to each 120-
watt channel. Total estimated system
power available to the main speaker
systemis approximately 23,600 watts.

“As far as I'm concerned, the adver-
tised number of watts in a sound sys-
tem doesn't really tell you a lot,”
states Sound On Stage technician
John Taylor. “It all depends on what
sort of enclosures those watts are
driving. The fact that this system
relies on efficient horn-loading prin-
ciples means that we can deliver the
same sound-pressure levels as an in-
finite-baffle speaker system that needs
more than twice as much power to
drive it.”

Stage Monitors

Jim “Bugsy’” Moran (pictured right)
oversees a streamlined stage moni-
toring system that is centered around
a Gamble SC 32-16 console (Figure
10). “A lot of people aren’t used to the
Gamble boards yet, because there
aren’t that many of them around,”
Moran explains. I think they’re the
best you can get. It’s sort of like driv-
ing a really custom hot-rod car. If

you're just used to driving run-of-the-
mill clunkers, the performance caris a
bit scary at first.
Then, when you sit
down and get the
feel of the controls,
everything seems
possible. It's the
same way with this
board. Once you
spend a few hours
alone with it, and
put on the head-
phones and start to
‘tweak’ a few things, youcan hear and
feel the difference.”

Sound On Stage owner Jerry Pfeffer
feels that the firm’s Gamble boards
have more than paid for themselves.
“It was scary at first, buying a con-
sole that cost more money than my
first house,” he notes. “The Gamble
consoles that we own have turned out
to be well worth the purchase price,
both from a performance and an eco-

Figure 8 (shown left): Piled three high and five wide, this “deck stack” covers the forward floor seating areas. Figure 9
(shown right): Crest power amplifiers drive the Power Physics system. Each rack contains a Model 5000 (bass), a Model
4000 for mids and one for a spare,a Model 2501 (horns), and two Model 2001s (tweeters).
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Figure 10 (shown left): The streamlined stage monitor system is centered around a Gamble SC 32-16 touring board.
Yamaha F-1030 and Sundholm 202 electronic crossovers are used to offer bi-amped mixes. Figure 11 (shown right):
Custom floor slants for Huey Lewis and guitarist Chris Hayes hold two JBL E-120 speakers and an Emilar driver. Sturdy
bracing and a metal grill allow the performers to walk up the front of the box and stand on it.

SOUND ON STAGE
WITH HUEY LEWIS

nomic point of view.”

For Huey’s show, Bugsy Moran pro-
vides a total of eight monitor mixes;
onoccasions when the Tower of Power
horn section joins the group’s tour, an
additional two mixes are provided.
Yamaha F-1030 and Sundholm Model
202 electronic crossovers split the mix

output signals for the bi-amplified
floor slants. Klark-Teknik DN360 gra-
phicequalizers are available for “crit-
ical” mixes. “The Gamble board has
parametric equalization on its output
mixes,” notes Moran. “I don’t use the
graphics much.” A dbx Model 160
compressor-limiter is channel-inserted
for the kick drum.

Monitor system power is provided
by Crown DC-300As and Phase Lin-

They

lights on the studio
floor with far iess

know concern about noise.’
why. ae

W.E. (Bl Thompson
KPRC TV, Houston, TX

of Polyethylene Insulation.

Tough, flexible jacket available in
10 colors for easy identification.

CANARE MICROPHONE CABLES are
becoming the professional’s first choice.
Unique “Star-Quad” 4 conductor configuration plus high

shield density reduce hum and noise to less than 1,10 that of
the leading 2 conductor microphone cable.

Excellent frequency response preserved due to
low capacitance provided by dielectric qualities

B “We can work around & “The quietest cable W “The flexible, smooth

surface eliminated our
Kinking and twisting
probiems.’

Jim van Waay, Pres.

V. J. Electronlcs
sound Contractor

we have ever used.”

Jim Bartel, Engineer
victor Duncan, inc.
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Equip. Dist.

Request Canare’s full-line
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ear 700Bs on the low-end, while Crest
Model 300 (Power Line Series) ampli-
fiers push the high frequencies.

Huey Lewis’ downstage vocal posi-
tion is served by a custom-built two-
by-12-inch floor slant housing two
JBL Model E-120 loudspeakers and a
two-inch Emilar compression driver
(Figure 11). The enclosure has been
constructed so as to allow the per-
formers to walk up the front grill and
stand on top of the sturdy box, which
is capped with a non-skid material.

In addition, a flown pair of Meyer
UM-1 UltraMonitor cabinets are tar-
geted atthe vocalist’s downstage cen-
ter position (Figure 12).

“It is not a very large, massive
monitor system,” remarks Moran.
“Huey likes to be able to listen to the
house sound coming back at him, and
then sort of bring the monitor level up
to that for a reference. This is not a
blow-you-away stage level sort of
show.

“Actually, we don’t want to spoil
the guys with too much gear all at
once,” he laughs. “They are only into
their second real year of arena tour-
ing!”

Additional on-stage floor slants in-
clude boxes loaded with Gauss 15-
inch loudspeakers and Altec 1.4-inch
Model 290 compression drivers. Drum-
mer Bill Gibson is flanked on each
side by a pair of custom mini-stacks,
each of which is loaded with two, 15-
inch Gauss Model 5842 loudspeakers,
a 12-inch JBL Model E-120, and a
JBL Model 2441 compression driver
(Figure 13).

“This band plays well together on
stage,” Moranexplains. “They actual
ly listen to each other, even on large
stages. Nobody triestoblow everyone
away — they consciously try to limit
the on-stage level. It makes it easier
both here on the stage, and in the



If results are your bottom line in mixers, then
we invite you to pat our SR Series through its
paces. Only then do we feel you will be
convinced that AHB offers the features you have
been looking for, at a price you can afford.

One reason is because the SR Series Mixers
were designed here in -he “States” by our own R
and D department, allowing us to incorporate
features from customer input, into its
Development . . . and Producing a Mixer for
the Perfectionist in a.l cf us.
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leng throw faders, nmulti-source peak indicators
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house. Mario Cippalina, the bass
player, used to have a big speaker
stack when they played in clubs; that
has been cut in half now that we'r2 in
arenas. The players let the main
speaker system do the work. What we
have on-stage is just for reference.
We're not trying to fill up the whole
arena with just guitar amps, or even
monitors.”

Stage Inputs

Featured performer Kuey l.ewis
sings through a Shure SM-58, and
blows harmonica through anold-style
Shure “bullet”’mike that is fed into a
Fender Harvard tube amplifier which,
in turn, is picked up with a Beyer
Model 400. Other vocalists are sup-
plied with Beyer M69 microphones.

Johnny Colla’s saxophoneis picked
up both with a Bever Moded 201 and a
wireless system. Shure SM-58 micro-
phones are used on other guitar ampli-
fiers, a L.eslie cabinet ttop and bottom
rotors), and to trigger a Linndrum
machine from the kick drum.

Thekickis alsogiven a Bever Model
88. The snare is miked, top and bot-
tom, with Shure SM-57s, and the hi-
hat with a Sony Model CP23. Sonys
are also supplied for the overhead
cvmbals, while Beyer 201s pick up the
rack and floor toms.

When the guest horn section is pres-

ent, Sennheiser MD421 microphones
pick up the trumpets, alto and tenor
saxophones, and a Beyer 88 used on
baritone sax.

House Mix Position
Soundmixer Mark Deadman (pic-
tured left) has been
with Huey Lewis
and the News since
the group’s early be-
ginnings. He has a
long history of in-
volvement with San
Francisco Bay-area
bands, including a
stint with the Sons
of Champlin nearly
et a decade ago.
“One of the mostinteresting things
aboutthe production crew on this tour
is that nearly everyone has mixed
sound at one time or another,” Dead-
man points out. *“‘Our stage manager,
Alan Chinowsky, toured with Tower
of Power doing their sound. Produc-
tion manager Terry Persons was with
Pablo Cruse. Everytime I turn around,
another sound man is looking over
my shoulder!”

Deadman mixes Huey’s show on a
Gamble HC 40-24 board. Addition-
ally, a Studiomaster 8 x 4 rack-mount-
ed mixer is available for use as a
horn-section submixer (Figure 14).

Figure 12: Hanging Meyer UM-1
UltraMonitors comprise the high-
fidelity, low-visibility sidefills for
Huey Lewis.

“Being able to pick and choose the
consoles, and the sound system that
we want to use, is a great position to
finally be in,”” Deadman says. “A lot
of people think that Huey was an
overnight success, butthatis not true.
For five years, we’ve been out there,
doing alot of little clubs, alot of open-
ing-act slots for people like the Doobie

continued overleaf —

o Great sound needn’t grate

In a successful disco you need a loLdspea<er system capable of
recreating the full excitement of the music. At th= same time the
sound needs to be smooth and distertion fres to reduce 'disco

fatigue'.

A tall order for most loudspeakers perhaps; but the Tannoy
Wildcats loudspeaker system can meet it. This is because the Tannoy
Wildcats possess a significant sound advantace over other disco
loudspeakers — the unique '2 Spedkers-in-One’ Tannoy

...dare you turn your
back on a Wildcate

Dual Concanir ¢ drive unit. These
smooth, powerful drive units in
the Wildccts system can bring a
"studio monitor' sound standard
to your d szo presentation.

With many cabinet/driver options
and userproven reliability, the
Tanoy W ldcats can cater for the
individual requirements of any

club or disco.

WiLDeATS,

LIVE PERFORMANCE

LOUDSPEAKERS FROM M

Tannoy North America Inc., 97 Victoria Street North, Kitchener, Ontario, Canada, N2H 5C1. “elephone: (519) 745 1158
At NAMM New Orleans Convantion Center — Booth 708, Section 9
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Figure 13 (shown left): Custom three-way drum monitor stacks house Gauss and JBL drivers. Figure 14 (shown right):
House electronics gear includes a Gamble HC 40-12 board, a Studiomaster submixer, Yamaha Q-1027 graphic equaliz-
ers, dbx compressor-limiters and noisegates, Uptown Audio and Brooke-Siren Systems crossovers, Lexicon Model 200
stereo reverb, and assorted digital delay units.

SOUND ON STAGE
WITH HUEY LEWIS

Brothers.

“When you are using someone else’s
system, it is hard to go for the sound
you really want. That is probably the
best thing about the position I find
myselfin now.. . being able actually
to specify the equipment, and work-
ing with the tools I want to use. Sound
On Stage has always given us good
service, since the days we were doing
smaller shows. Being able to work

together on developing this system
has been good for both of us.”
Deadman’s house processing gear
includes Yamaha Q-1027 graphic
equalizers, dbx Model 162 compres-
sor-limiters, and a dbx Model 160X
provided for use by opening acts.
Effects include a Lexicon Model 200
stereo reverb, two Korg SDD-3000dig-
ital delays, a Roland SDE-3000 delay
unit, and an MXR digital reverb.
“Even when a sound company has
good effects ‘toys’ to supply, I have
always felt it important to have our

-
The only way
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own tools available. That way, no
matter what system we were using, I
was able to keep a consistent sound,”
Deadman confides.

A dbx Series 900 modular process-
ing rack offers Deadman five 903
compressor-limiter modules (assigned
to kick, snare, bass and Huey’s vocal),
and three 904 noisegate modules for
use on the toms.

System Drive Rack

Sound On Stage drives the Power
Physics system with an Uptown Audio
CO0O-4C four-way electronic crossover.
Uptown design engineer Chris Lovett
is also, by coincidence, senior design
and service technician for Sound On
Stage. “This company used to use a
lot of off-the-shelf electronic products,”
he states. “Around 1980, Jerry[Pfeffer]
and I decided to design our own cross-
over based on the particular type of
filters we wanted. Then, 18 dB But-
terworth type filters were mainly a-
vailable. We wanted to try the three-
pole Bessel type, and found it to be the
most satisfactory. Since then, I've
looked at four-pole Linkwitz-Riley
types. The steeper filters theoretically
give you less interaction between ad-
jacent bandpass frequencies.

“] am building a limited number of
my UTA™ crossovers . . . custom de-
vices can have a pretty high cost.
There is a very specialized market for
these crossovers, so [ am not looking
for a mass-market product. There are
plenty of products out there for people
who just need a crossover.”

A spare Brooke-Siren FDS-340
crossover is provided as a standby
unit, although Sound On Stage audio
crew chief John Taylor professes not
to like the fact that the unit “can’t be
turned off all the way.” [ Note: being
able to completely turn down each
frequency band of a crossover is often
considered a “must-have” feature by
touring sound engineers. Manufac-
turers, take note! — DS.]

.. continued overleaf —



If you don’t hear the subtle differences
implicit in the M 600’s performance,
don't buy it.

When an audio product achieves the
highest levels of technological sophisti-
cation, the subtle differences that set it
apart from high-priced competitors are
only apparent to a very few. Many can’t
readily appreciate those differences while
others are hampered by interior sound
reinforcement and recording equipment
that can’t capitalize on the superior

Still, there are individuals who demand
something special from their equipment
and are willing to investigate the finite
criteria that distinguish it from the rest.

A comparative analysis of high-
technology mics often involves minute
differences in sound based on transient
characteristics, a tailored frequency
response or specific features intended to
satisfy particular applications.

The M 600’ unique Hostaphan'
diaphragm produces the kind of fast
transient response that faithfully captures
all of the energy, impact and nuances of a
live performance. The M 600’ frequency
response has been shaped to enhance
vocals with extra crispness, detail and
presence. lts classic hypercardioid pattern
effectively eliminates feedback and its

The Dynamic Decision

*Model M 600S

performance of a mic like the Beyer M 600.

rejection characteristic dramatically
reduces off-axis coloration of the sound.

Combined with sound reinforcement or
recording equipment of equal competence
and integrity, the M 600’ distinguishing
characteristics become apparent both to
the vocalist and the audience. At Beyer,
we feel those differences are the reasons
why the M 600 is unquestionably our top-
line vocal dynamic microphone.

The Beyer M 600’ level of excellence
is also exemplified by its unusually low
handling noise and its proven ruggedness
and reliability. We've included a three-
position equalizer switch for the flexibility
to tailor the mic’s low frequency contour
to changing acoustical environments. For
those applications requiring an on/off
switch, we provide one (optional*) that is
truly both silent and lockable.

When a vocal microphone represents a
substantial investment, you have the right
to expect the highest levels of perform-
ance. The Beyer M 600 was created for
those performers who demand total
excellence from themselves and their
equipment. If you are one of those people,
the logical alternative is to investigate the

potential of the Beyer M 600.

beyerdynamic))))

Beyer Dynamic, Inc. 5-05 Burns Avenue, Hicksville, New York 11801 (516) 935-8000.
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Taylor sets up the speaker system
in a stereo mode for
each show, with the
sidefill hanging
stack being given
the opposite stereo |
signal when com-
pared to the adja-§
cent main speaker %
array. The deck B
system is run mono
for positive cover-
ageof the front floor L
seating areas. The rear hanging
stacks are given a stereo feed.

System levels are set early in the
day. Taylor and Sound On Stage
technician Rob Goodwin use walkie-

talkies for communicating informa-
tion about crossover levels and sys-
tem coverage. “The radios make it
very easy,”’ explains Goodwin (pic-
tured left). “One man is at the house
board, and the other walks the hall.
We use the radios for setting the fly-
ing system height, and for getting the
optimum crossover settings.”

The Sold-Out Show

During 1984’s touring season, two
industry trade magazine’s consist-
ently reported Huey Lewis and the
News asoneofthe 10 largest grossing
tours with each passing week. The
Sound On Stage Power Physics sys-
tem was set up and used to fill some of

PE 15 PARAMETRIC EQUALIZER
AND NOTCH FILTER

The PE 15 brings an unprecedented degree of performance capability to the
single-space parametric equalizer format

-Five complete bands with four-octave frequency sweeps
-Bandwidth range from 4.5 down to 0.03 (1/30) octave

-+15dB boost and —-20d8B cut for notch filter capability

-Bands 1 and 5 switchable to shelving mode

-%" and three-pin balanced/unbalanced inpJts and outputs
-Up to 20d8B input gain for low level EQ such as ebectric guitar or bass

Backed with low-noise/low distortion circuitry and reliable Rane con-
struction. the PE 15 would be a studio, sound reinforcement or broadcast
‘must have” at any reasonable price. With a suggestzd list price of only $389,

however...!
dealer.

RANE

CORPORAT I O

See, hear and covet a PE 15 for yourself at your nearest Rane

6510 216th SW, Mountlake Terrace, WA 98043 (206) 774-7309

CANADA: Head-water Ind,, 635 Caron Ave.,, Windsor, ONT. (519) 256-5665
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the nation’s most popular perform-
ance venues. Capacity crowds were
the general rule.

Since the system is driven by a
power amplifier section rated at some-
thing under 25,000 watts, and many
touring acts are carrying systems with
power ratings four times as large, [
was very curious to make an objective
comparison of this horn-loaded, com-
pact system, and a relatively typical
massive direct-radiating system that
I heard in the same 15,000-seat San
Diego Sports Arena two nights pre-
vious. Both shows were sold out.

I personally enjoyed the sound of
Huey Lewis and the News with this
Sound On Stage system. It was a
“clean” sounding show, with a rela-
tively small amount of bass rumble
for that particular arena. The colle-
giate crowd was exceptionally respon-
sive, and the audience members spent
much of the time on their feet.

I would have liked to have doubled
the size of the loudspeaker system in
the 15,000 seat venue to increase the
system’s headroom. The show mix
was often approaching the system’s
acoustical limitations, and its ability
to actually move the air without tak-
ing the power amplifiersinto clipping.

Mixer Mark Deadman countered
my suggestion with the following
(realistic) comments: “Sure, more
speakers would be nice; it’s great to
have more horsepower than you need.
But we’re talking reality here — more
sound means another truck. At this
point in this act’s career, getting out
and doing as many shows as we can
in an affordable manner is impor-
tant, more important than going after
esoteric stuff. Our whole production is
geared towards being affordable. The
costofalarger system has to come out
of somebody’s pocket. Besides, go ask
these kids if they liked the sound of
the show!”

(You're right, Mark. They loved it.
The vocals were strong and clear. The
kick and bass guitar had a solid impact
at the rear of the hall. The high-fre-
quency coverage was smooth and
even.)

Economic realities are perhaps
bringing about subtle changes in the
thinking of some production mana-
gers and touring soundmixers. Sure,
there will always be a “Mega-Tour”
outthere, hanging speakers from every
rafter. For the many other shows on
theroad, however, an active search is
on for sound systems that offer the
best audio quality for the fewest feet
of truck space.

The Power Physics system designed
by Sound On Stage isa good example
of a new, consciously-designed loud-
speaker package for touring use that
attempts to keep those parameters in
mind. EEN



Eventide’s Newest Harmonizer"
Bursts Upon The Audio Scene

-t

The Cleanest Audio

The H969's new ProPitch™ digital electronic-splicing
algorithm gives you the cleanest, most glitch-free pitch
change ever. Deglitching is active over a wider band-
width, too — a full octave wider. And Eventide has
employed 16 bit linear PCM circuitry in the H969 for the
first time in a Harmonizer, for superb audio perfor-
mance in all modes.

The Easiest To Use

We know that you don't always think in terms of “pitch
ratios”. Sometimes, you simply want to go up a major
third, or down afifth. Soto make things easy, the H969
gives you twelve “instant” pitch change presets. Set-
ting a precise major third, minor third, fifth, seventh or
octave of pitch change is a cinch — just push one but-
ton. Each interval can be selected as a sharp (increase
pitch) or flat (decrease pitch). There are also instant
presets for sharp and flat micro-pitch change, for vocal
doubling and eﬁects.

You choose from two ways to select pitch ratios and
delay times on the H969 — positional and auto in-
cremental. Individual coarse and fine adjust controls
make it a snap to get exactly the pitch ratio you want.
And once you choose your settings, thedigits are rock-
stable. Unless of course, you ask the H969 to
automatically vary the pitch ratio — up or down, at
your choice of speed.

To make the H969 as easy to use in live performance as
it is in the studio, we've included a front panel
preamplified input, in addition to the usual XLR-type
studio level input. Just plug in your instrument.
There's a companion front panet output jack, too. The
H969 also has remote line infout switching capability,
plus remote pitch ratio/delay time set provisions. A
keyboard can also be accommodated.

The H969 is coming through to deliver-. . .

The Widest Delay Range. . . And More

With the H969, you get much more delay than we've
ever put into a Harmonizer before — 1.5 seconds at full
bandwidth (40Hz - 15kHz + 1dB). Need even more? Just
hit the "double mode” button and you can extend delay
range to over 3 seconds, with 8kHz bandwidth. For add-
ed convenience, you can choose and save any five delay
times for instant recall. Delay time and pitch ratio are
each displayed on an independent readout.

The Broadest Array Of Effective Features

The H969's full 1.5/ 3 + second digital memory is
available in Infinite Repeat as well as Reverse Audio
modes, dramatically increasing the versatility and
usefulness of these effects. You can also vary the length
of the reversed or repeated audio segment after capture.
Pitch change, Flange and Doppler effects can be used in
tandem with Reverse and Repeat modes.

Flanging on the H969 Harmonizer offers unlimited op-
tions. Flange sweep rate can be varied over a very wide
range, or you can sweep manually. You can freeze the
flange sweep at any point you select, and you can preset
the point at which the flange sweep begins. We've also
added a new Doppler mode.

The Best Harmonizer Ever

The H969 is an addition to Eventide's full line of Har-
monizer special effects units. Our industry standard
H949 is still going strong. The H969 ProPitch Har-
monizer maintains Eventide’s leadership position. For
your most demanding applications, the H969 repre-
sents the state-of-the-art in pitch change technology.
Hear it at your Eventide dealer soon.

[
Eventide o
Little Ferry, N.J. 07643
the nextstep o1 6411200
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THE CREATIVE EDGE

" RECORDING AND
| PRODUCTION
- APPLICATIONS OF
NOISE GATES AND
EXPANDERS

The Use of Gates and Keyed
Expanders to Reduce Sound
Spillage and Create |
Special Effects y
by Denis Degher |

hen most of us consider the
w creative processes that

occurin the studio, the first
thing that usually comes to mind is
the artist’s creativity. One of the most
understated aspects of studio work,
however, is the interplay in the con-
trol between the engineer and the
artistor producer. Many concepts and
directions for songs have been altered
radically through the injection of new
and foreign sounds by the recording
engineer, in some cases prompting a
complete rethink of the “sound” that

the artist and producer were striving
to achieve.

In recent years, a growing trend in
the studio appears to be away from
the “natural sound” that most engi-
neers sought in bygone years, and
towards a ‘“‘created” or “synthetic”
sound. A premise, long overdue for
revision, is the concept of a “‘natural”
sound in the multitrack recording
environment which is something of a
misnomer. Once analog sound enters
a microphone or a direct box it is
1mmed1ately altered. Today, however,

Shown below is a block dlagram of a typlcal expander/nonse gate,
detailing the main circuit elements. (Our thanks to Aphex Systems for
providing a circuit diagram of the CX-1 compressor-expander, from
which this figure is derived.) Shown right (top to bottom): Variations
between output and input level with Range (B), Threshold (C), and
Expansion Ratio (D). (All three figures were supplied by Valley Peo-
ple, and are derived from the Kepex Il user’s manual.)

OUTPUTS
+
INPUT % E -
CONTROL =
*0R VOLTAGE
GAIN-
CHANGE
CIRCUIT
EXPANSION THRESHOLD
RELEASE TIME
SIDE CHAIN RELASET
ATTACK TIME
- e, "l/*;t 1,87,
% {y
"o *" ';% “or EXTERNAL
"oy METER
DRIVE
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most industry professionals would
admit that they are striving for new
and original sounds, and not neces-
sarily trying to achieve a natural
sound.

The object of this article, and those
to follow in subsequent issues of R-
e/p, is to discuss new studio sounds
and the devices that can be used to
create them.

Principles of Gating

Engineers have been using gating
devices, such as the Valley People
Kepex, for many years to reduce sound
leakage caused by multiple miking of
drums, allowing individual control
over a specifictrack during mixdown.
Gates can also be used on tom tracks
to control and create a uniform decay
time between various drums. Gates
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Eventide SP2016
Generation li

1985

“u rENS\ EREO

\N\E

W

ers More for You Every Da;,
And Sounds Better Doing It.

Day after day, as the studio calendar shows, our ~ But what the calendar photo can’t convey is the
“incredibly versatile Generation Il software package  noticeably superior audio quality of our effects.
“fulfills the promise of the Eventide SP2016 Effects  Especially on the most critical reverberation
Processor/Reverb. Each SP2016 is shipped with  programs, our proprietary SP2016 hardware and
A all of the effects shown, alreadyinstalled andready ~ advanced Generation Il software designs make a dif-
A to use’ And Generation Il software puts you in  ference you can readily hear. So let your ears decide.
; control of a wide variety of parameters for each  The SP2016 is available from a very select group of
program. What's more, there are even more  Eventide dealers. To arrange for a demo by an
programs to come. SP2016 dealer, just call Eventide at (201) 641-1200.

FProgram software is supplied data comjaressed onto & 1 ROM chipe
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Reyiection Ferféction..

.. .whether you’re mixing down from multi-track or producirg audio-for-

video. TOA’s new ME Studio Monitor outputs a crystal-clear mimor
image of any input.

The ME’s have symmetrically-arranged
drivers. Take a look— the Left monitor is a mirror
image of the Right monitor. What you see is what
you get stable and true stereo sound imaging
within the confined spaces of recording studios
and broadcast control rooms.

What's Your Reference Preference?
Do ycu prefer a 3-way system or a

2-way. . .or a fullrange mini-monitor that sits atop
your mixing console? Do you prefer mid- and
high-frequency attenuators to tailor
the monitcr’'s output
to specific room
acoustics?

] *
N
ﬁ =i -
-~ D=Ga
O= o
It's your choice,
because there are fcur
different ME Systems to

suit every need. . .

each one easily handles the
wide dynamic range & precise
acoustic demands of digital and

advanced analog sound. '
Again and again and again. . . ‘ '

Call or write for complete technical information.

TOA Electrcnics, Inc. T

Professional Music and Entertainment I OA

480 Cariton Court, South San Francisco, California 94080 =
(415) 588-2538 VoL@

In Canada: TOA Electronics, Inc., 10712-181 Street

Edmonton, Alberta T5S 1K8, (403) 489-5511 ©1985 TOA Eiectronics, Inc.
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NOISE GATES
AND EXPANDERS

are also very effective in removing
unwanted hums or buzzes in sections
of a song where an instrument is not
playing, thereby allowing the mixing
engineer to devote his attention to
important aspects of the mix, rather
than on cueing out unwanted noise.
Another application that is not so
widely known is the use of a gate on
an over-compressed or limited vocal
to make it sound more natural.

Use of Key Inputs

Generally speaking, keying is the
artof triggering specific added sounds
from an established pattern or beat.
Conversely, certain portions of a sound
source can be keyed out to achieve the
desired sound, leaving only the
sought-after portion of the audio
signal.

A keying device enables the engi-
neer to trigger a sound or instrument
from another track. During overdub-
bing, for example, a guitarist might
be trying tolock-up with a snare back-
beat, but be consistently ahead of the
beat. By patching the guitar’s incom-
ing console signalinto the gate input,
returning it to the multitrack, and
then assigning an auxilary send from
the snare to the key input of the same
device, the gate will open on the snare
hit making it impossible for the gui-
tar to be ahead of the beat. Since you
run the risk of clipping the attack
from the beginning of the guitar strum,
attention must be paid to ensure that
it sounds natural.

Inrecent years, recording engineers
have begun to experiment with new
ways to use gating and keying. Pro-
ducer-engineer Joe Chiccarelli, who
was profiled in the February 1985
issue’s “Production Viewpoint,” shar-
ed some of the tricks he has developed
over the last few years.

“This technique was used on the
new Robert Tepper album for Scotti
Brothers/CBS on the song ‘Angel Of
The City.” The kick patched into a

— Joe Chiccarelli —

GENERIC USE OF GATES FOR KEYING REVERB
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NOISE GATES
AND EXPANDERS

Lexicon Super Prime Time to gener-
ate two delay times — one at 340, and
the other at 620 milliseconds. A slight
amount of feedback was also added
on the Super Prime Time and the
master output returned to the console.

“A buss was then used as input to
the Kepex II [key input]. The bass
drum and the Super Prime Time were
then assigned from their console
channel position via the bus to the
Kepex II, creating a triplet-like pat-
tern [see accompanying notation of
rhythmic pattern].

“Simultaneously, a sustaining
power- chord guitar track was patched
into the gate input of the same Kepex.
The end result was that the guitar
track was triggered from the triplet,
giving it a clavinet-like quality.

“Another way keying can be used is
to gate a distant bass drum mike off
the close mike, so that the distant
mike will only open on the bass drum
beat,and not be affected by any other
drum hits.”

“Essentially, anything can be keyed
from anothertrack,” Chiccarelli offers,
“but certain sound characteristics lend
themselves to this effect. Keying string
synths from the lead or background
vocals and blending them together

il
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Joe Chiccarelli’s keying/gating technique using a bass drum pattern
(top) and delays (bottom) as a triggering input to produce a triplet-like
pattern from a power guitar chord.

can create a unique quality.

“I haverecently purchased the new
Drawmer Dual Gate DS-201 which
offers features previously unavaila-
ble on gating and keying units, such
as variable highpass and lowpass fil-
ters on the key source [plus two-stage
release function]. These allow certain
frequencies to be removed from the
signal path of the channel that the
deviceis to be keyed from. This can be
useful during a mix when you are try-
ing to key a sound source off a tom
track, for example, and there is either
excessive cymbal leakage, or thetoms
and cymbals are recorded on the same
track. By using the lowpass filter, the

Any size, any price.
N

microphone. Even though it mea-

microphone in signal purity.

complete specifications.
Call or write today.

In A/B tests, this tiny condenser microphone
equals any world-class professional microphone.

compare the Isomax Il to any other

sures only 5/1s” x %" and costs just
$189.95,"* it equals any world-class

And Isomax goes where other micro-
phones cannot: Under guitar strings near
the bridge, inside drums, inside pianos,
clipped to horns and woodwinds, taped to
amplifiers (up to 150 dB sound level!).
Isomax opens up a whole new world of
miking techniques — far too many to men-
tion here. We’ve prepared information
sheets on this subject which we will be
happy to send to you free upon request.
We'll also send an Isomax brochure with

* Pro net price for Omnidirectional, Cardioid,
Hypercardioid, and Bidirectional models.

COUNTRYMAN ASSOCIATES INC.
417 Stanford Ave., Redwood City, CA 94063 » (415) 364-9988

Actual Size
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sound of a cymbal can be removed
from the[key] signal path so that they
will not unintentionally key the new
sound source, allowing for greater
control.”

Now that industry professionalsand
consumers alike are becoming more
receptive to new and evolving syn-
thetic sounds, there seems to be no
limitto the sounds that will be created
in the future, thereby providing an
engineer with the freedom to maxi-
mize his or her creative skills.

Gated Echo Effect
Producer-engineer George Tutko
was one of the first to popularize the
gated-echo effect. “The first time that
I tried gating the echo returns,” he
recalls, “was on John Cougar’s hit
‘Hurts So Good,” when producer Don
Gehmann and I were looking for a
unique snare sound. We were using
and EMT 251 digital reverb. Sound
quality on the 251 varies with reverb
time, and we had found a sound that
we really liked but it was just too long.
We decided to experiment by putting
gates on the reverb returns and blend-
ing this with the room mikes; the
resultant sound is what’son the record.
“The interesting thing about gat-
ing and keying is that the technology
has been around for at least 10 years,
but it has only become a fashionable
sound in the last few years. One of the
earliest keying effects was to tape an
Auratone [monitor speaker] to a Syn-
drum or Synare [electronic drum],
and feed the keying sound through an
auxiliary send. When the Auratone
pops it would key the syndrum.
“Today,” the engineer continues,
“keying is much simpler, and there is
a greater variety of things to key and
trigger. One interesting way to main-
tain a live rhythm track feel — yet
still create new sounds — is to record
thedrumslive, and then key ortrigger
a Linn, Oberheim DMX, or E-mu
Sytems Drumulator drum machine.
“For best results, I use the MARC
MX1 device when triggering [a drum
machine] from the tape machine. With
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— John Arrias —

the DMX, a passive envelope follower
[a capacitor and a diode] must be
inserted before the drum-machine
input.”[Author’s note: When using a
Garfield Electronics Doctor Click, this
extra circuit is not necessary, since a
passive envelope follower is builtinto
the input.]

“The wave of the future,” Tutko
offers, “is sampling, creating and stor-
ing sounds, and then keying or trig-
gering them from another specific
sound source. For Example, on the
record World Citizens, which I am
presently mixing, I don’t believe we
used a real snare drum on the entire
album.”

Engineer-producer John Arrias,

who was profiled in the October 1984
issue of R-e/p, revealed some of the
effects that new technology has allow-
ed him to develop over the last few
years.

“The advent of the Simmons drum
hasenabled me to utilize a whole new
array of sounds,” he concedes, ‘“‘and
blend them with the original drum
kit. On Stephanie Mills’ album I've
Got The Cure, I miked John Robin-
son’s snare top and bottom, and
blended them together on one track,
while I simultaneously bussed the
same signal through a Kepex, gate-
in/gate-out. The attack and release
times were both set extremely fast so
only the slightest spike would get
through. I then patched into a limiter
to boost the gain and into the Sim-
mons brain [controlling computer],
returned the signal to the console,
and then to the multitrack. I likewise
used this same effect to blend real and
Simmons toms.

“Another interesting effect on that
album was to gate the returns of an
EMT 140 plate that was used exclu-
sively on Stephanie’slead-vocal track.
An aux bus was assigned from the
vocal to a mult and then into the key
inputs of the same gates, enabling
Stephanie’s vocal to key the echo. The
end result was an echo that tracked
precisely with the vocal with no hang

LAKE UPDATE

The last few weeks at Lake Systems, the
Newton,Massachusetts based audio/video
systems company have been hectic to say
the least. Lake has just completed building
Boston’s first stereo music television station,
WWVJV, Channel 66 and has been awarded
over 5 million dollars in new contracts. They
have also expanded their audio department
with the addition of three new audio spe-
cialists. Steve Blake, audio/video and
acoustical systems designer, recording en-
gineer, and sales consultant. Jim Cook,
audio sales consulitant to the radio, televis-
ion. and recording studio industry. Luke
Furr, sales engineer, design and sales of
turnkey systems to the professional audio/
video industry. At a recent luncheon, [ had
an opportunity to meet with Steve and
Luke to discuss their plans for Lake's audio
dept. (Jim was out-of-town.)

Interviewer: Tell me, what new audio
lines have you added at Lake?

Steve: Well, you know that Lake has
always had incredible video systems
capabilities, with lines like Sony Broadcast
Video, Grass Valley, Convergence and
lkegami. Now that we have added the Otari
MTR Series, Harrison Consoles, Sound
Workshop Consoles, Neumann Micro-
phones, Orban Broadcast, Adams Smith
and Timeline synchronizers . . . to name a

over to clutter up the mix.”

My own engineering and produc-
tion experience has also yielded some
interesting results with keying. On
the song ““Maybe Tonight,” by artist-
synthesist Bruce [.owe, and intended
for soon-to-be-released film Casting
Party. I employed keying on the echo
returns. The snare signal was
assigned toan EMT 140 plate, and the
returns patched into two Kepex Ils,
gate-in/gate-out, and returned to the
console. Simultaneously, a bus was
assigned from the snare channel into
a mult. The mult outputs were then
patched into the key inputs of the
same Kepex gates, enabling thesnare
to trigger the echo returns.

The end result was a very dense. yet
controlled reverb sound. Because there
is no delay, as with gating-only I was
able to remove the primary snare sig-
nal from the mix and only use the
keyed effect.

Another benefit of using tke key
inputs, rather than gating only on
ambient sound sources. is the reduc-
tion of ramp-down glitches when the
gate is closing, although certain
units, including Aphex and Drawmer
gates, do not glitch as much 1n the
gating mode.

Another interesting sound can be
achieved by using the key inputs on
ambient-room mikes. By keying the

L

Luke Furr, and Steve Blake.

P

New members of Lake’s audio dept. from left to right: Jim Cook,

few, we feel Lake has the best selection of
professional audio/video lines in the industry.

Interviewer: What are the most active
segments in the professional audio market
today?

Luke: With the advent of stereo TV, the
video production houses and TV stations
are upgrading their audio systems with
stereo mixing consoles. multi-tracks, and
synchronizers.

Interviewer: [s that a complicated process?

Steve: Not really, but there are many
details that must be addressed before we

can recommend a system.

Luke: It might sound corny, but Lake's
really on the cutting edge of this new
technology. They've been putting sophisti-
cated systems together for over 30 years.
building systems that accommodate the artists/
engineers requirements for today and to-
morrow. Working at Lake gives us the op-
portunity to blend our audio knowledge
and experience with their video.

Steve: [ think the real winners will be our
clients.

For additional information circle #49
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NOISE GATES
AND EXPANDERS

ambient mikes from the console chan-
nel position, the room mikes will only
be triggered by specific desired drum
hits, thereby creating the ambient
sound only on selected parts of the
drum Kkit.

Keying synthesizer pad tracks from
drum or percussive sources can yield
very interesting effects. An example

of this was used on the forthcoming
Alien Western Sounds album, by
Darius and The Magnets. On the song
“lLaughing At Time,” a synth track
was recorded from beginning to end of
the song. During the mixdown the
track was patched into a Kepex II
gate-in/gate-out, and returned to the
console. Using a free bus as the send
to the Kepex Il key input, any desired
track could be used as a source to
trigger the synth sound. The keying
source was variously the tom or conga

tracks and, by using panning changes
throughout the song, interesting ste-
reo movement was created in the ste-
reo image. The primary source was
removed at one point in the mix to
create a totally synthetic sound.
Since the keying and triggering of
synthetic and sampled sounds does
indeed offer “The Creative Edge In
The Studio,” in subsequent issues of
R-e/p 1 will discuss the use of new
devices to create, store and replay
sampled sounds. [ ][]

EXPANDERS AND NOISE GATES

An R-e/p Guide to Commercially-available Systems

The QN-4 features four separate noise gates in a 1.75-inch rackmount unit. Front-panel controls per section
enable the input threshold to be varied continuously from -70 to +20 dbV (the control also incorporates a
“channel-on” setting with associated LED), plus “fade time” of 0.005 to 5 seconds. Rear-panel Jacks enable the
unit's gain-control element to be controtled by an external keying signal.

For additional information circle #191

— SCV MODEL NGS-2 —
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The NGS-2 combines two, independent frequency-selective noise gates in a 1.75-inch rackmount unit.
Continuously-variable front-panel controls include highpass filter (40 Hz to 1 kHz, 12 dB per octave rolloff);
lowpass filter (700 Hz to 20 kHz, 12 dB per octave); release time (0.1 1o 3 seconds); and input threshold (-40 to
+10 dBm). Pushbutton switches select input-program/key-trigger operation, filter section in/out, controlled-
bandwidth/gating operation, and gate/bypass. Attack time is fixed at 1 microsecond.

For additional information circle #192

- @

The DS-201 combines two separate noise gates in a 1.75-inch rackmount package. Continuously-variable
front-panel controls include highpass filter (25Hz to4 kHz, +3dB, at 12 dB per octave rolloff); low pass filter (250
Hz 10 35 kHz, +3 dB at 12 dB per octave); threshold (-54 dB to infinity); pre-release hold (0.002 to 2 seconds);
release time (0.002 to 4 seconds); attack time (10 microseconds to 1 second); and input range (0 to 80 dB). The
two filter sections are inserted permanently in the external trigger-key circuit. Toggle switches select internal
program/key-trigger operation, gate/duck mode, Key Listen/Gate/Bypass operation (the former to allow
monitoring of the trigger signal and filter sections), plus stereo link mode that enables the left-hand channel
settings to affect both channels.
For additional information circle #193

The Model 904 is designed to fit into the 900 Series
Modular Signal Processing System, and features
continuously-variable front-panel control of atte-
nuation limit (0 to 60 dB); expansion ratio (1.5:1 to
5'1%; inputthreshold (-40to +10dB); release time (2.5
to 22 dB per second); and attack time (500 to 2.5 dB
per millisecond). Pushbutton switches select system
in/out, PLM (Programmed Latch Mode) that provides
automatic threshold-programmed unmuting of solo
channels, and internal-program/external-trigger
control
For additional information circle #195

— USAUDIO GATEX —
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TheGatex comprises four separate noise-gates in a 1.75-inch rackmount unit. Each section features front-panel

controls for continuously-variable input threshold (40 to +20 dB); attenuation range (0 to -80 dB); and release

fime (0.05 to 5 seconds per 20 dB of gain change, with a Program Controlled Sustain feature that lengthens the

release time as dictated by program content). A pair of three-position switches select Source (input/off/keying

trigger), and Mode Expansion {1:10/1:2/2:3 ratios). Program Controlied Attack aiters the attack time according

to the demands of the material being processed. The unit uses the Valley People TA-104 VCA for gain control.
For additional Information circie #194

— VALLEY PEOPLE KEPEX Il —

The Kepex Il, designed to be housed in any of the
Valley People 800 Series powered or unpowered
racks, employs the company's EGC-101 VCA as a
?am-conlrol element. Front-panel controis include
ive, continuously-variable setlings for release time
(0.04 to 10 seconds Perzo dB of gain change); attack
time (0.02 to 20 milliseconds); gain-reduction range
(0 to 80 dB); expansion ratio (1:1.1 to 1:100/gating);
and input threshold { 40 to +20 dBv). Toggle switches
select linear or logarithmic release envelope charac-
teristics, and input/off/key mode selection.
For additional Information clrcle #196
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— OMNI CRAFT GT-4 —

i

The GT-4 combinzs four separate noise-gate sections in a single 1.75-inch rackmount package. Attack time for

each section s fixed at 1 millisecond. or less, while threshold is continuously variable between Infinity and 40

dB. and release time from 0.1 to 1 second. A front-panel pushbutton selects internal or external key-trigger
mode. For additional information circie #197

— SYMETRIX MODEL 522 —

The Model 522 is a multifunction dynamics processor that can be set up to operate as a compressor/limiter,
expander, noise gate or ducker; the two channels may be used as Independent units, orin a stereo interconnect
mode. A set of four front-panel controls per channel adjust attack time, release time, attenuation range/ratio
(dual-concentric), and input threshold. Three pushbutton switches select operational mode. internal-
program/external-trigger. and system in/out. The gain-control element is a Valley People TA-101 VCA. (A
four-channel expander/noise gate, Model 544, is currently under development.)

For additional Information clrcle #198

— ASHLY AUDIO SC-33 —

The SC33 combines two independent noise gates in a 1.75-inch rackmount unit. Continuously-variable front-
panel controls include threshold (-40 te +20 dBV); attack time (10 microseconds to 10 secords, per 40-dB gain
increase); hold time {0.04 to 12 seconds): fade time (0.015 to 30 seconds, per 40-dB 9am decrease). and"floor " or
noise attenuation (0'to 75 dB). A pair of front-pane! pushbuttons provide normal keying-mode selection, and
system in/out. A rear-panel tie patch point enables stereo tracking of two or more units.

For additional Information circle #199

— OMNI CRAFT GTX —
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Available in two modular configurations 1o fit into
different styles of rackmount systems, the GTX fea-
tures front-panel controls for gain-reduction range (0
to -20 dBv. plus switched -60 dB), Ducker release
time (0.1 to 3 seconds): Gate release time (0.1 to 3
seconds); and input threshold (40 to +24 dBv). Four
pushbuttons select Ducking/Gate mode, lowpass fil-
terin/out, highpass filter in/out (either or both filters
being inserted into the trigger-signal path), and input
signal/keying-trigger aperation.
For additional information circle #202

!IOI.FF associates

— APHEX SYSTEMS CX-1 —| — AUDIO+DESIGN S30 —

Poge =

The CX-1is a modular. single-channel compressor/
expander with an expansion section that features
continuously-variable front-panel controls for thre-
shold (45 to +3 dBV), release time (0.05 to 2.5
seconds); input gain (-20 to +20 dB); and depth (0 to

100 dB). Pushbuttons select expansion lunction
in/out. unit in/out of circuit, and meter select (com-
Eression and/or expansion, or boih) — a dual-scale

ED meter displays compression on one side, and
ex%ansionlaudlo output on the other. An internal
PCB "sidechain-source” switch selects pre/post
triggering (either before or after the input gain con-
trol), and external keying-trigger operation.

For additional information ¢ rcle #200

The S30 is designed to fit into the SCAMP (Standard-
ized Compatible Audio Modular Package) system.
and features front-panel controls for continuous
adjustment of Gate Hold {enabling a 0 to 2 second
“window" to be opened prior to onset of the selected
release time); attenuation range (in percentage of
theoretical maximum); expansion ratio (1:1 thru 1:4
to 1:20 for hard gating); pre-emphasis of sidechain
signal (ug 1020 dB at either 100 Hz «r 10 kHz), release
time (0.025 to 4 seconds); and threshold YIZ to -50
dBm). A pair of three-position switches select attack
time (0.1, 5 or 40 milllseconds), and input/
oft/keying-trigger operation.
For additional information circie #201

APl products

WOLFF associates is:

ea dealer for API
audio products.

ea repair facility ‘or
modules.

eon location console
update and repair.

enew modules, console
expansion & rebuilds.

ea source for new or
used API consoles.

enew ideas for studios
and broadcasting.
7953 Twist Lane

Springfield, VA 22153
703-689-0448
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DIVERSIFYING FROM TRADITIONAL RECORDING
SESSIONS TO THE SPECIALIST AUDIO REQUIREMENTS
OF VIDEO AND FILM POST PRODUCTION

by Doug McKenzie and Bob Predovich, The Master’s Workshop Corporation, Toronto, Canada

here was a time, not so long

I ago, when studio owners would
bow to the every whim of the
record producer, and happily lavish
upon them the mostextravagant facil-
ities and “creature comforts’” that
long-term financing could buy. It was
a time when record budgets were
known to exceed a million dollars,
and the projected returns from record
sales made such an advance seem
feasible to record-company executives.
In 1978, on the crest of a wave capped
by successes like the Bee Gee's Satur-
day Night Fever, the major labels
began settling their sights even higher
and, somewhat less than cautiously,
committed themselves to large staffs
and even larger production and pro-
motional budgets. Who could have
known than a significant downturn
in the industry, almost overnight,
would not only cause these same com-
panies to retreat on many ambitious
fronts, but would seriously disable
many large and small record com-
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panies, to the point of suffering major
layoffs and bankruptcy.

Many offered that a poor economy
had eroded the industry, yet admitted
that historically, the business had
been ‘‘recession-proof.” Others
claimed that over-zealous adminis-
trations had jeopardized their com-
panies by their budget policies. Most
critics, perhaps because they desired
so, predicted a complete recovery in
one year.

In the case of the management of
Master’s Workshop, the indicators
were read and interpreted in an en-
tirely different way. The key indica-
tors we observed were as follows:
®The industry has been built on the
“star” system, in the wake of such
notables as Frank Sinatra, Buddy
Holly, Elvis Presley and the Beatles.
Yet it was apparent that due to a
move towards an emphasis on pro-
duction techniques(Disco, etc., a trend
that became the great leveller of true
talent) and the effects of market satu-

ration, the star system was being
broken down.

“Punk” music exploded on the scene,
but only deterred further the already
shrinking industry, by virtue of its
“anti-everything” philosophy. Even
the music was deliberately discordant
— in a sense “anti-music” — thereby
working completely against the grain
of anindustry founded on “feel-good”
entertainment.

®The economy naturally was a factor,
but primarily in later creating a new
“leaner” industry run according to
proper business practices.
eHome-entertainment dollars were re-
directed from record collections and
stereo systems to video products and
accessories. Television became a pre-
dominant influence in home enter-
tainment and communications.
eThe consumer suddenly became
aware of new audio technology that
was destined torevolutionize the home
stereo system, with the introduction
of the Compact Disc, and began to

IMAX six-channel mix for Skyward
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JBLs unique titanium diaphrager and ‘Diamond Surround’ bring
new purity and consistency to "lgh frequpnry response

IT Took JBL SCIENCE,

A NITROGEN EXPLOSION,

AND PURE TimaniumM To GIVE You
PeRFECTED HIGH FREQUENCY SOUND.

High frequency sound has always fought with the technology that brings it to the ear. The driver
diaphragm has bzen most vulnerable, pushed to the breaking point. unable to hold uniform
trequency response.

JBL scientists decided to fight back. They exploded nitrogen into a remarkable metal. pure

titanium. encircling their unique diaphragm with a vibration-absorbing
“Diamond Surround:’ so revolutionary it warranted its own patent.

The result? A diaphragm that delivers and sustains a power
and purity to high frequency response never before approached in
the industry.

Perfecting titanium technology is just one of innumerable ways in
which JBL science is re-shaping the quality of sound. From ultimate
accuracy in laying down your initial tracks, to capturing the full
power and subtlety of your final mix. JBL audio systems are focused
on the most exacting demands of the recording studio professional.
To find out which system is designed to meet your specific
requirements, contact your authorized )BL professional products
dealer today.

BL Incorporated

8500 Balboa Boulevard
PO. Box 2200.
Northridge. CA 91329
USA.

UBL 'harman international © JBL INCORPORATED 1984
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SOUND FOR
THE VISUAL AGE

adopt a wait and see attitude.
eDiscussions about Stereo Television
by the FCC, and increasing demands
by the consumer for better TV audio,
became prevalent.

oThe onset of Music Videos had the
effect of instilling the notion that
music could actually be a visual expe-
rience. The progression of this theory
isnow being considered, as artists are
actually signed to audio/video deals
with broadcast and home videocas-
sette implications.

The Move Towards
Sound-for-Picture

By Master’s assessment, the solu-
tion to the problem, which by that
time had plagued almost all record-
ing studios and caused the demise of
many throughout North America, was
tomove aggressively into the realm of
Sound-for-Picture — be it video or film
— by using the facilities at hand plus
the addition of sophisticated synchro-
nization systems to interface audio
with video. This decision was not
seen as a retreat from the music in-
dustry, but rather a diversification
and redirection that would advance
the studio into music and entertain-
ment field of the Eighties and beyond.

Although it would require much
dedication and capital in development
costs, the new market sectors targeted
in the television field were large, luc-
rative, and stable in comparison to
anything the record field had ever
offered a studio operation. It was
accurately predicted that as the music
industry advanced itself into the vis-
ual age, our facility would be ready
and waiting.

Diversification also led to new ser-
vices, as we began to take on the com-
plete packaging of sound for a given
production, including script consul-
tation and pre-production services.
Coupled with 10 years of music pro-
duction experience, this gave us the
opportunity to function well at all
levels of the audio industry.

By our initial studies it was clear
that high-level broadcast and feature
production had always been a “film
process” with respect to sound. Al-
though we felt certain that timecode-
based tape systems would provide a
suitable and efficient alternative to
16 and 35mm mag, it was from the
outset, and is today, our intention to
preserve most of the revered creative
techniques of film-sound editing and
mixing, and simply adapt our tech-
nology to those standards. In so doing,
we have continued to enjoy a growing
relationship with the film production
community, in as much as these pro-
ducers have never been alienated by
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Master’s Workshop boasts a fully-equipped Record/Mix Theatre, which fea-
tures a Sony MCI JH-636 automated console, JH-24 multitrack, JH-110 eight-,
four- and two-tracks, plus a wide selection of outboard signal processors.

our high-tech approach. Understand-
ably then, many of the comments in
this article are directed at film/tape
comparisons, since we find this is,
indeed, the most common concern. A
successful approach to the film com-
munity was made possible by expe-
rienced “feature film editors” who,
early on, became associated with us
in a hands-on sense, thus developing
sound tracks that were not only effi-
ciently delivered, but which were as
full and detailed as the producer had
come to expect.

Our studios were set up into four
basicproduction areas allowing many

— Predovich —

— McKenzie —

— the authors —

Doug J. McKenzie founded Master’s
Workshop in 1972, after gaining some uni-
versity training in music and broadcast. He
fully maintained and operated the facility as a
writer, producer, engineer until staff were
employed.

Bob Predovich has an Honours Bachelor
of Fine Arts degree from York University in
Toronto, Canada. From 1976 to 1982 he was
at Global Television gaining extensive expe-
rience and knowledge of television opera-
tions, including studio camera, video tape
and timecode systems, and has five years of
audio mixing experience encompassing stu-
dio and remote projects. He supervised
Global’s post audio facility for two and a half
years prior to joining Master’s as director of
post production in February 1982.

functions in the editing process to
take place concurrently. Production
areas included editing suites with
16/24-track capability and a full
sound-effects library; an ADR (Auto-
mated Dialog Replacement) booth; a
complete Foley stage; and our origi-
nal music studio, which then became
a scoring stage and mixing theatre.
By dedicating facility and staff to
sound editing and mixing-for-picture,
we may have suffered momentary
loss of business from certain record
clients. Our total immersion into the
field was necessary, however, consid-
ering the all-important commitment
to delivery schedules, last-minute
changes, and the capacity to handle a
large volume of business.

In certain production centers the
type of audio work will vary but, in
our case, almost 90% of Master’s bus-
iness is post-production sound. We
have found that the greatest amount
of timeis spent not in directly market-
ing the services, but in advising the
marketplace of the virtues of our in-
house systems, and skills in using
them. Separate sidebars written by a
couple of our engineers highlight the
changing roles of music engineers in
post-production operations. Curiously,
their ability to perceive sonic subtle-
ties and simultaneously manipulate
computer-automated editing/mixing
systems makes them particularly well
suited to the Sound-for-Picture field.
In our case, a blending of such people
with our other experienced televisi-
on/film mixers has ensured high
quality in technique and technical
efficiency.

It has been our experience, particu-
larly in the television field, that many
producers would prefer to deal with

il dodh o
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THE ENTIRE AUDI D INDUSTRY 1S MOVING
RAPIDLY INTO THE ASE OF D GITAL RECORDING
AND SIGNAL TRANS MISSION. THAT S WHY
SIGNAL PROCESSOF S PURCHASED TODAY MUST
HAVE WIDE DYNAMIC RANGE. FREEDOM FROM
DISTORTION. AND THE EXTENDED BANDWIDTH
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SOUND FOR
THE VISUAL AGE

one house for an entire soundtrack.
This is clearly a sound-production
service, and often involves script con-
sultation, on-location recording/super-
vision, and the track’s entire post
production. All services are usually
delineated up front with cost esti-
mates, and budget and time parame-
ters mustbe strictly observed through-
out. Obviously, changes in the sche-
dule, production requirements or the

edit imply extra time and cost, and
this would not be disagreeable to most
producers. While the “one-stop shop-
ping” approach provides many bene-
fits to both the producer and the
sound company, it is also true that
many discriminating directors have
certain people they wish to use in
some of the sound-production roles.
At times like these, it is important to
be prepared to accommodate the
blending of a certain outside crea-
tive/technical person with your own
people and, more importantly, your

systems.

Also, on the subject of packaging, it
is true that some producers recognize
the specific abilities of certain facili-
ties to record Foley, create special
synthesized FX, and provide other
related services; as a result, they wish
to “a la carte” their sound post. In
order to accommodate such a mosaic
of facility standards and creative in-
put, we must examine the compatibil-
ity of the systems being used. Only
through open-line dialog and indus-
try-wide acceptance of certain stand-

MASTER’S WORKSHOP
RECORDING EQUIPMENT
Studio A:
MCI JH-636 automated console
MCI JH24 multitrack
MCI JH-110 eight/four-track
MCI JH-110 four/two-track
Revox B77 two-track
Staffer 4A custom monitors, plus Yamaha
NS10 and Auratone 5C monitors
Lexicon 224 digital reverb
Two EMT 140 stereo reverb plates (one
tube, and one solid-state)
Eventide digital delay
Eventide Harmonizer
Orban parametric EQ
Orban de-essers
Klark-Teknik stereo graphic EQ
Four dbx 160 and 160X compressors.
Two URE!I LA4 compressors
Four Valley People Kepex noise gates
Four Pultec equalizers

CUSTOMIZED TIMECODE SYNCHRONIZATION AND
EDITING SOFTWARE FOR THE IBM PC COMPUTER
by Bob Predovich and Andy Staffer

he adage that “necessity is the mother of invention” could certainly be used when

discussing the evolution of our timecode-based audio controller/editor, Sound-
Master. For well over a decade, the marriage of computer power and timecode has been
under intense development in the field of videotape editing, but the lack of motivation for
good sound quality and content had stunted a parallel advance in audio. Without an
“off-the-shelf” system being available, we set out to design a microcomputer-based soft-
ware package that would be specifically tailored for audio post production.

The design philosophy was to provide tremendous system power while, at the same
time, making the computer as invisible as possible between the human creative element
and his or her final product. This is clearly demonstrated by the use of colored symbols
instead of a clutter of words and numbers, so that a glance at the display quickly delivers a
lot of information.

SoundMaster runs on an IBM Personal Computer, and presently supports up to three
BTX (now Cipher Digital) Shadow synchronizers as intelligent interfaces between the
computer and the audio or video transport, providing for four-machine control. The
program consists of three major sections/displays: the Controller, the Edit List, and the

Set-Up page. Studio B:
The Controller screen facilitates control of all the tape machines, and simultaneously Yamaha RM1608 console
displays important data such as lock indication, presence of code, code-type and transport Lyrec TR532 24-track

MCI JH-110 eight/four-track

Studer A810 with center-track timecode
Otari MX-5050 two-track

JBL 4311 and Auratone 5C monitors
Two dbx 160X compressors

AKG BX10 reverb

status. It also allows access to all modes of synchronization available within the intelligent
interface. This section also includes a timecode calculator that allows for addition and
subtraction at 30, Drop Frame (29.94), 25, or 24 fps rates; subframe (0.01 of a video frame)
calculations can also be selected. A provision is made to mark code from a selected
machine’s running display into the calculator, and then easily trim and enter the number as
an event into the Edit List with a minimum of keystrokes.

The Controller screen displays two events of the Edit List at a time, and allows for the
programming of all transport functions, GOTO’s, record in/outs and address start in/outs
(relay closures within the Shadow) to occur for specified machines at selected timecode
locations. Up to 2,550 events, divided into 10 lists with 255 events each, can be loaded in
one file and stored to standard 5Y%-inch floppy disks. The lists can be merged to allow for
flexible storage capacity; over 40 files can be stored on one disk.

When a list is executed, the top events displayed will be performed at the specified
timecode number. The Edit List then scrolls up one position automatically, and this event is
performed at its specified timecode number — and so one, until the end of Edit List, or until
the abort key (space bar) is hit.

For a more detailed look at the Edit List, a second screen is provided that displays 20

Edit 1:

Audioarts 16-input console

Lyrec TR532 16/24-track

Three Scully 280B two-tracks

JBL 4301 and Auratone 5C monitors
Two Dolby A-Type NR frames

AKG BX10 reverb

Foley Stage:

12 surfaces and water tank

Audio Developments 16-input console
JBL 4311 and Auratone 5C Monitors

Equipment for use in Any Studio:

Three IBM Personal Computers with MW’s

Sound Master editing/control software

BTX 4600 edit controller

BTX 4730 controller

Two BTX 4500 synchronizers

Four BTX Shadow synchronizers with wide-

band timecode readers

Sony BVU-800 U-Matic

JVC 6650 %-inch VCR with address-track

timecode

Two JVC 6400 professional half-inch VHS

% machines with RM70 remote

L — g ] Leitch video sync generator
BTX TimeCode Centre

| i! _' ﬂ_ !H A | Custom ADR cue system

- — Auratone T5 two-way monitors

Shown below is a typical off-screen menu of timecode edit points and accompanying
annotations created by the SoundMaster software. (Although reproduced here in black
and white, screen displays are in full color.) The screen shown below right is of
timecode offsets and related events.

NEW 1
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And Nouw...
A Word from Our Clients...

Any successful business gets that way
because satisfied customers refer people in
the industry back to their source. Referrals
are unquestionably more effective than the
most provocative advertising campaign.

““They go out of their way to find what
you want even before you know what
it is. They're with me 24 hours a day.
7 days a week.”’

Bruce Nazarian
Producer/Musician. Gnome Studio

““To mix contemporary sounding
records, you have to get upward stuff.
I've worked in London. New York and
LA...Hy James can compete with
anyone.”’

Don (Was) Fagenson
Producer/Musician. Sound Suite

“Why Hy James? Jack. Tom. and
Kevin. They've got quality salesmen.
quality equipment. and quality service.
You can't ask for more than that..."”

Gary Spaniola

Producer/Musician. Seller Sound Studio

24166 Haggerty Road
¢ Farmington Hills, Michigan 48018
/ i (313) 471-0027 994-0934 - Ann Arbor
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SOUND FOR
THE VISUAL AGE

ards — couple with suitable audio
supervision on any given production
—can acompatible blend be attained.

Facility Implementation:
Emphasis on Timecode
Synchronization

With experience as a recording stu-
dio, it was a natural transition for us
to adapt the use of multitracks to the
synchronization of sound elements to
picture. Although, in our case, it cer-
tainly was the most convenient for-
mat to adopt, the advantages of syn-
chronizing a 24-track to a videocas-
sette machine via timecode, versus
the use of dubbers, projectors and
sprocket registration, are tremendous.

In each case, there are numerous
strengthsinherentin the components
of a timecode-based tape-lock system.
VCRs offer a tremendous shuttle and
wind capability, which is a major
consideration since the speed with
which visuals can be accessed plays a
significant part in the efficiency of
the whole audio-for-video process.
Top-of-the-line VCRs do not enter an
unthread mode, allowing for rewind
or fast forward rates of up to 40 times
play speed directly from stop. With
shuttle commonly variable from 1/30
to at least 10 times play speed with
picture, a VCR offers strong competi-
tion to a conventional film projector.
(The compact packages now availa-

The Foley Stage at The Master’s Workshop houses a total of 12 “surfaces” and a
water tank. Microphones are connected through a 16-input Audio Develop-
ments console. JBL Model 4311 and Auratone 4C Sound Cube monitor speakers

are also provided.

videodecks with full freeze-frame
capabilities and up to 12 times shut-
tle; their two audio channels allow for
a standard configuration of guide
audio on channel #1, and timecode on
#2).

Multitracks are known for their su-
perior sound quality and noise speci-
fications, especially when running at
30 ips. In addition, compared to
standard film configurations, one
piece of tape can physically contain

ble include stereo half-inch VHS

many more individual tracks, and the

CUSTOM SOFTWARE FOR IBM PC — continued. . .

events at a time. The list can be scrolled up or down to view all 255 events, or requested
event numbers can be selected at will, with the computer remembering the position of each
list upon calling another.

The Edit List screen also displays the calculator section that can be utilized to enter
events quickly into the list. List-management capabilities include the editing of an existing
event, the deletion of one or a block of events, and the ability to insert a new event
anywhere in the list with full “ripple” of the following events. Editing and insertion capabili-
ties are accessed by a moveable colored “ruler cursor,” which enters the screen to enclose
existing events that need to be edited, or can be positioned between events for inserts. The
ruler cursor also is useful for highlighting events one at a time, as information can be
scrolled through it.

Parameter Customization

The Set Up screen allows for customizing the program for various applications. User-
variable parameters, such as the record-in ramp time of various multitrack recorders, and
the value for the automatic calculation of address starts (the tripping of an external device,
typically a 44-inch machine, at a specific timecode address) can be loaded into the system
via the Set Up page, and the program will act accordingly. This feature allows for a single
number in the calculator to loaded into the address-start and record-in register with, for
example, 15 frames automatically subtracted for the address-start point, and two frames
off for the record-in point to compensate for the recorder’s bias ramp delay.

The Set Up section also can be loaded with data for the various types of machines that
could comprise the four transports controlled. In this way, specific damping and latching
information need not be delivered to the intelligent interface as number codes. Instead, this
information forms part of the program, allowing users to list their equipment in the English
language with the computer sending the proper code to the synchronizer. (Such data can
also be stored to disk, so that on program initialization the relevant information would be
sent automatically by the computer.) 00O
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transport’s wind capability is not
hindered by the fear of tearing
sprocket holes or losing synchron-
ization.

Timecodeis the “‘electronic sprocket
hole” of a tape-lock system. Unlike
the simple mechanical synchroniza-
tion role of its film counterpart, how-
ever, SMPTE address code brings
many more benefits to the process: its
simplest application is as a “smart”
sprocket hole that does not require a
head-sync reference. In fact, it can
resynchronize onits own anywherein
the reel automatically. A micro-
computer-based timecode system
opens up the possibilities of autoloca-
tion, programmable events, electronic
editing and offsets, while promoting
improved machine control.

Although the principle of synchro-
nizing a multitrack to a VCR via
timecode dates back a number of
years, we feel thatthe concept had not
been fully developed as a working
system capable of fulfilling the needs
of the production community used to
working on film. One of our main
goals, therefore, was to ensure that all
capabilities available in the film-
sound world could be handled by a
timecode system.

System Design Criteria

As components, our multitrack and
VCRs had inherent speed and effi-
ciency; it was important to maintain
these features as the overall system
developed. Ease of operation was also
paramount, so that creative aspira-
tions would not get lost in the com-
munications between man and
machine.

Our aim for flexible operation led to
the development of a modular frame-



FOR THE NEXT STAGE
IN YOUR CAREER.

The band has paid its dues. Played the
garages, the dives, the schools. But now youTe into
some good-paying steady gigs. And ready to go for
broke. Without going brcke.

You're ready for a Yamaha MC mixing
console. A full line of new consoles that have
many legendary M-Series features and reliability.
And are affordzbly priced.

There are three models in the line—the
MC 1204, MC1604 and MC2404.

W hich one you choose depends on
how many channels you need. The first two
numbers after the MC tell you how many input
channels that model has. The last, how many
output channels.

W hichever MC mixer you choose, you get
input channels that are modularly constructed in
blocks of four for easy access.

Each channel has a pad switch and gain
control wich peak LED, three-band EQ with

sweepable midrange, two pre-EQ and pre-fader

foldback sends, two post-EQ and post-fader echo
sends, pan control, group 1-4 assignment
switches, cue and channel on/off switches, and a
100-millimeter fader.

All are color-coded and logically grouped
for easy operation.

With four group outputs that are assignable
to the master stereo outputs. And two echo and
two foldback sends.

There are even two MC monitor models,
the MC1608M and MC2408M. They offer the
additional capability of on-stage monitoring. So
each member of the band can hear exactly what
he or she needs to hear.

Now that we've set the stage, why not visit
your Yamaha Combo dealer for a demo of the MC
consoles. Or write: Yamaha International Corpo-
ration, Combo Products Division, PO. Box 6600,
Buena Park, CA 90622. In Canada, Yamaha
Canada Music Ltd,, 135 Milner Ave., Scarborough,

€ YAMAHA
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work for all our systems. All machines
have “one-plug” type connections for
audio and video distribution, as well
as single harness cables for synchro-
nization control. Many racks are de-
signed for “‘air pack” specifications,
allowing systems to be conveniently
transported with protection. Multi-
tracks were also purchased with head
stacks that could quickly convert
their track format as our needs
dictated.

' A synchronizer to provide machine
control and interlock between audio
and video would also have to follow
the modular nature of the rest of the
system. BTX Corporation’s (now Cip-
her Digital) Shadow synchronizer
was chosen because of its intelligent
design and capabilities, as well as the
system’s RS232C serial port that al-
lowed an external computer control.

The lack of an “off-the-shelf”’ con-
trol system that could properly access
the capabilities of the system in a way
that easily facilitated audio post pro-
duction was a major concern. A deci-
sion was made to write a custom
audio-editing program for the IBM
Personal Computer. Now called Sound-
Master, the software has been in use
for over two and a half years (see
accompanying sidebar).

As the system developed, it was
important that film and broadcast
clients felt comfortable in the environ-
ment. In some cases, we purchased
equipment that would be clearly re-
cognizable to a sector of our clientele.
A good example is the Sony BVU-800,
a premier VCR with 40 times shuttle
speed. Although it costs considerably
more than competitive machines, the
BVU-800’s capabilities and reputa-
tion helped to demonstrated our
commitment to excellence.

It is not only familiar equipment
that helps foster a sense of well-being
in a client. We make a point of talking
their language, stressing how our sys-
tems are an evolution of the tried and
true techniques used for decades in
the film world. In this regard, Mas-
ter's Workshop has incorporated the
traditional services of sound effects
and music editing, ADR, dialog
editing/pre-mixing/Foley, and final
mixing into our facility, in a way
where much of the work can be done
concurrently. In each case, there is a
strong link to the concepts of the past
using the technology of today.

Our Foley soundstage, we feel, rep-
resents a good example of our thought
process in developing the system.

When first confronted with the idea of
a person performing sound effects in
syncto picture, and the need to build a
proper stage to facilitate this, an alter-
native was proposed. At the time, the
first generation of computer sampling
devices was hitting market. Would it
be possible to have someone at a key-
board ‘‘performing’’ naturally-
sampled sounds, like footsteps, in
sync with the picture rather than
physically on a surface? The answer
18 no, for two main reasons. The first
was that the process was no faster
than a highly trained Foley artist,
who can often perform a footstep
track in dead sync in one or two
passes. However, there was also a key
component missing with the computer-
accessed sounds: the human element.
A Foley artist is just that; someone
who really adds the flair to the sound
that makes it fit, in ways other than
simple synchronization.

We decided to build a dedicated
Foley Stage, with permanent surfaces
that would not have the tell-tale
sound of portable structures rolled
into a studio. While we would use a
concept that dates back to the Thir-
ties, our shuttle and synchronization
capabilities, together with the ability
to roll in a 24-track if many tracks are
required, advance the art so that we
end up with the best of both worlds.
One key side effect of the process is
that sinceit requires such little time to
re-cue and roll again, hardly ever do
we have to fit Foley sounds in a edit
suite after a session — it is faster to
simply do a second take in sync.

Our effects editing suite is similar
in concept to an edit room with a
Steenbeck or Moviola, but the capa-
bilities are much broader. Our editor
works to a VCR picture and lays
sound directly from our %-inch tape
library onto an interlocked 24-track.
The ability to source directly from %-
inch and fit simultaneously to the
multitrack frame-accurately combines
two film-style processes into one.
(Sound editors are used to transfer-
ring from source to sprocketed mag-
netic film, and then manually fitting
to picture.)

The suite is also equipped with a
small mixing console, and a monitor-
ing system similar to that used in the
mix theatre, which not only allows
the editor to hear more channels at
once than heis used to, but also facili-
tates many other capabilities within
the sound-effects editing domain. The
ability to equalize library sound
effects can help the editor make more
accurate decisions as to the viability
of a sound early on in the process,

Production and engineering staff at The Master’s Workshop includes (from top
left): engineer/Foley recordist Frank Morrone, editor/mixer Terry Gordica,
sound editor Yanina Jezik, chief engineer Paul Massey, technician John Scott,

and engineer Jim Frank.
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rather than in the mix stage where it
can cost time and money. Even
though the editor doesn’t have to lay
the effect with equalization, knowing
that some bass boost, for example,
will make an earthquake effect work
can save hours of searching for a
replacement.

The ability to pre-mix sound effects
tracks within the suite has obvious
benefits. This capability is a direct
result of multitrack recording tech-
nology, allowing space on the same
piece of tape for discrete sound ele-
ments and a composite pre-mix. In a
final mix, no phasing occurs when
cross-fading between the elements
and pre-mix because they are on the
same piece of tape, a problem that
arises when separate dubbers contain
the components.

A good example of the use of pre-
mixing in the sound-editing suiteis a
car chase. Individual tracks of tire
squeals, engine revs and the like, are
first fitted to the picture. The editor
then combines these sound elements
in the way he envisions them working
to a parallel pre-mix track. When it
comes to the final mix, the mixer
could use thesingle pre-mix track and
augment, if necessary, any element
that needs boosting with the discrete
tracks. If the pre-mix was not at all
satisfactory, he closes one fader and
opens the discrete channels to mix the
sequence himself. In practice, since
the editor has the best idea of how the
components are supposed to merge
together as a package, the end result
is that most of the time the pre-mix is
acceptable with minor modifications.
This saves time and thus money, in
the mix theatre and editor goes away
happy that the sequenceis as he envi-
sioned it.

This philosophy of having the per-
son most familiar with the tracks to
be the one laying and merging them
into submixes, is one we uphold
throughout our facility. This is true
when we score programs from indi-
vidual music cues from a show library,
as well as in our work with dialog. In
the latter, our editor/mixer doesn’t
separate the tracks so that someone
later in the process can combine them
in a a mix. Instead, he produces a bal-
anced dialog pre-mix incorporating
the traditional editing and fitting.

A question that often arises is just
how accurately one can edit electroni-
cally, compared to the precision of
manually cutting sprocketed mag-
netic film. With 35mm mag, where
there are four sprockets per frame,
and filmrunsat 24 frames per second,
typical audio editing accuracy is to
1/96 of a second. Electronically, our
smallestincrementis 1/100 of a video
frame, or 333 microseconds. Clearly,
there is no question of the precision

available, and an extra bonus is that
the track does not have to be physi-
cally cut.

ADR is also made more efficient
with computertechnology. Our Sound-
Master system allows us to pre-load
looping sequences, as well as relay
closures to activate external count-
down beepers. With a simple video-
tape search machine and the compu-
ter in an office, events can be stored to
disk in files for separate actors if
necessary. Later, in the studio infor-
mation can be recalled from disk and
easily modified. This capability, to-
gether with the speed of shuttle,
speeds up ADR sessions.

One of the first questions we were
asked years ago by a drama producer
skeptical about mixing ‘“tape-lock”
was: “How can you possibly slip
tracks?”’ Of course his question related
to the fact that we had 24 tracks
locked in sync on one reel of tape, and
he found it difficult to understand
how we could physically cut away
track #5 from the tape and reposition
it! (With film-mixing techniques, as
most of you will know, itis customary
to take a dubber out of interlock, repo-
sition it so the sound is in the revised
location, print that new position as
part of the final mix, reposition the
dubber back to correct sync, and carry
on.)

The answer comes from the multi-
ple machine control we utilize during
mixing. One possible scenario might
find music and sound effects on a 24-
track, dialog and ADR on an eight-
track, with another eight-track re-
cording the stereo English and M&E
(music plus effects) mixes. As part of
the sound design of the project, we
leave at least one free channel on each
of the source machines. Moving a
sound effect from the 20-minute mark
of a film to the two-minute mark is all
done in a matter of seconds from the
SoundMaster keyboard, without any-
one leaving their chairs. We offset the
24-track, trimming the new location a
frame at a time, or less, from the key-
board until the sound is perfectly in
sync in its new location, and then
print that new location on the eight-
track source machine that still has a
zero offset with the video. Once com-
plete, the 24-track’s offset is cleared, it
autolocates back to its proper position
automatically, and we now have the
sound in two places. This procedure is
very handy, especially if the reposi-
tioning was only a small amount, and
the producer decides he likes the
sound better in its first position.
Although we do drop a tape genera-
tion, the signal degradation on cor-
rect multitrack technology is minor
compared with the time saving that

COLLET.

What the heck's a COLLET?

Just the best designed, most
dependable and stylish general purpost
knob in the world. That’s what.

If you want a knob that will never break,

melt, corrode, or shake loose; a knob
with exquisite tactile feel; a
balanced, sculptural, classic knob,
then you want Selco’s COLLET knobs
Let us impress you. Our A
COLLET'S matte-finish,
precision-molded 94V-2 nylon
body is permanently bonded
to a solid brass collar. This
retains @ machined, split-
base threaded bushing,
also solid brass, that slips
over your control shaft and

tightens from the front with a special brass
nut. Finally, a nylon cap in one of seven
decorator colors snaps on the front.

Simply superior. Not even a set screw
mars its elegant exterior. And Selco's COLLETS
come in a full range of sizes and
types, with all the accessories, t0o.

if you're a discriminating designer

who wants the respect of his most

demanding customers, then
furnish your equipment with
Selco’s COLLETS. The only thing
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in OEM quantities.

Send for our full-color catalog
and a sample knob today.
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7580 Stage Road « Buena Park, California 80621 + Phone (213) 921-0681 Telex 655457
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occurs.

Another added benefit to utilizing
multitrack arises in the mix theatre
when a new sound effect has to be
added insync. Thereis no need to tear
down a reel, go back to an editing
room, transfer the effect to mag, fit it,
andre-lace thereel. OQur mix theatreis
equipped to frame-accurately trip a
tape loaded on arack-mounted %-inch
machine onto the multitrack.

There aretwo other main benefits of
mixing at our facility we feel to be of
paramount importance: console auto-
mation, and the ability to perform
invisible audio insert edits. Our modi-
fications to the tape-machine elec-
tronics are a customdesign circuit
that enables punch-ins and -outs
without holes, bumps or clicks, in
practically any program material. To-
gether with the programmable capa-
bility of SoundMaster, and the fader-
level information provided by the
console automation, frame-accurate,
insert edits allow modification to pre-
viously mixed material with confi-
dence. The pick-up capability alone
eliminates the need to look for a place
that will disguise the punch-in.

Our Sony/MCI JH-50 console auto-
mation system records VCA level
data on a free tape track. At a pickup
point, the data is fed back to the con-
sole, and the mix machine pro-

Edit One, a sound-effects suite, features an Audio Arts 16-input console, a Lyrec

TR532 16/24 track, and three Scully 280B two-tracks.

grammed to go automatically into
record at that point. We can rest
assured that the pickup will work,
without the need to manually A-B
what is on the tape compared to what
18 coming out of the console at a spe-
cific edit point.

Console automation, however, has
a much broader significance to audio
post production. There is never the
need to say “Let’s not try another
pass to correct that problem because
we might not get the rest as good
again.” Qur JH-636 automated con-

Offering

engineers and video producers today

5wk /10 wk / 6 month

RECORDING ENGINEERING
WORKSHOPS '

For tre last mine years. The University of Sound Arts has been producing lomormow's recording

We use the finest and the most modern state of the ant equipment 1N the world, thus producting
engineers that are most effective and current in theis approach
Also avallable: 1 yr. program Iin Audio-Video Technoiogy
CALL COLLECT in California 213-467-5256 or 1-800-228-2095 or write to
University of Sound Arts, 6363 Sunset B, RCA Bidg., Hollywood, CA 90028
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sole provides fader and mute informa-
tion for each channel strip, with the
ability to update on successive passes.
For a very complicated scene in a
drama production, our two engineers
— one mixing sound effects and the
otherdialog and music — take the mix
to the ballpark stage. When it is
agreed we have a good foundation to
build on, successive automation
passes maintain the base data and
incorporate updates of fader-level
changes. If a particular sound effect
was slightly low on the first write, it is
updated and increased in level on the
next pass, with all other levels being
automatically adjusted to recreate our
live performance.

Specific Production Applications

Toronto is an interesting market-
place in the television and film pro-
duction field. In terms of size, it is now
the third largest market in North
America behind New York and Los
Angeles. However, the city is some-
what free of the traditional and labor
restrictions of a community like Los
Angeles, which is steeped in the busi-
ness of film traditions.

Multitrack for Video

For soundtrack production of Pyg-
malion, a television play starring
Peter O'Toole and Margot Kidder,
and produced by Astral/20th Century
Fox, the director wanted feature-
quality recording of original dialog.
In order to deliver this, plus allow for
greater flexibility in post, we recorded
all sound elements, including radio
microphones, booms and ambience
pickups to a 24-track installed in the
television studio’s audio booth. Time
was saved in the shoot due to the lack
of concern for audio problemsrelating
to boom cross fades, RF “hits,” and
extraneous noise (clothes rustle, etc).

During subsequent post production,
the multitrack tapes were conformed
to the final video edit reel using our

. droe L



What More Could You Ask?

Gatex offers four independent channels of unsurpassed
noise gating capability. And, wilh a flick of the Mode
switch, each channel can become an expander with an
optimized ratio of 1:2 for dynamic range control, or a 2:3
ratio may be selected for up to 20 dB of apparent dynamic
noise reduction.

The layout of the Gatex front panel is so logical that the
first-time operator can intuitively adjust the controls to
obtain the desired effect immediately. All user controlled
parameters are optimized for ease in set up and
operation. The unit's variable threshold encompasses

the range of levels from -40 dB to +20 dB. providing the
versatility to process all types of program material. A
complementary range conirol enables the user to adjust
the maximum attenuation from subtle noise reduction to
an impressive 80 dB "cut off,” thus allowing dynamic
control not achievable with less sophisticated devices.

To obtain fast release times with freedom from dynamic
distortion. there's Program Controlled Sustain. which
aulomatically lenglhens release times as diclated by
program content. Program Dependent Attack is em-
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processed.
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SoundMaster system, individual
tracks being kept discrete until the
final mix stage. A dialog pre-mix was
performed to ensure that at notimein
the production was more than the
minimum number of microphones
open to the studio floor, which allowed
for a very clean final dialog track.
Then our editors created suitable
atmospheres and specificsin layersin
the edit suite, and one of Toronto’s top
Foley artists contracted to recreate
movement sounds such as footsteps,
clothes rustle, water, and doors.
Finally, the elements were brought
together on various multitracks, lock-
ing up to as many as four machinesin
the final mix.

Live Concert Video Shoots

In many cases, our facility is util-
ized onlarge-scale music productions,
as was the case in the recording and
mixing of a TV special for Super-
tramp. To facilitate the mixing of 46-
track material recorded live at the
C.N.E. Stadium in Toronto, two 24-
tracks were interlocked to a %-inch
video reference with timecode. Utiliz-
ing a printed Edit Decision List
(EDL), determinations were made as
to the position of each song in the
final show, and with calculated time-
code offsets, the original multitracks
were locked to picture. After comple-
tion the mixes were stored, in show
position, on an eight-track “pile-up”
reel. Adjacent tracks on this same reel
were used for the layering of audience
and other backgrounds to fill out the
show, and a final stereo mix then de-
livered from this element.

Other similar systems have been
utilized in the production of shows for
The Police, Chris De Burgh, The
Band, and a television and theatre

special for Yes.

blending of certain film elements with
our own tape elements. Such was the
casein a 26-show series of nature pro-
grams, titled Profiles of Nature Here,
some specifics were cut on a film

Combining Film
and Tape Elements
In some cases our work involves the

MIXING TECHNIQUES FOR IMAX
70mm SIX-TRACK PRESENTATIONS

eing well versed in stereo mixing for video, the prospect of mixing the IMAX film

B Skyward presented two major concerns, the first of which was how best to maonitor

a six-channel mix. After many discussions regarding the feasibility of simulating an IMAX

theatre in a control-room environment — with its inherent guesswork, screenings, and

remixes — it was decided that mixingin an actual IMAX theatre was the only way to obtain
accurate results.

This approach involved renting the Cinesphere Theatre at Ontario Place, Toronto,
removing several seats and installing a 10- by 25-foot platform. We also rented and installed
an MCI JH-628 console (upgraded to 36 inputs, plus eight wild VCA faders); and additional
16-input board for echo returns; two JH-24s for playback; one JH-1 10 eight-track to record
the mix; three BTX Shadow synchronizers controlled by our custom SoundMaster soft-
ware for the IBM PC; a projector to display the video image on the IMAX screen; plus a
comprehensive complement of outboard gear.

Most of the audio mixing was done to a timecode-stripped VCR master for improved
shuttling speed. When a section was complete, however, it could be reviewed while locked
to the actual IMAX print — this merely required having a timecoded-reel loaded on the
IMAX six-track mag dubber, which the eight-track slaved to while the IMAX print was
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IMAX MIXING TECHNIQUES — continued. . .

rolling. (Changeover between the two master codes took only a couple of minutes.)

The second concern in setting up for an IMAX mix was how to adapt the JH-636 console
for six-channel mixing. Since it was designed for stereo mixdown, there were shortcomings
in the areas of assignment and panning capabilities, and six-channel monitoring. (The fact
that the console was rented made circuit modifications inappropriate.) The IMAX playback
system is basically a discrete six-channel, full-range format, supplemented by a single
subwoofer channel that receives a mono mix of all six discrete channels, lowpass filtered at
80 Hz (see below). While the JH-626's 24 bus assians offer plenty of routing options, busses
cannot directly represent speaker channels because the console only allows panning
between odd/even bus pairs, and therefore would not accommodate panning between LF
and C (2/3), RF and RR (4/5), RR and LR (5/1) or CF and TOP (3/6).

To accomplish the non-standard assignments, panning was done between the standard
MCl odd/even bus pairs, which were then recombined in an external mixing bus package
to route them to the proper speaker channels. As can be seen from the accompanying
schematic, the external package consisted of six mixing busses — one representing each
speaker channel — with assigns to each bus in the form of input patch points (six input
patches per speaker channel).

Aural and Visual Perceptives

Mixing inside an IMAX theatre allowed precise localization of sound relative to image. To
make full use of this ability it was necessary to incorporate multichannel panning with full
automation capability. Instead of using a conventional quad panner to pan an audio signal
to four channels, it was used to pan the control voltages of four VCA fader modules,
enabling the pan moves to be repeated under automation control.

Panning was achieved by affecting the relative control-voltage levels of the four VCAs.
Depending on the signals sent to the VCA inputs, one mono signal could be panned
between any four channels, or a stereo signal could be panned between any two sets of
stereo channels (i.e., front L and R to back L and R). The quad pan signals were
recombined into the mix by patching the VCA fader module outputs into the four selected
external mixing bus inputs, which fed the channels across which the signal was to be
panned. Two such automated quad panners were provided, controlling eight VCA fader
modules.

Six-channel monitoring was the final shortcoming to be addressed. To enable the
recording of an M&E (music and effects) mix, while still allowing narration and dialogto be
monitored, it was necessary to provide another six monitor mixing busses that combined
the six-channel M&E mix with the positioned monitor feeds of narration and dialog. This
was built into the same external package with patch inputs, although only two inputs per
speaker channel were necessary in this case.

To achieve muting of monitor feeds during shuttling of audio machines, a mute relay was
added in series with the monitor bus outputs, and was controlled by the timecode
synchronizers. These post-mute-relay monitor signals were fed directly into the theatre’s
power amplifiers.

With minor maintenance being performed either late at night or early in the morning, the
mix was completed with no downtime. The success of this approach, and the systems
used, can be confirmed in light of the second such project currently being undertaken for
the Omnimax film A Freedom to Move by Nanouk Films. (OMNIMAX is a planetarium
type adaptation of the IMAX format, using fish-eye lenses in filming and projection.)

aaao

IMAX SPEAKER LOCATIONS

SAME POSITION
DIFFERENT HEIGHTS

1 LEFT REAR

2 LEFT FRONT

3 CENTER FRONT

4 RIGHT FRONT

5 RIGHT REAR

6 SCREEN TOP

SUB MONO SUBWOOFER
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bench along with the picture, trans-
ferred to VHS in PCM-F1 digital form
with an analog SMPTE timecode
track, and later locked to our 24-tracks
and transferred. Then, in our edit
suites, other atmospheres and specif-
ics were layed, Foley recorded, and
music fitted. When the stereo mix was
complete, we restriped the one-inch
video master and, having made suit-
able timecode, speed and frame-rate
provisions on the initial film-to-tape
transfer, we also transferred to a
16mm mag dubber to provide for film
and tape distribution (a common
practice). Profiles of Nature now airs
on over 40 PBS stations in the U.S.,
and was one of the first shows to be
broadcast in stereo from WTTW,
Chicago.

IMAX: Six-track Audio

Perhaps the most intriguing appli-
cation of audio-for-video technology
can be demonstrated in our process of
sound recording and mixing for a
70mm, six-channel IMAX film, en-
titled Skyward, currently showing at
the Japanese World’s Fair. In this
case, our associate supervising editor,
Bruce Nyznik, prepared all the tracks
on 35mm mag, and here again we
transferred up to 24-track via the
PCM-F1 digital formaton VHS video-
cassette. The musical score, recorded
by our chief engineer, Paul Massey,
who also mixed the film with Bob
Predovich, was recorded and pre-
mixed into 10-channel configurations
to allow for maximum flexibility of all
musical and FX sounds in the final
mix. The intention was to create the
optimum mixing environment for
such a property by actually mixing
inside an IMAX theatre.

In order to accomplish this, our
technical department developed sev-
eral custom boxes to enable access to
the six-channel monitoring and inter-
lock to a 70mm projector system, and
installed a complete 48-track computer-
automated mixing system inside
Canada’s first IMAX theatre, Cine-
sphere, at Ontario Place in Toronto.

The mixing process proved to be
quite an exercise in “cerebral dexter-
ity” for Predovich and Massey, who
found themselves immersed in time-
code numbers during the pre-mix pro-
cess. In this initial stage, blocks of up
to66 FX tracks were reconfigured into
more manageable 22-track pre-mixes,
and simultaneously conformed into
show position on a second 24-track
master. Later, as picture revisions
occured during the 10-day mix, adjust-
ments were made in the soundtracks
by re-enacting this process utilizing
new timecode offsets. The multi-



channel music was moved into posi-
tionin thesame manner, and the final
mix then involved a total of 30 to 40
FX and music elements.

Once again, console automation
proved invaluable as the mixes were
built in stages with data stored on
open tape tracks. Through a unique
six-channel monitor package designed
by David Armstrong of our technical
department, we were able to monitor
all elements, including dialog, store
the data relating to the mix, yet only
print asix-channel M&E to a one-inch
eight-track. This technique enabled
us to later add back the dialog utiliz-
ingthe automationdatain a passtoa
second eight-track and, more impor-
tantly, add foreign languages in the
same manner, thus avoiding any
actual remix outside of the theatre.

Many other examples could be dis-
cussed of the flexibility and efficiency
of our audio-for-video systems as they
relate to serial television (Littlest
Hobo for CTV, Hitchhiker for HBO);
specials (Magic Planet with Toller
Cranston for ABC, A Case of Libel
with Ed Asner for Showtime); concert
specials (as above, plus many more);
and features (Skyward,an IMAX film
for Japanese World Trade Expo) and,
in production now, A Freedom to
Mouve for the Theme Pavilion at Expo
’86 in Vancouver.

Stereo Television
and the Future

There are many questions and con-
cerns centering around the future of
Stereo Television; our involvement in
the mixing of over 60 stereo TV pro-
grams has led us to some important
conclusions. First, it is evident that
the increasing awareness of the con-
sumer to improved television sound
will have a continuing impact on the
production industry. Sound special-

ists — particularly those already
versed in multitrack recording and
mixing — are being challenged to

meet these demands which, in terms
of fidelity, stereo capability and effi-
ciency, can best be handled by a time-
code interlock system.

The production of stereo sound is,
however, a question that still requires
a proper answer. Seemingly, no
standard exists. Some feel that all
original sound elements should be
shot in stereo, which obviously creates
problems when later marrying sound
and picture perspectives. All too often,
stereo sound is over-emphasized to
the extent that, rather than simply
creating a fuller and more natural
track, it becomes a two-channel
special-effects device.

We have found that most of the
imaging for Stereo Television can be
subtlely accommodated in the mix
itself. Backgrounds may be layed in

stereo, and a stereo music track used
to tremendous effect. Specifics can be
positioned or panned if required to
enhance the image, while dialog is
usually best located in the middle of
the mix.

Itis worth repeating thatthoseof us
equipped and qualified todeliver such
sound production can quickly solve a
producer’s dilemma over how best to
mix stereo, by taking charge and
delivering a stereo video master that
is mono-compatible. Whether or not
the product is immediately slated for
stereo broadcast is immaterial, given
that it will have increased shelf life
and marketability by not being limited
by a mono-only track for future

distribution.

The future holds many exciting pro-
spects for the audio industry as dig-
ital technology takes hold and audio
post systems became standardized
and accessible. Our development
plans include random-access sound
effects recall, the ability for Sound-
Master to communicate directly with
videotape editing systems, highly
variable and programmable monitor-
ing systems, and much more. All sys-
tems are intended to provide audio
post with the same efficiencies learned
in the videotape world, in terms of off-
line/on-line editing. The future looks
exciting, and we hope to be able to
help shape it. ([ ] ]

s
DAuW SE

&=\
B\ %=\
sealencen
0GITAL KEYBOAAD
oen

i L
SMPL* LOCK RACH MOUNT

© ViswrL - SYSTEM CONSOLE

L) Lees trea &l

June 1985 O R-e/p 83

@
n
*
@
12
-
]
c
]
=
<
E
S
]
2
=
®
c
)
=
-]
°
<
-
©
w



TIES
R e e o e e EACILIMER "
iﬂ h.: g-:?: =L -FEQL'\'\?MEN.‘ =R _g\':A ﬁE
- I M e pg()PLﬁ i 2y A

heast: -

NIQUE RECORDING (New York City) has added a second Quantec QRS Room Simulator, and its fourth Otari MTR-90
rack. In addition, the studio is Beta testing two new products for Roland Corp.: the MPS (MIDI Processing System)
sequencing, editing, and music scoring software written for the IBM PC; and the MUSE eight-track sequencer for the Apple lle. 701
Seventh Ave., New York, NY, 10036. (212) 921-1711.
0O EUROPADISK (New York City) has acquired the first Teledec Technology DMM (Direct Metal Mastering) system in the
U.S. Gotham Audio, the sole agent for the system’s U.S. sales, says that the Neumann
lathe-based DMM system simplifies the manufacturing of records, reduces pre- and post-
groove echo, and retains high sound quality through the inner diameter of the record by
incorporating copper instead of vinyl material for cutting blanks. Installation of a second
system is expected at Amigo Studios, North Hollywood, CA, in the near future. 75 Varick
Street, New York, NY, 10013. (212) 226-4401.

O SOUND IDEAS STUDIOS (New York City) has taken delivery of a Solid State Logic
SL 6000 E Series Video System. The 56-input mainframe is fitted with 48 input/monitor-
output modules, and includes Plasma Metering, Studio Computer, Total Recall console
automation, plus a three-machine Intergral Synchronizer and Master Transport Selector.
With the new installation in Studio B — which measures 28 by 34 feet, with an 18-foot ceiling
—the facility is anticipating an increase in film and video post-production sessions. 51 West
46th Street, New York, NY, 10036. (212) 869-2666.

O EASTERN ARTISTS RECORDING STUDIO (East Orange, NJ) has installed an E-mu Systems Emulator Il digital
synthesizer, together with a Yamaha RX-11 digital drum machine, and a Tascam Model 122 cassette deck. 36 Meadow Street,
East Orange, NJ, 07017. (201) 673-5680.

OINNEREAR (Queens, NY) has added a Roland SDD-3000 digital delay line and SD-1000
digital delay, two Symetrix noise gates, a pair of Beyer M260 ribbon mikes, and an E-mu
Systems Emulator Il with sequencer. In addition, an Oberheim DX digital drum machine is
also available. 118-7 97th Avenue, Queens, NY 11419.

O CENTURY Ill AUDIO (Boston) has added the following hardware to its recently com-
pleted Mix-to-Picture audio post-production suite: an Eventide H969 Harmonizer with
pitch-change capabilities for voice-overs and special-effects mixing; a dedicated one-inch
videotape machine to handle the increasing volume of commercial sound mixes that are being [
made to that format; two channels of Dolby A-Type noise reduction; and updated software
for the facility’s Lexicon 224X digital reveberation system, including backwards reverb. 300
East 44th Street, New York, NY, 10017. (212) 949-7000.

ONORTHEASTERN DIGITAL RECORDING (Shrewsbury, MA) has installed a Sony DAE-1100 digital audio editor, possibly
adding credence to the claim of being New England’s only facility to handle professional digital recording, editing and mastering for
Compact Disc. 12 Sadler Ave., Shrewdbury MA, 01545, (617) 753-1192.
O CRITERIA STUDIOS (Miami) has ordered two Solid State Logic SL 6000 Stereo Mastering consoles with Total Recall and
SSL Computer. Formerly called Eastwing Studios, the renamed Studio A and B will also share a Mitsubishi X-800 digital 32-track.
In addition, Studio C is receiving a new monitoring system designed by Ed Long, consisting of custom-built, Time-Aligned speakers
housing TAD drivers. The facility’s owner/president Mack Emerman says that his complex is
going through a major upgrade, and that Studio A will open by mid-July, and Studio B by
mid-September. Miami, FL (305) 947-5611.
O UCA RECORDING (Utica, NY) has completed a year-long renovation of its facility. The
@ cduipment list now includes a 3M M79 24-track, an AMEK Angela console, and a Sony
PCM-701 digital processor. Qutboard gear comprises a Lexicon 224 XL reverb with LARC
remote system and Prime-time digital delay, an EMT plate reverb, a Deltalab ADM-2048
programmable digital delay, a Roland SDE-1000 digital delay, Orban 622B and 67A para-
metric EQs, UREI 1176 LN limiters, and Valley People Kepex Il noise gates. Microphone
P selections are from Neumann, AKG, Sennheiser, Crown PZM, Shure, and Electro-
Voice; a seven-foot Steinway piano, a Yamaha DX-7 synthesizer, and a Fender Rhodes
electronic piano form part of the keyboard arsenal, while an Oberheim DX drum machine,
and E-mu Systems Drumulator comprises the electronic percussion section. 1310 Lenox Avenue, Utica, NY, 13502. (315)
733-7237.

EUROPADISK — first U.S. DMM system

INNER EAR — new outbaord gear

UCA — completes major renovation

Midwest:

OARS RECORDING STUDIOS (Alsip, IL) has added an Otari MTR-90 24-track, in addition to updatingiits Trident console to
a 28-by-24 configuration.11628 South Pulaski, Alsip, IL 60658. (312) 371-8424.

(13001 RECORDING STUDIOS (Columbus, OH) has completed construction of its second recording studio, and has added the
following hardware to the complex: a Yamaha TX816 FM synthesizer rack; an Ensoniq Mirage sampling keyboard; new
sequencing and editing software for its Apple-based system; and a Cipher Digital/BTX synchronizer for the facility’s existing
10-synthesizer MIDI system. 300 Indianapolis Ave., Columbus, OH 43202. (614) 262-3001.

O FIFTH FLOOR STUDIOS (Cincinnati) has added an Audio Kinetics Q.Lock 3.10 SMPTE timecode synchronization
system, a digital automation system for the facility’s Sphere console, and a Sony MCI JH-110B Audio Layback System for
recording final mono/stereo audio mixes on the master one-inch C-Format videotape master. 517 West Third Street, Cincinnati,
OH 45202. (513) 651-1871.

OTRACK RECORD STUDIOS has relocated to the midway area of St. Paul, Minnesota, and now offers full eight- and 16-track
facilities based around a new compliment of control-room equipment that includes Tascam multitracks, Audiotrack and
Studiomaster consoles, plus a wide selection of outboard processors. Future plans for the 4,000 square foot complex, which
currently houses a main studio and control room, include the construction of a second studio/control room and a tape
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A80VU MKIV: A Legend Continues

STUDER

MASTER RECORDER A80VU MKV

This is our newest multitrack. It is also the
most affordable multitrack in Studer history.

For the fourth time since its incep-
tion, we've Lhanged the ASOVU. We've
improved the sonic performance. t: \pe
haadling. and durablhtv And we've
substantla ly lowered d the price.

Same outside. changes inside. In
keeping with the Studer tradition, we
made no superfluous Cosmeiic
changes. We're not going to tell you
this is an “all new” recorder. It isn't
It is a proven, legendary recorder in
ccrporaling several significant
improvements

Uh-oh Something Is Missing. Yes
The transformers are gone. They've
been replaced in the input and output
stages wilh new high performance ac
tive balancing circuitrv. Other MKIV
improvements include a new master
bias oscillator, extended record head
room, and a new record and bias driver
compatible with all present and fu
ture high-bias requirements. Record
electronics are now fully compatible
wi'h Dolbv HX Pro* requirements.

Smoother Shuttling, Hardier
Heads. The MKIV's new tape tension
control system provides smoother tape

handling, while a new extended wear
alloy for record and play heads greatly
increases head life

Never Lower. The list price of the
A80VU MKIV 24-track is lower than
any of its predecessors. And that's in
straight dollar figures, without adjust-
ing for inflation. What's iore, the
A80VU MKIV now has a list price lower
than most of its competition

No Hocus-Pocus. How could we
make the ASOVU MKIV better and lower
the price al the same time? Simple
We make it in Switzerland, and you
pav for it in dollars. The favorable ex
change rate does the trick. That means
you gel advanced electronics, Swiss
precision, and low price. If you act
now. This can't go on forever.

Your Time Has Come. If you've
alwavs wanted a new Studer multi
track but thought vou couldn’t afford
one. your time has finally come. Call
today and find out why the A80VU
MKIV is one of the most advanced
recorders available at any price. And
then ask about our new lower prices.
Be prepared for a pleasant surprise

For additional Information clrcle #59

For more information, call or
write: Studer Revox America, 1425 Elm
Hill Pike, Nashville, TN 37210; (615)
254-5651.

‘Dolby HX Pro is a trademark of Dolby Laboratories

STUDER XY
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copying/editing room. 1561 Sherburne Avenue, Saint Paul, MN 55104. (612) 645-928.

OTHEALLIANCE RECORDING CO. (Fenton, Michigan) is a new, 24-track recording studio located at the former Grand Funk
Railroads’ “The Swamp” studio. The facility, measuring 40 feet by 36 feet, houses a 56-channel Neotek console, Sony/MCI
JH-114/110 24-track and mastering decks, Lexicon 224 XL digital reverb, various outboard gear, and classic microphones from
Neumann, Sennheiser, AKG, Beyer, Shure, Electro-Voice, and Crown. Several instruments are available to clients, including
an Oberheim OB8 synthesizer, and a LinnDrum machine. Owners Mark Farner and Al Hurschman say the studio design was
under the consultation of Milam Audio’s Jerry Milam. 8449 Parshallville Road, Fenton, MI 48430. (313) 632-5653.

Southeast:
O SKYELABS, INC, (Dover, Delware) has installed two Otari MTR-90 24-tracks, two MX-5050 Mark Il two-tracks, and a
384-point patch bay into its moblle recording unit. 58 West Tidbury Drive, Dover, DL 19901. (302) 697-6226.

: O CRITERIA STUDIOS (Miami) has ordered two Solid State Logic SL 6000 Stereo
Mastering consoles with Total Recalland SSL Computer. Formerly called Eastwing Studios,
the renamed Studio A and B will also share a Mitsubishi X-800 digital 32-track. In addition,
Studio C is receiving a new monitoring system designed by Ed Long, consisting of custom-
built, Time-Aligned speakers housing TAD drivers. The facility’s owner/president Mack
Emerman says that his complex is going through a major upgrade, and that Studio A will open
by mid-July, and Studio B by mid-September. Miami, FL. (305) 947-5611.

0 SHEFFIELD AUDIO-VIDEO PRODUCTIONS (Phoenix, MD) has completed the
construction and outfitting of its new custom-designed, 24-foot remote truck, which is
equipped with a new Trident Series 80 console, a Sony PCM-3324 digital 24-track recorder,
dual 24-track Studer multitracks, and 48 channels of Jensen mike splitters. 13816 Sunny-
brook Road, Phoenix, MD, 21131. (301) 628-7260.

0 MORRISOUND RECORDING (Tampa, FL) has installed an Otari MTR 12 half-inch two-track mastering deck to comple-
ment its exisitng Sound Workshop Series 34 console, and Otari MTR 90 based control room. 120 North Florida Avenue,
Tampa, FL, 33603. (81) 238-0226.

SKYELABS — adds new Otari taps machines

South Central:

DO SOUNDS UNREEL (Memphis) has added a Soundcraft TS-24 32-by-32 console, and an AMS RMX-16 dlgltal reverb system
to its 24-track facility. In addition, the facility also opened a separate room for audio pre/post —

production, and synthesizer/sound effects overdubbing. 1902 Nelson Avenue, Memphis, TN,
38114. (901) 278-8346.

square-foot production facility headquartered in The Dallas Communications Complex. Pre-
viously, French was chief mixer and head of sound for Allied + WBS Film Video Services in
Dallas, where he worked for seven years. Dallas, Texas. (214) 869-0060.

0O GENESIS SOUND (Dallas), a 24-track studio formerly known as Rainbow Sound, has
formed a new in-house production company titled Fourth Day Music. The facility’s owners,
manager Glen Sloan and creative director Charles F. Brown, say that the new service will
help writers and composers contact viable publishers and record labels within the field of
religious music. 1320 Inwood Road, Dallas, TX 75247. (214) 637-0678.

SOUNDS UNREEL — console addition

Southern California:

O JUNIPER RECORDING STUDIOS (Burbank) a 24-track recording facility, has acquired an Sony/MCI JH-110 two-track,
and Aphex compellor/limiter, two Hitachi cassette decks, and the LARC remote control system for its existing Lexicon 224XL
digital reverb. Jan Harrison, studio manager, says that these new additions will add to the facility’s album, post-production, and
jingle capabilities. 719 South Main Street, Burbank, CA 91506. (818) 841-1244.

0O THE RUBBER DUBBERS, an ADR (Automatic Dialog Replacement) facility has re-located to Glendale, CA. The new 1,800
square-foot buildingiis reported to house capabilities for high-speed Foley/ ADR 35mm mag dubbing, with equipment comprising a
custom Veedor Root EPROM-based ADR computer system, a custom-built Quad-Eight/Westrex 12-in/six-out console linked to
an RCA PM-861 and MTM recorder/dubbers, backed by an Ampex ATR 102 two-track. Qutboard 