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Studer Audio: Advanced Recording Systems

The hardware is typically Studer.
The software is simply astounding.

The transport mechanics in our new
A820 Analog Master Recorder are
solid, stable, and precision-crafted
in the Swiss tradition. That’s all typ-
ically Studer. What's new is an in-
genious network of software-
controlled operating systems.
Future Perfect. The A820 is de-
signed to meet the demands of to-
morrow’s computer-controlled audio
production facilities. Multiple on-
board microprocessors control all
operating sub-systems, including
capstan drive, spooling motors, and
audio paramefer settings. Most op-
erating features are user program-
mable, allowing you to tailor an A820
to your exact needs in a matter of
minutes. If your needs change, you
simply re-program your features.
Also, virtually every operating fea-
ture of the A820 may be accessed
and controlled through an optional
RS232/RS422 serial data port.
Gentle on the Wind. The A820
handles your valuable tapes with kid
gloves. The DC capstan motor starts,
following a defined ramp, only after
the pinchroller is engaged. A closed

loop servo sysiem monitors tape
tension and reel inertia to provide
optimum acceleration and braking.
Both tape tension and tape winding
speeds are user programmable.

The Wheel Thing. The A820's
dual thumbwheel shuttle/edit con-
trol makes tape-cut editing a breeze.
One wheel fast winds tape in either
direction at increasing speeds while
the other precisely positions tape for
the edit.

Also Noteworthy. The A820 in-
corporates Studer's new generation
of phase compensated audio elec-
tronics, available with either trans-
former or active batanced inputs and
outputs. In sound quality, the A820
takes a quantum leap ahead of re-
corders made just a few years ago.
Options for the A820 include a cen-
ter-track SMPTE time code channel
and test generator.

The Payback. The “hardware” in
the Studer A820 is made to give you
dependable service for years to
come. That’s the Studer tradition.
Plus. with its advanced software, the
A820 also does more different jobs,

Circle #139 on Reader Service Card

gets more jobs done in less time,
and produces sonically superior re-
sults. That’s the bottom line in any
upgrading program.

For more information on the new
A820 Analog Master Recorder, please
contact: Studer Revox America, 1425
Eim Hill Pike, Nashville, TN 37210:
(615) 254-5651.

STUDER
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LUNCHING

WITH BONZAL
JAMES LEE STANLEY
by Mr. Bonzai

THE CHANGING FACE
OF BAY AREA RADIO
by Linda Jacobson

M.I. UPDATE
by Craig Anderton

YOKO ONO'S
NEW OPTIMISM
by Rip Rense

MUSIC NOTES

* Mr. Zappa Goes to
Washington

* Hank Williams and
Willie Nelson

* Blues Giant
Robert Cray

* The SynthAxe

PLAYBACK:

PAUL WINTER'S
“CANYON CONSORT”
by Bruce Pilato

VIDEO

VIDEO NEWS
by Elizabeth Rollins

MVP: EFX BY THE BAY
by Lou CasaBianca

Fiold Tagt EMfulator 1)

Frank Zappu's "Poin Wars” ||
|

Larry Cartton's Studio

Whether for cutting quick
song demos or for scoring to
picture, owning a home
recording studio is a dream
shared by many. George
Petersen solicits adv:ce from
retailers on Equipping
Home Studios in the under-
$10,000 range (page 35) and
correspondent Dan Daley
examines guitarist/ producer
Larry Carlton’s Rm 3385, his
24-track home facility

(page 28).

Cover: The Music Source,
owned by producer Jim Wolfe,
is located in Seattle. The 24-
track facility, designed by
Herb Chaudiere, features
MCI console and machines,
and keyboards by Kurzwei!,
Emulator, Oberheim, Yamaha,
and Moog all located in the:
control room and MIDI linked
by an Apple Macintosh
computer.

Cover photo: Jim Fagiolo

The spotlight falls on
Northwest Recording this
month, with studio listings
beginning on page 128.
Linda Jacobson checks the
current state of San
Francisco Bay Area Radio
(page S0), while Linda
Johnson's in-depth report on
the healthy Northwest
Recording Scene begins cn
page 114. Pictured at left is
Sun Valley Audio, in Sun
Valley, Idaho.
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DREAM MACHINE.

If mastenrig oz post production is your business, our new
MTR-201s your dream machine. It's the only new 12" four-
channel with 4" reels, to give you one hour recording at 15 ips.
It also comes in % " center-track time code, ¥ " two-channel,
and %" two-channel versions. And, the MTR-20 features
Otari’s exclusive Auto-Alignment for fully automatic calibration
of record adjustments.

You can program the “20” to fit your personal style, with over
400 different set-ups. These range from contrelled wind speed
to a complete re-ordering of the transport control buttons—you
can even make it left-handed if you want! You see, there are so
many different applications for the MTR-20 that, rather than
lock you into just one mode, we let you configure the machine
to your specific needs.

Call your Otani dealer today, and wake up to the Dream
Machine tomorrow. From Otari: The Technology You Can
Trust, Otari Corporation, 2 Davis Dr., Belmont, CA 94002.
(415) 592-8311 Telex 9103764890.

.M'®

Chan Loyt u Reandor Soenvee Condd

$ =

© Otari Corp. 1985
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NAMM Winter Market Educates
Dealers

The annual National Association of
Music Merchants Winter Market, which
draws over 20,000 music and audio
retailers to exhibits by several hundred
musical instrument manufacturers and
suppliers, is being held January 17
through 19 at the Anahsim, CA, Con-
vention Center. A number of seminars
are also being offered to the NAMM
dealer members for their professional
development and technical updating.
Creative consultant Glen Ingles will host
“Ads That Work—A Study of Today's
Advertising, What Works Bestand Why,”
sponsored by the Music Distributors As-
sociation. Speaking for the National Pi-
ano Manufacturers Association, neurolo-
gist Dr.Frank Wilson will lead a discus-
sion on the relationship between the
brain and an individual's capacity to
play a musical instrument. Passport De-
signs’ Chris Albano will offer an over-
view of current preducts and customers,
future technologies, distribution chan-
nels and potential customers for "MIDI
and Music Software—Where are the
Markets?” Other seminars currently
planned will explore financial manage-
ment for music businesses and trade-
mark and copyright protection. For more
information, contact NAMM at (619)
438-8001.

TV Technology Demo Program

The Association of Maximum Service
Telecasters and the Natiorial Association
of Broadcasters are considering the joint
sponsorship of a series of demonstrations
of advanced television systems to high-
light the terrestrial performance of such
recent innovations as an improved NTSC
system, an enhanced 525-line scanning
system, and high definition television.
The goal of the demonstrations would be
to showcase potential improvements in
television service tothe public, Congress
and the FCC; as well as to meke the
needs of local broadcasters known to
the broadcast equipment manufacturers.
For further information contact Greg
DePriest at (202) 347-541 2 or Tom Keller
at (202) 429-5346.

Consumer Audio Study Released

The Electronics Industries Associa-
tion's Consumer Electraniics Group has
released a 254-page study of the pur-

chase behavior, attitudes, listening ha-
bits and audio equipment ownership of
1,600 consumers identified as recent
purchasers of home, car or portable
audio products. Prepared by the firms of
Burke Marketing Research and Market
Facts, Inc., under *he direction of the
Consumer Group's Marketing Services
Audio Committee, the study is available
to non-members for $750. Inquines
should be directed to EIA/Consumer
Electronics Group, 2001 Eye St N.W,
Washington, D.C. 20006, (202) 457-4919.

TYelevision/Broadcast Market
Surveys

Two television industry market surveys
haverecently been developed to quan-
tity the professional broadcast equip-
ment purchasing situationand the mar-
ket's financial health. The first, a two-
part study by the National Association
of Broadcasters, ccnsists of a Financial
Repart on typical television stations’ rev-
enues and expenses for many different
station types in various marketand rev-
enue categories; and a Market Analy-
sis on 1984 revenue and expenses in
97 geographic markets. The NAB's Sta-
tion Services Department [phone (800)
368-5644] is offering the two volumes
to non-members ar $80 for the Finan-
cial Report and $300 for the Market
Analysis.

Another survey, a census of in-place
equipment at television kroadcast sta-
tions, is being conducted by the inde-
pendent research firms of Douglas I
Sheer & Associates and DC&A Market
Research. Called the "Broadcast Equip-
ment Marketplace,” this survey intends
to pinpoint actual ownership of in-place
audio, video and ancillary equipmant
by type, brand, model and vintage. Ad-
ditionally, issues such as plan-to-buy,
format preferences, purchasing policies,
features and specitications sought, and
media and promotional influences will
be studied. The BEM survey, conducted
in cooperation with several corporate
sponsors, is targeted for completion prior
to the April NAB convention. For more
information on this study, call (212)
532-5511.

Performance Summit Conference

Performance Magazine, the weekly
trade publication for the l:ve entertain-
mentindustry, will be hosting their sixth

annual Summit Conference of the con-
certtouring industry January 23 through
25 at the Fontainebleau Hilton Resort
in Miami Beach.The Summit willinclude
12 panel sessions ranging from the
changing roles of promoters and facil-
ity managers to the importance of show-
case clubs as training camps for up-
and-coming talent. Alsoontapwill be a
trade show with exhibit bocths, artist
showcases and a televised awards show
recognizing those acts and businesses
that have excelled on the touring front,
as voted on by touring industry acts,
personal managers, booking agents, fa-
cility managers, showcase club opera-
tors and production companies. Formore
information, call (800) 433-5569.

Neve Acquired by Siemens

Rupert Neve Incorporated, a wholly
owned subsidiary of Neve Electronics
Holdings Limited, has announced that
Neve Electronics’ parent, Energy Serv-
ices& Electronics, now part of Brammer
plc, has reached an agreement with
Siemens A.G. Austria and Siemens
Limited in the Urited Kingdom for the
transfer of control to them of Neve Elec-
tronics Holdings Limited (Neve Audio).
It was announced last year that Neve
Audic would be sold following the pur-
chase of Neve Audio’s parentby Bram-
mer plc.

Concerning the acquisition, Laci Nes-
ter-Smith, Neve Audio's Group Man-
aging Director explained that “the re-
moval of the uncertainty about our fu-
ture ownership will be welcomed by
our customers, employees and suppli-
ers alike. The individual product and
market positions of Siemens and Neve
Audio complement each other well. As
aresult, the world audio market will get
a more comprehensive service from
this combined group and itis Siemens'
intention to build up the Neve business.”
Siemens is committed to the further de-
velopmentof Neve's technology in both
the analog and digital fields and signif-
icant R & D programs are planned.

1986 AES Show Dates

The 1986 conventions of the Audio
Engineering Society will be held March
4-7in Montreaugz, Switzerland, and No-
vember 13-16 atthe Los Angeles Con-
vention Center. For more information,
contact the Society, (212) 661-8528.
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Bruce Jackson, fresh off the road as chief
engineer for the recent Springsteen tour, has
formed Apogee Electronics Corporation, at
2201 Marine St.,, Santa Monica, CA 90405, ph.
(213) 450-8888, to import and distribute pro-
fessional audio products. . . Kevin Kent, former
director of sales and marketing at Linn Elec-
tronics, has launched K-Muse Inc,, a high
tech musical instrument design and market-
ing company at 18653 Ventura Blvd., Suite
359, Tarzana, CA 91356, ph. (818) 703-1562
...Tom Irby has been appointed operations
manager at Valley People, Inc., in Nashville,
TN, responsible for overseeing all aspects of
the company’s daily activities. . . proposals are
being solicited for the New Music Chicago
Spring Festival ‘86, April 14-20. Forinforma-
tion: NMC Festival Committee, 410 S. Michi-
gan, Suite 618, Chicago, IL 60605; (312) 427-
4049. . .the professional video division of JVC
Company of America has hired Ray Con-
nelly as district sales manager. . .At Sound-
craft's Santa Monica, CA, headquarters, Kris
Jackson has been appointed technical engi-
neer for the upper range of consoles, Dan
Burns has been added to the quality control
department and Debbie Bodell has been
named parts coordinator. . . Dee Farr has been
named new Akai national product manager
for keyboard products and training clinics. . .
James Rouse has been appointed technical
sales representative in Los Angelesand Orange
County forthe Magnetic Tape Division of Agfa-
Gevaert, Inc...Crown International has
added Herman Mack to the staff of their Proto-
type Engineering Group...Hugh T. Landy
has been appointed vice president of special
markets at ElectroSound, Inc...The Harris
Corporation of Melboumne, FL, has acquired
product rights, inventories and equipment of
ADDA Corporation, a Los Gatos, CA, pro-

ducer of television-studio systems...Sony's
Professional Audio Division has appointed New
York City's Martin Audio Video Corporation
to handle the complete Sony digital audio prod-
uct line and Westec Audio Video Ltd. to han-
dle consoles, mixers, microphones and analog
tape recorders...Richard F. Colburn has
been appointed marketing services manager
at Nakamichi USA...FM Acoustics USA
have moved their office to PO. Box 854, Beni-
cia, CA, 94510, ph. (707) 745-4444...ICM
Video of Oklahoma City, OK, announced the
addition of an exclusive western sales repre-
sentative, Mike Schueder to cover California,
Nevada and Arizona. . .J.L. Cooper Electron-
ics, Inc. has announced that Steve Cunning-
ham has joined the company as sales and
marketing manager. . . Robert A. Slutske and
John P. Ahrens have joined Montage Com-
puter Corp. as director of marketing and sales
manager, western region, respectively. . . Darm-
stedter Associates, Electro-Acoustic Market-
ing, Wilson Audio Sales, Bencsik Associates,
RM Associates, Dobbs Stanford Corpora-
tion, YoreCo, Northshore Marketing and
Radon Associates have been appointed prod-

uct line sales representatives for Nashville's
US Audio Inc...Richard Evans and Jack
Perricone have been appointed to the faculty
ofthe Berklee College of Music. . .Jonathan
Vesey Smith hasjoined Movielab Video, Inc.
as staff editor. . . Mycomp Technologies Cor-
poration has announced that Harvey Ray
has been named eastern sales representative
for their microprocessor-based machine con-
trol components and signal distribution prod-
uct lines. . .Jay Iredell has been named vice
president and director of mobile services at
E.J. Stewart, Inc. in suburban Philadelphia
...At Capron Lighting and Sound Inc., in
Needham, MA, Howard Resnick has been
named to the position of director of marketing
and communications and Bill Quevy has been
appointed as project manager. ..Marvin H.
Squire has been appointed executive vice
president/director of marketing at Soundcrafts-
men, Inc.,in Santa Ang, CA...EXR Corpora-
tion of Brighton, MI, has appointed Sye Mit-
chell, of Woodland Hills, CA, to be their new
sales representative in the Southermn California
territory. ..

Audio Intervisual Design, the L.A.-based designers and installers of custom
systems for the video and film industries, recently staged a new product
preview at Capitol Records’ Hollywood recording studios.
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NORTHWEST

Mushroom Studios in Vancouver has an-
nounced the availability of a wide spectrum of
services based on the E-mu Systems Emulator
II and Apple Macintosh. This complete com

puter music system, owned and operated by
Bradley Doyle, is now located at Mushroom. . .
Starlight Studio in Richmond, CA had Ron-
nie Montrose producing tracks with techno-
rockers Teluride; Ken Kessie mixing Modern
Rocketry for Megatone Records; and Maureen
Droney behind the board for guitarist/song-
writer Mico Weaver...Mickey Hart of the
Grateful Dead has been working at Russian
Hill Recording in San Francisco as a sound
designer creating sound effects for CBS's Fvi-
light Zone series. Sam Lehmer has been engi-
neering. Also, Rob Wasserman (formerly bass-
ist with the David Grisman Quartet) has been
working on an LP project and has cut tracks
recently with Aaron Neville, Rickie Lee Jones,
Stephane Grapelli, Dan Hicks, Cheryl Bentyne
(Manhattan Transfer), with more to come. The
concept is solo bass/solo ?~—meaning voice or
another instrument. ..Danny Deardorff fin-
ished up his new LP of original material with
Bruce Calder at Steve Lawson Productions
in Seattle. . .John Schreiner, former keyboard
player for Donna Summer, has produced two
projects at the Music Source in Seattle: one
for Casey Treat's Christian Faith Center, and
another for Cherylin Mitchell, vocalist. Dave
Raynorand Rick Fisher were atthe board. . .
Powerhouse Recording Studioin Las Vegas
has impressed Los Angeles producer Lou
Medel enough to choose Powerhouse for two of
his new projects: Darkus Speed, a single fe-
male artist aimed at the Top 40 market; and a mid-
western group, Panic, geared more tothe rock
side. .. Working at Studio Cin San Francisco
recently were Chevron USA, withtwo films for
posting and final mix, Mill Valley Animation
with a slew of Seabert the Seal shows, Cope-
land-Griggs’ Going International and more. . .

NORTH CENTRAL

AtUnited Sound Systems Recording in De-
troit, gospel recording artists The Winans com-
pleted their latest album for QWest Records in
Studio B with Win Kutz and Tony Ray engi-
neering. . .The group Slave recorded their lat-
est single, “Jazzy Lady” b/w "Don't Waste My
Time,” at Refraze Recording Studio in Day

ton. Engineering was by Gary King and Mark
A. Fraze...At Studio A, Dearborn Heights,
MI, Adrian Silas cut rhythm tracks on a self-
produced jazz project; and former keyboardist
for Dreamboy, Jeff Bass, worked on tracks for

an upcoming album with Eric Morgeson engi-
neering. ..Many of the jazz greats in the Mid-
west were in Jewel Recording Studios in Cin-
cinnati working on a Christmas album for radio
station WVXU. Cal Collins, Lou Lausche, Dee
Felice, immy McGary, Cliff Lash, Rick Ban-
kemper, and Frank Vincent were joined by
vocalists Ruby Wright, Mary Ellen Tanner,
Ron Stewart, Marian Spellman, Larry Kin-
ley and Rob Reider. The sessions were engi
neered by Jr. Bennett and Rusty York. Pro-
ducer was Larry Ashcratft...Chuck Mangi-
one worked on his new album at Sound Sum-
mit Studio in Lake Geneva, WI. Butch Stew-
art produced with John Patterson engineer-
ing and Jim Bartz assisting...At Sparrow
Sound Design in Chicago, singer/songwriter/
guitarist Ken Krause ("Colorado Kenny”) com-
pleted ten original songs for his debut album
on FRO.G.G. records. The album was pro-
duced by bassist John Magnan...

SOUTHEAST

A compilation album commemorating the
1985 Atlanta Jazz Festival has been in the
works at Crescendo Recorders in that city
with Gary Ham doing the remix using the
new Mitsubishi Digital mastering system. Enti-
tled Jazz Flavors at the AtlantaJazz Festival,
the project is being produced by Mark John-
son for the Phoenix Arts Society and Fat Cat
Records. The album features performances by
the Tom Grose Band, Dave Ferguson, Elgin
Wells, The B Team, Carol Veto, The Ojeda Penn
Experience, Ricky Keller, and Glen Wisenbak

er...Atthe Soundshop in Nashville, produc-
er Bud Logan and engineer Rick McCollis-
ter have been cutting tracks on John Conlee
for CBS Records. . . Grand Central Studio in
Nashville played host to Poco’s new cuts last
month with John Mills engineering; Mickey
Basil was back in the studio with producers
Tom Woodard and Pat Patrick for his new
jazz project as well. Kent Madison was at the
helm...Anita Pointer and Paul Worley have
been in Nashville's OmniSound doing over-
dubs on a project they are producing on John
Ritterfor RCA Records. Ed Seay was the engi-
neer. Bill Whittington was the back-up engi-
neer...AtJ.B.S. Studioin Atlanta, Rod Smarr
from Dr. Hook produced locals Randall &
C.C. with Brad Jones engineering. Also, Ko-
dak Harrison & Contraband cut tracks for
their second album on an independent label
with Donal Jones producing and engineering
... Activity at Polymusic Studios Inc., Birm-
ingham, AL, included Michael Panepento
and Davy Moire mixing and mastering final
tracks on Jan Hunter, Assault, Daughter
Judy, Scotti,and Randy Hunter, for Pandem

Records. All tracks were mastered with Randy
Kling at DiscMastering in Nashville, Panepen-
to and Moire producing, Andy Bray assisting
...At Bias Recording Company, Washing-
ton, D.C,, Flying Fish recording artists Sweet
Honey in the Rock recorded two albums, Feel
Somethin’ Drawin’ Me On and The Other Side,
which were produced by Bernice Johnson-
Reagon and engineered by Rico Petruccelli
...Let’s Active completed its second album
for LR.S. Records, yet untitled, at band leader
Mitch Easter’s Drive In Studio in Winston-
Salem, NC. Co-producers were Easter and
Don Dixon, who shared the engineering tasks
as well. The LP is slated to hit the racks in Feb-
ruary, 1986...

SOUTHERN CAL.

The Truck Mobile Recording Facility of
Glendale, CA, completed work for The Dick
Cavett Show on the USA Network. The Truck
provided mobile audio facilities and related
equipment at various Southern California loca-
tions for the New York-based show . . .Joe Sam-
ple was in at Craig Harris Music in Studio
City using the newly upgraded Synclavier to
produce tracks for his Crusaders album proj-
ect. Also, Craig Harris processed sounds for
Amazing Stories and The Twilight Zone. ..
Merrell Fankhauser, the cosmic rocker from
Maui, Hawaii, has landed back in Southern
California to begin work on his forthcoming LP.
Joining him in the D-Town /Platinum Sound
Recording Studios will be guitaristJohn Cip-
polina, Peter Noone (former lead singer of
Herman's Hermits), and songwriter/singer
Billy Foster, of Rod Stewart fame. . . Producer
Jimmie Haskell and engineer Lee R. Miller
were at Conway Recorders and Can-Am Re-
corders(bothin L.A.) mixing for an album and
live cable television concert special called,
Ricky Nelson and Fats Domino Live at the Uni-
versal Amphitheatre. The concert was recently
recorded by the Green-Crowe 48-track audio
and seven camera video remote truck at Uni-
versal's 6000 seat facility. Don Warsham was
behind the board. The concert was the first
videotaped appearance by Fats Domino in
many years. . .Producer Tom Alexander was
in Skip Saylor Recording in LA recording an
LP on artist Cindy Perez for Castle Records.
Skip Saylor was behind the board with Tom
McCauley assisting.. . . Enigma Records metal
artist Thor and his guitarist Steve Price have
begun production on a new LP by popular
New York metal outlit Battalion. They are pro-
ducing the band at Kingdom Studio in Long
Island, NY, where artists such as Blue Oyster
Cult, Aldo Nova, and Joan Jett have recently
recorded...At Group IV Recording in Holly-
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WORLD'S
30

No matter what you're
recording in the field, from
Shakespeare-in-the-Park
to“Dancing in the Dark,” %
you'll find a Sony portable §
mixer that brings the crea-
tive control and flawless
sonic performance of the
studio to wherever you happen to be.

12FOR THE ROAD.

The big difference between the Sony
MX-P6! and other studio-quality 12-
channel mixers is that the Sony can be
tucked neatly into a small case and
carried to any location—thanks
to its switching power supply, 4
transformerless design and, of i'(?
course, the fact that it's made
by the company that’s best at 0
making big things small. -6

Its myriad professional fea- -10
tures include transformerless, 4]
electronically-balanced inputs dB
and outputs, complete equali-

Studio quality is no longer
confined to the studio.

EQ characteristics of the MX-P61.

zation for comprehensive signal
control and modularconstruction
for reliability and easy mainte-
nance. Along with the phenome-
nal sonic performance with
which the name “Sony™ has

been synonymous for decades.

THE 4-CHANNEL MIXER

FOR EVERY CORNER OF THE GLOBE.

The incredibly small and light MX-P42

lessens not only your burden, but the
complexities of field recording as well
That’s because each input incorporates

a fast-acting compressor/expander with
gain make-up control.

preset separately, then
maintained automat-
ically during recording.
HIGH QUALITY
FOR LOW BUDGETS.
f The family resem-
blance between the 8-
channel MX-P21 and

The Sony MX-P42
B weighs in ata scant
I Soinput levels can be gibs..10 oz.

STAGE.

Sony’s more expensive portable mixers
is readily apparent:

The MX-P2I is portable,durable,
and has an incredible array of features
for its size—including

phono EQ, fader-start and

cascade interface.

All of which makes the
v choice between Sony and
\, ! anyotherportable mixera
s simpleone.
T Just decide whether you
. want all your location re-
cordings to be as good as stu-
dio recordings.

Or not to be.

For a demonstration or more infor-
mation,call Sony in the Nerth at(201)
368-5185; in the South (615) 883-8140;
Central (312) 773-6000; West (213) 639-
5370. Or write Sony Professional Audio

Products, Sony Dr.,
SONY.

Park Ridge, New
Jersey 07656. Professional Audio

s
t

@1985 Sony Corp. of America. Sony is a registered trademark of Sony Corp. Sony Commun-cations Products Company, Sony Daive, Park Ridge, New Jersey 07636.
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wood, composer Quincy Jones and music
supervisor Tom Bahler recorded the under-
score for the film The Color Purple, with engi-
neer Dennis Sands, assisted by Andy D’Ad-
dario for Color Purple/Moonsong Productions
...Island Records artist Danny Wilde com-
pleted overdubs for his new album with pro-
ducer/engineer Peter Coleman, with assis-
tance from Robert J. Corti at MCA Whitney
Studio in Glendale. ..MCA acts Ready For
The World and New Edition were in overdub-
bing and mixing new tracks with Louil Silas,
Jr. producing and Taavi Mote engineering.
Stephanie Mills, also on MCA worked on an
album there with Ron Kersey producing and
Hill Swimmer and Taavi Mote engineering.
Assisting on all three projects were Toni
Greene, Fred Howard and Sabrina Bucha-
nek...At Music Box Recording Studio in
Hollywood, saxophonist Ernie Fields and
friends recorded “We're With You South Africa,”
with Steve Williams engineering. . .Former
Wall of Voodoo lead singer Stan Ridgway
completed his first solo album for LR.S. Records
at The Lighthouse in North Hollywood and in
hisownJ.C. Studios in Hollywood. Producing
and engineering were Ridgway himself, Hugh
Jones, Lewis Vandenberg and Joe Chicarel-
li. Ridgway has been working on the LP for
three years. It is scheduled for a March, 1986,
release. .. At Commercial Sound Studios in
Honoluly, artist Jake Hoopai and producer/
engineer Larry McCracken completed tracks
on the title song of Hoopai's upcoming album
project, Hawaiian Moonlight...Activity at
Master Control in Burbank included Latoya
Jackson’s upcoming album with producers
Gary Geotzman and Mike Piccirillo for Pri-
vate Eye Records. Mark Wolfson was at the
board with assistants Ron Corbett and Dan
Nebenzal. ..

NORTHEAST

Chuck Hammer/Guitarchitecture have
been been scoring and mixing at Sync Sound,
NYC, afilm called Energy Odyssey forthe New
Jersey Dept. of Energy. Atthe SSL console was
Ken Hahn...Producer Rick Derringer was
in NYC's Quadrasonic Sound Systems work-
ing on several of the cuts that he is producing
for the Wrestling Album on Epic Records. The
album consists of various wrestlers singing
songs, including Junk Yard Dog singing "Grab
Them Cakes" and Hillbilly Jim singing "Don't
Go Messin’ with a Country Boy," etc. Engineer
was Tom Edmonds, assisted by Tom Gonzalez
...Lothar Segler produced and engineered
the debut album of Movieland for RCA Rec-
ords. Co-producing with Lothar were Hank
Medress and Richard Lewis. Carol Martino
assisted...At 39th Street Music, Patty La-
Belle layed down tracks with Ashford & Simp-
son producing, Tim Cox engineering, and
John Paul Cavanaugh assisting. Ashford &
Simpson were also in doing demos with Cox
engineering. . . At Giant Sound in NYC, Steve
Winwood was in recording with Russ Titel-
man producing. Also, Chemistry did some re-
cording with Stephan Galfas producing. .. At
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Inner Ear Recording in NYC, composer
Wendy Blackstone finished scoring a new film
by director Nick Tanis called In The Dark. Pro-
duction was handled by Tanis & Co. Engineers
on the date were Steve Vavagiakis and Matt
Schotenfeld...Adams Morgan Day, an annu-
al community eventin Washington D.C. that at-
tracts hundreds of thousands of people each
year, now has its own theme song. The song
was written by Vicky Troy and Charles Ragusa
and sung by Vicky Troy. Lion & Fox Record-
ing, a 24-track recording studio in D.C, was
chosen to record and mix the song. .. At The
Sound Cottage, Port Jefferson Station, NY,
songwriter Bob Barta worked on a composition
called "The Real Thing,” recorded with the Ya-
maha CX5M Music Computer MIDI-synched
with the Roland TR707 Digital Drum Computer
...Long View Farm in North Brookfield, MA,
has seen WAAF's Bob Rivers of "Just a Big
Ego” fame producing an ad for Mt. Snow ski
area in Vermont, utilizing Long View's MIDI set-
up. Brian Silva was on keyboards and Cliff
Goodwin was guitarist and production assis-
tant. . ./mportant Records’ artists, the Danc-
ing Hoods, mixed down their LP, 12 Jealous
Roses, at Tiki Studios in Glen Cove, NY Engi-
neering was by Mark Gaide...Mingus Dy-
nasty cuttracks with producer Susan Mingus
at Reel Platinum Studios in Lodi, NJ. Also,
Steve Wyche was in doing his latest 12-inch
rap record...At Greene Street Recording,
NYC, PhilJones and Kurtis Blow produced a
tribute to Martin Luther King featuring artists
such as The Fat Boys, Run/DMC, New Edi-
tion, Stacy Lattisaw, Teena Marie, Stepha-
nie Mills and Eddie Murphy. Dave Harring-
ton did the engineering, with Dave Stillman
assisting. ..The Nobels were in at Sound
Heights in Brooklyn recording two tunes
penned by Wendell Nobel. Mixing has been
completed by producers Hector Quinones
and Vince Traina. Traina engineered, assisted
by Shuan James and Frank Cardello. ..

SOUTHWEST

Artist Lynn Daye recorded a mini-album, My
Creator, at Precision Audio in Dallas, done
entirely with Precision Audio's MID] system. . .
Jodie Lyons and Lanelle Stevenson were in
Dallas Sound Lab’s studio A cutting audio
tracks to go with their new book Principles of
Pop Singing, with DSL's Rusty Smith at the
console and Lyons arranging, conducting, and
producing. . .Joy White, known for herjingle
work in Nashville, recorded back-up music for
an upcoming Star Search presentation at
Planet Dallas Studios. Also, songwriter and
performer Dave Guinn re-recorded album
cuts previously recorded in Nashville. . . Fletch
Wiley and Dennis Worley of Star Song were at
Rivendell Recorders in Pasadena, TX, mixing
a Steve and Annie Chapman choral musical
about the family. Bob Bennett helped to put
the finishing touches on the project by adding
some vocal overdubs. . . Sumet-Bernet Sound
Studios’giant "Studio A" hosted the 200 voice
Together project (a gathering of world-famous
Gospel artists) produced by Grammy Award

winner Lanny Wolfe. The project, engineered
by David Booth, Bob Singleton, and Tom
Adlerwasdesigned to raise money for African
relief. . .Midcom, Inc. in Dallas recently re-
corded the world premiere of Benjamin Lee's
Symphony No. 4 entitled, "Memorial Candles.”
The project utilized Midcom's mobile record-
ing facility and was engineered by Midcom's
Mike Simpson with assistance by Jeff Jones.
Producer on the project was Ara Guzelimian
...Studio Southwest in Dallas was used by
producerJake Pittman to complete albums for
Christian recording artists Marsha Andrews
and Wanda Landrum. Landrum, of Dallas,
was also the subject of a recent 700 Club TV
segment, shot at Studio Southwest. . .

STUDIO NEWS

Soundwave Recording Studiosin NYC have
acquired the new Studer A820 digital con-
trolled analog master recorder with the latest
mastering standards, Y4-inch and Y2-inch tape
at 30ips ...Glen Glenn Sound of LA, one of
the largest film and television post-production
houses in the country, has just taken delivery
on their 14th Otari MTR-90 multi-channel re-
corder. . .Dallas-based Goodnight Audio up-
graded its control room—replacing an MCI
528 with a Neve 8128 recording console, fea-
turing Necam 96 automation. .. Mokan Pro-
ductions Ltd., Kansas City's newest state-of-
the-art audio recording facility, has completed
expansion. The latest addition to complement
the existing $500,000 facility is designed pri-
marily for broadcast and industrial commer-
cial production. . .SynHarmonic Productions,
Orlando, FL, a 16-track synthesizer-oriented
studio, recently completed construction on a
10’ x 12’ vocal booth which will complement
the live-sounding Studio A. Recent additions
tothe equipment listinclude a Lexicon PCM60,
360 Systems MIDI-Bass, Ludwig drum set, and
a second set of JBL monitors for re-miking synths
in the live room...Master Control in Bur-
bank, CA, has added a pair of Pultec MEQ-5
mid-range EQs, a pair of EQH-2 program EQs,
and a Hi/Lo filter to their existing collection of
Pultecs. . .Image Recording Studiosin Holly-
wood, CA, have opened their new "Studio B.”
The new room is a fully equipped 24-track
studio featuring a Trident Series 80-B console
and an MCI 24-+rack machine. In addition,
plenty of outboard and video gear is available
...Studio A in Dearborn, MI, has moved into
a 4,000 sq. ft. facility designed by John M.
Storyk Associates of New York City. With a
700 sq. ft. control room, 800 sq. ft. studio, two
isolation rooms, and three live chambers; it is
the newest recording studio in the Detroit area.
Wiring and installation of equipment was coor-
dinated by Pat Schneider Productions of
Jackson, MI...OTR Studios in Belmont, CA,
has expanded to 24 tracks with the addition of
an Otari MTR 90-II with Autolocator, purchased
from Sound Genesis of San Francisco. Other
recent purchases include the Lexicon 224XL
digital reverb and latest software update, AMS
Digital Reverb, and DX7, TX7 synthesizers.
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AUDIO-APPLICATIONS

People go to an Audio Engineering
Society Convention for many reasons,
some of which [ could discuss in these
pages, and others I'd rather not. But
after the exhibits have been dismantled
and sent on their way to the next show,
after the new control room plans drawn
on a cocktail napkin have been con-
verted to vellum, after all those com-
pletely unfamiliar business cards have
been discarded, at least one piece of
tangible history remains—the technical
papers. And while even the presenta-
tions themselves might have passed into

the nether world of blurry slides, the
preprints remain as documentation of
the work, to surface laterin the Journal,
or at least stay on paper as footprints in
the evolution of audio.

As a former papers chairman, | can
attest to the challenges of assembling a
dozen or so enthusiastic sessions chair-
men, and uncovering 70 or so well-in-
tentioned papers. Of course, those trib-
ulations pale in comparison to the task
of securing the preprints themselves;
when you're finished, the collected 50
have become incredibly precious in-
deed. Judging from the quality of this
year's preprints, [ can state that papers

“T9™ A RS

CONVENTION PAPERS

fter the exhibits

have been dis-
mantled and all those
completely unfamil-
iar business cards
have been discard-
ed, one piece of tan-
gible history remains
—thetechnical papers.
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chairman Daniel Queen persevered
mightily. The subject matter ranged
from perception to polymer piezo film,
the authors were both old and new to
the Society, both domestic and foreign,
from companies large and small. Since
a comprehensive summary of all the
preprints would require a year’s worth
of columns, [ can only single out a few
for honorable mention. Let's consider
the cutting edge in digital audio tech-
nology, as exemplified by a selected
few preprints from the 79th Convention.

"Assessing the Low Level Sound Qual-
ity of Digital Audio Systems” was the
title of a paper presented by Louis Field-
erof Dolby Laboratories (Preprint #2268).
The problem of establishing a set of
performance levels to guarantee audi-
bly satisfactory sonics has still not been
tackled by the digital audio commun-
ity. The author proposes a worse-case
technique of applying sinewave signals
to digital audio systems, then using the
critical band concept to divide the out-
put signal to study the audibility of low
level noise and distortion due to con-
version nonlinearities. Low level sine-
waves are used as input because har-
monics would otherwise provide audi-
tory masking of distortion. The output is
analyzed in 24 bands; to account for

the effect of auditory masking, the noise
and distortion components near the fun-
damental are ignored. Finally, typical
human hearing and environmental mask-
ing effects are considered to establish
the effective hearing acuity; the noise
and distortion spectrum of an audibly
perfect system would lie below this thresh-
old. This objective test is subjectively
guantified by artificially reducing out-
put noise and distortion to determine
the threshold of audibility. When ap-
plied to an adaptive delta modulation
system, and two PCM systems, the tests
were in agreement. Four conclusions
were drawn: degradation could be pin-
pointed in a PCM system, pre- and post-
emphasis is effective in reducing noise
in adigitally companded system, dither
is useful, particularly if it is removed
from the output signal, and linearity at
low levelsisimportant for a conversion
system.

"On the Signal Format for the Im-
proved Professional Use 2-Channel Dig-
ital Audio Recorder” (preprint #2270)
was authored by Yoshinobu Ishida, Ken
Onishi, Kazuhiro Sugiyama, Tetsuya Ya-
maguchi, and Tohoru Tanaka of Mitsu-
bishi Electric Company. Citing recent
advances in error protection methods,
LSI chips, magnetic tape and heads,
tape-cut and electronic editing, etc,, the
authors have re-evaluated stationary
head signal format requirements. The
basic "PD" parameters include: 12 total
tracks with eight digital audio tracks,
two analog tracks, one time code track,
and one auxiliary digital track, Y4-inch
tape width, 7.5 and 15 ips speed, RSC-
IV error correction code, 2/4 modula-
tion, 44.1/48 kHz sampling, and 16-bit
linear quantization. The same block con-
figuration is used for either tape speed;
total frame length is 360 bits, with 16
synchronization bits, 8 bits for control,
320 bits for digital audio signal or C2
check code, and 16 bits for C2 check
code. A 16-track on half-inch tape and
32-track on one-inch tape "PD" format
was also introduced in a jointannounce-
ment by Mitsubishi, Otari, and AEG.

"Thin Film Head for Multi-Track Tape
Recorders” (preprint #2287), authored
by Shigeyoshi Imakoshi, Hideo Suyama,
Tetsuo Sekiya, and Yoshikazu Tsuchiya
of Sony Corporation, describes the char-
acteristics of the read and write heads
for a 48 channel digital audio recorder
with half-inch tape. The write head is de-
signed so that coils are wrapped five
times in two spiral layers around the
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AT THE STARTING LINE
You CAN'T TELL SEATTLE SLEW
FROM MR. ED.

Until the horses bolt from the
gate, you can't tell a champion
from an also-ran.

Likewise, equalizers “line up”
evenly when covering the same
“flat” terrain. It isn't until you
demand “peak” performance
that you can measure what an
equalizer is truly made of.

JBL/UREI's 5547 Graphic
Equalizer and 5549 Room
Equalizer are made of the most
advanced electronics ever
packaged in an equalizing sys-
tem. Their proprietary hybrid
circuits deliver unprecedent-
ed low noise. Discrete act-
ive filter circuits provide
the highest dynamic range
ever achieved under real
world operating conditions.

More headroom and less

JANUARY 1986

noise is also a function of the
5547 and 5549's unique, head-
room circuit. A special LED
display and two gain structure
controls allow you new precision
in optimizing headroom and
signal-to-noise ratio.

The 5547 Graphic Equalizer
is the ultimate tool for creative
equalization, offering both
"Boost” and “"Cut.” while the
5549 is the ideal corrective

Circle #003 on Reader Service Card

“Cut Only” Room Equalizer.
While both equalizers are at
home in the studio, each is built

extra-rugged for reliable road-
ability. And perhaps best of all,
the 5547 and 5549's ultra-
efficient hybrid technology gives
you breakthrough performance
at a breakthrough price.
Compare the |BL/UREI 5547
Graphic Equalizer and 5549
Room Equalizer to anything
on any “track”. Because
when “"peak” performance is
paramount, the 5547 and
5549 simply leave other
equalizers standing in
the gate.
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pole piece with a thickness of 10 micro-
meters composed of Sendust-Sputtered
film which has a saturate flux density of
12,000 Gauss and a permeability of
2,000. Pulse train recording is employed
to minimize recording power, suppress
crosstalk, and simplify circuitry. The
write head is driven by a pulse signal
instead of a rectangular wave; record-
ing power is reduced proportionally to
the duty ratio of the pulse train. Cross-
talk is reduced by shifting the duty cycle
of one track in relation to its neighbors.
The read head is of MR type; the output
of a MR is independent of tape speed
thus it is more sensitive than a thin film
head at slow tape speeds. A yoke type
structure is used for greater reliability;
the MR element is inside the head and
is not exposed to the tape running sur-
face or corrosive elements. With AC
bias and magnetic feedback, the MR
head may be used for high fidelity aux-
iliary analog tracks. The new head is
fully applicable to the DASH format.
"Digital Audio Sampling Frequency
Converter Employing New Digital Sig-
nal Processors” was the paper present-
ed by Yasushi Katsumata and Osamu
Hamada of Sony Corporation (Preprint
#2272). The authors have developed a
sampling frequency converter capable
of transcoding any stereo digital audio
signals between 30 kHz and 50 kHz,

with up to 24 bit words. Two new audio
DSPs are used in a four stage signal
processing architecture; they are used
in the first oversampling stage, and in
the remaining three stages of oversam-
pling, FIR, and linear interpolation. The
two DSPs are a processor chip with
28-bit ALU, microprogram sequencer,
and peripheral interface, and a 16-bit x
32-bit multiplier chip. These chips are
further described in preprint #2269 en-
titled “Digital Signal Processor LSIs Suit-
able for Digital Audio Equipment.” Sam-
pling frequency conversion using an
arbitrary ratio is achieved by using a
combination of interpolation and dec-
imation. The magnitude of interpolation
is much greater than in fixed ratio con-
verters; a 27 times interpolator is de-
signed with a multi-stage FIR filter. The
first FIR stage doubles the sampling rate,
as does the second, the third FIR stage
performs interpolation and decimation;
the sampling rate is effectively increased
to 32 times the original rate, then re-
duced to the output rate; in practice
only two sample points immediately be-
side the output sample point are com-
puted. The fourth stage uses linear inter-
polation to compute the output sample
from the two previous samples. The pro-
totype uses three A4-size boards, and
has AES/EBU format I/0O.

"One-Chip Digital Signal Processing

THE SYSTEM FROM AIC

THE SPECIALISTS IN

Programming
Interfacing
Consulting

MIDI Systems Design

FEATURING

E-mu Systems
PPG/DigiDesign
Macintosh

Southworth Music Systems
Garfield Electronics

.

AlC

e — ]
PRO AUDIO

1717 SOLANO WAY #31
CONCORD, CA 94520
(415) 686-6493
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Large-Scale Integrated Circuit for the
Compact Disc Player” (preprint #2288)
was authored by a team of Matsushita
engineers. A single LSI chip for CD
players has been developed with the
following functions: EFM demodulation,
synchronization of EFM and signal de-
tection, subcode demodulation, CRC
decoding, CIRC decoding, error con-
cealment with interpolation, and spin-
dle motor servo control. The chip also
features a new (triple) error correction
algorithm and new Galois field archi-
tecture to achieve an uncorrectable prob-
ability of 10-12. The CMOS LSI contains
approximately 40,000 transistor gates
in an 84 pin {lat package. The new chip
replaces previous designs using three
digital chips, and incorporates the motor
servo control as previously accom-
plished by an analog chip. The internal
state of the LSI is controllable by an
external systern microcomputer through
an on-board interface. The improved
degree of integration increases function,
performance, and reduces power con-
sumption and cost.

"Over-Sampling Filter for a Digital
Audio Use" (preprint #2289) was au-
thored by a team of Matsushita engi-
neers. This paperdescribes another LSI
chip designed for CD and other digital
audio applications. This oversampling
filter CMQOS chip is a 95 tap FIR type
digital filter with passband ripple of +0.01
dB and stopband attenuation of -85 dB.
It has the additional ability to attenuate
digital audio signals with a multiplier.
A two-times oversampling algorithm is
utilized. Computer simulation showed
that a coefticient length of 17 bits would
be optimal. One output sample is ob-
tained after 24 multiplications. The num-
ber of transistors on the chip is approxi-
mately 29,000; multiplier, ROM, RAM
and PLA are all included on the 42 pin
flat package chip.

"Four-Channel Digital Mixer/Equal-
izerfor Mastering” (preprint #2292) was
authored by Toshinori Mori, Takashi
Matsushige, Yasuo Sato, and Yukimitsu
Sakurai of Victor Company of Japan
(JVC). This paper describes the devel-
opment of a digital audio mixer/equal-
izer with four input and two output chan-
nels, designed primarily for digital audio
mastering applications. The mixer can
be connected to a compressor/limiter,
and the AES/EBU interface. DSPs using
LSI technology are used for reliability
and cost effectiveness. The PCM signal
first passes through a O to 20 dB atten-
uatorto preventoverflow, passes through
the pre-emphasis/de-emphasis equal-
izer with a time constant of 50 micro-
seconds/ 15 microseconds, then passes
to a 4-band equalizer. Each equalizer
consists of seven DSPs (PD77P20) to
maintain 16-bitaccuracy, a 32 bit PCM
signal is transmitted serially between
each DSP. The attenuator/mixer module
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Some People Actually Enjoy
Sitting at Their Desk for
Twelve Hours a Day.

Of course, their desk is an SL 4000 E Series —
a classic example of responsive technology and
engineering know-how Mixers tell us it allows
them to perform their craft with extraordinary
freedom and precision. Producers say it serves
their work in ways no other console can.

There is something about this console that goes
beyond the clarity of sound, the agility of its
software, the scope of its possibilities. Something
that can't be shown in pictures, diagrams or words.

When you sit behind an SSL, there is recognition.
It’s more than knowing that this is the best. It’s a
discovery that someone actually understands the
procedures and the pressures of your job. And

that they've developed innumerable ways to make it
easier, faster and better.

We'll be happy to send you our 40 page brochure
on the SL 4000 E, or to arrange an audition. But a
word of warning. Once you sit down at this desk,
you may want to stay longer than you had planned.

Solid State Logic

Oxford ¢ New York » Los Angeles « Hong Kong

Oxford, England OX7 2PQ « (099 389) 8282
200 West 57th Street « New York, New York 10019 « (212) 315-1111
6255 Sunset Boulevard ¢ Los Angeles, California 9002€ » ¢213) 463-4444
22 Austin Avenue, Tsim Sha Tsui » Kowloon, Hong Kong ¢« (03) 721-2162




uses a TMS32010 DSP; the input/out-
put module provides for parallel digital
outputs or analog cue sends to periph-
erals. The mixer/equalizer can be used
for digital tape copying, editing, CD cut-
ting, and digital mixing.

"Digital Tape Transfer Console” (pre-
print #2276) was authored by Paul Lid-
better of Neve Electronic Laboratories;
it describes a two channel transfer con-
sole for use in CD mastering. This con-
sole is specifically designed with two
serial input and two serial output ports
interfaced to the Sony 1610, pre-empha-
sis and de-emphasis filters, 4-band semi-
parametric equalizers, second order high
and low pass filters, dynamic range con-
trol including limiter, compressor, ex-
pander, and noise gate, and level con-

trol. The console also features switch-
able sampling rate and snapshot mem-
ory. Each module (equalization, filters,
level, etc.) contains a single 8048 micro-
controller communicating on a 22-bit
parallel bus. The systern controller is
based on the NEC BP-0186 single board
computer. Three such DTC consoles are
under construction for Sterling Sound,
New York, Masterdisk, New York, and
Disc Mastering, Nashville.

"A Technical View of a Totally Digital
Audio Mixing Console” (preprint #2277)
was also authored by Paul Lidbetter; it
provides technical details of some of
the 25,000 integrated circuits which
comprise the already-famous 48 chan-
nel Neve DSP console. A sampling fre-
quency of 48 kHz, and 16-bit quantiza-

muchas 75%.

FIRST TIME.
ANYTIME.

TEF System 12 means pinpoint accuracy
in acoustic analysis. Even in the presence of

other noise. Ter System 12 determines areas of reflection or
origin within parts of an inch. With this increased accuracy and the ability
to document your work, you'll be able to reduce costly call-backs by as |
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TEF System 12 also utilizes Time Delay Spectrometry (TDS), a test
technique that ignores ambient interference. That means you'll spend less
time waiting for a quiet measurement situation and more time scheduling
new jobs.

TEF System 12 is actually a portable measurement system with a
complete range of displays that allow analysis of phase, frequency and time
characteristics independently or in combination with each other. The TEF
System 12 also has measurement storage capabilities. You get all the tools
you need to present your clients with an accurate, proof-positive analysis.
And, you can get the TEF System 12 starting at less than $10,000.

To find out more about the first time, anytime acoustic analyzer, call
or write.

1718 W. Mishawaka Road, Elkhart, Indiana 46517 » (219) 294-8300
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tion is used; the stop band is set at 20
kHz. Because of an operation rate of 60
MHz, each audio processor can per-
form two filters, equalizers, and dynamic
range controllers in each sample period
of 20.83 microseconds; the 4-band equal-
izer alone executes 34 software instruc-
tions for every sample. Mixing might
require 128 multiply accumulates every
sample period. The duplex fiber optic
cable link operates at 24.576 MHz (NRZ)
with complete error detection, correc-
tion, and frame synchronization. Four
16-bit microcomputers are used in the
main processing rack, in addition to
approximately 100 single chip micro-
processors in the console and fader mod-
ules. All processors share 512Kbyte of
data base memory, and a further 64K-
byte of firmware. All programs are writ-
ten in PLM86; approximately 350K-
bytes of code presently reside in the
console main processors alone.

"Development of an Erasable Mag-
neto-Optical Digital Audio Recorder”
(preprint #2296) was authored by A.
Kurahashi, K. Hasegawa, Y. Mori, T. Ko-
gure, and M. Fukai of Matsushita Elec-
tric; it describes an erasable magnetic-
optical disc (MOD) compatible with the
Compact Disc, using the Kerr Effect to
control the polarization angle of laser
light beams. Like magnetic recording,
magnetic-optical recording reliesonin-
version of the magnetized direction of
perpendicular recording media under
the influence of a magnetic field to dig-
itally record the data. However, with
MOD the required power of magneti-
zation is about one-tenth that of ordi-
nary magnetic recording; in addition
high density is possible because only a
spot of magnetic material heated to its
Curie temperature by a focused laser
beam has its magnetic orientation al-
tered by the magneticfield. The record-
ed signal is also read with a laser beam;
its angle of polarization detects the ori-
entation of the recorded spot and results
in a difference in light intensity. The
disc uses an amorphous thin film mag-
netic material; it is pre-grooved with
one pre-recorded address sector block
on each track. The information signal
can be recorded over the address sec-
tor by superposition. The medium could
support over 108 successive erasures
and recordings. The prototype hasa record-
ing time of 60 minutes, however, future
plans call for a lowered linear velocity,
and a recording time of 75 minutes.
Because of a common optical block,
the CD and MOD would have read
compatibility.

Preprints may be obtained from the
Audio Engineering Society, 60 East
42nd Street, New York, NY 10165. Cost
is $2.50 each for members, and $3.00
each for non-members; a complete set
ot 50 preprints from the 79th Conven-
tion may be ordered for $50.00. [ |
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L the top studios. But, frankly, unaffordable ta
L mmany who wanted it

Until now.

B Because now, with the new Lexicon PCM 60
Bdigital reverberar cr and room simulator, we'ves

Brought Lexicon sound to even more artists
@nd studios. At a very affordable price

And quality? We made no compromises. Every o

¥sound is a Lexicon sound. In fact, we put 123
of the most imaginafive, rmost useful Lexicon

B plate and room sounds into the PCM 60. De-
, spite such flexibility, we mads it exceptionally

1 €asy to operate, with simple pushbutton con-
Stols. And by custom designing our own digi-

$tal chips. we achieved high pertormance for

the PCM 60, while keeping 1ts price low.

X When you audition the PCM €0 at your Lexicon
Bdealer you'll hear for yourself its superb

p

exican sound. The exact same sound you

just for you. And a descriptive brochure is S8
§ for the asking. Lexicon Inc., 60 Turner
Waltham_ MA 02194 USA. Telephon




I~ “A CHORUS LINE”
mentary sound recordist

by the name of Chris Newman was changing planes at the Los

Angeles airport returning from a shoot in India, when he was c OMES
paged over the PA system. The operator instructed him to call

Haskell Wexler. Recalls New-

" "~ "'T0 THE SCREEN
to be some kind of fantasy

come true. Wexler said, T heard a lot of things about you. I'm doing a movie in
Chicago;it's called Concrete Jungle. Are you interested?’ As he was saying, 'Are you

interested?’, | was overlapping him and saying, 'Yes, I'm interested.’ | would have
done it for nothing. It was a feature film. It was Haskell Wexler, who was a herotome.”

18

Director Richard Atten-
borough presides over his
actors at the Hellinger
Theatre in New York.

by Nicholas Pasquariello

The picture, later retitled, Medium
Cool was Newman's first theatrical fea-
ture job, and proved to be one of the
more successful experiments in the new-
ly-invented genre of “"docu-dramas.”
Medium Cool indeed marks the point
at which Newman made an enormously
successful transition from documen-
tary sound recordist to theatrical fea-
ture film recordist. In 16 years, he has
supervised the location and studio
sound recording of 28 feature films
under directors the caliber of Coppola,
Forman (three pictures), Friedkin (two
pictures), Ashby, Passer, Pakula (three

pictures), and Attenborough. His peers
have publicly acknowledged his achieve-
ments as an audio craftsman by award-
ing him two Academy Awards for Best
Sound (for The Exorcist and Amadeus).

In the late 1950s, Newman used re-
cording merely as a means to support
himself while making short films. (By
his own admission, he is largely self-
taught in his profession.) By the early
‘'60s, he found himself so successful at
recording work that he abandoned
filmmaking entirely to devote himself
to audio work. There followed television
and documentary recording jobs such
as Brimstone: the Amish Horse (for Dis-
ney) and an independently produced
documentary on Ravi Shankar, filmed
in India. When Newman returned from
making this film, he met Wexler.

This interview covers the making of
the film, A Chorus Line, directed by
Richard Attenborough (best known for
the film Ghandi). Largely because of
cost (and somewhat unconventionally),
A Chorus Line was shot in a theater—
the Mark Hellinger in midtown Man-
hattan. As a result of this fact alone,
Newman was faced with many interest-
ing (often unique) sound recording
situations.

Mix: Would you describe some of the
problems you had to solve because
you were shooting in a theater instead
of on a soundstage?

Newman: Mostly problems associated
with background noise. The stage was
such that there were skylights up above,
which were almost impossible to seal
up; and noise comes in in any case.
There were many shots in the script
that called for the street doors on the
side of the stage to be open.

MIX VOL. 10, NO. 1



FROM HAIRPIN TURNS
T0 STRAIGHTAWAYS.
THE SPEED OF SOUND
HAS NEVER
BEEN S0 SMOOTH.

For yearss. sloppy tape transportation and handling
have made the audio engineer’s day much harder than
it had to be.

This tormenting state has come to an end with the
introduction of Sony’s APR-5000 2-track analog re-
corder, available in a center-track time code version.

The APR-3000s precise handling ard numerous
advanced features make the audia engineer’s day run
much smoother. For example, the APR-5000"3 16 -bit
microprocessor marages audio alignment with a pre-
cision that’s humanly impessible. And the additional
8-bit microprocessor opens the way for extremely
sophisticated serial communications. In tander. they
reach a truly unique level of ntelligence.

Not only does tae APR-5000 do its job well: it does
it consistently. The dre-cast decx plate and Sony’s lorg-
standing commitment to quality control mainiain that
the APR-5000 will hardly need time off.

All of which results in a consistent sonic perform-
ance that’ll stand even the most critical audio profes-
sionals on their ears.

For a demonsteation of ihe re-
corder that transports analog audio
to a new fidelity high, contact your
nearest Sonv ofhce:

Eastern Region (201) 368-5185.
Southern Region (615) 883-8140;
Central Region (312) 773-6000;
Western Region (213) 639-5370;
Headquarters (201) 930-6145.

SONY

Professional Audio

.
(R ™
=

© 1985 Sony Corp of America Sony is a registered trademark of Sany Coip.
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Fortunately the cameraman only re-
quired a light effect out there. And
[director, Richard] Attenborough never
really saw people making elaborate
entrances from the street. So they built
a little house out onto the sidewalk—
they got permission from New York City

situation where there aren't jarring
changes of background from cutto cut
and scene to scene. And the easiest
way to do that is not to have any back-
ground noise to begin with. We could
have elected to wire people with radio
mikes to cut down the background sub-

Young hopefuls strive for The Big Time

—with double insulated walls; stuff like
that. And there were lights inside that
house. But the truth of the matter is that
no matter how well you construct some-
thing like that, there's a point of dimin-
ishing returns. And you cannot shut out
the noiseif there's a lot of noise. It varies
from day to day. Wednesdays are the
worst because they're matinee days
(the Hellinger Theater is located in the
theater district of Manhattan). And you
could tell, if you listen in the back-
ground, what day it was shot on.

Mix: That didn't go into the picture,
though?
Newman: Well, mostly we were able to
either fit lines in from closer takes, and
some stuff was looped. It wasn't perfect,
and we knew going into it that it wasn't
going to be like a soundstage. But the
tracks that we produced, I thought were
pretty good, quite good, as a matter of
fact. If we had been on a soundstage it
would have been much easier and, prob-
ably, other kinds of problems would
have arisen. But certainly the one enor-
mous advantage you have working on
a soundstage is that you never have
any serious background [noise] prob-
lems. You might have all kinds of other
problems but you don't have back-
ground noise.

And that's one of the big problems in
mixing a feature film: you try tosetup a

20

stantially. But most of these kids are
dancers. Most were wearing very tight
outtits, leotards of one kind or another.
In most cases, they segued from speak-
ing into dancing. And I thought, consid-
ering that there were 16 principals plus
Michael Douglas, that it was absolutely
the wrong way to go in terms of a tech-
nique. ] thought about it fora long time.

Mix: Why was it the wrong way to go?
Newman: Because it's too inhibiting. If
you're shooting on a set, one of the con-
siderations is money and time. One of
the things that [ get paid for, in addition
to making a good sound track, is to exe-
cute my work pretty quickly. And, if I'm
up there constantly fiddling, adjusting,
fixing, specing outfaulty noise, moving
a transmitter because the camera sees
it on somebody twirling around—as the
boom man (two boom men, in this case)
also is—that's a waste of time.

It unsettles the artist. It makes every-
body very nervous and it's a negative
way to go. If the people were wearing
conventional costumes, then it would
have been a very serious considera-
tion. And we did use radios occasion-
ally, when we had to.

Mix: So you used boom mikes entirely?
Newman: Yes. We used Sennheiser shot-
guns, forthe most part. We used an extra
long boom made for television work,

which is big and cumbersome, and
alwaysinthe way, but will permit you to
make a big reach, a 16-foot reach. I had
two very good boom men: Vito Ilardi
and Arthur Bloom, who are both first
boom men. I also had a terrific play-
back operator by the name of Neil
Fallon.

When you do a job like this, more so
than a lot of other jobs, you really need
to have very skilled people helping you
because there are so many elements
going on. We did constantly play-
back/live, playback/live; sequeing in
and out; music cue after music cue;
changing cues, making splices and
edits in the tape as we went. And, un-
less you really have good people, like
this fellow, Fallon, or the boom people,
you can't do a good job. You look like a
total fool.

Mix: Would you describe how you did
the playback/live?

Newman: A song would be sung on
stage and then there would be a stop.
The actor would speak and it would be
recorded live, then the music would
continue. In some cases, we ducked
the playback, meaning we just took it
out for those two seconds, and then
brought it back in again.

Mix: Was there live music on the stage
while the singing was going on?
Newman: No, unlike other movies that
I've done—forexample, Fame or Ama-
deus—there was no singing recorded
live. There were lots of discussions
about doing some songs live, but ulti-
mately the decision was tempered by
the fact that things would only be done
live if the respective actors or actresses
could not lip sync well.

Mix: So, what was recorded in the
theater?
Newman: Only the dialogue.

Mix: No dancing either?

Newman: Dancing, that's a whole other
story. What we did was, while the pro-
duction was shooting and when some
less important things were going on, [
went with my crew to another theater
with John Bloom, the editor, and Jona-
than Bates, who's their supervising
sound editor, from England. We showed
some of the cast people a video copy of
various parts of the first and second
edited reels of the picture. And they, in
fact, did Foleys. We used a wireless
headphone system. We played Q-tracks
for them right from the cut sections.
And we recorded their Foleys in stereo
at this other theater. Those Foleys will
be used in the picture.

Mix: What was on the video copy they
were looking at?
Newman: They could see themselves

dancing. —PAGE 24
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THE POINTER SISTERS NEVER
WORRY ABOUT THEIR WIRELESS

Even though the Pointer Sisters take plenty of chances on stage, they never gamble with their
equipment. They use Samson professional wireless systems because of their proven reliability.
Samson'’s long range, no dropout performance gives them the freedom of movement they
need in concert. The Pointers have built a career by making smart moves. Like choosing
Samson Wireless.

Joe Mumford, Musical Director, plays with

Samson’s Broadcast Series Guitar System SA Mso”
WE TOOK THE WORRY OUT OF WIRELESS

Samsen Products Corporation, 124 rulc)mAvemue Hempstead, New York 11550 (5 6) 489-2203 TLX 284696 SAM UR | nadc
Omnimedia Corporation Ltd., 9653 Cote de Liesse, Dorval, Quebec HOP 1A3 514-53¢.-997 \ Y
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Recently, at the AES Convention
in October, New England Digital
made history by premiering the
first tapeless recording system.

Using a combination of 16-bit
polyphonic voice samples, FM
synthesized timbres, and “live”
instruments and vocals recorded
direct-to-disk, a complete multi-
track recording was made. In
other words, the functionality of
a modern studio at a fraction of
the cost, and it’s all digital!

The Direct-to-Disk™ multi-track
system provides a non-tape con-
tiguous recording medium, fully
expandable from four to sixteen
tracks, featuring full 96 dB signal-
to-noise ratio.

Depending on the size and num-
ber of hard disk (80 and 140
megabyte Winchesters)drives per
system, each track will record a
minimum of ten minutes to a
maximum of one full hour!

No Tape to Wind...

No More Razor Blades!!
In an instant you're back to the
top of the recording ready to
record your next take. No tape
to rewind: no creative energy
lost...dramatic cost savings!

When it comes time for the labori-
ous and expensive process of
editing, you won't require the
blade of a skillful tape surgeon.
All editing can be accomplished
using software techniques.

Initial system software features
will offer variable length cross
fade splicing, automatic punch-
in, fast-forward, and SMPTE-
based editing.

Other Synclavier®
Features

» Polyphonic Sampling - The first
16-bit polyphonic sampling system
is still the best. The system can
support up to 32 fully polyphonic
voices and 32 megabytes of RAM.
The polyphonic option offers 96 dB
signal-to-noise ratio and a sam-
pling rate of up to 100 kHz.

+MIDI - The Synclavier offers the
most extensive MIDI system in the
world. For example, control 32 dif-
ferent MIDI systems with one key
depression. The Synclavier MIDI

Introducing the Tape

No Tape to Wind... N

option, in addition, is free from the
delays which have plagued mos
MIDI systems on the market.

« Multi-Channel - Each track o
the Synclavier's 32-Track Digita
Recorder can have a separate out:
put directly connected to youl
recording console.

+ 76-Note Velocity/Pressure
Keyboard - Definitely the mos
advanced and easiest keyboard tc
use, offering independent velocity
and pressure, complete program
ming and a built-in 32-track digita
recorder. Plus, extensive real-time
effects.

ayvielavices

-‘n-.—‘ ‘_:' T

Authorized Distributors Atlanta Songbird Studios 404/351-5955 Dallas Lightning Music & Sound Inc. 214/387-1



ess Recording Studio

ore Razor Blades!!

MPTE - Each Synclavier offers
VIPTE compatibility which includes
ftware that can edit sound effects

musical passages down to the
Ibframe.

uitar Interface - Owned by
»hn MclLaughlin, Pat Metheny and
| Di Meola. Listen to their latest
cords for the best possible demo
this amazing option.

utomated Music Printing

1e first ever automated music print-
g gets better still, offering complete
anscription of scores, parts and
ad sheets. Plus, coming soon:
ser printing!

hville Songbird Digital 615/327-4343

Seattle The Equipment Exchange 206/623-7860

+ Instructional Video Cassettes

and Documentation

If you're interested in relaxing in
your home or studio and learning
the basics of the Synclavier system,
you can now purchase three video
cassettes which guide you through
its basic features and operations.
Send your check for $175 per set
of three (not sold separately). Com-
plete printed documentation is also
available for $200 for each set of
manuals.

lavier 1s a registered trademark of NE D Corp
1-10-Disk trademark of NE D Corp

if you haven't seen or heard the
Synclavier lately, you owe it to yoursel’
to get a demonstration. Please call
New England Digital or one of our
authorized distributors and check out
the leading edge of digital music.

New England Digital

White River Jct, VT 802/295-5800
Los Angeles

New England Digital 213/651-4016
New York

Digital Sound Inc. 212/977-4510

Please note: The new Direct-to-Disk™ multi-track
system is available by appointment only
in New York and Los Angeles.

Synclavier

OIGITAL MUSIC SYBTEM

Synclavier operator captures continuous live vocal overdub

London Turnkey 202-4366 Toronto Gerr Electro Acoustics Ltd 416/868-0528
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noise less than 16dB

New York  Martin Audio Video Corp
423 West 55th Street
New York, New York 10019
TEL (212) 541-5900
TLX 971846
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SANKEN INTRODUCES
FOUR MORE MICROPHONES

Maker of world-acclaimed CU-41
double-condenser microphone releases
new products to international market.

Sanken Microphone Co . maker of the CU-41 two-way condenser micro-
phone, famed among sound engineers throughout the world for the trans-
parency of its recording qualities {which make it perfect for compact disk
recording), is pleased to announce the release of four more of its high
quality microphones to the international market. The microphones are

CMS-6 MS Stereo Microphone A small, lightweight, hand-held microphone
for high quality outdoor radio, TV and movie recording. Comes with portable
battery power supply and switchable matrix box. Freq. response 50Hz to
18kHz, dynamic range 108dB, self noise less than 19dB

CMS-2 MS Stereo Microphone For quality music, radio, and TV studio
recording. Small and lightweight, it has been widely used in Japan for more
than eight years. Freq. response 20Hz to 18kHz, dynamic range 129dB, self

CU-31 Axis Uni-Directional Condenser Microphone and CU-32 Right Angle
Uni-Directional Microphone For music, radio, TV and movie studio record-
ing. Renowned for their high performance and remarkable reliability. Freg

response 20Hz to 18kHz, dynamic range 129dB, self noise less than 19dB

For more information on these new microphones, as well as on the famous
CU-41, contact your nearest Sanken dealer, as listed below.

Nashville Studio Supply Company. Inc

1717 EIm Hill Pike. Suite B-9
Nashville, Tennessee 37210
TEL (615) 366-1890

Sanken

Japan’s most original microphone maker

Sole export agent: Pan Communications, Inc
5-72-6 Asakusa, Taito-ku, Tokyo 111, Japan
Telex J27803 Hi Tech/Telephone 03-871-1370
Telefax 03-871-0169/Cable Address PANCOMMJPN
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—FROM PAGE 20, NEWMAN

Mix: So they did Foley to their own
dancing?

Newman: Yes, exactly. And even they
had trouble remembering their rou-
tines! So, if we had brought new people
into do the routines it would have been
that much more difficult. And we were
lucky enough to find a theater where
the acoustics were very similar to the
theater we were shooting in.

Mix: Have you recorded in theaters
before? =
Newman: Yes, but never an entire pic-
ture, I'm happy to say. I hope never to
do another picture in a theater because
it's very tricky and difficult. The noise
problems are such that people look at
you and say: “What could you possibly
be hearing? We don't hear any noise.”
They always say thattosoundmen, any-
way, because everyone knows that
soundmen are totally crazed. Well, the
truth of the matter is that the noise is
there and you don't hear it. It's not like
going outside or being in a noisy apart-
ment. What's maddening about the
theater is that you can never tell where
the noise is coming from! It's a huge
space. And, for example, the air condi-
tioner would go on in an adjacent build-
ing to cool off a restaurant, and you
absolutely go nuts.

Mix: How many of these problems did
you anticipate?

Newman: | predicted the noise. My
feeling was that we would get away with
itand we did in all butten percent of the
cases. In most situations, in addition to
having the directional microphones
and people who know how to handle
themn, we always had actors who were
projecting with a fair amount of voice.
They were playing from the stage to
Zack, who sits at some distance from
the stage. And we could rely on that.

We could also rely on the editorial
department to take medium and close-
up shot tracks and fit them into extreme-
ly wide shots, where people were very,
very small in the frame. And since John
Bloom, the editor, was cutting as we
went, we knew pretty much as we went
what we needed, what we didn't need,
what was going to be fixed, what wasn't
going to be fixed.

When you have that kind of grown-
up approach to filmmaking where no
oneis afraid of what they're doing, then
you're in a position to deal very openly
and say: “We screwed up on that one
but we can use that track in there. And
this one we have to loop, and this one
will be OK if Rick at the transfer house
noise suppressesit.” It's only when you
have a situation where people are very
unsure of themselves or put off things,
that it becomes very difficult to figure
out what to do.

MIX VOL. 10, NO. 1
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Celebrity™ Series Elecirel Condenser Microphones

The =C™ 10, EC™ 11 and EC™ 15 electret madels are the latest
addition to.our popular Celebrity Series. The:r condenser design.
offers ennanced transient response and reduced sensitivity to:
mechanicaly generated handling noise.

Carcioid pa:terns of the EC-10 and EC-11 ase well-defined and
smooth to prowvide superior rejection of unwanted off-axis signals.
The =C-10 is designed to have a flat, natural sounding frequency
response when used in close proximity to the sound source. The
EC-11 has a wide, flat frequency response whevused at a distance
of six incaes or more and a mild, controlled tass emphasis when
used as a hand-held vocal microphone.

The EC-15 omnidirectional microphone has broad bandw:cth and
uniform response which recommend it highly in sicuations not
requiring a unidirectional polar pattern, such as broadcasting and
recording.

The Celebrity Senes microphones frcm Peavey. Quality and
performance at prices you’ll applaud.

Peavey PS™ 2B and PS ™ 4AC Phantom Power Supplies are available &s optional

equipment for vse with the Celebrity Series Electret Microphones when the mixer
lacks integral pl.antom power.

Peavey Electronics Corporation / 711 A Street / Meridian, MS i (Om.BJ
39301 / Telephane: (601, 483-5355 / Telex: 504115’ ©1985 ”g\i/ Y.
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Mix: You say there was no music played
in the background while the acting
was going on...

Newman: That's not entirely true. What
happened was—I don't know if you're
familiar with some of the songs in Cho-
rus Line—but with some of them there
are kind of "vamps” or musical inter-
ludes that go on while there are soli-
loquies. In some casesit's necessary for
the actors to hear the tempo to get back
intotempo orinto key when they begin
to sing. But, for the most part, since we
wanted to try to preserve the dialogue
of the soliloquies in between, we would
either take the playback down to an
almost inaudible level and hope that
their voices would drown it out, which it
did in some casesand itdidn't in others;
or you'd take it out completely. Mike
Tronick, the music editor, would count
oft stage or wave his hand off stage.
Then he would direct the playback
operator to bring the playback back in
as close to the beginning of the play-
back cue as possible so we could keep
as much dialogue as possible. The way
Iseeit, myjobis to preserve as much of
the live dialogue as I possibly can.

In some cases we would use some-
thing called a "thumper,” which is basi-
cally a digital metronome that, if keyed
by a variety of things on the playback
track, will keep the tempo of the music
and will produce a very, very low fre-
quency thump on the stage. [ went out
and [ bought some sub-woofers which
were mounted on the edge of the stage.
It's very upsetting for some people to
listen to—it sounds like a heartbeat.
What happens is you hear the music,
the music goes off, then you hear:
"Boomp, boomp, boomp.” In some cases,
dialogue was going on and people were
dancing to the tempo of the thump. So
we had to give the dancers something
on the stage [to dance to] because we
saw their legs moving and it's very,
very, very hard to fake that kind of danc-
ing unless they have something to moti-
vate them. On the other hand, you don't
wanttoscrew up the dialogue totally by
having to loop a three-page scene of
dialogue. And if you start to use litile
ear pieces for the dancers, you're talk-
ing about 16 ear pieces and people
running around putting them in, taking
them out, putting spiritgum on them so
they don't fall out when the dancers
turn around.

Mix: So the purpose of the thumper is
to motivate the dancers?

Newman: Yes, and to keep them in
tempo. Then—and thisis all quite hypo-
thetical—in the post-production, if you
put the music back in on top of the
thump, the thump becomes part of the
rhythm track of music.

Mix: You don't hear it?

26

Newman: You hear it as part of the
music so you don't know what it is.
Suppose, for example, there was a soli-
tary bassist on the stage and he was
playing a very low note in tempo and
the dancers were cueing off that low
note. Or suppose there was a kick drum
and he was just going: "thump, thump,
thump,” keeping time for them. Sup-

The list below contains all of
Chris Newman's theatrical mo-
tion picture sound recording
credits, thus far released. A sin-
gle asterisk (*) indicates Acad-
emy Award nominations for Best
Sound, a double asterisk (**), an
American Academy Award, and
a triple asterisk (***), a British
Academy Award. The name fol-
lowing date of release is that of
the director.

Medium Cool (1969) Haskell
Wexl

ler
The Landlord (1970) Hal Ashby
Little Murders (1971) Alan Arkin
French Connection *(1971)
William Friedkin
Klute (1971) Alan Pakula
Heartbreak Kid (1971) Elaine

May ’

The Godfather *(1972) Francis
Coppola

Cops and Robbers (1972) Aram
Avaki

an
Shamus (1973) Buzz Kulik
The Exorcist **(1974) William
Friedkin
The Taking of Pelham 1-2-3
(1974) Joseph Sargent
Law and Disorder (1974) Ivan
Passer
Iltd!ickey and Nicky (1976) Elaine

ay
Who'll Stop the Rain (1978)
Karel Reisz
Comes a Horseman (1978) Alan
Pakula
All That Jazz (1979) Bob Fosse
Hair (1979) Milos Forman
Winter Kills (1979) William
Richert
Power (1980) Barry Shear and
Virgil Vogel
One Trick Pony (1980) Robert
M. Young
Fame ***(1980) Alan Parker
Ragtime (1981) Milos Forman
Sophie's Choice (1982) Alan
FPakula
Soup for One (1982) Jonathan
Kaufer

Tender Mercies (1983) Bruce
Beresford

Beat Street (1984) Stan Latham
Amadeus **(1984) Milos Forman
A Chorus Line (1985) Richard
Attenborough

pose, when the thing is in fact mixed,
you bring in either a piano or a rhythm
section. The minute you bring any kind
of music back in, you obliterate the
thump. The thump becomes part of the
musical elements.

Mix: It doesn't interfere?

Newman: There were times when it
worked and times when it didn't work.
Most of the time it worked. We only
used it three or four times. From the
reports that | get, it seemed to work
very well. | think it's just another tech-
nique for shooting dialogue with music
going on.

Mix: How would you decide when to
use the thump and when not to?
Newman: We made educated guesses.
The criteria was: could we hear it and
how loud was it in comparison to the
dialogue? And in a couple of cases,
since | was making 2-track recordings
because | always work with a stereo
Nagra, | was able to take a direct feed
from the playback track and feed the
playback in on anothertrack and listen
to the dialogue rehearsal and listen to
the playback to see it | could hear any
thump. If] didn't hearany thumporifit
was way down under their voices, then
we assumed it would work. And it did.

And the other criterion was whether
the dancer could keep time to it. See,
one of the problems of the thumper is
that the attack of the thump on a big
stage is not very sharp. It's not like a
click track. It doesn't have the bite that
the leading edge of the click has. It's
very dull. And the only way to make it
sharper is to raise the frequency. But
the higher the frequency the more
audible it is; also you have to make it
louder. So somewhere there's a com-
promise between how high you make it
and how loud you make it. Between
Jeffrey Hornaday and Mike Tronick,
and all of us working with the dancers
and rehearsing them, we were able to
get them to be sharp enough in the
background, so that they in fact were
dancing in tempo and a dialogue was
going on in the foreground.

Mix: What's the frequency range?
Newman: From about 25 Hz to about
400 Hz.

Mix: What was the approach to the
pre-production planning on Chorus
Line?
Newman: It consisted of discussing
with Sir Richard, the music people, and
Jetfrey Hornaday, things such as: we
are going to do this dialogue live, we are
going to do this dialogue to playback;
we are going to do this line to playback.
We are going to try to use the thumper
here. We are going to try to use earpiec-
es on "Hello 12," because people have
—PAGE 173
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JVC Digital Audio.
The artist’s editing system.

Digital audio editing "akes on new speed, simplicity, and flexi-
bility with JVC's 900 Mastering System. Aryone with a trained
earcar leasn to operate itin minutes and be assured of pro-
fess:onal results of outstanding-fidelity, accuracy, and clarity.
And while sonic excellence is surely the 300’5 most persua-

siva feature, flex:bility runs aclosa second. for not only wiil the

900 operate with 3" VCR's, but with VHS cassettes, too, with

total safety and confidence, maxing it ideal for mastering digi-

tal aud-o discs and theiincreasingly popular i-ti video discs.
The DAS-9C0 consists of four principal components.

VP-900 Digital Audio Processor.
Two-chanrel pulse countmode:
processor. Several 16-bit micro-
processors make it compatible
with other professioral production
equipment such as cutting lathes,
synchrenizers, and encoders.
Dynamc range of more thar 90
dB. Frequency respcnse ‘rom 1)
to 20,000 Hz { + 0.5dB), ana low
recordimg bit rate of 3087 Maits's
at 44.1 + Hz. Transformer--ess ana-
log VO circuits further improve
sound quality, and the analcg-to-
digital, digital-to-anaiog corwerter
reduces distortion toless than
0.02 per cent. while:an emphasis
circuit improves signal-to-neise
ratio. Logic circuit uses CMOS LS|
chips fcr high reliability, cormpact-
ness, light weight (48.6 ibs)

and low power consumption.

AE-90GV Digital Audio Editor. Smplicity itself tc operate, thss littie
nurrber puts editing rightinthe hards of the artist, it need t =
Precise to wthin microsecond accuracy edit s :
out by manual cueing, automatic scan, or ¢
conhrm cut-in, cut-outpon y
stored in memory. Digital

] ~
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JVEC

For a demonstration of the
DAS-900 Digital Audio
System. a Spec Sheet. or
JVC'scomplete catalogue.
call, toli-free

1-800-4VC-5825

arch car

—

JVC COMPANY OF AMERICA
Professionat Video
Communications Division

41 Slater Dnive.

Eimwood Park. N.J 07407

€ 1985 JVC Compar.y
Cucie 2012 ap Benacier Serx

rnable-

Protessoral V.de

Audio Editor Control Unit.
Etectron:c governor for routing,
cocrdinating, andexecuting al
edit funciions, both automatic and
manual All commands, from digi-
tal dutbing of criginal to master
for cortimuous orograms, to
repatibve point-to-point marual
cueing are reguiated here.

TC-900V Time Code Unit.
Actuaily two time code units ir
one, this.unit reads and generates
SMPTE standasc time code and
syrchronizes the JVC exclusive
BP (bi-parity) tme code. Thus, the:
DAS-909 will cperate effectvely
with both time codes; a necessity
when the Systerr is to be syn-
chsonzed witk video equipment.

between originallanc master tape: Shift functior for ehanging ediit

pents dackwardor farward in2- T steps for super-f ne adjus:-

gradiént cross-fading function ‘ar smosth
vatiablein 0, 10, 20\ and 40 micrcse<cnd
e lunction emables the user e ethe

o, e B b, [ A A

VC COMPAN Y OF AMERICA
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RTIIST"STUDIOS

Carlton at the console of Rm 335.

Larry Gariton’s Rm 335

by Dan Daley

First, you cross an anonymous bridge
spanning the Hollywood Freeway. A
snarp left turr and an even sharper
right lead you onto a winding, semi-sur-
faced road thateventually gives way to
dir! as it ascends a steep hill overlook-
ing West Hollywood. Ruts grooved into
the grassy side of the plateau show evi-
dence of some serious dirt bike action.
You reach the crest—still in second
gear—and are confronted by a cross-
roads. Just before you flip a coin to fig-
ure out which way to go, a woman and
two kids pull up next to you in a station
wagon. You give herthe address you're
searching forand she respor.ds, "Sure
know where that is. [ live there.”

So you follow Mrs. Larry Carlton, lit-
tle Katy Lou, and Travis James up to a
house set on the edge of the hill and
surrounded by olive trees and hedges.
She leads you through the house and
points you down the stairs to the base-
ment where Larry Cariton sits amidst
the homey environs of Rm 335, a sophis-
ticated recording studiofeaturing, among
otherthings, perhaps the friendliest dog
on the West Coast.

Alterthe pooch finishes with his slop-
py greeting, Larry himself welcomes
you into the studio, where he has been
working on his own records and those
of other artists for eight years now.

28

Under one roof is the Carlton tamily
home, the studio, and the offices of Lar-
ry's personal manager, Charlie Lica.
But the pervading ambience here is
familial, not corporate. Devotion to his
family has brought the business and
recording mountain to Mohammed, so
to speak.

The appellaticn "Rm 335" should not
be a mystery to devotees of Carlton's
guitar wizardry; the Gibson 335 guitar
is still his trademark. (Mike McGuire of
Valley Arts Guifarsis his current luthier
oi choice, and his best friend to boot,
though.) And the raison d'etre for the
studio is two-fold, according to its crea-
zor. '] started doing record dates in
1970,” says the Torrence, California, na-
‘ive. " was one of the fortunate musi-
cians who got very, very busy very quick-
ly, which always ieads to the potential
zo burn out” After a pause, he adds,
"Well, | burned out.

"By 1975 I was already thinking that
I had reached a peak tinancially and
artistically. [ knew that [ eventually
wanted to get into record production,
and that was the first reason for build-
ing the room. The other reason was that
] wasn’t happy with the guitar sounds
other people were getting on me when
[ did dates. So [ thought if [had my own
place [ could make my guitar sound
like [ wanted it to. In order to have con-
trol over my sound and over entire proj-
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ects, it made sense that | needed my
own place to do it.”

The recording area is a former recre-
ation room which once housed ping
pong and pool tables. In their stead are
a rack of synthesizers, a funky baby
grand and an isolation booth. "[The iso-
lation booth] was originally designed
for drums,” explains Carlton. "It has a
2-foot trap behind it and a 2-foot trap-
ping above it.” Butthe booth proved too
confining for drums, and a wall was
later knocked down on one side of the
room and a larger, open area fordrums
was constructed. The iso booth now is
used for vocals and acoustic guitars.

The adjacent control room is about
three-quarters the size of the recording
room, separated from it by sliding dou-
ble glass doors. An MCI Series 500
console (28x32x55, automated) is posi-
tioned so that the engineer has to look
to his left to view the live action.

"We're constantly tweaking things, giv-
en the amount of space we have to
work with,” says Carlton. “The thing we
continue to upgrade is the equipment.”

Like any other studio, Rm 335 had an
evolution all its own. But since Carlton
began construction in 1977 —prior to
the big explosion in home recording
technology—he went for a professional
approach in terms of hardware.

"I started with a Quantum console—
81in, 4 out,” he says. "It was Quantum'’s
first small console. And I bought a used
16-track machine, an Ampex M-1100."
With a patch bay built by a friend, he
could monitor 16 channels, but record
on only four at a time. "] started with no
outboard EQ, just the treble and bass
that's on the console. | started out writ-
ing jingles. Never placed any, but it
was the start of my diversification.”

Intime, Carlton's vision exceeded the
eguipment's capabilities. “"When we
started to get more serious,” he recalls,
"T got George Augspurger and How-
ard Weiss involved. George built Stu-
dio D at Village for Fleetwood Mac and
did work for A&M and Motown. We were
on a limited budget and decided to put
70 percent of the money into the con-
trol room,” (acquiring their current MCI
console purchased from the Osmond's
studio).

Getting into full swing in 1978, Rm
335 had three albums to its credit by
the end of that year. (All of Carlton's
solo albums have been recorded there.)
The MCI transformerless 24-track ma-
chine was added, along with some ad-
ditional outboard gear, Tannoy M1000
monitors and a room tuning.
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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 cars. But that's just part
of the storv. The fact is, the closer you look
into the MS-16, the better it gets.

The MS-16% superlative performance
begins with our new micro-radii heads.
They virtually climinate*head bumps” and
ensure flat frequency response. Put this
together with direct-coupled amplificrs
throughout, plus ultra-quict 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, sa you can make
critical EQ and processing decisions on
overdubs or punch-ins withowt having to

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

Record. Function switches for cach track
allow effartless, one-button punch-ins
Input Enable allows instant talkback dur-
ing rewinds. With the MS-16. you're free
to concentratc on rhe 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 3R-pin standard SMPTE/EBU
interface atfords speedy, single-cable con-
nection with mos: popular synchronizers
and editing systems And the MS-16's new
Omega Drive transport stands up to con-
tinual shutt'ing whiie handling tape with
kid-glove kindness.

Take a closer look at the MS-l6. Sce your
TASCAM dealer for a demo, or write us for
more information a: 7733 Telegraph Road
Montebeilo, CA 9D6L0.

| THE SCIENCE OF BRINGING ART TO LIFE.

© Corpyright 1985 TEAC Corporation Of America
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THE TASCAM MS-16 SIXTEEN TRACK
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Space is the big consideration at Rm
335, though; there's just not a whole lot
of it, and Carlton tried various innova-
tions to get the most out of what there
was to work with. But, he acknowledges,
“That wasn't as fruitful as it could and
should have been because during the
first several years down here, [ did all
the engineering.” And after a pause
and a wry smile, he adds, "And I'm not
an engineer. | had never engineered
anything in my life before [ started mak-
ing records down here. And the records
show it. There's some phenomenal mu-
sic on my first few albums, but if the
sound had been as good as the music
was, [ think it would have been a much
better package.”

Working with an assistant, Carlton
would get all the sounds, set levels and
EQ, run the machine, and play on the
date. Beginning with the Friends album,
he brought in Michael Verdick to mix,
"because [ thought it was the best album
I ever made and [ knew [ wasn't capa-
ble of presenting itthe way it needed to
be,” he recalls.

Since then, Carlton has used others
to engineer for him. Rik Pekkonen, a
freelancer who began his career at Wal-
ly Heider's in the late ‘60s and more
recently has worked with Joe Jackson
and Womack & Womack (and drawing

S-6127

AKAI
$96500

Professional Products
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a nomination in 1985 for a Mix TEC
Award for Engineerof the Year), is at the
board for Carlton’s new solo project. He
echoes the inherent spatial limitations
of the facility, butfinds them to be more
of a challenge than a hindrance.

"You have to make a lot of acoustical
compensations because the room has
very low ceilings,” he points out. "You're
not going to get John Bonham drum
sounds in here. And on this particular
album where Larry’s playing acoustic
guitar and we have a set of drums in a
tight environment, it's very tough to get
separation that is usable. The way we
do it is to close off the booth with the
acoustic in it, judiciously choose our
mics and go for it that way.

“In this particular environment, we
have to close-mic a lot and we have to
use that technigue to its fullest because
the room just doesn't help you out too
much.”

The original patch bay is still in the
control room, and Pekkonen acknowl-
edges that, “it needs a little help now
and then, but what patch bay doesn't?”
He adds that he has encountered some
acoustical problems in the control room,
butthat those are being resolved. "We've
just added some Sonex baffling to the
ceiling because we had wooden treat-
ment (in the area near the monitors)

No longer do yo
Bampling cregh
B a2 i

. Write to us fa
. dealer.

V. Now in just 8 seconds
“T" 1ong-Boeing 747
from a C.D. log

and it wasn't working; we were getting
a little too much midrange splattering
all around. Then we had to retune the
speakers with white (noise). It's not a
big control room,” he sums up, “but all
in all it works out quite well.”

335 is a room with a view, but while
everyone enjoys the fresh air, there is a
humidity and dust problem, especially
annoying when you have so many
acoustic instruments. “"We always have
to leave the air on,” says Carlton. “We
never let it get below 70 degrees.”

Carlton hasn't limited the studio to
his exclusive use. Recently, he pro-
duced tracks on records by Bill Withers
and Larry Gatlin and the Gatlin Broth-
ers, and the score to the movie, Against
All Odds, at the studio, which he did
with Michael Columbier. Virtually all
the work was done in Carlton's base-
ment studio; only the mix was done
elsewhere (at Record Plant with its sync-
lock equipment). Carlton also has a pen-
chant for live strings, and for those he
will also head outfor bigger spaces, but
otherwise he feels he is completely self-
contained in Rm 338,

While some artists prefer to keep their
work and home environments separate,
the aspect of Rm 335 that draws en-
thusiastic responses from everyone is
itshome-like atmosphere. “What's really

0 unlegsh your
Fcan sample anything
pErmanently store your
,000Q synthesizer!!

IS your own creativity. Of course

P rde d samples to get you started

isit your local AKAI

=

PO. Box 2344 Fort Worth, TX 76113 817-336-5114
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nice about the place is that it's so com-
fortable,” says Pekkonen. "When you
get here, Katy Lou and Travis James
meet you at the door. Musicians who
come here really don't feel like they're
in a studio atmosphere.”

"One thing I can say about the studio
being in the house,” says Carlton, "is
thatI haven't runinto one artist that has
worked here thatisn't comfortable from
the minute they walk in. There's nothing
pretentious about the room, but it still
sounds wonderful. And since the vibe
is so relaxed, I think the artist really
responds.”

The sessions with Gatlin illustrate the
snug and intimate ambience of the stu-
dio. "Gatlin came into town and said,
'Let's just see what happens,’ " recalls
Carlton. "He said he wanted todo some-
thing different. He flew in with no songs;
justa couple of lyric ideas and an acous-
tic guitar. We sat in the room and traded
ideas and the tune was finished—with
a vocal—within 20 minutes. He got his
lyrics together right here, sang it, and
that became the vocal on the record, a
song called, 'Can'’t Stay Away From Her
Fire,’ from his Smile album.

"I produced three tracks on that rec-
ord down here. Barry Gibb and I co-
produced one tune, so half of that was
done in Miami and half here. But it was
a very creative feeling. As a matter of

fact, | was driving back to meet Larry at
the studio one day, and on the way |
came up with a section of a song. |
started playing it for him, he started
singing and justlike that, we had a song.”

That anecdote underscores the point
that Rm 335 is not simply a recording
studio, but an artist's studio—a techno-
logically advanced version of someone's
living room where creativity occurs un-
hampered by clocks and other worldly
intrusions. "It's always here,” says Carl-
ton, "and having the abundance of equip-
ment, the quality of sound, the working
knowledge and the 24-hour access is
wonderful. | come down here to write
(formy new record) and [ set up adrum
machine, patch everything in, decide
what kind of a mood I want, and usually
within an hour've gota song well under
way. Everything | have so far for this
record | wrote down here. [ keep every-
thing ready for when I get an idea.”

Butdoesit everget too close to home?
"Thaven't had a problem with (that),” he
responds. "I'm not a workaholic. When
the studio was new, | used to spend a lot
of time down here. It was an amazing
toy. But then it settled down to becom-
ing what itis: a tool to make music with.
The studio doesn’t own me; [ own the
studio.”

According to Carlton, what makes
Rm 335 more than the sum of its parts

At work recording in Rm 335.
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are the people who create there. "A lot
ot players I've worked with the majority
of my career—]Jeff Porcaro, David Paich,
and so many others—we all started to-
gether down here in this little room.”

He recalls an incident from the record-
ing of the Friends LP, when he decided
to go into another L.A. studio to try fora
more sonically perfect album. After the
first session, everyone wanted to get
into the control room and listen to the
take. "Jetf (Porcaro) came up to me and
said, 'Carlton, [ don't care what it sounds
like in there. We gotta go to your place
to make your music and kiss your kids
goodnight.’

“That's the whole thing—they come
to my house and we make music in this
intimate little room and the kids come
down and say goodnight. Everyone here
is family. And it shows in the music.
How do you get that in another studio?”

Studio Equipment: MCI Series
500 console w/automation, MCI
transformerless 24-track, Ampex
ATR 102 2-track (Y2-inch and %-
inch), H&H, Macintosh, BGW and
Crown power amps.

Monitors: Tannoy M1000, JBL 4311,
Auratone and Visonik David 9000.
Outboard: APl 550 equalizers, EMT
140 echo chambers, MXR digital
echo, UREI limiters (LA 2A and
1176), Kepex Il noise gates (4), Lex-
icon Prime Time (2), DeltaLab DL-2
w/Memory Module delay, Eventide
949 harmonizer, Deltalab Super
Time Line Delay.

Microphones: Neumann U-67 and
U-64 (tube) and U-47 (FET), AKG
414, 451 and C-24 Stereotube and
assorted dynamic and condenser
mics.

Musical Equipment: DMX and
LinnDrum computers, Dr. Click, Ya-
maha DX-7 (2), Roland Jupiter 8
and Juno 106, MiniMoog, Yamaha
CP-80, Fender Rhodes (Eddy mod-
ified), Gretsch drums, various gui-
tar and bass amps.

In keeping with the intimate at-
mosphere around Rm 335, Carlton
says he is "very selective” about
making the studio available to out-
side clients. "I allow friends to use
it,” at a variable rate. Since the stu-
diois part of the house, heis under-
standably protective of his family's
privacy. "] would be open toletting
people use the studio,” he says, “but
only if they had a record deal. In
other words, | don't want bands com-
ingintododemos. I wantittobe. ..
professional. . .to keep it on a cer-
tain level.”

Forinformation, contact: Charlie
Lico at (213) 876-6536.

l —Dan Daley
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FOR THE NEXT STAGE
IN YOUR CAREER.

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

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 affordably priced.

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

Which 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
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