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Attention Otari and Sony/MCI Customers:

‘Now you can afford Studer quali
' - and performance”

Studer quality and performance has just entered
your price range with the affordable—very
affordable—A827 studio recorder. the first new

multichannel from Studer since its

standard-setting A820-24.
Superior sound for music recording. The A827
s just plainty ahead of the competition. And why
shouldn™tit be? With the same transport and head
assembly. the same audio quality as its big brother.
the A827 is without doubt in the
Studer class in spite
of its

versions, the A827 features a

computer.gontrolled transport with 3 tape speeds.
vaj»pﬁe/d‘ switchable Dolby HX® Pro and phase
r‘:'5mpensaled audio electronics. ‘

Featured for post production. For TV/Video/Film
post production work, the A827 offers the fastest
transport in'the business—0 to 600 ips in 4 seconds—
and-with 14" reel capacity. The optional chase lock
synchronizer guarantees nobody’ll be waiting on this
machine. Post features like Reverse Play/Record and
parallel/serial R§232/422 control ports make for easy
integration into post production facilities.

There’s never been a better time to part ways with
those “other”™ machines...and move up to the famous
Studer sound and quality. Call us. Experience the new
A827-24 with the best price/performance ratio available.

STUDER REVOX

Studer Revox America. Inc.

1425 Elm Hill Pike » Nushville. TN 37210 « (615) 254-5651
Los Angeles (818) 780-4234 « New York (212) 255-4462
Studer Revox Canada Lid. (416) 423-283]
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IT'S THE
LITTLE THINGS
ABOUT THE
IL SERIES
THAT YOU'LL
APPRECIATE.

Take a close look at the Soundtracs IL
Production console. An outstanding console that's
achieving acclaim amongst commercial recording
studios around the World. Designed to meet a
production climate that's radically changing with
engineering that matches efficiency with vision.

More important, though, listen to the
way it sounds. This 32 bus console offers very low
noise, minimal crosstalk and a degree of sonic
transparency that sets new standards.

Combine these attributes with a
sensitive yet effective equaliser section to create
one of the sweetest sounds to be found anywhere,

perfect for high quality track laying.

And  while our crystal

clear layout is

free of gimmickry,

we've included a number of

unique features and sophisticated circuit

designs which, together with Soundtracs

Tracmix fader automation, provides versatility
to set your creativity free.

Little things in themselves. But

in the Soundtracs IL, add uptoa

rather special production console.

mLas32
L3632
SOUN.D?}?R;-' CSs

CRE ENGINEERING

SOUNDTRACS PLC, 91 EWELL ROAD, SURBITON, SURREY
KT6 6AH ENGLAND. TELEPHONE. (01) 399 3392/8101
FAX (01)399 6821 TELEX: 8951073 STRACS G

SPECIFICATIONS:
0 48 OR 36 CHANNELS @ 104 OR 80 INPUTS ON REMIX
DOINTERCHANNEL CROSSTALK BETTER THAN —88dB ( 1kHz
O MIX NOISE 32 INPUT ROUTED BETTER THAN —-82dB

EXCLUSIVE DISTRIBUTOR:

SAMSON TECHNOLOGIES CORPORATION, 485-19
SOUTH BROADWAY, HICKSVILLE, NY 11801, USA
TELEPHONE: (516) 932 3810 FAX: (516) 932 3815
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If Michelangelo had a QUADRAVERB,
he might have mixed music instead of paint.
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It's true. Music and painting are very similar. A stroke of red. a touch of chorus. A splash of blue,
a wash of reverb. Either way. it's art. And every artform has its masterpieces. And its tools.

Introducing the Alesis QUADRAVERB. An all-new 16 bit digital, simultaneous
multi-effects processor and dead-serious musical toof. With QUADRAVERB, [
your mixes will be mirror images of the sound in your head. No letdowns. |
No nois2. No nonsense. No boundaries between art and creation.

~ Inside, QUADRAYERE is alive with colors. Chorus, flange,
phase shift, pitch detune and delay... all in stereo, to give
your music depth and space. For absolute tcnal control
there are 5 bands of paramsztric and 11 bands of graphic
e.q. And, of course, there's the unmistakable clarity
and drama of the award-winning Alesis digital reverb
programs.

With full programmanoility, 100 memory siots, and 90 factory
programs created by the best ears in the business,
QUADRAVERB gives you total artistic freedom. Plus, in
QuadMode ' four of these flawless 20kHz bandwidth

efects occur simultaneously. Like crunching thousands

of dollars worth of studio gear into cne rack space.

With very little cash, and even less effort, you can use
QUADRAVERB on your next mix... plug it into your
nstrument rig... perfect your scund.

See your Alesis dealer today and hear what
state of the art really means.

Michelangelo would agree,
QUADRAVERB is a masterpiece

ALESIS

STUDIO ELECTROMICS

LOS ANGELES:

Ajesis Corporation » 3630 Holdrege
Avenua * _os Angeles, Ca. 90015
LONDON:

Alesis Corporztion » 8, Letchworth
Businzss Cenzer «  Avenuz Onz
Latchworth Hertfordshire SG62HR
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EDITORIAL

Pay to play

When is sampling a production tool and
when is it stealing?

Are you stealing if you sample a drum
track off an old George Clinton album?
What if you sample a musician playing live
in the studio? Does that musician deserve
a royalty on top of the regular session pay-
ment? What if you, as an engineer/produc-
er, hit a snare drum while someone else
samples it? Presumably, because you're
the musician, you've solved the problem
of additional compensation. But could the
manufacturer of the snare demand some-
thing from you, because you appropriat-
ed the snare’s “signature sound”?

As Rosanne Soifer's lead story in this
month’s News section details, the questions
over sampling are far from being resolved.
It’s clear that technology has far surpassed
the law.

The subject is extremely complex, be-
cause in addition to technical questions,
there are questions of ownership. In the
two suits brought against the Beastie Boys,
by Gerry Thomas (now settled) and Jim-
my Castor (still ongoing), the issue of who
owns the recordings is unclear. The latest
case, in which Flo & Eddie are suing De
La Soul and Tommy Boy Records, the duo
owns the Turtles song in question. But any
precedent could be limited, because the
suit is in state court, not federal court; the
recording in question is too old to be co-
vered by federal copyright law.

In addition to the sampling questions,
the Thomas suit is notable because en-
gineer Steve Ett was named as a co-
defendant, along with the producer, art-
ist and record label. For the first time,
questions of accountability extended from
record and production company offices to
the control room, where creative decisions
are made on the spur of the moment, in
the heat of the session, and have been
long forgotten when depositions are tak-
en years later.

These suits strike at the heart of what
we do every day in the studio, whether we

sample or not. In the Thomas and Castor
cases, their lawyers argue that the issue
is not who owns the recording, but of who
owns the sound.

In essence, they are saying that Thomas
and Castor created a unique sound that
goes beyond the ownership of a record-
ing. They own this sound, even if they do
not own the rights to the recording.

If you follow this line of reasoning, it's
easy to see that a precedent in the Castor
case could have far-reaching implications.
It’s not out of the question to say that a
musician playing on conventional record-
ing date could later claim ownership to his
personal sound. Could an instrument
manufacturer such as Steinway claim that
the sound of its pianos is unique and must
be compensated whenever it is recorded,
even if it's not sampled?

It’s clear that technology
has far surpassed the
law.

This issue is the latest in a series of con-
troversies, such as DAT and outdoor noise
levels in the concert sound industry, in
which the industry has abdicated respon-
sibility. Instead of policing ourselves, we
are allowing people who have no techni-
cal (or creative) backgrounds, and no idea
of how audio is produced, such as lawyers,
judges, politicians, congressional aides and
bureaucrats, to decide on the most impor-
tant issues we are facing.

The bulk of the listening public thinks
that records are made when a group of
musicians get in a big room, play the songs
together and complete an album in about
the time it takes to listen to the finished
product. Given that sensibility, newer tech-
niques, such as sequencing and sampling,
are going to be even more difficult to com-
prehend. As an industry, why do we put
ourselves in these positions when self-
policing can solve the problem?

We have a long way to go, because opin-
ions within the industry are diverse. When
[ went to the New Music Seminar in July,
sampling came up in several seminars, and
I was struck on how widely opinions
differed. Some felt that any sampling was
wrong. Others felt that it was OK in any
circumstance. Two bars was the limit for
some, four for others, and one person
thought 12 bars was fine.

How do you reconcile such differences
of opinion? By treating sampling as a busi-
ness issue, in addition to a creative one.
There are valid reasons to sample, even
to sample copyrighted material. That’s a
creative decision, and if it works, do it.

Then, be business-smart. First, don’t use
the doctrine of Fair Use as a shield or an
excuse. There is no hard-and-fast rule of
when fair use crosses over into copyright
infringement, even in something as tech-
nically straightforward as a songwriting
plagiarism suit. Throw in sampling, and
guidelines go out the window.

You gotta pay to play. Every sample of
copyrighted material that appears in com-
mercially released product should be ap-
proved by the copyright holders. If neces-
sary, they should be paid a royalty for the
use. Not only is it good business, it’s good
ethics.

That means someone has to keep track
of what is sampled, and if it is used or dis-
carded. Then, the copyright owners have
to be tracked down. In the case of vintage
recordings, that could be problematic, as
ownership could have changed hands
several times. Should the owner of the
song also be contacted? And, does clear-
ance extend to the performer, in the case
of Gerry Thomas or Jimmy Castor?

Clearances don't even have to be ob-
tained until it’s apparent that the materi-
al is going to be released. The copyright
owners of the “Mr. Ed” theme, which the
Beastie Boys sampled on “Licensed to IlI,”
would have been willing to work some-
thing out, had someone contacted them
before the record was released. That mat-
ter was settled during the deposition proc-
ess, and that’s cheaper than settling dur-
ing trial. But it would have been a lot
cheaper if clearance had been obtained
first.

Yes, it will be a pain in the butt. But
that’s the only choice we have. Otherwise,
lawsuits are going to continue, and we're
going to get stuck with a decision that no
one will like and everyone will have to live
with.

Dan Torchia
Staff Editor
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/ STUDIOS
OF NEW YORK

New Ownership/Management
A world-class studio committed to audio excellence.
Studio B features New York's first Neve VR-60 with Flying Faders™
Automation and Mitsubishi 32-track and 2-track Digital Recorders.
Contact: Gary Robbins (212) 582-5055

N @W@ Exclusive North American Distributor of
< MITSUBISHI

A Siemens Company DIGITAL PRO AUDIO

CT: (203) 744-6230 NY: (212) 956-6464 TN: (614) 329-9584 CA: (213) 461-6383 * TORONTO: (416) 365-33
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GUEST EDITORIAL

By Daryl Dragon

Home Studios:
the Root of
the Problem

Home studios vs. commercial stu-
dios...the source of the problem may lie
deeper than you think.

My feelings regarding the controversy
between home studios and commercially
operated studios haven't changed much
since 1979 when my lawyer told me,
“Daryl, you better phase out your home
studio because the city is going to cite you
for running a business out of your home.”

Our group, the Captain and Tennille,
consists of my wife, Toni Tennille (a fabu-
lous singer/songwriter) and myself (a pre-
MIDI keyboardist). We were quite success-
ful in the mid-1970s with a string of hit
records. We also had a weekly TV series
that lasted one season, which required
some specialized musical material that
had to be done quickly.

[ found that because of the way | worked
back then (playing almost all the instru-
ments, recording them directly into a tape
recorder and my wife singing virtually all
the lead and background vocals) that we
could save a lot of money in recording
costs by recording at home.

It was also more efficient, for the follow-
ing reasons.

® We had all the musical instruments
permanently set up and running in a room
dedicated for recording in our home (rath-
er than carting them to a studio, setting
up, recording and then tearing down).

® We rented a 24-track recorder only as
needed.

® We never had to worry about book-
ing and reserving time in a (usually busy)
commercial recording facility.

* We worked in a more relaxed,
“homey” environment, with no pressure

session at 6 p.m., etc.

To this day, when I use my home facili-
ty (which is mainly to work out arrange-
ments with sequencers and keyboards),
my main concern is and always has been:
Will I disturb my neighbors in any way?
This includes:

® In-house noise from loud acoustical

Daryl Dragon is the owner of Rumbo Recorders in Canoga
Park, CA.

to clear out for someone else’s recording |

musical instruments and/or monitor
speakers.

* Traffic congestion and noise from
parking, deliveries, neighbors’ driveway
blockage, late-night traffic nuisances, etc.

On the other hand, my commercial fa-
cility, Rumbo Recorders, has it over a
home studio setup for a number of
reasons.

® | am able to monitor first-hand how
recording techniques are evolving by the
minute, such as what equipment many
successful, name producers, engineers and
musicians are using, and what new com-
puters, and rack-mounted and outboard
gear are the hottest.

® Rumbo has had no complaints regard-
ing parking, traffic congestion, excess
noise, late-night commotion, etc., since it
opened in 1979.

® We found that Rumbo, being a 2-room
facility, definitely required a maintenance
shop and a full-time technician. This is a
plus, because it assures any client that if
something does break down, it will be
fixed or replaced instantly.

¢ [f a home studio gets too fancy, “over-
improvement” could easily be a criticism
or an excuse by your real estate broker
when you attempt (and fail) to sell your
home. Putting a half-million dollars into
sound insulation, double-glass windows, 4-
ply (sound-proofed) doors, floating floors,
electrical wiring and air conditioning can
surely become a losing proposition.

Ask the record companies

It seems that no one has really focused
on the reason that people are using their
homes to record in: today’s record com-
pany recording budget policies.

Back when Toni and I were recording
as Captain and Tennille, record companies
gave hefty budgets even to unknown acts
that they believed in. Today, those budg-
ets are down considerably. The reason:
Record companies know that they can be
delivered master quality recordings by the
myriads of desperate groups that are now
recording their product in home studios.

Undoubtedly, this practice will continue
to lower future recording budgets, and it
will make it that much harder for excep-
tionally talented musicians/groups/
writers, who may have trouble recording
acceptable product, to succeed.

The alternative
Satellite radio and mail-order record
product is one alternative to this dilemma.
The magazine you are now reading is

called Recording Engineer/Producer. You
may have a legitimate reason to ask,
“What does radio have to do with RE/P?’
Well, the salaries that recording engineers
and producers earn {(which are paid for by
major record companies) are ultimately
dependent upon if the product they deliv-
er gets radio airplay. Therefore, there is
a basic connection between engineers,
producers, record companies and eventu-
ally, radio.

I believe that this may be the time for
a radio airplay alternative. It may be time
for engineers, producers and artists to
unite (still utilizing their home/commer-
cial studios) and start a nationally broad-
cast radio station (via satellite) that can
literally reach the whole of the Western
Hemisphere. This station would air new
product that would not have to depend on
whether “The Record Label” or MTV like
it.

If you are old enough to remember
when records used to earn their way on
their own, without the need for outra-
geous budgets allocated to airplay “pro-
motion,” you may be the very one who
could initiate the playing of new, imagina-
tive music to our now-stagnate airwaves.

Simply follow these steps for success:

 Check on the unbelievably cheap cost
of broadcast time on a typical satellite
feed.

¢ Start up a radio station with a hip mu-
sic format that includes a music director
with an ear for music.

* Broadcast your newly formed radio
station via your reserved satellite feed to
independent, local cable companies and
various college FM stations.

® Make sure you have enough new mu-
sic to start your own “Top 40" playlist.

® Set up a deal with a cassette, CD
and/or LP manufacturing plant to supply
enough product for potential mail-order
customers.

* Set up a toll-free 800 number where
the listener can order any product heard
on your satellite station. (The number can
also serve as an audience monitor as to
which tunes on your playlist are receiv-
ing positive feedback.)

That’s it. Continue to record in your
home, commercial studio, motor home,
bus, boat, [ don't care. The main concern
is: Let’s get the talented artists back in the
mainstream and let's make good music
available to all the people once again.

REP
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THERE'S A
BIG IDEA
BEHIND
OUR NEW

PCM-3324A
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It's the PCM-3348, Sony's 48-channel
digital breakthrough. The technology
behind our new PCM-3324A.

The PCM-3324A is Sony’s second
generation DASH 24-channel multitrack
recorder, incorporating key technologies
developed for the PCM-3348. Like 2X
oversampling with digital filters for
enhanced sonic performance. Reduced
power consumption. And upward com-
patibility with the PCM-3348.

But as remarkable as the technology
of the PCM-3324A and PCM-3348 is, the
true beauty of the family of DASH prod-
ucts is that they complement the way
music is made. Tracks laid down on the
PCM-3324A play back flawlessly on the
PCM-3348. And are undisturbed as the

SONY

PROFESSIONAL AUDIO

PCM-3348 adds up to 24 more channels
of digital audio to the original recording.

Clearly, the creative possibilities are
limitless. To explore them, call your
regional Sony Professional Audio office:
East: (201) 368-5185. West: (818) 841-
8711. South: (615) 883-8140. Central:
(312) 773-6001.

Sony Communications Products Company, 1600 Queen Anne Road,
Teaneck, NJ 07666, © 1989 Sony Corporation of America. Sony isa
registered trademark of Sony.
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LETTERS

Sound reinforcement
seminars

From W.J Kessler, PE., Kessler and Geh-
man Associates, Gainesville, FL.

The June issue of RE/P makes reference
to an inquiry directed to consulting edi-
tor, David Scheirman, from Jennifer Miles,
who is interested in a school where live
sound engineering or sound reinforce-
ment is taught. I can think of no better
course or seminar than the one conduct-
ed by Don and Carolyn Davis in San Juan
Capistrano, CA. These seminars are rela-
tively short (less than one week), but are
very pleasant, informative and useful.
These seminars are known as the SYN-
AUD-CON seminars. SYN-AUD-CON also
publishes a periodic newsletter which is
one of the best | have ever read. Don Da-
vis has an unbelievably broad back-
ground, knowledge and experience in
sound reinforcement principles, and is a
captivating speaker who always gets his
message across to his audience.

I have attended two of these seminars
in past years and they seem to get better
each year. For information on seminar
scheduling, Jennifer should contact Don
Davis at the following address and/or tel-
ephone number: Synergetic Audio Con-
cepts, Box 669, San Jan Capistrano, CA
92693; 714-728-0245.

VITC and MIDI

From Spence Burton, technical manager,
Alpha Recording Corporation, Richmond,
VA.

I read Paul Lehrman’s August MIDI column
with great interest. When [ started with
Alpha Audio two years ago, | knew noth-
ing about VITC. Like Paul, | learned on the
run. | agree that VITC-MIDI connection
presents exciting opportunities for audio
and video production.

[ got a little bit frustrated, though, when
I read the following in the August column:
Here'’s a scenario: You need to line up a
sound effect, say a window breaking, with
a visual event. You rock the video until
you're on the exact frame of the crash.

Now, instead of looking at the SMPTE
numbers on the window burn and typing
them into your effects-list editor, you sim-
ply hit a button labeled “Capture’..

Alpha Audio makes a product that al-
ready does exactly what is envisioned in
this scenario. The Boss Audio Editing Sys-
tem has been available for four years.
Some of the best post-production houses
in the world (Disney, Lucasfilm, Lorimar
and others) have The Boss/2 (our latest
model) in their suites.

Paul Lehrman replies:

Mpr. Burton is quite right when he describes
The Boss’ capadbilities. I have followed the
evolution of the system over the past sever-
al years, and, in fact, have been inspired
on more than one occasion by its user in-
terface when thinking about how I would
design the ideal video-to-MIDI interface.
But he misses the point of the column,
which is that a simple change in attitude
on the part of VITC hardware manufac-
turers could bring this capability inexpen-
sively into already-existing, computer-
based MIDI and hard-disk audio editing
systems. The computing power built into
an IBM PC/AT or Macintosh Il is already
sufficient to do the job—what is needed is
a new way to get time code data into the
computer, so it can do its thing without the
necessity of adding expensive dedicated
hardware.

Shakedown in Utopia

From Eric Wenocur, KLM Video, Bethes-
da, MD.

Thanks for having the guts to publicly
recognize the most serious problem in the
recording equipment industry today. The
problem of overzealous manufacturers
turning out products that are unfinished,
needlessly changed or just plain redun-
dant is rampant in the professional video
and electronic musical instrument mar-
kets, as well. (Let's not even think about
the consumer market.) I cringe when [ see
yet another piece of copycat gear (or
worse, a whole new format) arrive in a
market that is already so ridiculously glut-
ted that it’s not possible to keep track of
what'’s available—let alone what is worth
the money!

The pro audio dealers | frequent have
racks full of obsolete gear that was “state-
of-the-art” a year ago. Is it really neces-
sary to release a new product every time
a technological change occurs, regardless
of whether the product will truly be bet-

ter than the last one? Can't we get plenty
of useful work out of the devices we
bought this week before having to get
next week’s new box (whose only real
change is the addition of a MIDI Thru
jack)?

I join RE/P in asking manufacturers for
a clean-up period to finalize products al-
ready in production, and allow the end-
users to catch up with the real advances
that have occurred. Likewise, end-users
must evaluate their equipment and reflect
on whether that new device will actually
improve their final product or profit. (Let’s
be honest, are we being pushed around
by our client's demands for the newest
gadget? They’ll only pay for it later in
higher studio costs!) Really, I like getting
new equipment as much as anyone, but
we must consider the ultimate financial
fate our industry will suffer from irrespon-
sible product development.

MIDI multi-tasking

From: Frank Cunningham, Waltham, MA.

In his “Managing MIDI” column for April,
Paul Lehrman supports the arrival of
multi-tasking, add-on MIDI operating
systems for various popular personal com-
puters, and hopes that their software
developers will support this progress
toward making these computers capable
of simultaneously walking and chewing
gum, or in musical terms, playing MIDI
and scrolling a screen score.
Unfortunately, he neglected to mention
that the Amiga computer’s operating
system has had this ability since its in-
troduction. Music people should consider
further that the Amiga’s basic hardware
is more powerful and cost-effective than
any of its competitors. Music software is
already available from Dr. T's and Elec-
tronic Arts. Other software developers
should be aware that the Amiga's falter-
ing introduction is over, that more than a
million Amigas are out there and that a
stable multi-tasking operating system en-
vironment already exists for program
development, without needing another

layer patched on.

Send letters to RE/P, 9221 Quivira Road, Overiand Park,
KS 66215. Letters may be edited for length and clarity.
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Abbey Road Studios—the name
evokes a time, an era—the Beatles.

Ken Townsend, Abbey Road general
manager, has heard it all—from the rec-
ord that put the street on the map to Pink
Floyd's “Dark Side of the Moon”.

Today, in a very modern state-of-the-
art facility, Ken hears it on AGFA PEM
469. It's bias compatible and..."It simply
sounds better he says.

Townsend has helped keep Abbey
Road on the leading edge for 35 years.
He knows that it takes a quality
tape to capture a quality per-
formance.

He also knows that Abbey
Road makes more than
just music.

It makes music history.

AGFA magnetic tape—
from research and develop-
ment, through man-
ufacturing, to
delivery and
service—
we care!

Agfa Corp., 100 Challenger Road,
Ridgefield Park, NJ 07660 Telephone (201) 440-2500

AGFA ©
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NEWS

Sampling questions remain
By Rosanne Soifer

The debate over sampling may have
died down somewhat, but it’s far from a
dead issue. Although one prominent case
has been settled, another is approaching
trial and a third was filed this past summer.

The most recent case involves Flo & Ed-
die (Howard Kaylan and Mark Volman of
the Turtles) filing suit against Tommy Boy
Records and its act De La Soul and pro-
ducer Paul Houston. The suit alleges that
four bars of “You Showed Me” were sam-
pled into “Transmitting Live From Mars”
on the album “3 Feet High And Rising”

It's a complex issue, made more com-
plicated by the fact that the current copy-
right law has no provisions for a technol-
ogy such as sampling, and that there is
disagreement within the recording com-
munity on what is acceptable.

Watching TV

“A strange combination of curiosity and
shock”

That’s how musician/producer Gerry
Thomas described his reaction back in
May 1987, when he tuned in “Soul Train”
and heard a recognizable part of his tune
“Bring It Here” performed by the Beastie
Boys as part of their tune “Brass Monkey”

from their multi-million-selling ““Licensed
to 1lI” album.

Thus began what could have been the
precedent-setting case regarding the issue
of sampling. The case, filed in October
1987, was settled this past spring with a
non-disclosure agreement, which keeps
the settlement terms confidential.

However, a similar case against the
Beasties, filed in August 1987 by Jimmy
Castor, is still alive and well in federal
court. The case involves the allegedly un-
authorized use of Castor’s “The Return of
Leroy (Part 1)” on the Beastie’s “Hold It
Now, Hit It,” also from “Licensed to I1”

Even if the Castor case sets a sampling
precedent, the Thomas case is notable in
that the suit named the recording en-
gineer, Steve Ett, as a co-defendant, in ad-
dition to the artist and record company.
According to Robert Osterberg, attorney
for Gerry Thomas, an engineer had been
sued at least once before regarding a com-
pilation album (Leo Feist v. Apollo
Records, 1963). But in Thomas v.
Diamond, a new question arose: Can an
engineer be held liable for a potentially
illegal sample that a client asks him or her
to record or perform?

Sampling opens up a host of legal and
ethical issues that have to be decided by
the courts. It touches, as in the instance
of naming the album’s engineer as a defen-

dant, on the question of responsibility.

But the main issue seems to be copy-
right. Sampling stretches current copy-
right law to its limit, perhaps beyond. And
for the musicians and artists who get sam-
pled, this represents a new category of
re-use, not covered by current union
agreements.

Looking at the liner notes and disc
labels of “Licensed to 1ll,” it seems that nei-
ther the group or the record label, Def
Jam, intended to give credit (let alone
cash) to anyone involved in the album’s
production except the principals. In addi-
tion to the Thomas and Castor samples,
strains of Led Zeppelin, Creedence Clear-
water Revival and the “Mr. Ed” and “Green
Acres” themes can be heard.

Larry Shayne Enterprises, a West Coast
publishing company that now owns 50%
of the “Mr. Ed” theme, had its claim set-
tled at a deposition in Fall 1988. Said the
company's Dennis Poore, “We were
shocked that apparently no one at CBS
[which distributed the Def Jam album]
even bothered to ask whether the neces-
sary paperwork securing the rights to ‘Mr.
Ed’ had been taken care of. Because very
little of the theme was used—only a few
seconds worth—it would have cost rela-
tively little compared to what CBS is ac-
customed to spending””

A spokesman at CBS declined to com-

EDITORIAL

Dan Torchia, Editor

Mike Joseph. Technical Editor
Pamela S. Fleener, Associate Editor
Jennifer Hinkle, Editorial Assistant
Tom Cook. Senior Managing Editor
Pat Blanton, Directory Issues Editor

ART

Alecia Wright, Graphic Designer

BUSINESS

Cameron Bishop, Group Vice President
Dennis Milan, Publisher
Evelyn Hornaday, Promotions Manager
Darren Sextro, Marketing Coordinator
Laurel Cash, Executive Consultant

' Dee Unger, Advertising Business Manager
Tami Bartocci, Advertising Coordinator

Sales offices: See Advertisers’ Index.

- ADMINISTRATION

R.J. Hancock. President

- Chuck Rash, Corporate Circulation Director
Sandra Stewart. Circulation Director
Doug Wilding, Circulation Manager
Customer Service, 913-541-6628
Kevin Callahan, Creative Director

CONSULTING EDITORS

Jeff Burger, Computers

Paul D. Lehrman, Electronic Music
John Monforte, Technical Consultant
David Scheirman, Live Performance

RECORDING ENGINEER/PRODUCER is edited to relate re-
cording science to recording art to recording equipment, as
these subjects, and their relationship to one another, may be
of value and interest to those working in the field of commer-
cially marketable recordings and live audio presentation. The
editorial content includes: descriptions of sound recording
techniques, uses of sound recording equipment, audio environ-
ment design, audio equipment maintenance, new products.

CORRESPONDENCE

Editorial, Advertising and Subscription:
9221 Quivira

Overland Park, KS 66215

913-888-4664

Telex: 42:4156 Intertec OLPK

Fax: 913-541-6697

SUBSCRIPTIONS

Qualified:

United States (Domestic Only)............... $26.00
FORCIEDacl BEEET rorigle s 10, aite obe a0 rhe bl 1Py $50.00
Non-qualified:

United States (Domestic Only)............... $30.00
Forelgnih, (AN T, Siie "l e i, | ) G N $60.00

Optional airmail for non-qualified readers is also available for
an additional $55.00 per year. Foreign subscriptions are pay-
able in U.S. funds only by bank check or money order. Ad-
justments necessitated by subscription termination at single
copy rate.

Photocopy rights: Permission to photocopy for internal or per-
sonal use is granted by Intertec Publishing Corporation for
libraries and others registered with Copyright Clearance Cen-
ter (CCC), provided the base fee of $2.00 per copy of article
is paid directly to CCC, 21 Congress St., Salem, MA 01970. Spe-
cial requests should be addressed to Cameron Bishop. group
vice president.

ISSN 0034-1673 $4.00 + $0.00.

Member, Busi Publicati Audit of Circulation

of Ac ical Society of America

Member, International Communications Industries
Association

Associate member of Society of Professional Audio

Recording Services

roche
‘mermber”
SINTERTEC
PUBLISHING CORPORATION
©1989 by Intertec Publishing.
All rights reserved.

< P h

10 Recording Engineer/Producer November 1989

www americanradiohistorvy com


www.americanradiohistory.com

(Grand sound... '

for less than 1/3

of a grand!
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Dur new AT4031 makes a great
ﬂr‘st impression. And it builds
from there. The sound is effort-
less and natural over the entire
spectrum of voices and musical
instruments. It's the result of
wide, flat frequency response,
low distortion, and excellent
dynamic range.

Very fast transient
response

The outstanding performance
is the product of uncommon pre-
cision inside the fixed-charge
element. The diaphragm is only
0.00016" thick (just 4 microns),
including the ultra-thin vacuum-
deposited gold conductive layer.
Very fast transient response and
wide bandwidth are assured. With
its high sensitivity (—44 dBm)

or M|crophone

and low distortion, the AT4031
meets the stringent dynamic
range demands of today’s stor-
age and playback media.

Uniform, predictable
performance

You'll find the AT4031 very
easy to use. The uniform, predict-
able cardioid pattern translates
into off-axis attenuation, not col-
oration. An integral second-order
high-pass filter lets you roli off the
bass at 12 dB per octave, when
wind noise or room rumble must
be controlied. An effective foam
windscreen is also standard.

No-compromise
performance

The AT4031 is intended for
those professionals who will
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accept no compromise in per-
formance, yet need a tough, reli-
able microphone. But, listen for
yourself. Based on extensive field
tests in studios and on stages
around the country, we think
you’ll agree that what you hear is
precisely what you need...the
new AT4031 Studio Cardioid
Capacitor microphone.

audio-technica.

1221 Commerce Drive, Stow, OH 44224
(216) 686-2600
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NEWS

ment on the case. The Beastie Boys are
now on Capitol, and their second album,
“Paul’s Boutique,” was released this past
summer. A Capitol spokesman said that all
samples on “Paul’s Boutique” were cleared
with copyright holders because of the
lawsuits concerning “Licensed to 111"

The effect of the Flo & Eddie case is un-
certain, because it was filed in California
state court, not federal court. The record-
ing was made in 1969, and U.S. copyright
law does not protect sound recordings
made before 1972. The suit states the re-
cording is protected by the California Civil
Code. In previous press statements, law-
yers for Tommy Boy said that because the
California statute is not as detailed as fed-
eral copyright law, the claim of ownership
violation is not valid.

What is fair use?

Poore’s characterization of sampling—
“only a few second’s worth”"—brings up
what could be charitably described as a
debatable headache: the doctrine of Fair
Use. This is defined as an insubstantial,
permitted use by copying and acknowl-
edgement. Whether a particular use is
considered insubstantial, and hence a fair
use, depends on the reasonableness of the
copying under the circumstances.

Important factors include whether the
copied material was creative or research-
oriented; the status of the user (reviewer,
scholar, compiler, parodist); extent of use
(both qualitatively and quantitatively);
whether the use will diminish the value
of the copyright; the absence of an intent
to plagiarize as evidenced by proper ac-
knowledgement; and the original contri-
bution of the user.

It's obvious that the factors evolved with
no thought to a technology like sampling.
As Gerry Thomas said, “How long is fair
use? When does the recognition factor en-
ter into it? Straight plagiarism is actually
easier to prove.”

As to the future, the Castor case is still
pending and is ready to be scheduled for
trial, although Bruce Gold, Castor’s attor-
ney, said that there have been some at-
tempts at a settlement.

“There is no less sampling going on, but
artists and record companies are begin-
ning to think in terms of licensing before
a record is released,” he said. “However,
it seems the labels are now putting pres-
sure on the artists and producers to take
responsibility to licensing everything
properly.

“In the future, I see a lot of companies

drawing up hold-harmless agreements
[which would relieve companies from any
liability due to unauthorized sampling]”

Ron Bienstock, Steve Ett’s personal at-
torney, also sees indemnification agree-
ments becoming necessary for engineers
and recording studios. And Charles
Sanders, an attorney for the Harry Fox
Agency, said that the company had been
receiving an increased amount of phone
calls from people who want to sample and
need information on how to proceed.

Nevertheless, there are many questions
that need to be answered. Without a
precedent-setting case, conflicting answers
will continue to occur. Hold-harmless
agreements provide a stopgap measure.
But they also simply pass the buck around.
especially if all parties involved in a proj-
ect refuse to work without one signed by
everyone else.

Rosanne Soifer is a New York-based musician and free-
tance writer.

Studer acquires IMS

Studer International has acquired Integrated
Media Systems, Menlo Park, CA, a manufac-
turer of the Dyaxis hard disk workstation.
Dyaxis is now available through Studer's
worldwide sales network; future product de-
velopment at the California facilities will be
carried out in cooperation with Studer in
Switzerland.

IMS, now the Studer Editech Corporation
(SEC), operates as a wholly-owned subsidi-
ary under Studer International. SEC is head-
ed by president and CEO Lee Cochran, who,
as president of IMS, encouraged the merg-
er between the two companies.

Klark-Teknik and Edge

enter agreement

Klark-Teknik US. has signed an agreement
with Edge Technology that makes Klark-
‘Teknik the US. distributer of the Turbosound
and BSS product lines. The Turbosound and
BSS products will be headquartered at
KlarkTeknik’s base of operations in Long Is-
land, NY.

News notes

27th Dimension has relocated its cor-
porate offices to 2312 SE. 29th St., Okeecho-
bee, FL 34974; 813-763-4107; 800-634-0091;
fax 813-763-0410. Mail should be directed to
Box 1149, Okeechobee, FL 34973-1149. The
27th Dimension studio is now located at 133
Grove St., Orlando, FL 32811; 407-5781211;
fax 407-578-1298.

Electro-Voice has named Jones Audio
Sales, Plano, TX, its “1989 Rep Firm of the
Year” Jones Audio Sales covers Texas (ex-
cluding El Paso), Louisiana, Arkansas, Mis-
sissippi and Oklahoma.

The Society of Professional Audio Re-
cording Services (SPARS) recently host-
ed a meeting at Paisley Park Studios, Chan-
hassen, MN, in its ongoing effort to unite
audio professionals in all markets. More than
60 guests from North Dakota, Minnesota,
Wisconsin and lowa were present. Dick
Trump, SPARS regional vice presi-
dent/treasurer and president of Triad
Productions, Des Moines, was the keynote
speaker.

Brandyweine Electronics, Newport, DE,
recently provided sound for a Delaware
Symphony concert that featured the “1812
Overture” with 20 live cannons. Bran-
dyweine mixed the concert with its UNIBEL
system, which includes 3-way enclosures
with Community M-4, TAD 15-inch and 2-
inch drivers; and four SDL-5 ServoDrive sub-
woofers, powered by Crest 8001 amps.

Aphex Systems has moved to a facility
more than twice the size of its previous
headquarters. The company is now locat-
ed at 11068 Randall St., Sun Valley, CA
91352; 818-767-2929; fax 818-767-2641.

Stewart Electronics has appointed Pear-
son & Pearson, Denver, and North Shore
Marketing, Seattle, factory representatives
to handle its line of direct boxes, mixers and
amplifiers.

Guy Costa, chairman of the board of SPARS
and formerly of Motown Records and Gor-
dy Company, has announced the opening
of Quadim Corporation, a real-time cas-
sette duplication facility. For more informa-
tion, contact Guy Costa at 31542 Rustic Oak
Drive, Westlake Village. CA 91361; 818-706-
8843; fax 818-706-8426.

Biamp Systems has been sold by Interna-
tional Music; Rauland-Borg has acquired a
financial interest in Biamp Systems Ltd. Part-
nership, which was formed to continue
operations of BIAMP.

UltraAnalog now offers the original dbx
high-resolution A/D Converter IC Set in
North America and Europe. Carillon Tech-
nology, the former parent company of dbx,
continues to offer the products to customeérs
in the Far East. REP
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AVAILABLE NOW

AKAI MAKES DIGITAL MULTI-TRACK AFFORDABLE

Akai Digital is now delivering the A*DAM System: the first The A:DAM System has the specs you expect with a

professicnal, expandable digital recording system in a professional digital multitrack system: 16-bit linear reso-
compact package. A<DAM utilizes the advanced tape lution, 44.1 kHz and 48 kHz sampling rates, and more than
technology of the 8mm video tape, which is easily avail- 90 dB dynamic range. Best of all, the A“DAM System is the
able at stores everywhere. As<DAM offers 12 to 36 digital most affordable digital multitrack system on the
audio tracks in a modular system that can be rack- market.

mounted for portable operation.
A-DAM has arrived. See the new standard in digital tech-
The A-DAM System consists of the DR1200 Digital 12- nology today at your Authorized Akai Digital Dealer.
Track Recorder, DL1200 I'rogrammable System Controller,
and DM1200 Meter Bridge. The DL1200 not only serves as
a 104-memory autolocator, but as the control center for
up to three DR1200 reccrders! No external synchroniza-
tion is required for 36 track operation. But, of course, the
DR1200 is fully corpatible with SMPTE synchronizers.
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MANAGING MIDI

By Paul D. Lehrman

SCMS for DAT:
Friend or Fraud?

This month’s column is not specifically
about MIDI. Instead, it deals with an issue
that is close to the heart of anyone who
works in a MIDI studio.

It's about DAT, which is, of course, of in-
terest to all of us in the recording indus-
try. But it's of particular concern to those
of us who have been looking forward to
using it as an economical means of high-
quality mastering, just as MIDI has proved
to be an economical way to do music and
sound production. The Recording Indus-
try Association of America (RIAA) has for
years been trying to slow or derail the de-
velopment of technologies that it feels
have the potential to harm its member rec-
ord companies.

Since the advent of the analog cassette,
the RIAA has been screaming bloody mur-

reduces record sales and cuts into compa-
ny profits and artists' royalties. The associ-
ation has been lobbying for royalties on
blank tape and tape recorders, to be dis-
tributed among its members according to
some vague and arcane plan.

Most recently, the organization has been
focusing on DAT recorders, claiming that
DAT’s ability to make unlimited numbers
of perfect copies of copyrighted material
represents a clear and present danger to
the recording industry as we know it. To
this end, the RIAA has succeeded in block-
ing the introduction of DAT to American
markets, both professional and domestic,
which means that production of the units
is limited and prices have remained high.

This has been achieved not by legisla-
tive action (although the RIAA tried that
route, with the spectacularly unsuccessful
Copycode idea), but by the threat of
lawsuits—that any company bringing con-
sumer DATs into this country would have
to face a battery of lawyers eager to sue
for “potential” copyright infringement.
The only winners in such a case would be
the lawyers’ kids, whose college tuition
would no doubt be well taken care of.

|

I Paul Lehrman 1s RE/P's electronic music consulting editor
and is a Boston-based producer, electronic musician and

l free-lance writer.

L

der about home taping, claiming that it |

Now the war seems to be over, and it ap-
pears that the RIAA, for the first time since
the advent of the LP, will actually have a
say in the technological development of
a consumer medium. The organization
has reached an agreement—a “Memoran-
dum of Understanding”—with a group of
Japanese and European DAT manufac-
turers to incorporate a circuit called the
“Serial Copy Management System”
(SCMS), once known as “Solocopy,” in ev-
ery DAT deck. SCMS (“skims?” “skams?”
“skums?”’) will put a signal into the tape’s
digital subcode that will let the DAT own-
er make one digital copy of any copyright-
ed digital source, but then not allow that
copy to be copied—although the original
can be copied as many times as you want.
The system seems to accomplish the goal
that the RIAA holds to be primary: not al-
lowing friends to copy tapes, and then hav-
ing the friends’ friends copy the copy, etc.

Just like all the other
anti-copying schemes
proposed by the RIAA in
the last decade, SCMS is
a fraud.

Unfortunately, in my humble opinion,

just like all the other anti-copying schemes.

proposed by the RIAA in the last decade,
SCMS is a fraud. It will have the greatest
effect on the wrong people—small
studios—while it will have no effect at all
on wholesale, for-profit piracy. Leaving
aside for a moment the issue of whether
copying by the consumer actually does cut
into record sales (the RIAA’s own studies
support that claim, while studies commis-
sioned by the equipment manufacturers
refute it), let's look at what SCMS will ac-
complish.

It's true that “chain” copying will prob-
ably be reduced. But there is nothing in
the system to limit copies made through
a DAT’s analog inputs. Granted, the sig-
nal degradation generated by multiple
passes through D/A converters will even-
tually limit the number of copies that can
be made from a single original. But that
number will still be much higher than
what is possible currently with analog tape
copying. For the vast majority of the
boom-box-toting, tape-buying public, the

slight loss of fidelity will go completely un-
noticed.

However, if record sales do have a true
enemy in tape copying, it has never been
consumers doing it, it has been large-scale
commercial counterfeiting. SCMS will do
nothing to stop counterfeiting, because
pirates in business for money will produce
tapes by copying an original from one DAT
deck directly onto a large number of decks
simultaneously. There will be no serial
copying, so SCMS will not affect the proc-
ess. Of course, the copies themselves will
not be copyable, but the only person who
will realize this will be the hapless buyer
of the counterfeit tapes, and who's he gon-
na call?

As annoying as SCMS may be for the
consumer, it is a disaster for the studio
owner who wants to use DAT as a master-
ing medium. SCMS assumes that any in-
put to a DAT deck’s analog inputs is
copyrighted material. (Apparently the
RIAA figures that the primary reason for
anyone to buy a DAT deck is to copy LPs,
radio broadcasts and CDs from players
that don’t have digital outputs.) Therefore,
a DAT recording made from an analog
source will have the same encoded restric-
tions as a commercially released DAT
tape: It can be copied once and only once.

Because DAT cassettes cannot be
spliced, editing a DAT master has to be
done using an assembly process: Record
the individual songs on one or more DAT
tapes, and then dub them, in the order you
want them to appear, to a master tape on
another deck. If the original source of the
music is an analog mixer (which, despite
advances in digital mixers, will likely still
be the norm for the next several years),
the individual song tapes will be encod-
ed by SCMS as “one copy only.” The mas-
ter created from those tapes, therefore,
cannot be copied!

No safeties, no archives, no artist’s dubs,
nothing. You get one shot. If you send the
master off to be made into a CD or com-
mercial DAT and it gets damaged or lost,
you have to assembile it all over again.

One very rapid response to this will be
the establishment of a market for devices
designed to neutralize the effects of SCMS
in studios. These devices will likely be
made by a number of manufacturers, per-
haps ranging from domestic basement
companies to some of the large Japanese
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firms that are not party to the RIAA's
Memorandum of Understanding, like
Fostex, Teac, Otari, and Nakamichi. (The
RIAA hopes to have the agreement made
into federal law, but somehow I don't see
this happening.)

The first such product will likely be an
inexpensive analog-to-digital “pre-
converter” that will take the analog sig-
nal from a mixer, put it into digital form,
and write a message into the DAT subcode
that the SCMS will interpret as “No copy-
right here—make as many copies as you
want.” But soon folks would discover this
device could be used for other purposes—
for example, to “de-copyright” the signal
coming from the analog outputs of any
DAT deck, and thus allow the making of
infinitely copyable digital copies from a
protected original. (The one pass required
through the D/A converters would have
a minimal effect on the sound.)

And soon a similar cheap product would
appear that puts the “No copyright” mes-
sage into signals coming from a digital
source. This would utterly defeat the en-

tire purpose of SCMS.

Well, perhaps | should stop complaining.
After all, the logjam on DAT is finally bro-
ken. The RIAA is thrilled because it final-
ly accomplished something. The DAT
manufacturers are happy because they can
get on with developing a technology that
should have been finished five years ago.
Studios will undergo a short period of in-
convenience, and will then be rescued by
ingenious independent developers. Piracy
will go on.

Kids will listen to copies of their friends’
tapes and not know or care whether the
copies are digital or analog. And maybe
in two or three years, recordable CDs will
render the whole debate moot and make
everyone involved in it look very silly in-
deed. But what'’s troubling is that the RIAA
has managed to dictate the development
of technology not through reasoned de-
bate, or even through legislation, but
through scare tactics.

The recording industry thrives or suffers
not on whether people are making copies
of records, but on whether the product the

industry produces is any good, and wheth-
er the market is there to buy it. To con-
tinually pick on the consumer electronics
market as the source of its real or im-
agined woes is stupid and self-defeating.
The industry is healthy today not only be-
cause of CDs, but also because of pre-
recorded cassettes.

If cassette decks had a royalty attached
to their price, which the RIAA has been
calling for for years, there would certain-
ly be fewer of them out there, and the
whole industry—not just the Madonnas
and Michael Jacksons who would collect
the bulk of those royalties—would suffer.

Hollywood tried to stop VCRs, but VCRs
ended up saving the movie industry. The
RIAA should learn from this lesson. The
record industry should embrace new tech-
nologies and look for ways in which they
can help everyone, not try to shoot them
down because of some imagined threat.

RE/P

Jensen/Hardy Twin Serve 990 Mic Preamp
The World’s Finest Microphone Preamplifier
Just Got Smaller - And Better, Too!

jensen ,

TWIN SERVO®

8980 MIC PREAMP

* New Transformer Core Alloy
Reduces Hysteresis Distortion;
Graded for Flat Group Delay to
65 kHz (+ 50 nanoseconds)

« New 1-3/4" Rack Mount Size

 Bill Whitlock Redesigned the DC
Servo For Lower Distortion

* Newest 990C Discrete Opamps

Plus: Clarostat low-noise pots & peak/VU LED
metering. New custom core material and a
redesigned DC Twin Servo® lower the
distortion, making this the clear leader in mic
pre performance. Two or four channel models.
Limited edition — reserve your delivery slot now.

Manufactured exclusively for Jensen Transformers by John Hardy
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INCORPORATED

10735 Burbank Boulevard « North Hollywood, California 91601
FAX (818) 763-4574 - Phone (213) 876-0059
Closed Fridays, visitors by appointment only
“Twin Servo” is a registered trademark of Jensen Transformers, Inc.

15


www.americanradiohistory.com

R NS A S TS e e S W WA
SPARS ON-LINE

By David Porter

Don’'t Confuse
Professionalism
with Elitism

ln August 1973, as | struggled to put up
Sheetrock in the ceiling of my first garage
studio, I was unaware of the course that
1 was setting for myself. While working on
that project, one not intended for commer-
cial use, | was also reading audio indus-
try magazines from cover to cover.

] wanted to learn all that I could about
audio, and | became addicted to the tech-
nology and culture of professional audio.
In those trade magazines were articles by
and about the people that have made this
an industry, set the standards and given
it the character it has today.

Now, I find myself president of the one
organization that truly represents those
people. | must admit that I am humbled
to be in this position, and I am very mind-
ful of where I came from.

Like many newcomers to the audio in-
dustry, | evolved from the semi-pro ranks,
not unlike the bush leagues of baseball
where you hone your skills while waiting
for the break that will allow you to take
your place in the big leagues. ] am all the
things that an elitist organization would
scorn: a musician, composer and an au-
diophile who never apprenticed in a ma-
jor facility. I didn't come from the estab-
lishment and 1 never worked at CBS. Just
like many others building studios today,
all I wanted was a little multitrack facility
in my home for my own projects.

What happened was not planned for,
and like most young people new to this
industry, I had limited funds. The only way
to continue with my work was to sell stu-
dio time to others so I could buy more
technology. Suddenly, without really try-
ing, | was in business. Sound familiar?

I became a student of the industry, fol-
lowing the progress of the leading studio
owners. | was envious of the Mack Emmer-
mans and the Joe Tarsias. | would read
about all the technical innovation they
could afford and gaze despondently on my

David Porter is the 1989-90 president of SPARS and presi-
dent of Music Annex, San Francisco.

own modest gear. | wondered how long
it would take for me to break out and be-
come a member of the powerful group
they comprised. 1 watched very closely
when in 1979, they created an official or-
ganization. They called it SPARS, and most
newcomers like myself viewed it as a
group that operated beyond our smaller
circles. They were the big guys and we
could only stand by and watch.

ln 1981, I attended a SPARS seminar in
New York City. I met other young studio
owners from around the country and to-
gether we listened to the presentations by
these various members of the “elite.” We
were surprised to find them open, friend-
ly and even eager to share their ex-
periences with the new kids on the block.

They were committed to making the re-
cording business a better place than it was
when they started out. They were willing
to offer help to people like us who had
more desire than money. We were im-
pressed even more when we found out
that most of the SPARS founders were real-
ly no different than us, and had started out
in much the same fashion.

Pete Caldwell from Atlanta, now a
SPARS vice president, referred to us as kin-
dred spirits. We found that, independent
of each other, we had built businesses that
were very similar, operated them for years
in our own little vacuums and then real-
ized how much we had in common with
studio owners throughout the country.

In addition to having similar facilities,
and sharing the problems of growth in a
highly competitive field, we found that we
had something else in common: the de-
sire to be both profitable and ethical.

There is no formal accreditation or li-
censing in the audio industry. We are left
to police ourselves, so there is always the
danger of abuse. We don't have a set of
written guidelines established for us like
there are for the AMA. We must set our
own standards and make those standards
known to all who practice our craft.
SPARS does not issue standards as such,
but as an organization it is firmly commit-
ted to innovation, education and commu-
nication. The dissemination of information
regarding standards—whether business,
ethical or technical—is central to our
educational process.

Communication is the most sensitive of
SPARS’ activities. After all, we are in com-

petition with each other. We need to share
information about equipment, credit risks,
new technologies, changes in tax laws and
the like, but we must also accomplish this
in an environment that remains competi-
tive. In many ways, we pass this informa-
tion along like folklore, through ex-
perience and observation.

The need to communicate is not limit-
ed to facility operators. Communication
with the manufacturers is crucial to the
progress of our industry as well. The
SPARS interface program with manufac-
turers is an ongoing effort to evaluate new
technologies and foster a dialogue about
the types of products that are developed.
Our efforts are to explain what we need,
not only technologically, but econom-
ically.

The manufacturers need to know about
our client requirements, and what they are
willing to pay for. There is no point in
creating technology that is so expensive
that none of our clients can utilize it. In
addition, our experience as users can
prove valuable to a group of design en-
gineers who may have never mixed any-
thing other than a Bloody Mary.

My mission as incoming president is to
dispel the myth that SPARS is an elitist or-
ganization, and to encourage new mem-
bers to join with us in the educational
process. Our goal is to filter out those who
are really “professional” from the “wan-
nabees” and those who otherwise abuse
the industry.

If this appears elitist, then it is a miscon-
ception. We encourage new membership
so that SPARS may become even more ef-
fective and reflect the entire audio indus-
try. To achieve professionalism, we must
all play by the same rules.

Professionalism can be practiced by
even the smallest of facilities; conversely,
a major facility may operate with inferior
technical practices and questionable busi-
ness ethics. Membership in SPARS has
nothing to do with size or income.

1f I can do anything to further promote
professionalism within our industry, then
1 will have accomplished my goal for the

coming year.

SPARS stands for the Society for Professional Audio Re-
cording Services. For information on membership or activi-
ties, contact SPARS at 4300 10th Ave. N., Lake Worth, FL
33461; 407-641-6648; fax 407-642-8263.
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Because compromise
iS out of the question |,

s N / hoever said. “compromise is
the oil that lubricates the

business process™ apparently wasn't
in the studio business. To the con-
trary. in this unique world where arl
and business meet. and clients
expect the best, compromise may be
the fastest way not Lo stay inbusiness.

That's why Otari tape recorders
come with something behind the
meters.

Otariisn’t in the Wy husiness. The MX-80 and
MTR-90 sport 2" thick cast alloy deck plates,
heavy duty swing arms. and motor shalls
designed to handle the exceptional acceleration
characteristios of these machines.

Our MX-80 and MTR-90 multi-
tracks are used all over the woeld to
produce hit CDs and major motion
picture sound tracks. and for good
reasons.

For example, if you re involved
in audio post. you'll appreciale a

oMY Otari

capstan motor that is designed (¢ be
speed-slewed. plus external control
connceclors for easy inlerface to any
SMPTE/EBU time-code based
synchronizer, editor or machine
controller.

For whatever you do in audio.
both machines share constant ten-
sion Lransporl technology for high
performance. yet gentle tape han-
dling. You'll also get digitally Limed,
gapless, seantless. punch-in. punch-
out. On the “80." an autolocator with
search zero and three cue memories
comes built-in. And if you're a purist
looking for the highest quality sound

Otari’s proprie(ary integraied circuitry provides
superior reliability and reduces service time.

possible. you'll appreciate the trans-
formerless balanced inputs and
outputs.

P

- et
The MX-80 and MTR-90 =
were designed from the {'_:c
beginning to lock to
external controllers, and
therefore provide excep- o ¢
tional performance under Leeot ]
these conditions. Pictured (6 twcamiinn

is the MTR-90's advanced
EC-101 chase synchronizer.

And to keep every-
thing where it belongs as
you move from one studio to another,
something else you have to look be-
neath the surface to see—a 2" thick,
cast alloy deck plate.

It's not that we don’t have our
imitators. We do. But to coin an old
phrase, beauty is more than skin
deep. And someday when you're
under pressure 1o get that track out,
and you lock a 90" to your video
machine and things happen exactly
the way they should. . . Or some
early morning after the talent has
gone, you sit back and listen to what
you've pul together, you'll be glad
you decided that “compromise is out
of the question.”

Gall Otari. (415) 341-5900.

0/T/AR/I

Circle (10) on Rapid Facts Card
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UNDERSTANDING COMPUTERS

By Jeff Burger

Databases,
Part 1

Let's take a break this month from the
musical aspects of the computer and ex-
amine some of the business applications
for the studio.

One of the most useful types of software
for keeping your business organized is the
database. A database stores a series of
records containing similar types of infor-
mation. In traditional terms, a Rolodex is
a database. Each card is a record contain-
ing the same type of data as the others:
name, address, phone number, etc..A
mailing list is a database. Even a drawer
full of invoices is a database. The advan-
tage of electronic databases is in
manipulating these types of information.

To duplicate a combined Rolodex/mail-
ing list in an electronic database, a tem-
plate would be designed containing all the
categories you would possibly want to as-
sociate with a client or classify him by.
Each of these is called a field.

A simple client database template might
contain the following fields: Record #,
Company, Contact, Address, City, State,
ZIP, Phone, Category and Notes. Each field
is given a maximum character length and
a data type such as alphanumeric, numer-
ic, date, auto-entry, etc.

For example, the Address category
would allow alphabetic and numeric
characters, the ZIP and Phone categories
would only accept numbers, and the Re-
cord number would be entered automati-
cally by the computer. The Date catego-
ry is another candidate for auto-entry.

Once these categories are defined and
arranged comfortably on the screen, you
can go to data entry mode and begin fill-
ing in records. Each time you enter a new
record, a new record number will be
created with the next sequential number.
Most categories are self-explanatory. The
most important thing to keep in mind is
to use standard terms when filling in fields
such as Category and Notes, for reasons
that will become clear as we begin access-
ing information.

Jeff Burger is RE/P’s computer consulting editor and is presi-

dent of Creative Technologies in Los Angeles.

After a number of records have been en-
tered, we can manipulate information in
a variety of ways. For starters, the records
could simply be printed. As things sit now,
they would be printed in the order of en-
try. In effect, they are sorted by ascend-
ing record number. It is possible to sort on
any another field, such as sorting the Cli-
ent field alphabetically. This would yield
a more useful printout.

Different layouts might prove handy as
well. This way, the same data can be dis-
played for a number of uses. A report for-
mat would probably contain all fields. A
mailing list format would only have the
fields required for a mailing label and they
would be, of course, organized appropri-
ately. Another layout might give you a
phone and address book.

The true power of the database comes
clear when we apply search criteria on
given fields. The simplest example is just
looking up a client, say to get a phone
number. For example, if you want to send
out open-house invitations to kick off your
new voice-over booth for broadcasters,
simply search the Category field for
“Broadcaster.” Here the importance of us-
ing standardized terms comes clear. You
could live with having to search for “Ra-
dio Station” and “TV Station,” but you
wouldn't want to have to also search for
“Television” and any other variation on a
theme somebody might have thrown in.

For this reason, it is often desirable to
restrict a field such as Category to entries
or codes conforming to a previously speci-
fied list.

Fields can often be searched on “whole
word” or “includes” basis. The City field
might be searched on a “whole word” ba-
sic for all entries in Chicago, while the
Phone field could be searched for all en-
tries including the 312 area code.

Search critéria can usually be extended
to multiple categories. For instance, your
mailing might go to all broadcasters (in the
Category field) from Chicago (in the City
field). This is an “and” search, ie., the
search is for clients who are broadcasters
and are from Chicago, An “or” search
might be helpful for something such as
mailing to clients who are either broad-
casters (in the Category field) or who
you've made a reference to “‘voice-over”
in the Notes field.

Let’s say you want to send a personal-
ized letter to each customer with the in-
vitation. Undoubtedly, your mailbox has
been accosted from time to time with form
letters offering something akin to “per-
sonal attention to you, Mr. John J. Smith”
This product of the electronic age is actu-
ally the marriage of a database similar to
the one we've been talking about and a
word processor. First, the database is
created (or bought in electronic form in
the case of most of those prize contests).
Next a basic letter is drafted, except the
field names are entered at strategically
personalized positions.

At the top of the letter would be a head-
er listing the field names from the data-
base so that the word processor knows
how to reference the appropriate fields.
The process of uniting the letter with the
database is often referred to as a mail
merge, or print merge. Of course this proc-
ess can be executed after you have re-
stricted the search criteria in the database
to suit your needs.

When designing a database, you should
consider how large your database will
grow to. If you have limited disk space, es-
pecially a floppy disk, consider that each
character takes up a byte. Each field usual-
ly takes up the maximum number of
spaces defined for it whether the contents
actually fill the spaces or not. Multiply the
total number of maximum characters in
the record template with the number of
records you envision having and you'll
have a low estimate of required disk space.

So far, we've been discussing fairly sim-
ple applications of common databases,
This basic form is often referred to as a
flat database. Databases can certainly be
put to greater task such as invoicing and
managing inventory. This usually requires
a more complex form of database known
as the “relational” or ‘“hierarchal”
database.

Next month, we'll expand our discussion
to databases that can improve the daily
operation of your studio.

RE/P
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The modern recording environment requires a diverse
array of equipment to accomplish a wide-range of
challenging tasks--from commercial record production to
video post-production. With a complete line of highest-
quality professional recording gear, Peavey’'s Audio
Media Research division is uniquely qualified to meet
your needs as a recording engineer/producer/enthusiast.
We've got the tools of your trade... We're ready. Just sit

and go... Circle (11) on Rapid Facts Card
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AUD I O MEDIA
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A DIVISION OF PEAVEY ELECTRONICS
711 A Street / Mendian, MS 39302-2898
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Recording the Sound
of a Concert Hall

By Jim Mastracco

Mic placement in the reverberant field can be as important as
mic placement in the direct sound field.

o

] The medium of recorded sound has
made a transition from 78 to LP to cas-
| sette to CD, but experience still shows that
microphone choice and placement is the
single most critical element in the entire
recording process.

Engineers and producers are often faced
with the task of choosing and matching
microphones to " performance spaces
which possess distinctive qualities of rever-
beration. Complicating the problem is the ?
fact that musicians, either recorded as a |
group, such as an orchestra or string quar-
tet, or alone as soloists, prefer to be in }
acoustically comfortable surroundings. 3

The reasons for preferring certain i - el

1 Jim Mastracco is an acoustician and producer/engineer for
CROWN Pictures Ltd., Bolton Landing, NY.

Photo 1. Interior of Union College Memorial Chapel during a choral rehearsal. (Photo by T.. Cooley)
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acoustical settings are twofold. First, mu-
sicians love to perform for people. In-
dependent of being compensated for their
services, live performances render an ex-
citement and spontaneity to music that
usually cannot be created in a studio un-
less performance-like conditions exist. An
example of this would be when particu-
lar artists are brought together for a spe-
cial event (e.g., the Bernstein “West Side
Story” sessions on Deutsch Gramma-
phone). Secondly, musicians rely on the
acoustics to aid in the execution of their
professional skill. Stage design, hall shape,
audience absorption of sound and the
amount of reverberation all play a role in
ensemble,

Acoustical studies made during the last
four years have examined the effect of mi-
crophone choice and placement in the
measurement of reverberation. The results
of this work suggest that, in terms of re-
cording, the choice and placement of mi-
crophones in the reverberant field is as
critical as choice and placement near the
performing ensemble on stage. How the
reverberant field is documented may be
the one factor that contributes most to the
recorded sound.

By interpreting the results of these
studies, both from the point of view of a
recording engineer as well as a scientist,
new suggestions may be made about
producing authentic-sounding recordings
in preferred acoustical environments.

Miking: schools of thought

There are three schools of thought
about microphone choice and placement.
The first teaches that microphones be
placed in the same point in space as is
physically allowable. Methods that apply
this rule are designated as coincident tech-
niques and usually utilize a pair of direc-
tional microphones separated by either a
small distance or angle. These techniques
produce a stereo image from coherent
phase between sound waves and from
differences in sound intensity.

The second school of thought champi-
ons the placement of microphones in a
wide array across the front of an ensem-
ble and throughout the stage area. These
techniques, designated as spaced array
techniques, generally utilize microphones
that possess omnidirectional characteris-
tics. Recordings produced in this manner
derive imaging from random phase be-
tween sound waves and a point-to-point
pickup via a multiple number of trans-
ducers, often only three across the front
of the stage.

The third school suggests that some
combination of coincident and wide-
spaced methods be employed. Depending
on the method chosen, representations of
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Figure 1. Differences in reverberation time between Memorial Chapel and Troy Music Hall, nor-

malized to Symphony Hall.

the reverberant field are created and
reproduced across a pair of loudspeakers.

Independent of their distinguishing fea-
tures, all of these techniques involve the
placement of microphones in the direct
sound field. On the few occasions when
microphones are placed in the reverber-
ant field, omnidirectional microphones are
usually chosen and used at very low gain.
Little debate has been offered about oth-
er options that may be employed in the
reverberant field since it is generally be-
lieved that this sound is diffuse and not
dependent on the direction from which it
impinges on the microphone.

However, it is the reverberant field that
is the distinguishing feature of each hall’s

acoustics. Consequently, the placement of
microphones in the audience area is what
acousticians are concerned with when
studying the effect of a music hall’s archi-
tecture on its acoustics.

Measuring reverberation

Experiments were conducted in three
architecturally similar concert halls: Un-
ion College Memorial Chapel, Schenecta-
dy, NY; Troy Music Hall, Troy, NY; and Bos-
ton Symphony Hall. Photo 1, of the Union
chapel, illustrates the traditional shoebox
design shared by these three buildings.

These spaces have their origins in clas-
sic halls built at the turn of the century,

November 1989 Recording Engineer/Producer 21
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Figure 2. Ratio of reverberant-to-early sound for three microphone configurations.

among them the Gewandhaus in Leipzig,
the Concertgebouw in Amsterdam, and
the Musikvereinssall in Vienna. All three
test spaces are noted not only for their
acoustics, but for their beneficial effect on
musical ensemble. Their similar floor
plans, architectural materials and architec-
tural heritage provided the opportunity to
recreate experimental conditions in each
hall, thereby making the results com-
parable.

Microphones of various designs were
placed in the audience area and well into
the reverberant field. Among those used
were a Neumann U-87 studio condenser,
Neumann KM-83 and KM-84 studio con-
densers, a Crown PZM, Bruel & Kjaer
measurement microphones, and an acous-
tic manikin of the author’s own design.

The manikin, designated as BRUCE:
Binaural Recorder for Understanding Con-
cert Environments, contained a B&K 4134
pressure microphone in its ear.

Orchestral chords, produced from a BBC
recording of the English Chamber Orches-
tra in an anechoic chamber, were intro-
duced into each space via amplified cas-
sette tape loop. As each of 25 pulses was
amplified and played, the reverberation
measured by each transducer was re-
corded.

From this data, several analyses were
performed, including calculations of rever-
beration time as defined by Sabine, and
calculations of Running Liveness. As
prescribed by Schultz, one measures Run-
ning Liveness by electrically integrating,
or “adding up,” all sound during the first

50ms and the first 400ms from the instant
the chord is energized into the hall. The
ratio of these two voltages is then cal-
culated.

Reverberation times measured with an
acoustic manikin and a 4134 omnidirec-
tional microphone oriented toward the
side wall (90° with respect to the vertical)
were calculated via a PC-assisted spectrum
analyzer. Figure 2 plots the differences in
reverberation time between Memorial
Chapel and Troy Music Hall. The values
were normalized to reverberation times
obtained in Boston Symphony Hall, a con-
cert hall that many consider to be the best
in the United States.

The top illustration shows how the two
halls compare when only the omni is used.
The bottom plot illustrates the same com-
parison, but the manikin employing the
omni is used as the recording device.
Above 1,000Hz, the differences are mini-
mal, but below this frequency band the
differences are quite pronounced.

At frequencies below 1,000Hz, particu-
larly those between 250Hz through
630Hz, the microphone oriented toward
the wall suggests that Memorial Chapel
has a greater reverberation time than Troy
Music Hall. However, when the manikin
is used to record the transient pulses, the
differences between the two spaces rela-
tive to Symphony Hall is altered and the
two smaller halls are shown to have rever-
berative properties that are much more
distinctive.

At the '/roctave band centered at
125Hz, there is little difference between
the two smaller halls. But depending on
the choice of transducer, the difference
relative to Symphony Hall rises to 1.5 sec-
onds. It appears that at lower frequencies
the presence of the manikin introduces an
effect associated with the presence of an
audience. Previous studies have shown
that the spatial qualities of a concert hall
are determined at lower frequency bands.
The results of this investigation support
this contention.

Depending on which configuration of
the B&K microphone is employed, the
differences in the results show these halls
to have very different reverberant quali-
ties at frequencies where subjective judg-
ments of acoustics are generally made.

In Figure 3, the ratio of reverberant-to-
early energy is plotted for three micro-
phone configurations: a B&K omni orient-
ed toward the ceiling (0°), the same mi-
crophone oriented toward the side wall,
and the acoustic manikin employing the
B&K omni. The length of each bar is
directly proportional to the ratio of
reverberant-to-early sound that each mi-
crophone measures.

Octave band comparisons for Memori-
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v Add new profit opportunities
by starting your own high speed
tape duplication department

v Increase production of your
current tape duplication depart-
ment by adding modules as
yOou grow.

v Save the money you're spend-
ing on cassettes now. Produce
them yourself for only the cost
of the tapes.

Telex is the leader in high speed
audio tape duplication equip-
ment with products ranging
from the compact, economical

Copyette” series to the profes-
sional 6120XLP shown here.

The Telex €120 series provides
outstanding audio quality, uniim-
ited expandability and profitable
production capabilities. It's avail-
able in high production 16X
speed or 8X speed for highly
critical audio needs.

6120 High Soezd Cuplicator

Call toll free: 800-828-6107

Telex Communications, Inc.
9600 Aldrich Av. So.
Minneapolis, MN 55420

Hearing hiaime.
is believing

For full details
including specifi-
cations and a free
demo tape, call or
write today

TELEX

Company

Address

|
|
|
|
|
{
i
I
|
|
|
|
|
: City State Zip

€ 1989 Telex Communications, inc %
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Figure 3. Hallradius of Memorial Chapel for six different microphones.
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Figure 4. Ratio of reverberant-to-early sound in Troy Music Hall for three studio microphones.

al Chapel and Troy Music Hall suggest that
these two spaces are acoustically differ-
ent, depending on which microphone is
used. At 500Hz in Memorial Chapel, the
omni yields a ratio of 8:1, but the other
two configurations of this microphone pro-
duce ratios of 2:1.

In Troy Music Hall, the omni yields a ra-
tio of approximately 1:1, but the other two
orientations of the omni produce ratios
greater than 1. In effect, the results are

reversed from those obtained in Memori-
al Chapel. At 250Hz, the manikin yields
the greatest ratio in Troy Music Hall, ap-
proximately 12:1; but in Memorial Chap-
el, all three microphones yield approxi-
mately the same value, slightly over 16:1.
At the higher frequencies, Running Live-
ness is reduced, but in each octave band,
no pattern is observed.

One of the more interesting results is il-
lustrated in Figure 4. The Hallradius is de-

fined as the point in a music hall where
direct and reverberant energy are consid-
ered to be in equal proportion. lt is often
used as a guide in microphone placement
to keep the amount of reverberation on
a recording uniform.

Even under the assumption of diffuse
reverberant conditions, the results of
reverberation time measurements for each
microphone indicate that differences of up
to three feet in Hallradius exist at the same
frequency bands, and up to six feet at
different frequency bands. Similar results
were obtained in the other two halls.

The Random Energy Efficiency (REE)
theory of microphone placement suggests
that, despite differences in orientation, the
reverberant field would be measured as
symmetric and uniform. The results of
these studies suggest that the Hallradius
and the REE are not applicable in describ-
ing real situations. Consequently, the as-
sumption that the reverberant sound field
is diffuse is inappropriate.

Ramifications

Figure 5 shows a plot of Running Live-
ness for Troy Music Hall, obtained with
three very different studio microphones.
Each set of bars corresponds to the KM-
83, U-87 and PZM respectively. The KM-
83 is a pressure transducer, the U-87 is a
pressure gradient transducer and the PZM
is a boundary surface microphone.

In spite of the fact that each microphone
was placed at the same position in the au-
dience, a different measure of reverberant-
to-early energy is obtained. Moreover, it
is the cardioid that measures more rever-
beration at certain frequencies. The PZM,
a microphone mounted on the floor, yields
the greatest value of this ratio at the
majority of frequencies.

This is consistent with the understand-
ing that each microphone responds to a
different physical variable and therefore
cannot measure the same components of
the reverberant soundfield. Microphones
that utilize a pressure gradient element re-
spond to a vector. Depending on the direc-
tion of orientation and their proximity to
boundaries, these types render a different
measure of overall reverberation.

Microphones that utilize pressure ele-
ments record the reverberation that one
generally thinks of (reverb associated with
the duration of the acoustic pressure) as
scalar. The results suggest that both types
of reverberation, pressure or scalar and
pressure-gradient or vector, should be
mixed in some proportion to create an ac-
curate sound of a music hall.

Being there
A soundfield microphone, either creat-
ed from two stereo microphones, or by the
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implementation of a Calrec, is the only
configuration capable of recording tran-
sient sound in three mutual directions,
as well as the magnitude of the decaying
sound pressure. As such, it is the only
means to record all components of the
reverberant field necessary to complete-
ly parameterize the acoustical properties
of a hall.

For conventional 2-channel playback,
one of the primary goals of an engineer
is to record musical performances so that
a listener will feel a sense of presence, a
feeling of “being there.” Although certain
microphone techniques, such as M-S,
Blumlien and xy cross-cardioids, can cap-
ture these qualities when used in the right
hall, the results of these studies suggest
that reverberation, as a measurable quan-
tity and as recorded sound, exists both as
a finite time and in terms of measured and
perceived direction.

Consequently, the information recorded
only by two channels is often not enough
in many situations. This is not to suggest
that misguided multiple miking is the an-
swer, but as one example, a standard xy
pair might be augmented a manikin
seated in a chair well into the reverber-
ant field in order to obtain some missing

acoustical information. As a second
choice, a PZM might be chosen as the
third microphone and placed on the floor
in the audience area. Some recording
methods currently in use attempt to attack
this problem. Dual-MS, for example, places
a complimentary cardioid/bidirectional
pair in the reverberant field.

Summary

While most engineers concern them-
selves with orchestral balance and close-
miking, the effect of the room is general-
ly ignored and lumped into “reverbera-
tion,” as if all reverberation were the same.
The experiences of the author, both as a
producer and as a scientist, suggest that
reverberation is a complex property of a
room and it is the vector reverberation
that gives a music hall its signature. Mi-
crophones which are sensitive to direction
are necessary for a recording if the acous-
tics of a hall are to be accurately rendered
in a recording.

No matter how applicable acoustical
studies are to advancement of the science
of architectural acoustics, subjective fac-
tors will always constrain the application
of research to practical situations. Human
beings, even scientists, cannot be fully ob-

jective, and because taste is a key part of
the process of making recordings, micro-
phone choice and placement will still re-
main an art.

As an effort to apply more science to the
art of recording, it is hoped that this arti-
cle will be a catalyst for some new think-
ing about recording the natural acoustics
of a hall. What complicates the problem
of measuring reverberation for an acousti-
cian generates wonderful opportunities for
the recording engineer.

By experimenting with different micro-
phones away from the direct soundfield,
engineers can provide missing information
concerning the correlation (or a lack of
one) between what is heard with what
acousticians measure. It is hoped that
those who make recordings in acoustically
interesting spaces will leave their sound
processors and digital reverbs in the stu-
dio and produce more recordings without

“artificial sweeteners added””
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$24,000—$34,999
21%

$35,000—$49,999

By Dan Torchia

compare?

$15,000—$24,999
18%

1.7%

Some Good News

Salaries increased for the third straight year, according to
RE/P’s third annual Salary Survey. How does your salary

Less than $15,000
5.9%

No response

$75,000 or more

In this year of uncertainty in the pro au-
dio industry, there is this bit of good news:
salaries in recording and production facil-
ities have increased for the third straight
year.

This is but one of the results of RE/P’s
third annual Salary Survey, which meas-
ured the salaries, benefits and other em-
ployment data among the three classifica-
tions of RE/P readers: management,
technical and production staff. (See the

26% UL section “How the survey was conducted” |
for more information.)
Some other results:
$50,000—%$74,999 ® Almost half of the respondents sup-
15.7%
Figure 1. Salary levels for all respondents. Dan Torchia is editor of RE/R
|
Salary levels Mgt (%) Tech (%) Prod (%)
Less than $15,000 4.7 51 8.9
$15,000 to $24,999 17.9 14.4 21.8
$25,000 to 34,999 17.4 271 21.8
$35,000 to 49,999 24.7 28.8 25.8
$50,000 to $74,999 18.7 14.4 11.3
$75,000 or more 13.6 9.3 10.5
No response 3.0 0.8 —
$39,545 $36,333 $34,000

Table 1. Salary levels for management, technical and production staffs.

|
j Median (estimate)
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Commercial prod.
17%
Post-production Industrial/corporate
13.8% 17.6%
Records/demos
13.4%
Mastering/dup. Other
5.2% 32.5%
Figure 4. Top facility income sources for all respondents.

Benefit Ttl (%) Mgt (%) Tech (%) Prod (%)

Medical insurance (paid) 65.0 55.7 771 71.0

Dental insurance (paid) 40.7 29.8 48.3 54.0

Vision insurance (paid) 22.2 17.0 25.4 29.0

Short-term disability 28.1 20.9 37.3 33.1

Long-term disability 31.2 20.9 46.6 36.3

Sick leave (paid) 50.5 374 69.5 57.3

Vacation (paid) 61.0 48.1 78.0 69.4

Holidays (paid) 56.8 41.3 76.3 67.7

Personal business days (paid) 25.2 22.6 29.7 25.8

Stock purchase plan 10.1 8.1 11.0 12.9

Profit-sharing plan 16.6 17.4 12.7 18.5

Savings plan 13.0 6.4 14.4 24.2

Pension plan 26.8 15.7 36.4 38.7

Compensation deferment plan 16.8 8.9 25.4 23.4

Bonus 22.0 25.5 20.3 16.9

Assn. membership (paid) 15.1 17.0 15.3 11.3

Trad show expenses (paid) 30.6 26.0 48.3 22.6

Tuition refund plan 18.0 10.2 28.8 22.6

Automobile furnished 10.5 14.5 11.9 1.6

Other 6.1 7.7 5.1 4.0

Table 4. Fringe benefits received.

didn’t choose the main five categories we  ing. (See Figure 4 and Table 5.) RE/P management, technical and produc-
listed—corporate/industrial, commercial tion readers on an Nth name, or random,
production, post-production, records/ How the survey basis. A total of 477 usable surveys were
demos or mastering/duplication. Instead, was conducted returned, which translates into a response
the largest share, 32.5%, opted for “oth- The survey was conducted by Vicki rate of 25.9%.
er’ And what they listed pointed to the Kearns-Vaal, marketing research director The questionnaire asked the following
diversification the industry is currently ex-  at Intertec Publishing, RE/P’s parent com-  questions:
periencing. Such answers as sound rein-  pany. Data in this article were compiled 1. Job title.
forcement, consulting, product sales, ren- by the Market Research Institute, an in- 2. If the respondent was on staff or an
tals and in-house production speak dependent company. independent contractor.
volumes about how the industry is chang- Questionnaires were mailed to 1,840 3. The primary type of business.
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Income Source Mgt (%) Tech (%) Prod (%)
' Industrial/corporate 19.1 10.2 21.8
Commercial production 11.9 30.5 13.7
Post-production 10.2 16.1 18.5
Records/demos 16.6 8.5 21.1
Mastering/duplication 5.1 6.8 4.0
Other 36.6 28.0 29.0

Table 5. Top facility income sources for management, technical and production staffs.

Despite the good news on sala-
ries, most respondents also voiced
uncertainty about the future of the
industry. On the questionnaire,
respondents were given the oppor-
tunity to comment on the industry.
Issues included digital standardiza-
tion, the pace of new technology
and home studios vs. for-profit
studios,

Here's what some readers said
when asked, “Please comment on
the most important issue facing the
recording industry”:

“With the revolution in technol-
ogies and the continual merging of
media, re-educating industry profes-
sionals will become very important
in the very near future”

“Customers want studios to keep
up with all the new technology but
don’t want higher studio rates. Stu-
dio rates in the Midwest are the
same or lower than they were 10
years ago.’

“The diverse quality of practition-
ers, from a guy with two mics and
a cassette machine to an engineer
in a multitrack studio. It's all ‘audio
recording’ to most people. It<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>