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THE POWER OF DIGITAL!

ommand the highest audio quality, reliability and flexibility with the

technical authority and leadership you’ve come to expect from

Mitsubishi. For tracking, mixing and mastering, the 32-track X-880 and
the 2-track X-86HS Prodigi format tape machine are the logicai choice.

Incorporating the latest in digital technology and building on the decade
long success of Mitsubishi’s 800/850 family of products, the X-880 offers impor-
tant improvements in reliability while significantly reducing machine size, weight
and power consumption. With the industry’s most robust error correction
technology, even significant tape damage remains inaudible. A new tape trans-
port mechanism, plus proven glass-filled ferrite technology combine to provide
longer head life.

And with the X-86HS, you can get the highest sampling rate of the X-86
series of digital two-tracks, recording at 96 kHz and setting new quality standards
for master tapes. You can extend your recorded frequency range all the way to
40 kHz and record and playback at 48/44.1 kHz. And now, made more affordable
to you with Siemens financing.

The Power of Digital — The Logical Choice.

N N @w @ Exclusive North American Distributor of
MITSUBISHI

A Siemens Company DIGITAL PRO AUDIO

CT: (203) 744-6230 NY:(212) 956-6464 TN: (615) 329-9584 CA: (213) 461-6383 - TORONTO: (416) 365-3363 . |

S
PRODIGH



THE POWER PACKAGE

Neve VR Console * Flying Faders Automation °
Mitsubishi 32-Track Digital Tape Recorder

Digital Recorders

49 Music Square West * Nashville, TN 37203
Tel. (615) 327-1200
Contact: Richard Stevens
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MITSUBISHI
A Siemens Company DIGITAL PRO AUDIO

CT: (203) 744-6230 NY: (212) 956-6464 TN: (615) 329-9584 CA: (213) 461-6383 * TORONTO: (416) 365-3363
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FROM THE EDITOR

“. he renting of recording equip-
ment has increased in popularity in proportion to both the higher
costs of investing in a studio and the proliferation of special-purposc
gear. As a studio’s clientele becomes more attuned to the specific
nature of equipment. there is increased pressure on the studio to
make that particular piece available, more and more typically
through the benefits of equipment rental.

Beyond just meceting the specific requests of clients for the odd
mic or processor. renting gives facility managers an opportunity
to explore ownership without commitment, allowing themto avoid
an unwise purchase by getting first-hand experience. It provides
a chance to compare new technology before taking the green
plunge.

Another lifesaver for studios has been the quick turnaround
many rental operations offer when major studio equipment is down
for the count. When smoke starts to pour out of the computer, it
may be much more reasonable to reconvene the session tomor-
row with rapid rental replacements than succumb to Maintenance
Hell under the gun.

Increasingly. too. home studios and private operations need the
quality of professional equipment, but don’t have the budget to
support such an inventory. Well-conceived rental programs can
keep the small operation up to snuft technically without breaking
the project-oriented budget.

With this groundswell of rental activity in mind, the Miv edito-
rial staft’ contacted studios in the Southeast to get an idea of what
they find currently popular or desirable as rental items. To enlarge
the perspective, we also spoke to rental houses around the coun-
try to hear their observations on what is making the rounds. We
hope this helps provide a little insight and maybe some contidence
1o those who might not have tully explored the rental option.

By

Many of thosce who attended the recent NAMM show gota chance
to meet Hal Blaine at the Afixvbooth. Hal. as longtime readers know,
has played studio drums and percussion on over 350 Top Ten
records and more than 40 Number Ones! He holds the distinction.
as far as we know, of being the most recorded musician of all time.

At long last. Hal's story is out in book form, and we hope that
many of you will find it interesting, entertaining and even inspi-
rational. If you can't find it in your local music/bookstore. give us
a call here and we'll be happy to get it to you.

Keep reading.

David Schwartz
Editor-in-Chief
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Powerful all-digital signal
processing functions,
including time compression
and expansion—

withoutt pitch change.

Direct SMPTE VITC read
and write capabilities,
lock to house sync, film
tach or time code.

PICTURE YOUR AUDIC

DIGITAL AUDIO HARE
RECORDING. MASTERING. TV.

Hard disk digital audio...
for much less than $50,000? Yes.
Starting at less than $6,500 *, you can
gain total creative control with the most
powerful and cost effective hard disk
digital recording/editing system available
—proof that digital audio for most any
studio doesn’t cost a fortune. Dyaxis is
your opportunity to step into digital
audio editing—and step up to Studer—
in one affordable move.

Only one hard disk system is
backed by Studer resources. And that’s
Dyaxis. With over 200 systems delivered
worldwide, Studer is the leading supplier
of professional digital audio hard disk
systems, and the only major pro audio
supplier currently delivering such systems.

Dyaxis achieves supreme audio
quality in the best tradition of Studer.
Through superior A-to-D and D-to-A
converters, and proprietary analog filter
and circuitry design, the performance
of Dyaxis is unmatched by other hard
disk systems.

VERY AFFORDABLE

Direct digital interface for all
major digital formats—DASH, ProDigi,
1610/1630/601 PCM Processors, DAT,
D1 and D2 video machines—eliminates
the costs of external boxes, operational
complexity, and the signal degradation
produced by additional analog gener-
ations. Editing, cross fading, processing,
multiple mixes, multiple generations—
all are performed in the digital domain.
Dyaxis delivers first generation audio,
in the right digital format, everytime.

BENEERE stwes
ERSEEE swuoen

STUDER




00000 STUDER DYAXIS.

Easy interface to all major
digital formats as well

as analog. Direct digital
/O from D1 and D2 video
madchines.

Virtual machine interface
Jforvideo editor and

video hard disk control.
Machine-controllable from
Abekas AGO Series.

DISK FOR ANY STUDIO.
VIDEO POST. FILM. RADIO. MIDI.

VERY CAPABLE.

Only Dyaxis slaves perfectly to
SMPTE/EBU, VITC, Tach, MIDI & Video.
A fast and cost-effective production tool
for delivering digital audio sound-tracks
for film and video, Dyaxis provides full
time code synchronization for sub-frame
accurate lock-to-picture with outstanding
audio quality.

Dyaxis stores from 10 minutes to
over 6 hours of stereo digital audio.
For recording and editing master mixes...
for time slipping mono/stereo tracks in
multitrack sessions...for Compact Disc
premastering...for sound effects editing
and mixing...for producing multiple
versions of soundtracks, with full inter-
lock to film or video.

The new Dyaxis 2+2 providing 4
channels of simultaneous operation
is available soon, featuring multichannel
record/playback, overdubbing and
track assembly.

Studer Editech Corporation—
designers of Dyaxis—is an innovative
and entrepreneurial high-tech
company based in Silicon Valley.
Their pioneering achievements in hard
disk recording/editing combined with
Studer’s recognized world leadership
in professional audio, create an industry
force with longevity, commitment and
purpose. All to serve vou.

No ad can tell you all that Dyaxis
can do for you. So call us at 800-366-4900
for our 12-page Dyaxis color booklet
and read about your exciting future in
digital audio with Dyaxis.

Picture your sound. On Dyaxis.
From Studer, a name you can trust.

STUDER REVOX
TR T | — |

Studer Revox America. Inc.

1425 Elm Hill Pike o Nashville, TN 37210 ¢ (615) 254-5651
New York (212) 255-4462 « Los Angeles (818) 780-4234
Studer Revox Canada Ltd.. Toronto (+416) 423-2831

*Price not including time code opion and Apple Macintosh computer.

Circle #055 on Reader Service Card



_URRENT

WAVEFRAME MEROER

On the Monday after NAMM,
Boulder. Colorado-based Wave-
Frame boosted its profile in the
post-production market by merg-
ing with Cybermation, Inc., of Long
Beach, Calif., maker of the Cyber-
Sound sound editing system. The
move was not completely unex-
pected, as an OEM relationship was
established betw een the companies
in January 1989, based on Wave-
Frame's disk recording technology.

“We decided as one entity of-
fering two product lines. our efforts
would be much more efficient,’
says Steve Krampf, senior vice
president of sales and marketing at
WaveFrame. “WaveFrame has a
distribution and marketing system,
Cybermation is just starting out. We
have compatible disk technology.
Our development teams have al-
ready demonstrated they can work
together effectively. It just made a
hell of a lot of sense for all of us.”

The CyberSound system con-
tains automated project manage-
ment with 8-track disk-based edit-
ing, and is wholly compatible with
the AudioFrame. The product will
be introduced and ready to ship
officially at the Atlanta NAB on
March 31.

Hardware design, system-level
software development, manufac-
turing and administration of the
new company will remain in
Boulder. The applications/engi-
neering group and sales and mar-
keting will be headquartered in
L.A., where the customers are.

Charles Grindstaff, founder of
Cybermation, is now president and
CEO of WaveFrame; John Melan-
son will serve as chief technical
officer: and Steve Krampf will
continue as senior VP of sales and
marketing.

HAB AND THE
FUTURE OF TV DELIVERY
Expressing concern over the poten-

tial entry of telephone companies
into broadband services for the
home, the National Association of
Broadcasters restated its June 1989
policy statement, which is the foun-
dation for all NAB discussions with
the telephone industry, legislators
and regulators with regard to in-
formation services.

The statement addresses four
major points: First, the broadcast
industry must have prepared a
specific set of proposed limitations
and restrictions on telco entry. Sec-
ond, existing cable systems should
not be purchased by any telephone
company inside its service area.
Third, telco operation of broadband
facilities should be regulated as a
common carrier. And fourth, tele-
phone companies should not be
involved in content in any form.

The future delivery of television
is sure to be a hot topic at the up-
coming NAB show in Atlanta.
March 31 to April 3. For more in-
formation. contact the NAB at (202)
429-5350.

COMPUSERYE

THEATER SECTION

If you belong to CompuServe. you
now can access "Technical Thea-
ter,” an information service under
the heading Broadcast Profession-
als Forum.

Open to all interested Compu-
Serve subscribers, the section is
devoted to the production aspects
of the performing arts, including
theater, television, film, radio and
video production. Topics covered
include lighting, costumes and
makeup, sets. props, special effects,
audio/sound/MIDI, stage and pro-
duction management, equipment,
computer hardware and software,
and open forum.

Toaccess BPForum, you need a
computer, modem, phone line and
CompuServe membership. For
more information, call John
Macpherson, Jr. at (301) 739-3096.

TEC AWARDS

ADDS CATEQORIES

Hillel Resner, publisher of Mix and
Executive Producer of Mix maga-
zine's Technical Excellence & Crea-
tivity Awards, has announced the
creation of two new awards cate-
gories for 1990. Under the banner
Outstanding Technical Achieve-
ment, Mix subscribers will now
vote for Recording Product of the
Year and Sound Reinforcement
Product of the Year.

The TEC Awards will be held in
Los Angeles on Sunday night,
September 23, the second night of
the AES convention. For more
information, watch this space in
coming months, or call Karen
Dunn, Executive Director, at (415)
420-0144.

ROBERT RIVLIN, 18471890
Robert S. Rivlin, editor in chief of
Act IIT Publishing’s Technical Divi-
sion, died January 5 from diabetes
complications. He was 42 years old.

Rivlin began his careerasa copy-
writer at Dover Publications, but it
was experimental filmmaking that
captured his early interest. Besides
writing, directing and producing
award-winning documentary films,
he was a respected author and
journalist covering the film and
video industry’s technical trends.

In 1985, Rivlin launched Video
Graphics & Effects, a magazine de-
voted tothe field of computer-gen-
erated images. He later worked as
promotions manager and technical
editor at millimeter, editorial direc-
tor of Vidpro Publishing and sen-
ior editor at BMW/E (Broadcast
Management/Fngineering, now
BM/E’s Television lingineering. an
Act III publication).

A resident of Katonah, N.Y .,
Rivlin is survived by his wife, Al-
ice, and son Justin and daughter
Meredith. Also surviving are his
parents. Norma and Archie. and
brother Michael. ]

World Radio History




Artists’ expectations,
engineering limitations, and other
myths of digital recording.

D igital. The word itsell conjures
up visions of a totally perfect

recording process where anything is
possibic.

Nothing could he
further from the truth.

For example. il you
treal your digital tape
as we've shown below
vou'll ikely end up with
exactly what you'd ex-
pect. Useless tape.

And how ahout
sound: that nebulous,
very subjective quality
that is. for cach one of
us. the raison d'¢lre?
Alter all. even though
we build what we believe
to be the world's finest digital ma-
chine. the 32-track DTR-900B. some
audio engineers would stack our
analog multi-track machines up
againstit in terms of sound qualily
any day.

So why did we build the digital
DTR-900. and then follow it up with
significant new leatures and im-
provements in the second generation
DTR-900B? And why do we believe it

may be the single most important

purchase you will ever make in your

business? simple. 1t will solve prob-
lems for you that no
other system can solve.
It can cut hours from
session times. And it can
make your lite as a
professional magnitudes
casier zmd more resaed
ing. Here's how,

Just imagine a
session where after only
a few 1akes you can send
the talent home. You ot

The DTR-900B8's new Locator/Remote— their best when they
features improved hardware and
software that make the machine
faster and casier 1o operate

were fresh. and now vou
can do your hest when
youre fresh, and cre
ative. You use the DTR-900B's ses
sion controller 1o electronically
assemble the final master froni the
tracks with no—that's zero—sound
degradation. (As one studio owner
put it. "Oflen a l‘((()ld becomes whal
analog makes it—nol so with digi-
tal.”) And no mal,l('r how intense the
mix-dow n. the PD format with its

powerful Reed-Solomon error correc-

tion scheme means vou could lose up

_—— d The world standard Professional Digital (PD) format employs Reed-Solomon coding, mechimical dis-
== . ,crsion. and cyclical redundancy in a virtually foolproof error correction scheme lor data loss recovery,

10 8 tracks of data and still record
and play all 32 channels! So. il vou
were o lay a cigaretle down. .. no.
no. just Kidding!

But there's a down side 10 digi-
tal. too. For one thing. there's no
friendly tape noise to cover up mis-
takes. or o add that mysterious
“something™ to the mix. And the
mitiat cost tor a digital machine can
he scary,

So what's the final mix, or the
bottom line. it you prefer? The cost is
high. and even though the Qlari
DTR-9008 is a powerful client draw.
it's important to consider your return
on imvestment,

But then. a great sounding
record is hard Lo put a price on.
isntit?

[1's your decision. but we can
help. After all. Otari can ofler you
the best in digital. and the best in
analog. Gall Otari atl (415) 341-5900.
for more information. (And il you
own a DTR-900. ask us about how
the new features on the "B™ can be
added to your machine.)

0/TAR/ I}
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INDUSTRY NOTES

Charles Conte left Studer Revox to
become Neve North America’s PR
administrator in Bethel, CT. .. Ka-
wai appointed keyboardist/produc-
er Theodis Rodgers Jr. as its prod-
uct clinician in Compton, CA. ..
Phil Wagner joined Trident Audio
USA (Torrance, CA) as Eastern oper-
ations manager. . .In Emeryville,
CA, Karen Dunn has been promot-
ed to executive director of Mix
magazine's annual TEC Awards. . .
Samson Technologies hired Joel
Singer as product sales manager for
Soundtracs consoles in Hicksville,
NY...Ultimate Support Systems
(Fort Collins, CO) has a new pres-
ident/CEQ, James A. Dismore. ..
Video Services Corporation (North-
vale, NJ) announced two new sub-
sidiaries: VSC Presentations, pro-
viding services and equipment for
corporate events; and Video Serv-
ices Entertainment, an industrial/
business production company. Su-
san Johnston joined another VSC
subsidiary, VSC Post 2 (NYC), as
producer of digital opticals and
special effects. . .RPL hired Jeffrey
Celentano as account executive in
NYC..."Education in the New
Audio” is the theme of the AES’ first
convention in the Southeast, spon-
sored by the student chapter at
Middle Tennessee State University,
from March 28-29; call (615) 898-
2088. . .Susan Alvaro joined soft-
ware company CTM Development
as VP, sales and marketing, in San
Mateo, CA. . .Image Entertainment
(Hollywood, CA) brought aboard
David DelGrosso as VP of market-
ing. . .In Lancaster, PA, Marc Fein-
gold joined American Helix Tech-
nology as director of sales and mar-
keting, professional audio products
...Film and video-types can do
more than the usual network
schmooze in LA. this June at Show-
Biz Expo. Call (213) 668-1811 for
info. . . AMS Industries Inc. relocat-
ed to Petaluma, CA. Jim Stern will
head the office, and Nigel Branwell
remains Northwest rep in Seattle
.. .Americ Disc moved to larger

digs at 1290 Avenue of the Ameri

cas, Suite 2540, NYC. . .Ron Neil-
son, former Mix director of market

ing and information services, has
formed a market research consult-
ing firm in la Selva Beach, CA.
Richard Elen, Angela Langdon and
Leona Aroha are business partners
...Find shipping cases for your
gear at Anvil’s new location in City
of Industry, CA. . . In Atlanta, Inter-
face Audio will represent AMS In-
dustries in the Southeast.. . . Sound-
master Synchronizing System chose
Martin Audio Video Corp. (NYC)
as its NY-ared rep. . . William Mor-
ris Agency signed an agreement
with Gamma Electronic Systems
(Santa Monica, CA) to represent
Gamma’s BAS.E. sound technolo-
gy...In Orlando, FL, Signature
Sound formed The Voice File. ..

Members of the Association of Vis-
ual Communicators (Van Nuys,
CA) elected Phillip N. Shuey, of
Audio Visual Strategies, as their
national president. AVC represents
corporate and educational audio/
visual producers. . .Dennis Phil-
lips, who worked on special effects
for Max Headroom and other TV
shows, joined Editel/LA as an on-
line video editor. . .NAB will pre-
sent Bill Smullin with the 1990 Dis-
tinguished Service Award at April’s
annual convention (Atlanta). Smul-
lin, who’s worked in broadcasting
for 57 years, is chairman and foun-
der of California Oregon Broadcast-
ing (Medford, OR). CBS news cor-
respondent Charles Osgood and
Inner City Broadcasting Corpora-
tion’s group chairman Hal Jackson
will be inducted in the Broadcast-
ing Hall of Fame. . .Neve (Bethel,
CT) named Tom Semmes, South-
east regional sales manager, its
“Salesman of the Year.”...The
Sony Institute of Applied Video
Technology (Hollywood, CA) and
The Savannah College of Art and
Design agreed to form an East
Coast pro video education center.
For course information, call (213)
462-1987. |
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SESSIONS

AND STUDIO NEWS

SOUTHEAST

House of Freaks recorded their EP at The
Flood Zone in Richmond, VA, with Bruce
Olsen producing and Mike Stavrous engi-
neering. The EP, titled All My Friends,
entered college radio charts as the Num-
ber Two add-on across the nation. . . The
Ellen James Society cut eight tunes at At-
lanta’s Musiplex with engineer George
Pappas. Dale Abbott assisted. . . Dana Mc-
Vicker cut tracks and vocals for Capitol at
the Music Mill in Nashville. Pete Greene
and George Clinton engineered, and Bud
Logan produced...At Cheshire Sound
Studios in Atlanta, Thom Kidd engineered
the mix of Barbara White’s album for At-
lanta International Record Company. Mike
Alvord assisted. ..The Grateful Dead
stopped by Criteria Recording Studios in
Miami to mix an upcoming release. The
song, engineered by John Cutler and Dan
Healy, will be distributed to San Francisco
radio stations in an effort to assist the Bay
Area in its recovery from the Quake of
'89...Canadian Colin James was at Ar-
dent in Memphis to work on his album
project for Virgin Records. Joe Hardy pro-
duced and engineered. . . The rock group
Saddle Tramp were at Cue Recording in
Falls Church, VA, laying tracks for their
debut album. Joe Gelchion engineered
and co-produced the project with the band
...Vocalist Kevin Brown and producer
Joe Dainwood began cutting tracks for
their first release, “Reib die Mauer ab (Tear
Down the Wall).” Jim Crockett engineered
with Clinton Smith assisting at Saturn
Sound Studio in West Palm Beach, FL. ..

NORTH CENTRAL

The Disc Ltd. in East Detroit reports that
Bigger Than Mass finished mixing their
EP with Mike Clark engineering. ..Was
Not Was guitarist Randy Jacobs was at Stu-
dio A in Dearbom Heights, MI, laying
down tracks for his first self-produced in-
strumental album for EMP Productions.
Randy Poole was at the controls. . . At Bel-
mont Mall Studios in Belmont, IN, Bill
Deaton engineered Shaking Family's con-

tribution to an Elektra anniversary album.
Mike Wanchic and Larry Crane produced
...At B.LR. Studios in LaPorte, IN, north-
ern Indiana rappers Two of a Kind were
in cutting a demo with producer Ryan
Lamprecht and engineers Brian Roseman
and Dan Blood. . . Refraze Studios in Day-
ton, OH, hosted the University of Dayton
Jazz Ensemble as they recorded and video-
taped big band selections to promote en-
rollment. Gary King and John Hughes
handled engineering duties. . .

NORTHWEST

Recently signed to Alias Records, Harm
Farm was at San Francisco’s Mobius Music
recording its first album. Henry Kaiser
produced the project with Oliver DiCicco
engineering and Jane Scolieri assisting
.. .At Banquet Sound Studios in Santa
Rosa, CA, new age artist Aeoliah complet-
ed his new album, Love in the Wind, with
Warren Dennis engineering. . . Activity at
Alameda Digital Recording, Alameda, CA,
includes legendary blues guitarist Danny
Kalb tracking an upcoming CD project
with producer Bruce Barthol; George
Petersen and JJ Jenkins at the board. ..
The Movie Stars finished up their second
LP, tentatively titled Ask Yer Dad, at The
Site in Nicasio, CA. Norman Kerner pro-
duced the project, with Karl Derfler at the
controls. Kevin Scott assisted...The
Chuck Metcalf Quintet, featuring jazz
pianist George Cables, recorded an LP at
Lawson Productions in Seattle with engi-
neer Carol Howell. . .Country singer Jess
Lee was at Mushroom Studios in Vancouv-
er, BC, laying tracks for his debut solo
album. Nashville writer/producer Ralph
Murphy flew in for the project, as did
songwriter Bobby Wood. Bill Buckingham
engineered with Ken Marshall assisting
...San Francisco DJ Brian Raffi was at
Alpha and Omega Studios producing Pus-
sycat Theater, with Paul Mandl engineer-
ing...A&M artist Robyn Hitchcock com-
pleted recording and mixing his latest solo
album at Hyde Street Studios in San Fran-
cisco. Wendy Bardsley engineered and
Larry Schalit assisted. . .Also in S.F, Judy

Fjell mixed her latest album at Dave Well-
hausen Studios. . .

SOUTHERN CALIFORNIA

Alan Meyerson was at LA.’s Larrabee
Sound to mix Flesh for Lulu’s Every Little
Word for Capitol Records. . .Also in LA,
Kaos was at Hit City West recording a
hard rock rap album. Cleston “Slick MD”
Rhaburn produced, David Tobocman en-
gineered, Kevin “KVOC” O’Connor mixed
and Karen Shellenberger assisted. . .Ac-
tion at the Rock House (Los Angeles) in-
cluded Larry Robinson producing Jer-
maine Stewart for Virgin UK. Elliot Peters
engineered with Scott Seymann assisting
. . .Geffen Records artist John Doe tracked
vocals for his upcoming solo album at Stu-
dio Masters in Los Angeles. Davitt Siger-
son produced the project with engineers
Bev Jones and John Carter. . .Billy Idol
was at Alpha Studios in Burbank working
on a new album for Chrysalis Records.
Keith Forsey produced and Dave Con-
cours engineered, assisted by Joe Schwartz
.. .At Summa Music Group in West Hol-
lywood, Geffen Records artists Gene Loves
Jezebel mixed their new LP with producer
Paul Fox. Lori “Fu” Fumar assisted. . . Los
Angeles R&B group Yorface racked up a
brisk eight weeks of recording and mix-
ing their debut album at the LA. Record
Plant. Bob Harlan engineered and co-
produced the tracks with the band’s sing-
er/songwriter/keyboardist Billy Ferrick. . .
Terry Fiyaldo and Joe Mayer of J-N-T
Sound edited dialog and ADR for Roger
Corman’s Frankenstein Unbound on Audi-
flex. The production was digitally mixed
at EFX Systems in Burbank by Ken Polk
and Ken Teaney. . . International Record-
ing Corporation in Burbank provided the
re-recording facility for Blaze, starring Paul
Newman and Lolita Davidovich. John
Reitz handled dialog, Jeffrey Perkins pro-
vided sound effects and Dave Campbell
mixed the music. . . Dokken was at Total
Access Recording in Redondo Beach work-
ing on a new album. Don Dokken pro-
duced, Wyn Davis engineered and Melissa
Sewell assisted. . . Engineer/producer Hum-
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UHF TRANSMITTER WRT-28

g

A wireless system you can
count on to do its job when your
job is on the line. The new Sony
WRT-28 UHF transmitter and
WRR-28 UHF receiver utilize state-
of-the-art surface mount technol-

ogy for the ultimate in reliability
and miniaturization.

Sony advances wireless tech-
nology to a new plateau with trans-
parent sound quality and superior
interference rejection. Plus the




You'p wanNT

versatility of a switchable linear or
compander mode.

Amazingly light and compact,
the 28 Series UHF system goes
anywhere, performing over a wide

operational range. Powered by "AA”

UHF PORTABLE TUNER WRR-28

batteries, available worldwide.
The Sony UHF Wireless System.

SONY

It performs like a wired micro-

phone. With no strings attached.
To find out more, call us at

1-800-635-SONY.

Sony Communications Products Company. 1600 Queen
Anne Rd,. Teaneck, NJ 07666. = 1989 Sony Corporation of
America. Sony is a registered trademark of Sony.
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Dolby SR. The sound investment

for analog multitracks.

When everyone else was making noise about
digital, we quietly developed Dolby SR. But it’s no
secret: Dolby SR makes analog multitrack recording
a cost-effective alternative to digital.

Improves the preferred sound of analog
At both 15 and 30 ips, Dolby SR
dramatically increases headroom,
and virtually eliminates tape hiss
and modulation noise. Dynamic
range is improved by more than
25 dB over unassisted analog, pre-
serving all the warmth and purity
of the original sound.

Increases the return an your investment
Dolby SR upgrades your multi-

track at a fraction of digital’s cost. Add our Model

XP SR (configured for up to 24 channels), or update an

existing Dolby mainframe with plug-in SR modules.

If you are in the market for a new multitrack, Otari

and Studer offer models with Dolby SR built-in.

Simple to use
Set-up is quick and easy with Dolby SR. A unique

Auto Compare feature lets you instantly verify fre-
quency response and playback calibration.

And editing is as convenient as ever, with no need
for special equipment.

Worldwide occeptance

Tapes recorded with Dolby SR
can go anywhere, anytime. In fact,
with more than 25,000 channels in
over 30 countries, analog with
Dolby SR is a firmly-established
format you can’t afford to ignore.

Put it to the fest

Call your Dolby dealer to
arrange for a demo at your facility.
Hear for yourself why Dolby SR is
the sound investment for analog multitracks in
today’s competitive marketplace.

0O Dolby

100 Potrero Avenue, San Francisco, CA 94103-4813. Phone 415-558- 0200, Telex 34409, FAX 415-863-1373 346
Clapham Road, London SW9 9AP, Phone 01-720-1111, Telex 919109, FAX 01-720-4118 Dolby and the Double-D
symbol are trademarks of Dolby Laboratories Licensing Corp. ¢> Dolby Laboratories Inc . 1989 589/8676



SESSIONS & STUDIO NEWS

berto Gatica was at Lion Share Recording
Studios in Los Angeles remixing David
Bowie's classic song “Fame” for an up-
coming Disney film. Guy DeFazio assisted
on the project. ..Virgin recording artist
Kevin “Kipper” Jones tracked and mixed
his self-produced project at Westlake Au-
dio in Los Angeles. Gerry Brown engi-
neered with Darryl Dobson and Bill Mal-
ina assisting. . .In Burbank, Belgian sen-
sation Hunting Hunting stalked The En-
terprise’s Studio B to complete digital
mixes for their upcoming ARS album. Rich-
ard James Burgess produced and engi-
neered with assistance from Martin Hor-
enburg. . .Steve Perry was at Skip Saylor
Recording in Los Angeles mixing his sec-
ond solo album for CBS Records. Perry
produced with Randy Goodrum. Chris
Lord-Alge was at the board, assisted by
Chris Puram. . . Melanie Gold was at Val-
ley Center Studios in Van Nuys cutting
vocals for her upcoming release. Dennis
Moody engineered and Dave Bates assist-
ed...At Topanga Skyline Recording in
Topanga Park, guitar wiz Will Sexton was
in with his band cutting tracks for his new
MCA album. George Tutko and Jim Cree-
gan produced with Sarah Jarman assisting
. . .Bernadette Cooper mixed her new LP
for MCA Records at Aire LA. Studios in
Glendale. Craig Burbidge handled the en-
gineering duties and Mike Scotella assist-
ed...Tim Palmer mixed the Mother Love
BonelP at Soundcastle Recording Studios
in Los Angeles with Tracy Chisholm assist-
ing. . .At Artisan Sound Recorders, engi-
neer Greg Fulginiti mastered LPs for John
Coltrane, Coleman Hawkins and Alice
Coltrane. . . Without Forum recently com-
pleted their second self-produced album
at South Coast Recording Studio in Santa
Ana. Jim Dotson engineered. . .

SOUTHWEST

Great Caesar’s Ghost, rockers from Colo-
rado, traveled to Goodnight Dallas to re-
cord an EP. Kerry Crafton engineered and
produced the project. . .

NORTHEAST

At D&D Recording in New York City, pro-
ducers Greg Smith and Bryan Jackson
both worked with Warner Bros. artist
Gwen Gutherie on separate tracks for an
upcoming release. Kieran Walsh engi-
neered both sessions. ..Boogie Down
Productions’ KRS-One returned to Power
Play Studios in Long Island City, NY, to
produce Harmony for her upcoming de-

but LP on Virgin Records. Dwayne Sumal
engineered the sessions with Michael Nu-
cedar assisting. . .Island Media Services
in West Babylon, NY, welcomed A&M re-
cording artists Groove B Chill who record-
ed and mixed their debut album. Al Watts
engineered the sessions. . . Producer Arif
Mardin was at Soundtrack in New York
City with new Elektra artist Lisa Fisher.
Michael O'Reilly handled the board with
assistance from Dave Leibowitz. . . Robbie
Mychals’ debut single, “Can’t Get Enuff of
U,” was produced by Joe Jefferson and
Fitzgerald Scott at Sigma Sound Studios
in Philadelphia. Mike Tarsia and Bruce
Weeden engineered. . .Also in Philly, Ka-
jem Victory partner Kurt Shore was busy
producing EPs for two local bands, The
Skam and Rivals. Engineers on the proj-
ects included Jeff Chestek, Brooke Hen-
dricks, Jon Smeltz and Mitch Goldfarb
.. .Tom Reeves produced and engineered
three tunes for Cleanshot at Oak Grove
Recording Studios in Malden, MA. . . Rich-
ie Havens and Jack Leslie were at Pyramid
Recording Studios in New York City pro-
ducing new vocal artist Norm Compton.
Matt Wells was at the board, assisted by
Angela Dryden. . . Singer/songwriter Mario
Ottaviani (“The Enchanter”) was at the
new Inner City Sound Studio in Boston
with producer Joe Viglione completing

work on his album Words of Wisdom. Joe
Cuneo engineered. . . Killerfish worked
on their album at Crystal Sound in Man-
hattan while continuing their “Harpooned
by Your Love” tour of NYC clubs. Larry
Buksbaum captured their sound on tape,
assisted by Beatrice Winkler. . .At Mark
Studios in Clarence, NY, Denny Laine,
Richy Havens and Geoffrey Guliano col-
laborated on a single/EP entitled Food for
All a project aimed at heightening public
awareness of the homeless situation in
America. Sessions were engineered by
Fred Betschen and assisted by Mark J.
Morette. ..

STUDIO NEWS
Nick Schiralli purchased NY's Record
Plant and reinstated a number of former
employees, including producers Jack
Douglas and Jay Messina and engineers
Tom Swift and Steve Marcantonio. Reno-
vation of the historic facility, now named
321 Studios, includes the addition of two
Neve V 60 consoles with Flying Faders
automation and a Neve DTC mastering
console. . . Magic Music & Audio, an Or-
lando-based post-production house, built
a 24-track facility, scheduled to open in
February...The Reflections Recording
—CONTINUED ON PAGE 21

“I'Love It. .. "

Doug Sax
Mastering Lab
Los Angeles

“Great concept,
great execution. . . this CD

saves time and money”’
Jay Antista,

deserves a public service award.”
Craig Anderton, Narada Recording Artist

“The quickest reference available. . .

Lion Share Recording Studios, Los Angeles

TEC

TECHCAL EXCELLEMT BCREATVIVY

1989 NOMINEE
“SRD may be your best audio investment of 1990”

George Petersen, Mix/Electronic Musician magazines

for $69.95.

For information on a dealer near
you, or to order direct, call Toll-Free
1-800-999-6191 now!

SRD features 70 minutes of audio test tones and references. SRD is available now

PROSONUS Q

1616 Vista del Mar « Hollywood, California 90028
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INSIDER AUDIO

by Ken Pohlmann

ONE-BIT

A /D CONVERSION

GOOD NEWS! YOUR DIGITAL RECORDERS

ARE ALL OBSOLETE!

ithout question, binary representation
is a nearly ideal method of storing and
processing audio waveform informa-
tion. Given enough data throughput,
either in terms of word length or
sampling rate, the resulting precision
can far exceed the limits of human au-
dibility. Tmean, when was the last time
you heard the difference between
0.001% and 0.0015% distortion at 20

lowpass filters suffer from problems
such as noise, distortion, aging, tem-
perature variations, group delay and
passband ripple. Thus, analog anti-
imaging (output) filters have been re-
placed by oversampling filters; this is
implemented easily because the data
lends itself to digital filtering prior to
D/A conversion. Out-of-band alias
components are easily removed.
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kHz? For that matter, when was the
last time you heard 20 kHz?

The problem with digital audio isn't
the digital part, it's the troublesome
analog processing needed to interface
the digital circuitry to the real (e,
analog) world. For example, analog

Analog anti-aliasing (input) filters
suffer from the same problems, but
implementation of a digital input fil-
ter is more difficult because the ana-
log signal must be sampled prior to
digital filtering. The problem is aggra-
vated because alias components are

Figure 1: An
oversampling
A/D system.
(Courtesy of
Pioneer)
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placed in-band rather than out-of-
band.

Similarly, conventional successive
approximation D/A and A/D convert-
ers—thatare analog, rather than digital
circuits—contribute a substantial
amount of distortion to the signal as
it comes and goes through the digital
section. To decrease conversion dis-
tortion, we must increase the linear-
ity of the conversion process. One way
is to increase the relative accuracy of
the conversion by increasing word
length. As a result, we've seen the
introduction of audio products with
16-,18-, 20- and even 22-bit convert-
ers, using a variety of conversion archi-
tectures. As we observed last time,
sometimes less is more. Hence the in-
troduction of 1-bit ID/A converters.

This is fine for digital output stages,

prevents aliasing and reduces the
sampling rate to a standard rate (i.e.,
44.1 or 48 kHz) for storage or proc-
essing using conventional methods.

In oversampling A/D conversion,
the digital filter operates as a lowpass
decimating filter. It removes the fre-
quency components outside the audio
band to prevent aliasing between the
audio signals and the resulting sam-
pling rate. This would occur when the
output of the digital filter is resampled
(undersampled) at the system’s sam-
pling rate. At the input, an analog
lowpass filter removes the frequency
components that cannot be removed
by the digital filter; however, because
the preliminary sampling rate is high,
the analog lowpass filter is low-order.

Consider the 2-times A/D oversam-
pling system shown in Fig. 1. An ana-

Rxlb1kHz
: |1-bit code| (z | 16-bit PCM
anal i _pit |[[Retltkbz)| |4 (L& 1kMz)
BN b e e L L

0 20kKz, | 20KHz |

|

£ ) SRD |

|

decimating filter J'

Figure 2: A 1-bit A/D conversion method. (Courtesy of Philips)

but what about the input? All kinds of
problems abound: Non-linearities are
rampant, and input oversampling rates
(and conversely, the order of the input
filters) are limited by the relatively low
speed at which conventional A/D
converters can operate. The bottom
line is simple: We're stuck with poor
A/D conversion in our recorders. What
good is awesome digital reproduction
if all the discs are made with lousy
recording circuitry? Don't despair. A
variety of oversampling chip sets
using 1-bit architectures have been
introduced to remedy the ills of con-
ventional input filtering and A/D con-
version.

In theory, an oversampling A/D is
simple. The input signal is first passed
through a simple analog anti-aliasing
filter and then sampled at a very high
rate to extend the Nyquist frequency.
After quantization, a digital filter

log anti-aliasing filter restricts the
bandwidth to 1.5 fs, where fs is the
sampling rate. The relatively wide
transition band, from 0.5 to 1.5 fs, is
acceptable, and promotes good phase
response. For example, we could use
aseventh-order Butterworth filter. The
signal is sampled and and held at 2 fs,
and converted. The digital filter limits
the signal to 0.5 fs. With decimation,
the sampling frequency of the signal
is undersampled and hence reduced
from 2 fs to 1 fs. A linear phase FIR
(finite impulse response) digital filter
with uniform group delay character-
istics performs this task.

The oversampling [D/A circuit (also
shown in Fig. 1) tackles the reverse
processing. Inthis case, we reduce the
complexity by using the same over-
sampling rate for both the input and
output filters; the same analog low-
pass filter can be used for both func-

The problem with production music
libraries is quantity. Most libraries
send new releases automatically, which
soon leads to overwhelming
quantities of new material you must
audition and somehow become familiar
with. We can’t help you make
subjective evalutations, but we can give
you a consistent software based catalog
— Professional Librarian — that
contains catalogs of most production
music libraries. You can organize the
program into your own category
system and append the descriptions
with your own comments. As libraries
release new material, we add the
information to the program and send
floppy disks to update your software.

Professional Librarian also excels at
managing sound effects libraries. Enter
your own data for Tapes, Samples,
CDs, DATs, Film & Records or use our
free, pre-sorted catalog listings of CD
sound effects libraries. Search with
multiple words using “and” “or” &
“not.” Control CD playback via
interface to Sony CDK-006 jukeboxes.

We stock a complete line of digitally
recorded sound effects libraries on
CD. Additionally, all of the catalogs
have already been typed into our
database software.

Editors working on Dialogue
Replacement/Looping sessions will
appreciate our SpotMaker software
— Simply enter basic spotting
information once to print cuelline
sheets as well as a variety of other
forms. Sort and refine before printing
to create specific printouts by
character or reel.

Leonardo Software

Fax, phone or write for full info including demo disk

10378 Holman Avenue
Los Angeles, CA 90024
Phone (213) 277-5161
Fax (213) 277-9086
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How does
the smart
money buy
New England
Digital’s
Synclavier

or
PostPro?

®

They lease them.

Without tying up your ready cash or
bank financing, you can get any New
England Digital system you need,
now.

New England Digital leasing programs
make even the largest purchases sur-
prisingly affordable.

And to make sure your new equip-
ment is yours as soon as possible.
once we have your completed appli-
cation, you'll have your answer in less
than a week.

The smart move.

PostPro und Svnclarier are trademarks of New England Digital
C 19 New England Diaital 49 N, Main St
White River Junction. VT 05001 Tel: (802) 295-5800

INSIDER AUDIO

tions. Furthermore. a single A/D and
D/A could be used to process two
audio channels simultancously: the
digital filters would cancel the phase
difference arising when sharing left
right converters.

Such oversampling  converters
overcome the problems of brickwall
filters, but their real potential lies in
providing awesome converter linear-
ity specifications, vielding extremely
low distortion. ceven at verv low
amplitudes. This is the special prov-
ince of so-called 1-bit systems. These
oversampling A/D designs use a very
high initial sampling rate, and take
advantage of that high rate by using
low-bit intermediate coding of the
audio signal. In addition, we do not
need a sample-and-hold circuit.

Morcover, a sigma-delta modula-
tor can provide noise shaping. As
discussed last month, the SDM actu-
ally creates bitstream coding from the
lowpass-filtered analog signal. De-
pending on its order and design. its
feedback loop generally consists of the

following operations: subtraction of

output from input to find the approxi-
mation e¢rror, approximation error
filtering. 1-bit ID/A conversion of the
output code into a signal to subtract
from input analog signal, and quanti-
zation to outputa 1-bitapproximation
for the next input sample. In practice,
a third-order SDM would do the trick,
nicely shaping the bulk of the noise
toward higher frequencies. where it
is ncatly removed by the subsequent
decimation filter.

As noted, decimation replaces the
low-bit coding with 16-bit coding and
provides a lower sampling rate. Deci-
mation thus lowpass-filters the 1-bit
code, band-limits the signal prior to
sample rate reduction to remove alias
components. and generates a PCM
output. Consideran example in which
1-bit coding takes place at 64 x 44.1
kHz = 2.8224 MHz. as shown in Fig.
2. The input analog filter is modest
indecd. perhaps first or second order.
ensuring phase linearity in the audio
band. The decimating filter provides
a stopband from 20 kHz to the half-
sampling frequency of 1.4112 MHz.

Using 1-bit coding as the interme-
diate phase of A/D conversion greatly
simplities the filter design. For ex-
ample. 4 new output sample is not
required for every input bit. Because
the decimation factor is 64 (in our

example). we only require an output
forevery 64 input bits. In practice, the
decimation filtering might be carried
out in two stages (as in the Philips PCF
5022 oversampling A'D chip). The first
stage might perform 192 multiplica-
tions persingle multibit output sample
ata rate of 2 fs. The decimation filter’s
second stage performs multibit multi-
plication with full convolution, with
an output sample rate of 1 fs. A FIR
filter would commonly be used for
down-sampling. because its non-re-
cursive operation would simplify com-
putationto one sample every 1/fs sec-
ond. Following decimation, the result
may be rounded 1o 16 bits, and out-
put at a 44, 1kHz sampling rate.

In addition to making brickwall
analog filters supertluous, oversam-
pling A/D converters olffer other
improvements over conventional A/
D conversion methods. As we have
seen, oversampling A/Ds can achieve
increased resolution in much the same
way as oversampling D/As. For ex-
ample. they extend the spectrum of
the error between analog input and
digital output far outside the audio
band. So the in-band noise can be
made quite small. As noted. the SDM
providesthis benefit. The same circuit
that codes the signal into a 1-bit stream
also shifts the out-of-band noise
components. The bottom line is un-
deniable: In terms of phase linearity,
amplitude linearity. noise and other
parameters, oversampling A/D con-
verters using 1-bit architectures offer
significant advantages over conven-
tional brickwall, successive approxi-
mation methods. As if enhanced audio
performance isn't enough, these new
converters should be significantly
cheaper than their predecessors,
thanks to the miracles of LST manu-
facturing.

Justimagine, soon. with the advent
of 1-bit A/ Ds. you can junk vour
existing gear and mortgage all new
stuft. While sweating over cash flow
every month, vou'll be happy to know
that. at last, vour professional studio
recorder might actually sound as good
as vour kid's portable CD player. You
too. can enjoy the luxury of 0.001%
distortion. As far as hearing 20 kHz
you might try oysters. [ |

Ken Poblmcanin kindly reminds us that
a comprebensive treatment of naiy
digital topics can be foundd in hisPrin-
ciples of Digital Audio, available from
Mix Bookshelf.
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Merge, filter, channelize,
echo, transpose, map

and scale, up to
128 different MIDI devices
simultaneously. ..

Introducing MIDInet™, the ultimate MIDI studio integration
tool for all New England Digital workstations, including the
new Synclavier® 6400. MIDInet combines the functionality
of a fast, powerful 8 port MIDI processor with an expand-
— ®=_ able 8-in by 8-out patchbay. MIDInet’s unmatched process-
ing capabilities mark the difference between professional performance and hours
of wasted time and frustration. Your incoming and outgoing data can be handled
simultaneously on all 8 ports, with a dazzling range of processing functions
available. What’s more, even the most complex system routing and processing
routines can be programmed simply by drawing lines between device icons.

Kid’s stuff! For more information on the MIDInet 7/
option call 1-800-848-4400 ext 356 (9 to 5 EST). % B%Vgigland

®

MIDInct and Synclavier are trademarks of New England Digital. © 1989 New England Digital. 49 N. Main Street, Box 546 White River Junction. VT 05001
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ace the Truth.

REMOTE

The only sure way to know if a DAT recorder meets your professional needs is to turn it

around and scc if it has the right connections.

The Fostex D-20 does. It operates just like much more expensive open reel 2-channel

recorders with SMPTE/EBU capability.

Synchronize ¢ Monitor Tape ¢ Punch-In/Out ¢ Control Pitch

You can post-stripe time code on an existing DAT tape (re-
corded on any DAT machine), or vou can record time code
and stereo audio on the D-20 and play thar rape back on any
other DAT machine with complete compatibility.

The 20-pin synchronizer port allows interface with our syn-
chronizersystem (others as well) and there’s an RS-422 port
tor control which requires serial communication.

Then there’ an external sync input for composite video, plus
Word Sync Inpur and Output capability - all standard on the
D-20.

In ourunique 4-head system, two pairs ot heads are positioned
around the drumat 91.5° intervals. One pair is for record, the
other for reproduce; but it’s the revolutionary ability to re-
verse functions that opens up the format for true professional
use.

Thus the 1)-20 fearures off-the-rape monitoring - a very im-
portant feature considering the DAT’s ability to record for
two straight hours (no more multiple reels and alignment
hassles).

You'll be able to control all transport functions by remorte
control - including instant punch-in/out. Built-in cross-fade
timing gives youseamless punches.

There’s even a pitch control complete with digital read-our.
It’s on our front panel (notshown), along with other profes-
sional touches.

The D-20 has been shipping since last yearand it’s being used
dailyin audio and video post-production suites. It works.

And it will keep on working as tuture software is developed,
thanks to the builr-in flexibility of the DIP switches and an
additional 40-pin connector.

Mostimportant of all, the D-20 sounds great. Ht records and
reproduces all the music completely, faithtully, and berter
than analog alternatives.

So when it comes down to professional performance, pluginto
the digital master recorder thar faces the truth, back against
the wall.

D-20
Digital Master Recorder

1989 NOMINEE

" FOstex

Complete technical information is available in the form of reprints of A Professional R-DAT Recorder”, presented at the 85th AES
Convention, November 6, 1988. Pleasc send a check or money order in the amount of $2.00 to cover shipping and handling.

© 1989 Fostex Corporation of America, 15431 Blackburn Ave.. Norwalk, CA 90650
(213)921-1112 @ FAX (213)802-1964
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SESSIONS & STUDIO NEWS

—FROM PAGE 14

Studio reports installation of the first Stud-
er AB27 tpe machine in Nashville. . . Goin’
Mobile in Boston updated its audio re-
mote truck to 16 tracks and 32 inputs with
the addition of a Tascam MS-16 recorder
and Hill Multimix console. . .Studio A in
Dearborn Heights, MI, recently installed a
Solid State Logic 6000 E 40-input mixing
console with G Series preamps and a Sony
25-inch XBR Pro monitor. Additions to the
Synclavier room include a Macintosh SE
with Opcode editor/librarians and a KMX
MIDI switcher/Studio 3 MIDI interface. . .
Soundmirror, Inc., (Boston) upgraded to
a Sony DAE-3000 equipped with interfac-
es for 1630, DASH and F1. This enables
the studio to accommodate any digital
tape format in both its Lexicon OPUS post
room and its Sony CD mastering room. . .
Cue Recording, in Falls Church, VA, re-
cently opened its Studio B, a 24-track audio
post-production room. . . Goad Ministries
of Dayton, OH, announced completion of
Toyland Recording. Designed by Systems
Development Group, the two-studio re-
cording and production facility features an
automated Soundcraft TS 24 console and
48-track recording capability with two 24-
track MCI tape machines. . .Due to an in-
crease in business, Shag Sound Studio has
moved to a larger site: 16 Nashville Ave.,
Toronto, ON...Alpha Audio of Rich

mond, VA, took delivery of its third NED
Direct-to-Disk digital multitrack recording
system, making the facility a 100% digital
operation. . . TeleScene in Salt Lake City
recently completed a 24-track music and
audio-for-video facility, designed by Lake-
side Associates. The studio features an
MCI 32-input console, iso booth, Foley
capabilities and full MIDI room. . .New
York City’s The Hit Factory took delivery
of Neve’s VR console with Flying Faders
Automation and a Mitsubishi X-880 32

track digital recorder...San Francisco-
based Music Annex Recording Studios
purchased a Sony DVR-10 D-2 recorder for
digital mastering. . . Martin Audio recently
sold Otari MTR-100A 24-channel analog re-
corders to Home Box Office, Brigg’s Bak-
ery and Java Recording . . . Margarita Mix,
in Los Angeles, is a new five-studio post-
production facility designed by renowned
studio designer John Storyk and interior
designer Liberty Blueskyes. The facility,
disguised as a rustic Mexican villa, features
the Synclavier Direct-to-Disk system, a
large, central machine room, textiles from
Oaxaca and “the best margs in town.”. ..
Washington Professional Systems recently
sold TimeLine Lynx Keyboard Control

At Sigma Sound Studios in Philly, producer Fitzgerald Scott, singer
Robbie Mychals and producer Joe Jefferson discuss the nuances of
the mix as Mike Tarsia (seated) runs the board.

Units and Lynx Time Code Modules to
three major Washington, DC-area produc-
tion facilities—Maryland Public Televi-
sion, The United Way and Musifex. . . Sut-
cliffe Music, Inc., a New York jingle house,
recently installed a pair of TimeLire Lynx
SAL Time Code Modules. . . Effanel Music
ook delivery of a Sony 3348 digital 48-
track tupe recorder. The first project with
the new machine was a series of dates
with thie Rolling Stones, including their
pay-per-view finale in Atlantic City. . .Al
though its San Francisco facility was dam-
aged in the October carthquake. Little
Wing Recording was able to complete its
post-production projects. The studio has

moved to a new location: 123 Alhambra
St., San Francisco, CA 94123...Syncram,
from Soundmaster, was defivered to Wood-
holly Productions in Hollywood, CA, and
Zenith/db in Chicago. The machine pro-
vides full integration of random access
digital audio and machine control with
EDI-based electronic audio editing. . . Sig-
nature Sound, formerly LA. Recording, a
multipurpose 24-track facility in San Diego,
installed a Neve V Series 48 input consoie
.. .Refraze Studios in Dayton, OH, en-
tered the audiophile cassette duplicating
business with the purchase of the KABA
system. ]
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AKG’s
K280.
Listen to
Reality.

Analog tape isn’t the only
thing made obsolete by digital §
recording. Headphones that
used to seem fine just aren’t up
to reproducing the remarkable ¢
clarity and full dynamic range of
live or digital sound. In the tradition
of the widely-used K240 series, AKG g
has risen to this technical challenge
with its new K280 Farabalic headphones.
Each earcup of the K280 Parabolic features
two perfectly matched transducers computer-positioned to focus
interference-free sound at the center of the user’s ear. This “‘acoustic
lens’’ accurately captures the exceptionally transparent sound of a
digital master tape, while the use of doubled transducers improves
channel balance, increases dynamic range, and provides gain levels high
enough for any kind of live or studio work. Also available is the K270, a
sealed version of the K280.

AKG's K280 Parabolic. When you're working in the digital era, you
need to listen to reality.

'IAKG]

Focusing on new technology.
77 Selleck St. Stamford, CT 06902
[203) 3482121

¢ Ak 1988 r Akustisthe und ko Serate Gritbhk, Austris



THE FAST LANE

with those of like kind—whether to
increase our knowledge and efficiency
or even to spar for political and busi-
ness positioning. By necessity, we
each become more specialized, more
involved with our respective aspects
of our industry. No revelation here,
It’s quite apparent when you stop to
think about it.

As each techno-group optimizes, it
becomes more specialized. As each
group discovers the aspect of technol-
ogy that it excels in, the scope nar-
rows, human interactions become
more polarized, and conversation at
work centers on improving the prod-

uct. Eventually, even a special lan-
guage develops, and the rest of the
world is simply left behind.

This is how it should be. I would
no more want to drive a car that you
designed than you would want to
listen to a demo tape recorded by the
General Motors Heavy Metal Engine
Casting Division Marching Band.

I guess you see my point by now,
or at least half of it. We live in a world
where hundreds of initially non-relat-
ed technologies have evolved to the
point where they are fully understood
only by those who lead the evolution.

Here is the other half.

Even while this specialization iso-
lates us, a new cross-involvement—a

1-800-635-SONY.

SONY.

CHECK YOUR BALANCE.

Before you invest in a professional DAT recorder, check to see if
it stacks up against the Sony PCM-2500:

d Records at 44.1kHz as well as 48kHz

& Has professional SDIF-2, AES/EBU and S/P DIF interfaces
® Has built-in error indicator
& Operates on 100/120/220/240V, 50/60Hz
® Is supplied with both wired and wireless remote control
® Can individually trim L/R analog input and output

If it's a Sony, you can check all of the above — which is what you'd
expect from The Leader in Digital Audio™ . For more information call

PCM-2500

*Recording and erasure of Start ID, Skip ID and Program Number subcodes
*Two - hour recording time (with DT-120 Sony DAT cassette) sLess than
0.005% Total Harmonic Distortion at +4dB +Greater than 90dB dynamic range
*High-speed locate capability at 60 times normal playback speed

Sony Communications Products Company,

1600 Queen Anne Rd. , Teaneck, N.J. 07666
1989 Sony Corporation of America,

Sony and The Leader in Digital Audio are

trademarks of Sony

PROFESSIONAL AUDIO

new unity—is upon us. As we search
for ways to grow and leam (read: ways
to become so powerful that we blow
away that other studio across the
street), we are turning to outside tech-
nologies, even if unknowingly.

Numerous techno-nerd groups now
operate in harmony to give us access
to power, speed and the American way
as never before. For example, a mod-
ern recording facility now has (or bet-
ter soon have) a configurable virtual
working environment. For those of
you who are reading this in your
sleep, perhaps waiting for that first
cup of coffee to brew, I mean a digital
disk recorder/editor/processor. You
know—a virtual studio. Yesterday’s
sci-fi here today.

The primary chain of cross-involve-
ment that has brought us to this won-
derful new age is basically as follows:
* The chemist nerds (undersized,
black horn-rim-glassed with white
tape on the nose piece) have cooked
up new silicon recipes, so that. ..

* The silicon nerds could fabricate
more powerful engines and faster,
smaller memory, so that. . .

* Apple could make better Macs, so
that. ..

* The pro audio heavyweights could
use them for front ends for their own
monster hardware stations, so that. . .
* Audio engineers could sit down at
true virtual studios sometime in 1990,
and they in turn could. . .

* Be a thousand times more power-
ful, responsive and creative, allowing
themto...

* Produce a much better end-product
in much less time, so that. . .

* The artist/label/studio gets its final
product on the street sooner, which
intm. ..

* Causes said artist/label/studio to
come back to do more of the same,
thereby causing. . .

* Your studio to grow, so you may
live long and prosper, and. . .

* You blow the studio across the
street right out of the water, which is
half of what this entire game is all
about anyway (second only to supply-
ing the Earth with the highest-quality
creative product possible, of course).

Well, there you have it. All of these
people working late into the night so
that you can finally stop sitting on the
freeway for three hours a day in that
old Toyota and begin sitting on the
freeway for three hours a day in a Fer-
rari. After all, that’s what America is all
about.
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Power Station leads the way. It's in-
spired numerous studio designs. Count-
less hit records. And a generation of
producer/engineers.

No wonder the New York scene is al-
ready buzzing about their new Studio D,
a hybrid room that can mix music,
audio-for-video, and audio-for-film. It's
an innovative look at tomorrow’s state-of-
the-art.

Innovation. It led Power Station to
Agfa bias-compatible PEM 469. Long
before it became the year's most excit-
ing new mastering tape. Long before
anyone else. “The high-end holds to-
gether,” says V.P/Studio Designer Tony
Bongiovi. “It's transparent. It's musical.
It's leading-edge.

it's a new vision for the 90's:

A decade of professionalism and ex-
cellence. A time when studios
must try new formulas for suc-
cess. An era when innovators
will always play the lead

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

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

Leftio nght Barry Bangiovt Studro Manager: Bab Waliers, Pres.dent. Tony Bongiovr Yice President Studio Designe
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A.R.T. INTRODUCES THE FIRST
SIGNAL PROCESSORS OF
THE 21ST CENTURY

o

THE SGE MACH 11

The stunning new Wonder-processor offering

12 effects simultanously! The Mach Il has over

70 different effects including an exciter, equalizer
compressor, limiter, noise gate, expander, sampler,
env. filter, pitch transposer, line EQ, stereo panner,
stereo chorus and flange, 12 killer distortions,

21 delay types (2 full seconds) and 24 different reverb
algorithms! Real time midi, 200 memories and
bandwidth to 20 kHz.

[HL DR-X
The all new Studio Digital Reverberator/Dynamics
Processor/Pitch Transposer/Sampler offering 160K bytes of
audio ram, bandwidth to 20 kHz, sampling, 10 simultaneous
audio functions, an exciter, equalizer, compressor, limiter,
expander, noise gate, stereo panner, stereo chorus and
flange, 21 different delays (2 full seconds), 24 reverb
algorithms, 200 memories, amazingly comprehensive real
time midi control.

THE MULTIVERB III

A new age of technology and 400% more processing offers digital
reverb and spatial enhancement that defies description! The
Multiverb 11l has over 53 effects to choose from (up to four
simultaneously) including sampling, stereo chorus and flanging,
21 delay types (2 full seconds), stereo panning, pitch transposing,
24 reverbs, 200 memory locations, full programmability and
Performance Midi™.

'HE MULTIVERB LT

The Multiverb LT gives you the power of the Multiverb with the simplicity
of 1-touch control. The LT has 192 of the finest studio multi-effect
combinations ever created! For those who don't have time for the
complexity of programming, the LT gives you all the power you can

use at a great price! Midi addressable.

Export Distributors:

THE NETHERLANDS/Audioscript B.V./Soest/(R2 155-2044/FINLAND MS-Audiotron: Helsink#90-5664643 SWEDEN Mushantor &
Co./Molndal/)31-878080/FRANCE/High Fide ity Services SA Paris'i 1) 42.85.00.30 CANADA Yorkwille Sound LTD. 'S¢ arborough
416-751-8481/1TALY/Ital CLD.A. SPA/Parmad)52 1 690158: WEST GERMANY PME Audio Hauthweg 071 36-6029.
SWITZERLAND/Musikengros P. Gutter: Sissac b 061-983757/HONG KONG Audio Consultants LD, Kowloon 3-7125251:
JAPAN/Nihon Electro Harmonix Tokyo (03)232-7601 THAILAND Beh Ngiep Seng Music al Instruments/Bangkok 222-5281/
INDONESIA‘PT Kirana Yudha TeknikJakarta 3806222 SINGAPORE Lingte: PTE. LTD. 7471951, SPAIN: Aplic aciones Electranic as
Quasar SA‘Madnd 6861300/ TURKEY‘Kadr Cadmak/lstanbuli (1) 1661672 AUSTRALIAHI-t hon Distrib. Pry, LTD./Chatswood
NSW/024177088/0ENMARK: M.I. Musik Kobenhavn' 1-854800/U.K /Harmon UK.’ Slough/07537691 1 NEW ZEALAND: Maser
Digitek Aukland/4.43-3583/4/1SRAEL. More Praductions/Tel Avivi03-454003-442697/ ARGENTINA/Lagos SarmientoBuenos Aires/
40-6455NORWAY AUDIOTRON/QSLO:2 35 20 96

A3C

APPLIED RESEARCH & TECHNOLOGY INC,, 215 Tremont Street, Rochester, New York 14608, (716) 436-2720, TELEX: 4949793 ARTROC, FAX (716) 436-3942
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THE FAST LANE

For the sake of some attempt at
readability, I have omitted several
(actually, all) of the parallel technol
ogies that contribute to my Sim City
Virtual Studio Scenario. For those who
like to stay after the movie so they can
see if any of their buddies did work
on it, I will roll a few of those credits
here: magnetic hard disk media; opti-
cal media; wire and glass data trans-
mission; high-speed, solid-state, infra-
red data systems; most DSP chips;
video, LCD and LED displays; and
many more.

Obviously, none of these technol-
ogies were invented for us—the audio
guys. But, without today’s incorpora-
tion of even any one of them, our
industry’s advancement would have
been seriously impaired. Wirh them,
we have come to the point where
these combined technologies have
put us on the threshold of a new era.
We find ourselves, for the first time,
able to move out of the traditional
awkward physical recording studio
environment into a virtual world that
may be optimized instantly to the task
at hand, no matter how specialized.

If this all sounds a little like a
commercial for the coming genera-
tion of virtual digital studios, it i 1
think that you should all go out and
get one this year. Remember, opera-
tors are waiting.

Now, those of you who know me
are probably aware I have designed at
least one of these major workstation/
workplaces that 1 allude to above.
Those same people already know 1
feel everyone should have one.

Some even joke that the only rea-
son 1 took on the design project in
the first place was that I wanted one
for myself, and 1 was too cheap to go
out and buy one.

This is, in fact, very close to true. 1
took on the project for the best rea-
son 1 can think of It wasn’t that 1
didn’t want to buy one; it was more
like there wasn’t one out there I want-
ed to buy. None of the existing ap
proaches made sense to me, so [ want-
ed to design one that did. One that
acted the way I wanted ny recording
environment to act.

Actually, 1 hope everyone who de-
signs for this industry does so with
similar motives. I know 1 can tell
when a piece of equipment was con
ceived with that in mind. I generally
buy these machines. If this attitude is

not at least a major part of the goal, it
shows as another “me-too” product,
which contributes nothing to the ad
vancement of our industry.

We live in a
world where hun-
dreds of initially
non-related tech-
nologies have
evolved to the
point where they
are fully under-
stood only by
those who lead
the evolutioN.

There are already more digital disk
recorders out there than you can
count with your shoes on. Some of
them are simply that, while some are

viable editors. Some have DSP, and
some offer it in real time.

The life of the engineer who uses a
good digital editing machine has nev
er been better. Instead of spending
time worrving about hum and buzz,
tape noise, splice pops, song or spot
length, ping-pong transient loss, sync
track crosstalk and that type of stuft,
you can put all your time into the
creative aspects of tracking and mix
ing. Curious about that vocal? Want to
try 15 different versions of that bridge
without destroying a single note of
the original track? Need to fit that 33
second masterpiece into 282 Need to
replace four flat choruses with the one
that’s actually right? Man, do you live
in the Right Time!

After you have done all that and the
mix is perfect, and you get out of that
chair two days sooner that you would
have last year, hoist a brew and salute
the techno-nerds all over that world
that made it possible. After all, they
did it for you, even though they didn’t
know it at the time. w
Contributing editor Steve St. Croix
wonders what Les Paul was thinking
when be first decided to try multi-
tracking.

THE DAT STORE

store in the U.S.A. and the largest
D.A.T. Dealer in the world.

SELECTION

We are the only Digital Audio Tape-Only

We carry every major brand of D.A.T. b
Recorders—Professional, Consumer, Home, #oa—_
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Rack Mount, and Portable—and not just one or two discontinued models. We
keep in stock: PANASONIC, JVC, SONY, FOSTEX, AIWA, AKAl, NAKAMICHI,
SHARP, CASIO, TASCAM, & PIONEERMACHINES; aswell as: MAXELL, TDK,
FUJI, DIC, SONY, & DENON Tapes; in addition to a vast variety of Accessories
& Pre-Recorded Tapes. No deposits required. No long delays for delivery.

QUALITY

We employ only the most knowledgeable, experienced Sales Staff. We can answer
your technical questions and provide you with the most complete information on
all available D.A.T. options. We sell and stock ALL brands, so we are not
restricted to pushing the units we have in stock that particular day.

PRICE

We will beat any verifiable retail price. Owing to our volume purchasing, we can
guarantee the lowest prices on virtually every available D .A.T, as well as all
related Accessories and Tapes. Exceptional quantity Discounts are available.

WARRANTY/SERVICE

We guarantee the finest, swiftest Service/Repair, as well as temporary Loaner
Machines. Various Digital Modifications are also available from our experienced
techunicians.

(213)828-6487 /fax:(213)828-8757
2624 Wilshire Boulevard ~ Santa Monica, California 90403
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JUXTAPOSITIONS

by Mel Lambert

ROCESS

HE SOULOF THE
RODUCTION

COMMUNICATIONS IN THE STUDIO

art 3

The pivotal role played by the pro-
ducer can be likened to that of a film
director, who serves as both creator,
mentor, catalystand, on occasion, bul-
ly while bringing an impressionistic
vision to the movie screen.

All audio projects involve at least
one individual who has the sometimes
dubious honor of converting a musi-
cal idea or statement into reality. The
producer is the one who usually se-
lects the material from demos of the
artist’s material, if they write for them-
selves, and structures the session or
concert so that each song or perform-
ance can be realized by using the avail-
able technology; for recording, this can
range from direct-to-
digital stereo to ex-
tensive multitrack
overdubs.

If the musicians
and artists represent
the creators of
musical
and the engineers
and studio techni-
cians represent the
message  cdrriers
through the record-
ing process, then the
arbiter of what con-
stitutes a viable mu-
sical expression is the
session producer. In
hasic terms, it is the
task of the producer,
ormusical director, to
establishan environ-
ment in which the
creative processes
can be maximized,
and then to maintain

~

Like almost every
o or 2 Ieatership position,
producing is not for
the fainthearted. But
| disagree with the
assumption that tal-
ent cannot be
|earned.

that mood throughout the completion
of the project or performance.

How best, then, to ensure that an
artist or band conveys its best while
in the studio or onstage? First and fore-
most is the establishment of a trusting
and close relationship between the
producer and the music creators. Of
course, it might be that the producer
on the date is also a member of the
band. Inwhich case it should be stated
carly in the proceedings that because
of potential contlicts of interest—the
need to set aside a close friendship,
let’s say, for a critical appraisal of a
particular performance—the project
should not be compromised because
of individual necessities. Above all, a
producer must main-
tain an impeccable
sense of objectivity
and have a sense at
all times of whether
the projectis achiev-
ing its goals.

Itis often said that
a good producer is
borntothe craft, and
that while circum-
stances can allow
talent to develop, it
is an innate talent
you either possess or
you don't. Like al-
most every leader-
ship position, pro-
ducing is not for the
fainthearted. But 1
disagree with the
assumption that the
necessary  talent
cannot be learned.
Anyone witha sense
of maturity, musical
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N C E N T R I C T E C H N O L O G Y

Not your average woofer and tweeter.

Loudspeakers are wholly man-
made devices. In the evolutionary
calendar of man. the loudspeaker is
just milliseconds old. By sheer
ingenuity, man has refined a system
which is capable of mimicking
natural sounds.

The degree of realisni, and
hence the guality of natural repro
duction. can simply be defined as
characteristics added to the original
sound. The quantification of these
clues given to the human ecar.
decipher whether the sound is real

or reproduced by a loudspeaker on
the end of an audio system.

The design and production of
high quality loudspeakers is
dependent on being able to
measure. assess and there-
fore. rank and quantily
thesc added characteris-
tics. Having assessed the
characteristics. the next
and most important step
is to select materials and
techniques which will min- e °
miize or eliminate these

added characteristics altogether.
Differential Material Technol-
ogy- An essential in the realization of
Advanced Reference Monitoring.
For more information on
Differential Material Tech-
nology call or write:

TANNOY

Tannoy / T'GI North America Inc

/o Bill Calma

300 Gage Ave.. Unit 1. Kitchener.
Ontano. Canada N2M 208
(519) 745-1158 Telex 069-55328
Fax (519 745-2364
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JUXTAPOSITIONS

appreciation, patience and the instinets
of a communicator ¢can, with time, fill
the role.

Not all producers are musicians,

although most possess a tine sense of

musical empathy. For some projects.
the ability to play as well as the band
orartist can be a handicap and reduce
the necessary sense of objectivity. Not
that musical empathy, for certain
projects or with specific artists, is abso-
lutely essentiul. Mutual respect usual-
ly takes time to develop priorto a ses-
sion. But if a seasoned artist is to re-
spect the judgment of a new produc-

Blank orA
Prerecorded

It’s easy and economical. Use
Electro Sound’s 1850 Cassette
Loadcr with blank tape and empty
cassettes in bulk and save.

The 1850 sets to load the exact
time or length you need. One, or
hundreds, at a time.

Automatically, and at a fast 360
inches a second, the 1850 splices and
loads magnetic tape onto a cassette.

Its built-in microprocessor
monitors every function and stops
operation in case of a problem,
preventing production losses

Q( ;&\—L electro sound inc.
s L a MARK IV company

cr—or even one with whom he or she
has worked previously—then they
must be able to communicate their
ideasto one another, using a language
strong in the vocabulary of music and
musical performance.

Because of the wide diversity of

musical styles ontoday’s international
charts, and performed in concert halls
around the world, the narrow defini-
tion of producer that might have been
valid two decades ago has broadened.
In this age of MIDI and digital multi-
tracks, an increasing amount of music
is being created clectronically and re-
quires the full capabilities of a state-
of-the-urt recording studio or stage rig.

How to load
a dozen, a six-pack,
ot a gross, a set,
rton, a case

31 just one.

—saving extra production costs.

So simple to operate, one
operator can handle three 1850
simultaneously. Plus, it'’s easy to
muaintain, with built-in diagnostics
and lift-top cabinet.

Call to order your 1850 and a
Loading a Sound Success
brochure—full of tips on how to
load your own cassettes. Fast
and Economically. -\

[t can take a load
off your mind.

408/245-6600.

160 San Gabricl Dr., Sunnyvale, CA 94086 TEL: (408) 245-6600 FAX: (408) 733-0632 TLX: 34-6324
Audiomatic C()rp()mnon International Re presentative
400 Madison Ave., New York, NY 10017 TEL: (212) 308-6888 FAX: (212) 308-5817 TLX: 12-6219
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Certainly, a producer needs to have a
full palette of available musical col-
ors, sonic textures and nuances. in-
cluding recording and processing tech-
niques.

While technical skills are undenia-
bly important, it is fur more appropri-
ate to focus on the band or artist, and
to delegate to the engineer the respon-
sibility of capturing the event as faith-
fully as possible. With so much going
onduringa “typical” session, it is some-
times impossible to listen for every-
thing. Some of the more creative pro-
ducer-engineer teams I've seen work-
ing in the studio need very little ver-
bal communication; each knows that
the other is handling his or her respec-
tive job.

Because so much of today’s music
involves complex. multi-instrumental
overdubbing, or playing against pre-
sequenced muterial, it is sometimes dif-
ficult for all those involved in a ses-
sion to maintain a viable perspective.
How far has the concept progressed
since the first lyric or chords were
suggested? How complete is the final
message? Are we relaying the full
impact of the music to the audience?

This all-important sense of objec-
tivity, allied with a finely honed sense
of empathy and communications skills,
is the key to successful production.
Even  high-tech  producers—in-
dividuals with a strong engineering/
technical background—needto retain
an overview of the project and ensure
that the layering of each successive
sound element adds to, rather than
masks, the evolving musical statement.
And for musicians who have made the
transition from one side of the glass to
the other, the discipline and intimacy
that comes from developing new, ob-
jective musical ideas will stand them
in good stead when dealing with kin-
dred spirits in the studio.

As 1 stated at the beginning of this
miniseries. ours is, most definitely, a
“people-oriented” business. Without
the essential interpersonal skills, all our
technical and/or musical expertise on
either side of the control room win-
dow, or stage apron, will not save us
from a short and precipitous slide into
oblivion. N

With over a dozen yeuars of active
involvement with professional audio
on both sides of the Atlantic, Mel Lain-
bert beads up Media&Marketing. a
high-tech consulting marketing serv-
ice for pro audio firms and facilities.




If Michelangelo had a QUADRAVERB,
he might have mixed music instead of paint.
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It's true. Music and painting are very similar. A stroke of red, a touch of chorus. A splash of blue,
a wash of reverb. Either way, it's art. And every artform has its masterpieces. And its tools.

Introducing the Alesis QUADRAVERB. An all-new 16 bit digital, simultaneous ‘
multi-effects processor and dead-serious musical tool. With QUADRAVERB, | Pt
your mixes will be mirror images of the sound in your head. No letdowns. i > 4
No noise. No nonsense. No boundaries between art and creation.

“Inside, QUADRAVERB is alive with colors. Chorus, flange,
phase shift, pitch detune and delay... all in stereo, to give
your music depth and space. For absolute tonal control
there are 5 bands of parametric and 11 bands of graphic

- e.q. And, of course, there's the unmistakable clarity
and drama of the award-winning Alesis digital reverb
programs.

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

effects occur simultaneously. Like crunching thousands ®
of dollars worth of studio gear into one rack space. _‘
With very little cash, and even less effort, you can use 4 "
QUADRAVERB on your next mix... plug it into your Ve
instrument rig... perfect your sound. ‘ # p .
See your Alesis dealer today and hear what & d /
state of the art really means.
Michelangelo would agree, i P
QUADRAVERB is a masterpiece. ' ‘(
__AESIS .

__STUDIO ELECTRONICS .
LOS ANGELES: TK: F 4
Alesis Corporation » 3630 Holdrege
Avenue * Los Angeles, Ca. 90016 [ONO NONHNE]
LONDON: j ‘

Alesis Corporation * 6, Letchworth
Business Center ¢ Avenue One,
Letchworth, Hertfordshire SG6 2HR
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AST NOVEMBER. WHILE THE
membersof Flectwood Mac were

decep into the recording of their

new album Bebind the Mask, a
strange thing happened. Some

of the bund and its entourage were
crowded around a large TV in the
lounge adjacent to Studio C at The
Complex in Los Angeles. They were
glued to the screen, watching the dra-
matic dismantling of the Berlin Wall,
The TV camera was focused on a
portion of the wall where the word
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“freedom” had been sprayv-painted. At
exuctly the same moment, only a few
tect away, an original Stevie Nicks
song from the new album was blaring
out of the huge monitors in the con-
trol room.

“We just played there last vear.” says
Nicks. in awe of the entire situation.
"We plaved in West Berlin. Teven have
photos of the people in Fleetwood
who went to East Berlin, standing right
in frontof the Wull. [ didn't want to go
there because 1 was too frightened.”




Twenty-three vears and 40 million
records after drummer Mick Fleet-
wood and bassist John McVie left John
Mayall’s Blues Breakers to form what
was essentially a blues quartet, Fleet-
wood Mac is returning to the pop
mainstream after a three-year record-
ing absence. Behind the Mask is their
first album 1o include new members
Billy Burnette and Rick Vito (guitar-
ists). who joined following the much-
publicized. acrimonious departure of
leader producer Lindsey Buckingham
WO veurs ago.

It has become as much fun for me
now as my solo career,” savs Nicks of
the group. “There are no fights any-
more, nodisagreements. [Us like being
in the greatest eighth grade class in
school. Evervone gets along beuuti-
fullv, and T have developed a really
close friendship with Rick and Billy.

“When I walk into the studio with
Flectwood Mac, I can’thelp but smile.”
she continues. 1 mean, this week |
could have really used the rest, but it
was important for me 10 go and do
what I needed to do these two davs.”

Abrilliant blend of the heavier Peter
Green-cra Fleetwood Mac sound with
the concise pop sensibility that Chris-
tine McVie and Nicks are best known
for. Behind the Mask mav be their
strongest album since 19775 classic,
Rumours. 1t was that LP that won
Fleetwood Mac four Grammy Awards
(including Album of the Year). sold a
staggering 21 million copies and sat
at Billbodard’s Number One position
for cight months (a record broken only
by Michael Jackson's Thriller LP).

Bebind the Mask is much more than
justanother Fleetwood Mac album. In
a sense. it marks the rebirth of the
group. With this record, Fleetwood
AMic has become a genuine band once
again, not merely a bunch of solo
artists using the others as backup
musicians.

“There’sa lot more interplay. now.”
savs Mick Fleetwood, opening a fruit
drink while the others listen to a play-
back in the control room. “T think you
will find it's less insular-sounding.
Lindsev, especially on the Tango in
the Night album, was very, very much
a part of the total sound.”

“As a producer with the band, there
are things that lam very careful with.”
savs Greg Ladanyi. “One of them is
to let them express themselves as a
group a lot more. From what I was
told. a lot of the organizing came from
Lindscy and the way he wanted to do
things. This time. they're all collec-

Left: Stevie Nicks,
Mick Fleetwood,
Rick Vito,
Christine McVie,
John McVie, Billy
Burnette.

Below: Fleetwood,
Burnette and
producer Greg
Ladanyi at The
Complex.

tively putting in their thoughts. and 1
just kind of shove ir all together.”

Fleetwood Mac came to Ladanyi
(best known for his work with Don
Henley, Jackson Browne, Warren Ze-
von and Toto) in 1988, after a serics
of lengthy sessions with another es:
tablished producer came to an abor
tive end.

Since the bund had become used
torecording “the Lindsev Buckingham
way” (with Buckingham oversecing
the lion's share of the recording in his
ty pically long. meticulous way ). and
their first attempt at working with an
outside producer proved fruitless,
Ladanyi was a bit concerned at first
that the album might be difficult to
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MA 36

36 function MIDI Analyser from
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a within 19 differenta.
paramgters on each MIDI chennel™

being used—indicators stay lit if

an error is sensed

B MIDI in and thru connections.
Can stay permanently cofinected
in fine with your MIDI system

m Operates on a conventional
9V battery or optional AC
adapter

B The MA 36 is as valuable to
a MIDI user as a tuner is

and indispensable, you'll

Available now at most major
music and pro audio dealers

For more information contact:

Jim Giordano or Paul Reeve at
STUDIOMASTER, INC.,

3941 Miraloma, Anaheim, CA 32807
Telefax (714) 524-5096

Telephone (714) 524-2227
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to a guitarist. Inexpensive Mip,

MIDI Matde Clear

wonder how you ever
managed without it! 5 %
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make. But soon after the sessions
began, he knew that wasn't going to
be the case. Today, he views Bebind
the Mdsk as “probably the most fun
I've had making a record since I've
been making records.”

“We really, quite frankly, didn't miss
a beat in terms of momentum.” says
Fleetwood of the period between
Buckingham's departure from the
band and the making of the new al-
bum. “We went out on the road [with
Burnette and Vitol, and it went ex-
tremely well and we became a work-
ing unit. So to come into making this
album was not a big rauma—0O0h my
God, Lindsey's left!"”

“[Us been amazinglv smooth,” adds
bassist McVie. “You'll be able to tell
from the new album that they more
than carry their weight. They’re not a
replacement, but rather, it's a transi-
tion. When you start saying replace-
ment, vou start getting into “better than’
or ‘worse than.'”

“The thing is, they've proven them-
selves live to the public and they were
accepted with open arms,” savs Chris-
tine McVie. "Nobody really seemed to
mind that Lindsey wasn't there. That

What a di
a year makes.

Evcry musician has
achoice. You can
wait for your big
break, hope it comes,
and hope it’s some-
thing you can han-

die. Or you can make

your own break — by

getting the finest,

most prictica/ music

crence

latest technology, the
Grove School has one
constant mission: pre-
paring vou (o mect
the real demands of
today’s music industry.
That’s why all Grove
instructors are work-
ing professionals with

proven ability to make

angle of it is out of the wayv. Now, just
wait titl you hear some of these new
guys’ songs, 100"

“There's a platform, a forum that is
Fleetwood Muc, which is there to be
used and utilized for them,” comments
Flectwood. "And in terms of chang-
ing...of course it's a change. But it's
very much Fleetwood Mic.”

On another day in the studio, the
band is hard at work on a song that
features vocals by Billy and Christine,
called “In the Back of My Mind.” Built
on a pulsating rhythm and driven by
a powertul wall of electric guitars, the
song is likely to remind tans of the
classic "Oh, Well” era of the band.

“Thart song is very reminiscent of
the old Manalishi’ days,” Christine
McVie notes. 1 don't mean the song
‘Green Manalishi.” but rather, that era

cducation available. Doing it right may aliving in music.

not take as long as you think. If you want to make a living doing what
I your music is worth a year of vour you love, find out what a difference a year
life, a wide choice of one-year programs can make. Send us the coupon below, and
wc' Il send you more information. Or cail us
toll-free at 800-234-7683 (818-904-9400

within California). Sec why Grove gradu-

is waiting for you at the acclaimed

Grove School of Music in Los Angeles.
Euach program offers the intensive pre-
ates are the lifeblood of tomorrow’s music.

yore

SCHOOI OF MUSIC

cision education you'll necd 1o cut
through the competition as a versatile
composct, arranger, instrumentalist,
singer, of recording engineer.
Dramatically expanding your knowl-
cdge of musical styles, harmony. and the

Building careers in music.

/e MAH COUPON TO Grove School of Music. 14939 Sylvan Street
/‘0 Van Nusvs, Calitoria 91411

“HOOL OF MUSKC 800-23-GROVE (818904-9400 within California)

PLEASE PRINT

when Peter [Green] was starting to N

change and write all those kind of -
. . 5 . STREE

things. We've got four or five very

heavy guitars in it. [tisn’t typical of all g CITY

the songs on the album, but it is very - STAIL 1P

Iy.[.)lcul f’f the variety that will be | e

offered. A Mix 3/90
On the new album., Christine McVie © Id like (o know more about the programs checked below

Nicks, Vito and Burnette all contribut- General Musicianship Percussion 71 Bass

d 1 < arits The lead v Composing and Arranging Professional Instrumental Gruntar

¢d to the songwriting. The lead vo- Electronic Composing Recording Enginecring Kevboard

cals are divided almost ¢evenly among and Arranging Songwriting Synthesizer

. Film/Video Composing Vocal

those tour. Also, Vito and Burnette,
working off cach other, have added a
new dimension to the band.
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Professionals

If your goal is to succeed in the music
and recording industries, our professional
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“Asking them to do what Lindsey

did really wasn't the issue here.” savs
Ladanyi. “There's a lot more electric
guitar in the sense of that live perform-
ance value. And again, there's a teel
that is different than the other records.

“There are a lot of people that love

Fleetwood Mac.” Ladanyi continues,
“und they don't want to come out with
a record that totally abandons that
charisma they've created for the last
21 vears. I'mjusttrving to enhance that
and make more of it”

“We've definitely developed a sys-

tem now!” says Christine McVie when
asked to explain why the recording
of this album secemed smoother than
previous ones. 1 think that Lindsey
used to go the long way around all
the time. Now we chop corners by
using samples, rather than having
Lindsey go in and overdub ten gui-
tars. speed them all up and slow them
all down. That would take three days.

“We just go and get a4 nice sound

on the sample, and it goes fast now

Evervthing's sounding colorful, This
record seems 1o be far more feel-ori-
ented. We're going for a live sound.”

“Let me add to that.” savs Ladanvyi.

At Home in
The Complex

Eleven years ago Earth, Wind & Fire,
Maurice White and their manage-
ment, Cavallo. Ruffalo and Fargnoli,
purchased the property on which
a bank clearing house stood (the
back bathrooms used to be a bank
vault!) and structured a studio, now
The Complex, where Greg Ladanyi
and George Massenburg renewed
their acquaintance. The instant La-
danyi and Massenburg heard the
facility was for sale about four years
ago, they investigated procuring
tinancial investors in Japan.

“I knew George a long time ago,
from the old Sound Factory days
when he was working there with
Little Feat. and he would come in
there with his boxes and wires and
reattach the console to his stuff,”
recalls Ladanyi of Massenburg’s
well-known wizardry. “When we
met again here and started work-
ing together, it became obvious that
we both enjoyed using the studios
and the soundstages and kind of
teaming up in a way, and combin-
ing his genius mind in every pos-
sible area with my emotional mind.”

breaking in. “This album has more 1o
do with the band plaving as a band
than in sitting and doing ten tracks of
guitar to make up one sound. We don't
gotothatend of the spectrum to make
the album feel good,

“The arrangement to a song means
evervthing to me.” he adds. ~If vou
don’thave a good arrangement. tech-
nically. there's nothing vou can do to
itthat'll make it be a good song. You've
2ot 1o have a good song. first of all.
You've gotto have a good melody and
you need good Ivrics. Then vou need
a4 good arrangement of that.”

The band recorded the album em
ploying various methods. Some tracks
were cut almost entirely live in their
group formation. others were begun
with drums and rhvthm guitar and built
fromthere. Still others were started by
sampling the original demos into a
Synclavier and re-recording laveralter
layer. eventually replacing all the old
demo tracks.

The album ook nearly a vear to
complete and was recorded and mixed
entirely at The Complex in LLA. Most
of the basic tracks were recorded on
4 lurge soundstage. in an effort to

While today Massenburg is only
a consultant to the studio, Ladanyi
maintains that one of the studios’
unique points is that both studios
house Massenburg consoles.
“Even the new control room
we're building will have one,”
Ladanyi says. “We're going to spend
$700,000 building a new analog
console that is automated and
everything, but if I wanted to think
about saving money..." his voice
trails, the unfinished implication
being he wouldn't own a studio.
“With the whole studio ‘Mas-
senburg.’ it will be something dif-
ferent in Los Angeles from other
studios that are predominantly SSL
and Neve,” he continues. “There
have been a lot of people who have
come in here who have really loved
working on the console because
when they go home they hear
sounds that are very similar to what
they remember hearing in the room
when they were listening to it.”
The other special feature of The
Complex is that Studio B (32 x 23
feet) and Studio C (20 x 26) wrap
around soundstages used in the
recording as rehearsal rooms.
~CONTINUED ON PAGE 42
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capture Mick Fleetwood's huge drum
sound (sce sidebar).

Nearly all the keybouard parts forthe
atbum were played into a Synclavier
programmed by Steve Crows. Both
Ladanyi and Christine McVie credit
Crows for being able to take her per-
tormances and alter the sound to fit
whatever was required for the song.

“He's so good at imaging a feel,”
Christine says. "You tell him you want
this chorus to have this movie-esque
kind of atmosphere, and in 20 min-
utes you've got it. He puts all this stuff
together in this little room back there,
wherce he does everything. When he's
done, he calls us in and we listen, and
we can either like it or not like it. Most
of the time we like it and we just send
it to the tape machine.”

Adds Ladanyi, “Chris just goes in
there, plays the part and then Steve
just lets his little mind go. He adds
atmosphere to it. But for me, every-
thing that is played on this album has
got to come from the band. So, she
plays it and he just kind of puts the
fairy dust on it. He's become a very
big part of this record, and everyone
loves what he does.’

*On this album, we used a lot more
keys." Christine says. "I'm not saying
I'm doing a lot of solos, but just the
arrangements, which I've done in my
head. I've been allowed to be a lot
more creative.

“There's an underlying fact and it’s
that we've never been restricted to
what style of music that we write,”
Christine adds. *“Whoever has been in
the band at thattime has been allowed
to inject his or her personality into the
usual sound. Somehow, underneath
itall, are John and Mick, flowing right
through. Theyv're so distinctive, they
can play under anything and they can
glue it all together. And when it’s all

together, then that's Fleetwood Mac.”

Says Nicks, unashamed of her
devotion to the band's new sound, “1
love the new record. This album is my
favorite Fleetwood Mac album. I think
this album covers bases that we never
have covered before. Plus, it definitely
goes back into rhythm and blues. LHove
that.”

The members of Fleetwood Mac
say they also plan to continue their
solo careers. Of them, Nicks has seen
the most success. All, however, agree
that Fleetwood Mac is an institution at
this point, and they seem committed
to keeping it going for years to come.

“There's never been a time limit on
it,” says John McVie. "It'll end when
we don’t want to do it anvmore, and
frankly, I don’t see us thinking that
way.”

As she gets ready to catch a plane
to Europe, Nicks pauses for a moment
to reflect on where the band stands
and what it has become. "Fleetwood
Mac never left.” she savs. "Flectwood
Mac just took a long time to do what
they wanted to do. We have never
been the kind of people who say mon-
ey is that important, because we all
invested our money well. We're all
comfortable. We've done the big things
and gone to the big hotels and driven
in the big limos. We've had the beau-
tiful hotel suites and had all the
adulation. We've played to 150.000
people. We've done all that.

“Now, what's left for Fleetwood Mac
is something that is really sacred. And
that’s the only reason that this band is
still together. It's because Fleetwood
Muc is precious to all of us.” [ |

Briuce Pilato is a Mix contributing
editor wholives with hiswife and three
children in upstate New York. He is
currently writing his first book.

Miking Mick’s
Drums

Mick Fleetwood'’s distinctive drum
sound on this new album is the
result of a combination of many
drums, microphones and tech-
niques. Mick has one of the best-
' sounding kits I've ever recorded,
| with greattones from the toms, the
bass drum, and an especially nice,
bright high end. To start with, Tused
| Neumann M50s to capture the
. room ambience. The M50 is a tube
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mic with a large, warm response
and a full circle pattern that picks
up the whole kit. I elevated the
M50s about six feet away from the
kit, close together but angled away
from each other, and I panned left
and right for an implied stereo room
sound.

Once I got the room sound of
the entire kit, I started concentrat-
ing on the individual pieces. For
the five toms [ used Sanken CU-31s
about three inches above each

~CONTINUED ON PAGE 41

Critics Praise
The Shure Beta

Series

Mix
“I found the (Beta mics’) supercardioid
pattern to be extremely consistent ar all
frequencies. The gain-before-fecdback
levels were impressive, and off axis col-
oration was minimal.... All in all, the
Beta Series mics proved to be excellent
performers for vocals, snares, toms,
congas....We may be witnessing the
birth of a new Shure dynasty.’

Gig

“When 1 first used the new Shure Beta
58 at a rehearsal | was pleasantly sur-
prised by the difference it made in my
vocal sound .... When [ used this mic at
a recent gig, it was the only mic on
stage that did not feed back ... Another
plus tor the Beta 38, it's really loud . ..
The Beta 58 ensures that every nuance
of your vocal performance will reach
the audience!

Fededededs

Home and Studio
Recording

“If you're shooting for that ever-clusive
extra beef on electric guitar and snare
drum, check out the Beta 57 —it's a real
winner. Overall, the higher output

of the Beta 57 and 58. combined with
their generally extended frequency
responses and smooth ‘presence
peaks, just about guarantees their
success in the marketplace’

BAM

.While it scemed impossible that
Shure Brothers Incorporated could
have improved on the SM line of micro-
phones, they did. With a limited bud-
get and a lot of miking chores to take
care of, this would be my first choice.”

Srdedkox

The Music Paper

“If you're looking for a high-performance,
good-value mic that'll really take a
lickin', look no further than the new
Beta 58 from Shure.... Allin all, the
Shure Beta 58 is a high-performance
workhorse and a great value

Check it out!

SHURE 3=//]

THE SOUND OF THE PROFESSIONALS ®
...WORLDWIDE




\X{I \I(Ib(l \I JT is one of today’s hottest WARRANT

rock groups because of their great performances and

sound. And Shure Beta microphones help Warrant WANT S

s b MAXIMUM GAIN

The key is in the true supercardioid polar pat-

terns provided by Beta 58 vocal microphones and BEFORE

Beta 57 instrument microphones. Unlike many

mics that claim “supercarcli)ioid" polar patterns, FEEDBACK.
Shure Beta models actually maintain these patterns

throughout the entire frequency spectrum. That W ARRANT
means unprecedented monitor gain-before-feedback

anddbetter perforr}r:ances—oor‘; stage, where it counts. USES

And Beta microphones’ neodymium magnets give

you the extra-hot output many performers den%and. SHURE BETA

If you want to take your career to another level,
give yourself the edge Warrant enjoys—the extraor- MICROPHONES
dinary sound and performance of Shure Beta. For
the name of an Authorized Shure Beta Dealer near
you, call 1-800-257-4873. Shure Brothers Inc., 222
Hartrey Avenue, Evanston, IL 60202-3696.

SHURE

THE SOUND OF THE PROFESSIONALS?”. WORLDWIDE.
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Ultimate Performance
with Rane Analyzers.

our sound system is a lot

& like your car. ¥ it's not tuned
up properly it will perform
poorly for you.

If you've got lots of time, training
and patience you can keep on shoot-
ing in the dark by ear. Or you can
spend a mere 5 minutes with one of
Rane’s affordable analyzers and get
the kind of sound from your system
you'll have to hear to believe.

Our unique 3-cotor LED display
offers the accuracy of faboratory
models costing 10 times as much,
yet is incredibly easy to use. You get
everything you need for consistently
exciting sound every place you play,
including an ultra-flat response
microphone with 40-foot cable.

You paid big bucks for your sound
system. Why not get the performance
you paid for? Ask your dealer for a
demonstration of the RA 27 analyzer,
the RE 27 or the RE 14 matching
equalizer/analyzers. Thousands of
performers who used to swear at
their sound systems are now swearing
by Rane analyzers. Enlighten your sound
system and your music, with Rane.
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~FROM PAGE 38, MICK'S DRUMS
drum head. I brought up each df
the tom mics to fill out what sthe
roommucs weren't getting in terms
of presence and hottom end. Fhe
Sankens get a big,” warm, tight
bottom. which is great for Mick.

Sanken microphones, which are
relatively new to the American mar-
ket, are easy to use on drums,
especially the CU-31 pencil-types.
You don’t have to use much EQ o
make them sound good. Their
direct pattern is extremely accurate,
soyou don't get much leakage from
the snare, hi-hat or cymbals. I've
found that you don't have to gate
them to keep other sounds out,
which is helpful when adding to
the initial room miking.

The room mics gave me about
50% of the sound I wanted, then
when I brought up the 31s I got
good stereo imaging and the sen-
satian of listening to a drum fill
going across the speakers.

For the kick drum, Lused an
AKG D-12 about two inches away
from the skin inside the drum and
a Neumann U47 FET two to three
inches on the outside. Mick has a
skin on the front with a hole in it,
and the 47 is lined up with the hole.
When he hits the bass drum, you
get a resonant sound that rings, as
opposed to a bass drum with no

front head that is just pushing air
through. The D-12 can take z lot of
level, and it's got a good bottom
end. You getall the attack from the

‘beater hitting the skin and noneé of

that click we used to hear on kick
drums. If you stand in a room and
listen to a bass drum, you get a
natural bottéom sound, which is
what T wanted. Witlx the 47 on the
outside, you-get all the air that the
bass drum throws out. Combine the
two mics. maybe add 2 dB at ten,
1 dB: at three, barely anything on
the bettom, and you've gat a good

‘ bass‘drum sound.

Mick used a number of:differ-
ent snare drums from his excep-
tional collection. The Fleetwood
sound is created to a large degree
from these different snares. which
have different :musical personali-
ties. Rito, Mick’s drum tech, does
the initial preparation and tuning,
and thenMick comes in for the final
twegk. I put a Shure SM57 on top,
about four inches away from the
skin If you gettoo close, it will fold
and you won’t geta nice, clear snare
sound. I put a Sennheiser441 about
three inches below the snares,with
a lor of the bottom rolled out. Be
careful with the 441 underneath;
you don’t want to get much of the
resonating bass drum. I mixed this

~CONTINUED ON PAGE 42

ENGINEER YOUR

OUWN FUTURE!

RECORDING TECHNOLOGY
AUDIO/VIDED
ENGINEER PROGRAM

Due to the recent success of MUSIC
VIDEOS, MTV and other VIDEO PROMO-
TION SHOWS, a number of multitrack
recording studios have been modified to
use video equipment that can be inter-
faced with multitrack recording equip-
ment. This new development has cre-
ated a huge demand for a new type of
AUDIO/VIDEO ENGINEER, one who can
perform all the duties of a first Engineer
as well as work with Automatic Dialogue
Replacement (ADR) and video sweeten-
ing (audio mixing for video). University
of Sound Arts fully qualifies its audio
engineer for these modern job specifica-
tions.

PRV C W PP T
AOOITIONAL PROGRAMS AVAILABLE

Video Sweetening Program

Electronic Keyboard Program

Adv. Recording Program

Record Label Proagrams

Adv. Audio/Video Engineer Pragrams

Entertainment industry Business
Management Programs

FINANCIAL AID AVAILABLE FOR QUALIFIED
STUDENTS

This school is authorized under

federal law to enroll non- immi-

grant students by helping provide
them with student visas.

Ii 1=n\=
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Call or write for catologue
University of Sound Arts

1645 N. Vine Street
3rd Floor, Hollywood Vine Plaza
Hollywood, CA 90028 (213) 467-5256
Fax: (213) 962-3376
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AUDIOVIDEO-MIDI

- Studio packages
- Automation
- Syncronization
- Digital FX

- MIDI Work Station

- Volume Dealer
- Leasing Available
- Experienced Staff

- Buy/Sell/Trade New and
Used Equipment

(602) 267-0600

EAR PROFESSIONAL
AUDIO/VIDEO

2641 EAST McDOWELL
PHOENIX, ARIZONA 85008
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HEARDBY
MILLIONS BUT
SELDOM SEEN
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STUDIO QUALITY CONTACT
CONDENSER MICROPHONES

¢ 42Hz 10 22KHz Frequency response

® Superb clority - true ocoustic sound

¢ Complete isolotion
o Eosyto use

® More thon 5000 systems in
use world wide

® Systems from

$199

FOR MORE
INFORMATION
OR YOUR NEAREST DEALER CALL:

1 - 800CTAUDIO

C-T Audio,
3050 SW 14th PI, Ste3, Boynton Beach,
FL 33426.

In Canada call: Reid King,
(604) 222 8190

Circle #030 on Recder Service Card
42 MiX, MARCII 1990

~FROM PAGE 36, THE COMPLEX

“While we were waiting to build
Studio A {to be finished this year]
to test this out, we ran mic lines to
both rooms so that either studio or
both could use either stage at any
time. It’s all done with video
cameras and monitoring back into
the control room, so any client can
use the stage at any time, which is
where you get great drum, guitar
and vocal sounds. Or you can stay
in the studio, which is a deader
environment. It's got all-concrete
walis and a real flairtoit. It’s a matter
of people’s preference,” Ladanyi
explains, adding that Stage A (44 x
60 x 18) has a higher ceiling than
Stage B (68 x 48 x 30) for two dif-
ferent-sounding choices. “1 really
enjoy working with this because
you can close curtains surrounding
the concrete walls to get a softer
live sound and then it’s not so
bright, but it's still very tight because
it's concrete.”

The soundstages are definitely
a prime attraction for clients, includ-
ing Cher, Randy Newman with his
soundtrack to Parenthood, Taylor
Dayne, ].D. Souther, Alice Cooper,

Linda Ronstadt, the Bonedaddies, -

Jennifer Wames and Go West. They
were also used by Little Feat on their
last album, on Steve Lukather’s first
solo LP and certainly by Fleetwood
Mac, who inhabited Studio C for a
year.

~FROM PAGE 41, MICK'S DRUMS
snare sound into the 57, which was
getting the impact of the strike.

For this album, we used a PA. in
the room with two sidefills behind him
and a front stack. The sidefills had only
the bass and snare and a little of the
toms. You don’t want much high end,
or it’ll come buack into the mics. Mick
uses headphones, and the danger is
that you have to turn them up loud
for a drummer to hear properly. By
using the PA. I could keep the phones
at a listenable level, and he could
actually feel the bass drum with his
body. This is the first time I've used
thistechnique, which is very much like
a live performance. You could walk
around and find the drum sound fill-
ing the room everywhere.

I've found that recording the drums
at a relatively low level gives greater
depth to the finished product. If you
need to hear the drums louder, it's

“It was talked about to record
certain songs certain ways,” begins
Ladanyi, who produced the proj-
ect. “One ortwo with the band play-
ing, others with just Mick playing
with the guitar player, but using the
sound of the rooms for certain
songs trying to give off a certain
feeling.”

Themore sound options Ladanyi
has available to him, the happier
he is. “We do have something
unique at the Complex in that Lexi-
con rents space upstairs in the
building here. Obviously, what we
get from that is whatever Lexicon I
comes out with, we know about
before anybody else,” he smiles.
“The outboard gear is pretty stand-
ard, though. We have your AMS,
harmonizers, reverbs and things
like that. We have three different
EMT plates. We don't have any live
chambers yet, but we hope to do
that when we build the third con-
trol room. The things I really enjoy
having are my Fairchild limiters and
my two different harmonizers,
mainly because I have four differ-
ent ways to use effects on four
different things. For me, part of the
fun of hearing the record when 'm
making it is not overusing any one
echo or effect on a number of
things. That’s more of what 1 have
an obsession with, having enough
of it to go around.”

—Robyn Flans

better to push up the monitor faders
thanto record at hotter levels. The bass
drum is at about minus 7, or at most,
minus 5. There is no way that a VU
meter can react fast enough to let you
know what levels you can actually
take. I try to keep the recording of the
drum kit at about minus 5, or 3. That
way [ have more flexibility later in the
mix and within the drum kit itself to
make certain elements louder. But if
you record 100 hot. you can't accen-
tuate certain things; it's recorded so
hot that it tolds with too much infor-
mation.

Mick’s playing is about feeling and
spontaneity, with a lot of energy. Each
musician requires a different way of
recording, and my goal for this album
was to continue his legacy and faith-
fully capture his unique personality us
a drummer.

—Greg Ladanyi
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MasterMix in Nashville, Tenn.

Sometimes equipment breaks down in
the middle of a session, and you need a replacement
now. Sometimes a client wants a unique, hard-to-find
piece of gear for one project only. And sometimes you
might want to test-drive an expensive multitrack machine

before making a major capital investment. You can’t buy

everything, so what do you do?



Media Associates in Atlanta, Ga.

For many recording studios, equip-
ment rental has become an increas-
ingly attractive option. No commit-
ment and no headaches. Whether
you're in the Louisiana backwoods or
in the heart of Nashville’s Music Row,
you can usually get any piece of gear
overnight. Pick up the phone and wait
for the UPS carrier in the morning.

Mix decided to look at this emerg-
ing business of equipment rental from
a supply/demand perspective. We
called studios throughout the South-
east and asked them what clients are
requesting. Then we called rental
houses nationwide and asked them
what they are providing. We didn't
exactly come up with a graph and
intersecting lines, but. ..

MASTERMIX

Nashvilie,Tenn.

Hank Williams, studio manager
“Most clients in our remix room know
what we have and augment it with
their own stuff. I've observed that sort
of thing increasingly overthe last three
years. They are buying more and more
equipment. Three years ago, an engi-
neer might walk in with one or two
pieces of gear; now it’s one to three
racks worth of stuff. As a result,
MasterMix does very little rental of
equipment for clients.

“I don’t rent my own equipment to
outside clients, either. For one thing,
they are disappointed when they walk
inand something they need is not here.
But the biggest reason is that it always
comes back in worse shape than it
goes out. I used to rent out my MTR-
90 24-track, and my Publison and some
other things. They just got trashed.”

MEDIA ASSOCIATES

(formerly New Age Sight & Sound)
Atianta, Ga.

Mitch Dorf, studio manager

“In terms of audio gear, we don’t own
the AMS, so occasionally we'll rent that
in a rack that also has GML and some
outboard processors from Eclipse
Audio Rentals. We also do a lot of
video business here, and on that side
we've had a lot of calls for the Beta-
cam system, so we rent that. As soon
as we can, we want to change over
from 3/4-inch to Betacam ourselves so

i Morrisound in Tampaq, Fla.

ALFA
RECORDING
STUDIOS
SANTURCE,
PUERTO RICO
Thc Neve 8232 hasen-
couraged Alfa Recording
Studios  of Santurce
Puerto Rico. to start
reaching bevond the lo-
cal market. Studio man-
ager and vice president
Freddy Bellatlores savs,
“We have pro audio
dealers in Puerto Rico,
but we can't get rentals
locally. Plus. we can get
better prices in the
States.” Martin Audio of
New York has been the
studio’s supplier.




Reid Hall, Tom Race
and Greg Crawford
of Crawford Audio.

ther “user friendly”
devices you'll find in our
recording studios:

Neve 8128
mixing console

Necam 96
automation

Otari 32 track
digital recorder

Synclavier
sampler/composer

New England Digital
Post Pro

Let us custom design the
sound of your next video!

H“ um The Sweelest Sounds Jou W Ever See!

CRAWFORD

A U D | O 535pPlasamour Dr., Atlanta, Georgia 30324 404-876-7149 /1-800-831-8027
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we canshoot and editon it—it's really
a great system.

“We rent out a tairamount of equip-
ment, too. Because we have the only
[Sony] 1610 [recorder] in town. we've
rented that on occasion. We have a
nice package where we rent out the
1610, the editor and a couple of black-
and-white monitors in a case on
wheels.”

THE CASTLE
RECORDING STUDIO
Franklin, Tenn.

Jozef Nuyens, owner/manager
“The Massenburg EQ is what some
clients request. [although] it does cost
extra.” He adds that The Castle will
also rent "microphones or sometimes
eventhe digital machines” to otherstu-
dios. "For new purchases, most
companies or dealers would lend it to
us before we buy. We recently did that
with the Neve Prism rack. We tried it
out with clients, decided we liked it
then bought it.”

CHESHIRE SOUND STUDIOS
Atlanta, Ga.

Tom Wright, Jr., owner

“We have our own rental operation
here, and, in general, we’ve tried 1o
keep it stocked with items we like to
use ourselves. [ guess we still get the
most requests for various pieces of
processing gear. like the PCM70 and
AMS. We also get a lot of calls on our
Mitsubishi digital 2-track. We have a
digital 32-track. too, but it’s a pain to
move around so we don’t really
encourage that going out of here. The
rental side of the business has been
good for us.”

CRAWFORD
POST-PRODUCTION

Atlanta, Ga.

Steve Davis, studio manager
“We don’t rent very much for sessions
because we have most of what we
necd. But there are some outboard EQ
modules, like Focusrite and Spectrum,
that are high-end items some clients
might want. Another item that might
be common to rent are PCM encoder-
type devices, like the Sony 1630 or a
JVC system. because those items are
pretty expensive and you might just
usce them on a mix session. They're
good for mixing down for CD."

ELEVEN-ELEVEN

Nashville, Tenn.

Jobn Abbott, studio manager
“The recent rental trend in this city is

LEARN THE ART OF RECORDING

THE RECORDING WORKSHOP IS THE WORLD'S LEADING SCHOOL FOR "*HANDS-ON'
TRAINING IN MUSIC RECORDING TECHNOLOGY. IN OUR INTENSIVE, 5-WEEK PROGRAM,
YOU'LL LEARN THE CREATIVE OPERATION OF PROFESSIONAL RECORDING EQUIPMENT.
WE'LL TEACH YOU THE JOB SKILLS NEEDED TO SUCCESSFULLY START YOUR CAREER AS A
RECORDING ENGINEER, PRODUCER OR STUDIO MUSICIAN
» 6 STUDIOS FILLED WITH THE LATEST EQUIP-  »INTENSIVE, 5-WEEK PROGRAM GIVES YOU

MENT: DIGITAL RECORDING TO HARD DiSK, MORE QUALITY, IN-STUDIO EXPERIENCE
DAT MASTERING, AUTOMATED MIXING, MIDI THAN MOST LONG-TERM SCHOOLS
AND MUCH MORE » JOB/INTERNSHIP PLACEMENT ASSISTANCE
» SMALL CLASSES, PERSONAL ATTENTION » FINANCIAL AID AVAILABLE
»NO PREVIOUS EXPERIENCE REQUIRED »LOW-COST, ON CAMPUS HOUSING

FOR FREE BROCHURE, PLEASE CALL OR WRITE TODAY

> > THE RECORDING WORKSHOP

3 1-800-848-9900 1-614-663-2510

@%%%RS%PG 455-X MASSIEVILLE ROAD, CHILLICOTHE, OHIO 45601
0 OHIO STATE BOARD OF SCHOOL AND COLLEGE REGISTRATION #80-07-0696T
1989 THE RECORDING WORKSHOP
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VACUUM TUBE SIGNAL
PROCESSING AT ITS FINEST

* TUBE LEVELING AMPLIFIER
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* DUALPROGRAM EQUALIZER
EQP-200

* DUAL CHANNEL
PREAMPLIFIER
TPA-200

* DUAL CHANNEL
-10db to 4db
PREAMPLIFIER
WI-200

Summit Audio Inc

PO. Box 1678, Los Gatos, California 95031 U.S.A,
408-395-2448 FAX: 408-395-1403
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MICROPHONE PREAMPLIFIER
SUPERIOR SOUND QUALITY. RE-DISCOVER YOUR MICROPHONES!

(ACTUAL SIZE)

@ THE BEST JENSEN INPUT TRANSFORMER: THE JE-16-B.

@ THE BEST OP-AMP: THE 990 DISCRETE OP-AMP.

@ DC-SERVO ELIMINATES ALL COUPLING CAPACITORS.

@ THE BEST JENSEN OUTPUT TRANSFORMER OPTION: THE JE-11-BM.

@ ILLUMINATED SWITCH BUTTONS. ZZ
@ CUSTOM KNOB & PUSH BUTTONS.

@ TOROIDAL POWER TRANSFORMER.
THE JOHN HARDY COMPANY

@ UNIVERSAL POWER SUPPLY.
(708) 864-8060 Telex: 910-380-4670

(JOHN HARDY CO)
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P.0. Box AA631
Evanston, IL 60204

VOICE
OVER
BOOTHS

Acoustic Systems'
Voice Over Booths
combine acoustic
integrity with the
ordering simplicity

of standard models.
Voice Over Booths,
which include eleven
BB models, are self
contained, acoustically
engneered enclosures
- L, e = with isolated floor
systems, panel construction with predetermined acoustic performance,
sealed doors, acoustically engineered ventilation and prewired electrical
service. BB Voice Over Booths provide stations, studios and production
facilities a fast-track alternative to conventional, standard construction.
Designed as modular units ;i ﬁ(OUSTlC

BB Voice Over Booths can
also be disassembled,
relocated and reassembled
if changes in location occur.

L - = 2

415 E. St. Eimo Road - Austin, TX « 78745
(800) 531-5412 (512) 444-1961
FAX: 512/444-2282
Sweets Catalog 13.C

Thomas Register
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@ XLR CONNECTORS. GOLD OPTIONAL.
@ TWO METER: OPTIONS. VU-1 SHOWN.

to make available complete racks with
Lexicon 180s. AMS 15 delay lines, AMS
RMX 16 and usually PCM70s and TC
Electronic. It's about as cheap to rent
the entire rack as a 480." He adds that
the studio will often rent equipment
or borrow before muaking a major
purchase.

One dilemma is that clients come
1o expect certain picces of gear in the
studios, so owners may be reluctant
to spend money on unfamiliar items.
Abbott says he borrowed a Roland R-
880 digital reverb after seeing a demo.
“We're trving to decide it clients will
like it, since they're not used to see-
ing it. We're here for the clients—we
try to keep them comfortable.”

MORRISOUND

Tampa, Fla.
Jim Morris, chief engineer

‘There are no rental companies in Flor-
ida. We have to call Nashville or New
York torent equipment. Digital reverbs
are our numberone rental. We already
have a lot, but sometimes we nced
more for mixing. We also rent Dolby
noise reduction when we need it
Morris doesn't find renting helpful

when shopping for new equipment.
“It doesn’t make sense to pay for a
three-day rental to try something out
for a half-hour. We¢ go 1o AES when
we want to try out new gear.’

NEW RIVER STUDIOS

Fort Lauderdale, Fla.

Virginia Cayia, studio manager
“If there is a large demand for a par-
ticular item, we may rent it and even-
tually buy it. For example. customers
were starting to ask for more gates than
we had. We have since purchased
what we need.” The last thing the
studio rented was a pair of SR curds.
Cayia adds that it’s hard to get the client
to pay extri to rent equipment. “We
have just about everything they need
here. Sometimes other studios rent
from us.”

KIVA STUDIOS

Memphis, Tenn.

Gary Belz, owner

“We don't rent much equipment
ourselves, but we do rent a fairamount
to other studios in the area. The most
common things we have calls on are
some of the vintage EQs, like the
Pultecs or the old Neve 1078 modules.
We also get calls on the Massenburg
EQs. Our Adams-Smith synchronizer
is popular, and we also have a small
16-channel API console that we rent



quite a bit. Sometimes a particular
engineer or producer will ask for
specific near-fields. so we keep a
number of those in stock—Yamahas
and Tannoys.

“Tube mics are popular again, and
we've been renting out a lot of those—
we have three U48s and a U149 that
people like, The AMS 15-80S lcaves
the building a lot, and you know what’s
surprisingly popular? Our MIDI equip-
ment. All that we ask is that people
know how to use it before they rent
it, and I'm afraid that hasn't always
been the case. We can get it to you,
but it's not our job to teach you how
it works!”

REFLECTION STUDIOS
Charlotte, N.C.
Mark Williams, engineer
“We scem to have a larger variety of
outboard gear in-house than some of
the other studios around here. A lot of
our out-of-state clients have been sur-
prised at how little they have to rent.
Also, two of the producers who work
here a lot—Don Dixon and Mitch
Easter—both own a lot of their own
outboard equipment and bring it in for
their own sessions.

“We do have some equipment in-

house that's rented. such as a Sony
digital 2-track DASH machine. And we
rent our equipment to other locul
studios, such as TC samplers and
various synthesizers. We've recently
brought in some Tube-Tech equip-
ment that other studios rent from us.
They also rent our DAT machines, like
the Sony 2500.”

SIXTEENTH

AVENUE SOUND

Nashville, Tenn.

Traci Sterling, controller
Focusrite EQs, Drawmer gates, limit-
ers and MIDI equipment. such as the
Roland §-550, are commonly rented
for Sixteenth Avenue Sound clients.

“We don't have much in the way of

MIDI equipment here,” says Traci
Sterling. “The Focusrite modules are
probably the most common item we
rent. ['ve been working for studios for
about five years, and it used to be that
no one rented anything. They just used
what you had. Now every time 1 book
a session I get requests for this or that
special equipment. So they're renting
more outhoard gear all the time. We
just did a project with Peter Wolf of J.
Geils, and we had to rent quite a bit
of outboard gear.”

SOUND EMPORIUM

Nashville, Tenn.

Susan Howell, studio manager
“I'm real familiar with the rental
companies, so I'll work with them as
far as delivery and scheduling is
concerned. But most of our clients
handle their own rentals. They bring
in the special cquipment that they
need.” That special equipment usually
is smaller outboard gear. but with the
demand for digital, Howell is finding
new uses for rental companies. “Be-
cause we're not a digital studio at this
time, digital is at the top of the list.”

STUDIO IN THE COUNTRY
Bogalusa, La.
Eugene Foster, owner
“I preferto buy if we don't already have
the piece of equipment the client is
interested in, and it appears it's going
to be commonly used. We're out in
the middle of the woods in Louisiana.
Still, if anybody wants anything we
don’thave. we can getitin overnight.”
Foster recently purchased a Lexi-
con 480L effects processor and AMS
15-80S sampling delay, after renting
each a few times. As far as other
common requests—tube mics and
such—he already has them in-house,

Bill Porter

ALLEN-MARTIN PRODUCTIONS

b, ﬁ,1
" J‘

J.D. Miller

presents

WE HAVE THE TALENT... AND THE TOYS.
9701 TAYLORSVILLE RD ¢ LOUISVILLE, KY 40299

(502) 267-9658

Nick Stevens

Mark Noderer
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EX CELLEN CE is the result of uncompromising

dedication to quality and service.

JRF is proud of its reputation as a leader in the field of magnetic
heads. Our technical and engineering staff is committed to providing
the finest products and services:

¢ Magnetic Head Refurbishing
* Optical/Digital Assembly
Alignment =

* Full line of replacement heads
IN STOCK =1

* MCl/Sony parts dealer

* 3M parts dealer

* Technical Assistance

¢ Fast reliable service that'’s
unmatched for quality

Responsive to the needs of
the recording industry, we at JRF feel
there can be no substitute for EXCELLENCE

D, Konnodgnoadol’.o.aonzio&undoll,mm E
) Tel: (201) 579-5773 » Fax (201) 579-6021¢ Telex 325-449
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along with a new Neve V Series and
Studer A820 24-track recorder.

ULTRASONIC STUDIOS
New Orleans, La.

Jay Gallagber, owner

“We don't do too much renting be-
cause we're sort of out in the boon-
docks, and we have to remain as self-
sufficient as possible. But, for instance,
right now I'm hooking up Dolby SR
that we rented for the 24-track for a
project. Another thing we rent occa-
sionally is specialized limiters and that
sort of thing. We rented a Mitsubishi
X-850 digital multitrack for a project,
and that worked out well. We also rent
some of our equipment to other stu-
dios, like our F1s or Sony 1000 DAT
recorders. Occasionally, we’ll rent our
Sony 5003 1/2-track with center-track
time code.”

RENTAL
COMPANIES

AUDIO AFFECTS

Burbank, Calif.

Mark Napier

“The hottest hotcake is Dolby SR, both
in 24-channel and 2-channel racks.
Dolby SR and old tube mics—AKG C-
12s, Neumann U47s, Telefunken
251s—are all first-call rental items, but
the bulk of our business is multitrack
rentals. Right now I've got a digital
multitrack in Las Vegas, and I've got
analog machines in Florida and Colo-
rado. Some of these areas don’t have
big rental companies available, while
in places like Nashville, there’s a real
boom going on and we’ve gotten calls
to ship stuff there.

“Over the past couple years, there’s
been a shift to artists working in home
studios,” Napier explains, “and that
affects us, too. Now we’re servicing
both established pro facilities and
home studios. This has opened up a
whole new field for us.”

BLEVINS AUDIO EXCHANGE
Nashville, Tenn.

Randy Blevins, owner

With the establishment of a solid
contingent of rental firms in Nashville,
such as Dreambhire, Digital Associates
and Underground Sound, equipment
rental has become less of a priority to
Blevins Audio Exchange, a leading
Nashville retailer. “We primarily sell
equipment, but we also do some rental
business,” says Blevins. Among the



THERE'S A
BIG IDEA
BEHIND
OUR NEW

PCM-3324A

e

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

The PCM-3324A is Sony's second
generation DASH 24-channel multitrack
recorder, incorporating key technologies
developed for the PCM-3348. Like 2X
oversampling with digital filters for
enhanced sonic performance. Reduced
power consumption. And upward com-
patibility with the PCM-3348.
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But as remarkable as the technology
of the PCM-3324A and PCM-3348 is, the
true beauty of the family of DASH prod-
ucts is that they complement the way
music is made. Tracks laid down on the
PCM-3324A play back flawlessly on the
PCM-3348. And are undisturbed as the

SONY.

PROFESSIONAL AUDIO

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

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

Sany Communications Products Company. 1600 Queen Anne Road,
Teaneck, NJ 07666. © 1983 Sony Corporation of America. Sony is a
registered trademark of Sony.




most oft-requested pieces are Yamaha
SPX90s, Lexicon PCM70s and Neu-
mann U87s. Blevins also acts as a
broker for scarce, yet in-demand,
rental items such as Pultec EQs and
LA-2A limiters that are popular with
many Nashville studios. According to
Blevins, a growing source of rental
revenue is from console rentals for
people who want to do projects in their
houses.

DESIGN FX

Los Angeles, Calif.

David Soran

“Dolby SR seems to be the busiest
item—it’s especially popular for movie
soundtrack work.” Digital multitracks
are always in high demand, accord-
ing to Soran, with “the Mitsubishi X-
880s and X-850 staying quite busy,
while the Sony PCM-3348 is starting
to pick up. We also rent a lot of vin-
tage gear: Neve EQs, Pultecs and tube
mics, especially the Neumann U47 and
AKG C-12.7

DIGITAL ASSOCIATES
Nashville, Tenn.

Todd Kidd

“In Nashwville, digital multitracks atways
do well as rentals, and two of the

= ON/ ROFF

hottest, most-requested items right
now are the Mitsubishi X-880 digital
32-track and the Sony PCM-2500 DAT
machine.

“The use of DAT recorders has defi-
nitely cut into the digital 2-track rental
business,” Kidd explains. “We have
some Mitsubishi 2-tracks, but since
DAT came into play, the rentals of 2-
tracks has come down dramatically.
We used to rent a tot of 2-tracks to
studlios, and later, they’d also end up
being rented to the mastering houses.
Today, a lot of the studios are mixing
on DAT and sending DAT tapes to the
mastering houses.”

DREAMHIRE

New York City, N.Y.

Chris Dunn, general manager,
Dreambire USA

Dreambhire has been in the New York
market since July 1989, in London
since September 1984 (where, like
New York, they share business ties
with Battery Studios) and Nashville
since October 1988.

“People rent whatever they need,
and they need a hetluva lot. The most
popular items—those that go out most
frequently—are Dolby SR racks and
the Mitsubishi X-880. 1 could say the

[Lexicon] 480L is popular, but that's just
one of four dozen otherthings that are
extremely popular.

“We're working on establishing
ourselves in the studio market with one
eye on broadcasting. We are begin-
ning to get across to the jingle houses
and the post-production  people,
because we are the only rental com-
pany carrying a brand new, fully
updated Lexicon 2400 Time Squeeze.
Same with our Calrec Soundfield. The
only problem with jingle and broad-
cast work is they only want equipment
briefly—one day at a time. “But it’s
business.”

S.L.R.

New York City, N.Y.

Joe Kernich

“Our studio business is primarily
keyboards and musical instrument
amps. Our outboard department is just
getting off the ground, so we have a
limited inventory, and | couldn’t tell
you what's hot in that area. Of the
keyboards, the Korg M1 is our most
popular rental.

“We also rent Hammond B-3s. I've
been here about two-and-a-half years,
and over the past year I've definitely
seen a lot more B-3 rentals.”

YAMAHA e
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TOY SPECIALISTS

New York City, N.Y.

Bill Tesar, president

Six years ago, Bill Tesar and his wite,
Rita, began Toy Specialists in New
York City with one piece of equip-
ment: a LinnDrum. Today. the com-
pany rents nationwide.

“Right now, we're secing a large de-
mand for Dolby SR.The Sony 3348, 18-
track digital is starting to get real
popular. That and our Mitsubishi X-850
32-track digital. So we're doing a fairly
brisk digital multitrack rental. I think
the 48-track machine is going to have
a great future. because a lot of studios
are used to working 48-track analog.
Ivsawondertul machine. The tape trans-
port is extremely fast and sophistica-
ted, and the editing on it is really good.
I guess the next jump is going to be
hard disk, random access storage.

“We have a pretty diverse catalog—
everything from mics to outboard gear
to digital multitracks—and we also
carry a considerable amount of MIDI
equipment, probably more than any-
one else in the country. That stuff
comes oul about every two weeks,
some MIDI box or drum machine, so
it becomes increasingly tough for us
to determine what to buy. You want

SCROLL
BACK
b |

EXT CTRL
ASSIGN

o offerall the bells and whistles; that's
kind of what people come to expect
in a rental company.”

UNDERGROUND SOUND
Nashville, Tenn.

Mike Casey, representative
Business is up at Underground Sound,
arental company that has come a long
way in its three-year existence. Accord-
ing to Casey, some of the most sought-
after items in recent weeks have been
the Tube-Tech and Summit tube lim-
iters; the Panasonic SV-3500 R-DAT;
Eventide H3000 Ultra-Harmonizer:
Focusrite processors; and a Stephen
Paul-modified C-12 mic that “every-
body seems to like.” Full outboard
racks have also been popular with
studios and producers, says Casey.
“We have a cutting rack with EQs and
limiters—which stays busy—and for
mixing, we have a full reverb rack with
Lexicon 480s, AMS reverbs, delays and
more. It stays out quite a hit.

*I run two rental companies—
Underground Sound and Ears Audio
Rental,” Casey explains. "Ears is a
brokering company that doesn’'t own
much equipment but handles re-rent-
als. This is pretty easy to do here in
Nashville; 10 a degree, this town is all

AN
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one big happy family.”

V.R.l. SCHARFF

New York City, N.Y.

Mike Mueller, director of sales
When New York's Martin Audio
changed hands last July, its rental
company was merged into the already
merged A.T. Scharlf and Video Rent-
als, Inc. The new company is called
V.R.1. Scharff.

“We have been doing a lot of rentals
of DAT recorders. says Mike Mueller
of Scharff. “Right now our most
popular models are the Sony PCM-
2500 and the Panasonic SV-250. We're
also renting both Dolby A and SR units
in 2-channel and multitrack versions.
and analog 24-, 16- and 8-track record-
ers, as well as 2-track—whether it be
1/4-inch, 1/2-inch or center-track time
code. We use Otari tape recorders.
We've found that they are the best ma-
chines for us. We need a durable
machine here in the New York mar-
ketplace. We're also doing well with
processing packages—digital reverbs,
compression units. gates and things of
that nature.” ]
This equipment rental forum iwas
compiled by the Mix editorial staff.
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arm up this winter at New
River Studios and enjoy the
tropical old world charm of

Florida's premier recording facility
Nestled in the heart of Ft. Lauderdale

gourmet restaurants and exciting night

spots.

n the midst of this vacation paradise
ou'll find a world-class recording

y
/stud/'o featuring a NEVE 8108 with
NECAM 96, and twin STUDER A800's.

ith platinum albums and
Addy Awards to their credit
you can see why New River

Studios offers the finest in recording

excellence under the sun.
Call New River Studios today!
Ft Lauderdale (305) 524-4000

Miami (305) 947-9393
408 South Andrews Avenue

Mﬁ N . Fort Lauderdale, Florida 33301
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PRODUCER’S DESK

by Robyn Flans

NASHVILLE’S
NEW BREED

PRODUCERS ON THE MOVE—JOSH LEO, BARRY
BECKETT, JAMES STROUD AND WENDY WALDMAN

he times they are a-changing for what
has long scemed a recording tormula
in Nashville. There used to be an in-
delible line drawn between the live
and recording bands (where never the
twain did meet). Drums were a mere
formality. and the apparent sameness
of the recorded music created a stigma
surrounding the product coming from
what is sometimes known as the Third
Coast.

In light of that
traditional  ap-
proach, it is sur-
prising that Nash-
ville record com-
panies and coun-
try  radio have
embraced  four
new producers—
Josh Leo., Barry
Beckett,  James
Suoud and Wendy

Waldman—
spouting some
rather revolution-
ary viewpoints. It
is interesting that
all four of these
producers  are
transplants.

Josh Leo came
to Music City via
the L.A. record-
ing scene. where
he played guitar
with artists such
as J.D. Souther.
Jimmy  Buffett,

Kim Carnes and Glen Frey. While his

production track record consisted of

only one project for Timothy B. Schmit
(recorded in L.A)), record label heads

Jimmy Bowen and Jim Ed Norman,

who knew him as a songwriter of hits
that some of their artists recorded. en-
couraged his move. When he did so
in 1985. Leo’s transition wias remarka

bly painless, and after he co-produced

1.C. Crowley tfor RCA. president joe

Galante asked him to work with Juice
Newton.

Although he says Newton's record
wasone of the best he's ever recorded,
the record company thought they
went over the line, sonically.

“The drums are always the main of-
tender,” Leo says. "I'm a frustrated
drummer. I think they should be the
loudest thing on the records. then the
vocal, bass and guitars. Keybourds
should be buried. That's a guitar player
saying that. We had four guitar play-
ers playing at the same time on that
album—electric. acoustic. 12-string.

Josh Leo (clown-
ing above) and
Wendy Waldman
(L) are bothtrans-
plants from L.A.
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PRODUCER’S DESK

distorted guitars. weird guitars, guitars
recorded at half-speed.

I think lengincer] Eric Prestidge,
one of the best engineers I've ever
worked with, has the distinction of
being the first person to put a back-
wards snare drum on a country rec-
ord. People don't know what theyre
listening to. but there's a bhackwards
piano on the Dirt Band's'Baby's Got a
Iold on Me, on the intro. and there's
a backwards snare drum throughout
"Fishin™ in the Dark.

“The most important thing is to hire
abunch of really good plavers who you

have contidence in, and don'ttell them
what to do. Let them be creative”
As for favorite studios, there is no
hesitation before he says, “Emerald,
without a doubt, is my favorite studio
intown because it's the most updated.
[ like the SSL. I love APL but nobody
has onedown here. wish they would
open up a studio with APls in this
town. But Emerald has a big room to
put the drums in and then four or five
isolation booths, which I really like
because. while I like to do a record as
live as possible. I do need isolation
rooms. I like Masterfonics or Emerald
for mixing. Emerald just has the most
outboard gear. Mastertonics has a

FIRST CLASS

L

-

=¥

« SSL SL4064E Serles Console; 56 Channels

+ SSL G Series Studio Computer with Total Recall
+ Mitsubishi X-850 digital/Studer A-800

* LYNX Time Code Synchronization System

« Most in-house outbcard gear in Nashville

+ On Site IDB Satellite Uplink/Downlink

» Radio Production and Live Broadcast Facility

+ Deluxe lounge and kitchen facilities

(615) 321-0511
1033 16th Avenue South
Nashville, TN 37212
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Fairchild, and everybody in town is
trvingto get them now. When we were
doing Kim Carnes’ ‘Bette Davis Eyes,’
Val Garay would have four or five
Fairchilds just sitting around, so I got
spoiled. Nobody has got the studio in
townyet; they still need to build a huge
room with isolation rooms, but you
can make records here just as good as
you can in New York and LA

Barry Beckett. who split an Ala-
bama record with Leo (side B), has
also been concerned with sonic sen-
sibility within the format. Renowned
as a member of the famed Muscle
Shoals Sound Rhythm Section, key-
boardist Beckett moved to Nashville
around the same time as Leo, but had
a much harder time breaking into the
production scene.

‘[ called up every producerintown
and only five returned my calls,” he
reminisces at Digital Recorders dur-
inga Ray Benson [Asleep at the Wheel)
session. “None of them hired me to
play. [ sat in that apartment for three
or four wecks, watching soap operas,
waiting for a call. Finally, I got a little
mad about it and said, ‘I'm not going
to getanything by sitting around here,
so I talked to some publishing com-
panies and they started hiring me to
play on some demos. | had to come
in as a player; nobody was going to
hire me to produce.

"The move was a very big transi-
tion,” adds Beckett. lighting another
in a series of cigarettes. [ was very
nervous about it. ‘It doesn’t matter how
good you are,” they used to tell me.
‘You're not going to get anywhere
unless you know somebody,” and a
lot of that is true.”

A manager by the name of Bill Car-
ter convinced Shelly West's manager
to take a chance on Beckett. Jim Ed
Norman lent his name to the project,
and Beckett was off and running in
country music. In fact. he and Norman
got along so well that Beckett worked
in A&R at Warner Bros. until he de-
cided he just had to be a full-time
producer.

“There is a certain feel that I just
have gotto have and a lot of it involves
being live,” Beckett says. “What’s
important to me is encrgy, obvious
dynamics and melodic lines. I like the
fills to be melodic and difterent sound-
ing. [take great pains to come up with
different lines or to be involved with




someone who comes up with differ-
ent lines.

“I'm working with Chris McKay,
who is a new act on Arista’s pop
division. Good songs. good singer. It's
music | haven't had a chance to do
since | left Muscle Shoals, and I'm
having a ball with it. We're cutting at
Digital, and we cut her stuff on the
Neve with musicians who could think
pop. I used Eddie Bayers, Michuel
Rhodes, Reggie Young. Mike Lawtler,
her own acoustic plaver and myself.
Justin Niebank was the engineer.” says
Beckett, who likes the convenience
of Digital Recorders” four rooms when
he has to stack projects, as well as the
two Neves. “For mixing, 1 like Castle
and Masterfonics. If T record on a
Trident, then I'm going to want to mix
on an SSL or a Neve, If [ record on a
Neve. I'm going to want to mix on an
SSL or something else.”

Like both Leo and Beckett, James
Stroud came from a background of
R&B and pop. having started as a
partner in Malaco. Inc., a record and
production company in Jackson.
Mississippi. He worked as a sound

engineer. studio drummer and pro-
ducer on such acts as Paul Simon. the
Pointer Sisters, Dorothy Moore, Paul
Davis and Eddie Floyd. After working
with Melissa Manchester. Dionne

Warwick and Eddie Rabbitt in LA
stroud moved 1o Nashville to be a
plaver.

“1 figured the best way 1o learn
would beto play forthe best,” he says.

PHOTO: M.J. MORRIS
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A d . Th A Itident pioncered sophisticated audio A new standard is emerging from the - With four sterco busses, dvnamics,
VanClng ¢ Art. mixing systems over two decades ago. company that continues to define audio — stereo inputs, integrated machine
You cut and mixed vour besttracks on - integrity. Vector. the latest in Audio for — control and fader automation options.
a lrident and have since longed forour - Video mixing technology. I6s heritage — there really s no other choice. Audition
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PRODUCER’S DESK

“I learned different ways of getting
sounds out of my drums for the
market, and [ watched how the pro-
ducers here treated the textures of
instruments, as well as song structure
and song arrangement from them and
the artists. Then 1 applied the things
I learned to my method of production.
I had to come up with a completely
different method. Specifically, the
sound was a little more subdued, and
the chord structures were not as intri-
cate. Also, the music was much more
acoustic, which means I had to tone
my drums down a little bit so they
wouldn't overpower the acoustic
instruments. When 1 started produc-
ing here, the things I produced were
a little too brittle and too aggressive
for the market.”

He also learned from owning
Writer's Group, a publishing company
that had the incredible fortune of
publishing “On the Other Hand,” the
monster hit that won every award for
a then-fledgling Randy Travis.

“When I got that going, [ went back
to the writers and developed them as
artists and produced them {Schuyler,
Knobloch and Overstreet],” Stroud

says. "When Isold the Writer's Group
to Screen Gems. 1 wanted to turn my
attention fully to producing records.
figured if 1 could look at production
from a player’s standpoint, a publish-
ing and song standpoint, and from a
lubel standpoint, then I have pretty
well covered the bases.”

As director of A&R for Universal
Records where he was also a staff
producer. his production philosophy
created a huge hit in Clint Black, one
of the few projects he is allowed to do
outside the Universal label. [Editors
note: Just before Christinas it was
learned that Stroud bas moved from
Untiversal to become head of AER for
Capitol Records.]

“Eddie Rabbitt's Horizon was the
first country record 1 played on, and
that was cut as a band. With Clint, I
went back to my old thoughts of, *Let’s
use his buand; let's not hire studio
players. Let's sce it we can get Clint’s
music to match his lyrics. They're really
real.” T went down to Houston and
worked with his stage band during the
day ata club he was playing. He would
play that music at night, and if it wasn't
working. we could sec it in the crowd.
The next day we'd work on changing
it and try it again that night. Then we

went into the studio and cut tracks as
a band.

“I did the same thing with Charlic
Daniels, but he did most of the pre-
production work. Charlic writes the
songs, and his band has been with him
for years, so we wanted to have his
band playing. We wanted to update
his sound, song structure and arrange-
ments, though, so that's what we did
with him. His last two albums are quite
different from his earlier work. We got
a little more technical with the sound.

“I'll use digital for some bands and
analog for others. If I'm going for a
real aggressive, Charlie Daniels-type
drumsound. I'll cut itanalog and then
move it overtodigital. With Wild Rose,
they have a lot of acoustic instruments,
mandolin and steel work, and they do
alotof brush work and real crisp solos,
so 1 did that digitally because I wanted
the most crisp, clear sound. If I'm
cutting digitally, I use both rooms at
Sound sStage and Emerald and I mix at
Masterfonics. If I'm cutting analog, Fll
use Quad Studios or Reflections,
which are both Neve rooms. Plus, 1
have all my outboard gear, which |
take with me. I have two racks of
echoes, limiters. a lot of Sontec equip-

— CONTINLED ON PAGE 130

PROFESSIONAL AUDIO AND
MUSICAL EQUIPMENT RENTALS

NEW ACQUISITIONS TO BE FOUND
ON OUR NEXT RATECARD—
AVAILABLE SOON!

LONDON: AKAl ADAM « EMU PROTEUS-XR « MITSUBISHI X880 « MITSUBISHI X86 (20BIT VERSION) «
FOSTEX D20 DAT « OTARI MTR20 %" 4TRACK « FORAT F16 » NEVE PRISM EQ’S & DYNAMICS - ROLAND
RD300S & A80 « ENSONIQ VFX « ANOTHER DOLBY XP24SR

NEW YORK & NASHVILLE: SONY PCM3348 - MITSUBISHI X880 WITH APOGEE FILTERS « MITSUBISHI X86 -
OTARI DTR900 WITH APOGEE FILTERS « OTARI MTR12 %" 4TRACK « FOCUSRITE 12 CHANNEL SIDECAR
WITH SSL INTERFACE « LEXICON 2400 TIME SQUEEZE « NEVE PRISM EQ’S & DYNAMICS - GAMMA
ELECTRONICS B.A.S.E. « APPLE MAC SE30 « EVENTIDE H3000SE - SOUNDCRAFT 200B SEQ16 MIXER -

PANASONIC SV255 DAT » EMU SP1200 - ROLAND TR909 « SUMMIT TPA200 TUBE MIC PRE’S « ROLAND M16E
RACK MIXER « BLANK SOFTWARE ALCHEMY 2.0 SAMPLE EDITING SOFTWARE FOR MAC « FORAT F16 »
CASIO FZ1 « KURZWEIL 1000PX/SX/HX MODULES « ACOUSTIC RESEARCH AR18BX MONITORS « TANNOY
SGM10B MONITORS « SONY BVU800 U-MATIC VIDEO DECK « PANASONIC AG1830 S-VHS DECKS « SONY
PVM2530 CUBE MONITORS » KORG DVP1 DIGITAL VOICE PROCESSOR-VOCODER « SONY PCM1630 WITH
APOGEE FILTERS + DMR4000 « TASCAM MS16 1” 16 TRACK RECORDER « KLARK TEKNIK DN780

LONDON, ENGLAND: 01-451-5544 « NEW YORK CITY, USA: 212-691-5544 « NASHVILLE, TENNESSEE, USA: 615-321-5544
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STUDIO B

“

Memories

of
Little Victor

BY MISSY BAKER

efore every major record label
B and numerous other music in-
dustry personnel had offices on
Sixteenth Avenue in Nashville. what
is now known as Music Row was a
quiet, residential neighborhood. Then,
in the mid-19350s, Chet Atkins, an RCA
recording artist and assistant to Steve
Sholes in the A&R department, per-
suaded RCA Victor to build a new
recording studio in the area.
Quite a bit has changed in Nash-
ville since the unsuspecting residents

(Photo left) Country crossover star
Jim Reevesrecorded several hits in
RCA Studio B, including “He'll Have
to Go,” “Welcome to My World”
and “Love is No Excuse.” Pictured
here are (I-r) AnitaKerr, Reeves and
Chet Afkins.

(Photo top left) This RCA custom-
built mixing console was installed
in RCA Studio B in 1971. With 25-
input capability and 16 outputs, it
accompanied a 16-track Ampex
MasterMaker 1000. The speakersin
the background are Altec 604s and
are original to the studio.
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32 TRACK DIGITAL-24 TRACK ANALOG
615) 327-8787

1217 161h Ave. South
s Nashuille,
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‘““Please pass the
Talkback?”

Finally...

A high performance

infrared remote that

activates your talkback from
anywhere in the control room.

* No aiming necessary

« Easy installation

* Very affordable

Call for more information.

TB-4 Communicator
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ELECTRONICS, INC.

Alre, (213)475-7570
¥ 1515 Manning Ave. #4
4 ‘ Los Angeles, CA 90024

of Sixteenth Avenue welcomed Little
Victor in 1957. Now known as RCA's
Studio B, it is a historic site operated
by the Country Music Hall of Fame and
Museum. The unassuming, pastel
hued, cinder-block building has been
called the birthplace of the Nashville
Sound. as well as the birthplace of
some 47,000 recordings.

The studio was originally built to
the specifications ot William Mil-
tenburg, RCA Victor's chict engineer
and recording manager. “Bill Mil
tenburg drew the plans for the build-
ing out on a dinner napkin,” Chet
Atkins recalls. After onlv four months
of construction by the J.B. Regen
Company. the “house that Chet built”
was completed November 6. 1957, at
a cost of $39,515. The quaint build-
ing. which measured 65 by 150 fcet.
had a single story in the front and two
storivs in the rear. Offices for Atkins,
Ed Hines (manager of RCA’'s custom
scervice), and the engineering oftice
were located in the front, leaving the
studio in the rear with a two-story
session room and an echo chamber
over the control room.

The ccho chamber was a small,
square room with plaster walls. ~After
a couple of years,” Atkins says, “we
bought « German echo unit, which
wis a metal plate enclosed in a wood
cabinet that is about the size of a bed
and stands up on end.” Due to luck of
space, the new German unit was
placed inthe echo chamber. “1 remem-
ber I had quite an altercation with
Miltenburg.” Atkins continues. "I said.
‘Yeah, we had an echo room, but
you've put this German unit in there.
Now we have a good plate unit, but
we don’t have a good room unit.” So
he got smart with me and gave me a
lot of technical talk. I got Aaron
Shelton, who was at WS Radio, 10
explain how it affected our room
technically by putting that German unit
in there. [ squawked enough, and so
they built other rooms. We had mostly
German units, and we didn't use the
room much anymore.’

The other rooms were builtin 1901
An 18- by 150-foot addition was put
onto the front of the building and
provided more office space and a
mastering lab, as well as room for the
German reverb units.

In 1964, RCA built a much larger
office building and recording studio.
The new studio was twice the size of
the previous one and was called Studio
A Little Victor was then dubbed Studio
B. Although the new facility was better
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Strap on your seatbelt. DigiTech just
turbo-charged signal processing.

Intreducing the DSP-256. A High
performance, multi-effect digital signal
processor with features like: 20 HZ to 20
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| Tweaking
Studio B

Veteran engineer Bill Porter has
been credited by many as helping
to create the “Nashville Sound.” He
engineered 37 gold records, 11
Number Ones, and through his
work with Elvis, Roy Orbison, Don
Gibson and others, he was instru-
mental in blending pop with coun-
try music. But when he walked into
RCA Studio B on March 31, 1939,
he wasn’t at all pleased with the
sound.

“Acoustically, that room was bad
in terms of not being proper,” Porter
says. “The numbers should not di-

equipped. Studio B had already earned
a reputation for its sound.

“There was always a lot [of record-
ing| in Studio B becausce it had been
sosuccessful,” Atkins says. “Jim Reeves
had cut so many hits there. Elvis fi-
nally recorded in A a couple of times,
but he preferred B. A was a big barn
of a room.”

The first mixing console installed
in Studio B was an RCA radio station

vide into cach other or you get
standing waves. We had those out
the rear end.

“Tommy Strong and I went out
and bought these acoustical tiles,
24-inches wide and 4-feet long,”
Porter continues. “We cut those up
into sections of three and made tri-
angle tents out of them. We hung
them from ditferent heights around
the ceiling, and it solved so much

of the problem that musicians
would come in during playback |
and say, ‘My God, it’s never sound-

ed that good in here before.”
“They called those tents *Porter’s
Pyramids. The room took on a neu-
— CONTINUCED ON PAGE 6Y

tube console with four inputs and one
output for monaural recordings. Inthe
early '60s a 3-track mixing bouard with
12 inputs and four submasters was
installed. “When [ first started work-
ing here [in the carly "60s], we were
cutting everything to a 2-track mas-
ter,” says Bill Vandervort, a former
engineer for RCA. “We didn't do any
overdubbing. We just cut the 2-track
muaster, edited that out and sent it to

New York to press records from. And
we ran a 3-track master as a safety
copy.

“We did have one artist at that time
who was overdubbing, as such,
named Skecter Davis,” Vandervort
adds. After Betty Juck Davis, Skeeter's
partner in the Davis Sisters, died inan
automobile accident, Skeeter began
overdubbing her own songs. At that
time we didn’t have the facilities to
overdub, so we had a 3-track machine
in the buck room and we'd play the
tape back there and then record it
again in the control room. We couldn’t
actually overdub onto the sume tape
at that time, so it was like making a
copy of a tape and then adding
something onto it at the same time.”

Before the success of Studio B, RCA
executives were giving the operation
used equipment from RCA's other
studios, and the engineers often
improvised and made their own. “At
one time we had a little outboard
mixing thing that we built ourselves.”
Vandervort says. *“We’d cut a 16-track
on [the 3-track board], do four tracks,
and then we had a little outboard mixer
that we'd use and play those back
through one of the knobs. Then we
could record two orthree more tracks
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Elvis Presley recorded numerous hits in Studio 8,
including his biggest selling single, "I1’s Now or Never.”
Pictured are Presley, the Jordanaires and Millie Kirkham
at one of Presley’s last re-
cording sessions in Nash-
ville. (I-r) Neil Matthews,
Gordon Stoker, Kirkham
Presley, Hoyt Hawkins and
Ray Walker. Photo cour-
tesy of the Country Music
Hall of Fame and Museum.

on the 16-track. We would do
that until we filled the 16-track
up. Then we'd have to take it
next door 1o mix it down, be-
cause we didn't have ¢nough
knobs over here”

The euarly 3-tracks were
recorded in sterco but mixed
in mono and. forthe most part,
mixed live. “We didn't have
Jotof mics back inthose days.”
Vandervort recalls. T remem-
ber the time we cut Bobby
Goldsboro's ‘Honey.” We had
more musicians on the session
than we had mics to accom-
modate. so we had one of the
guvs that worked here running
around with a microphone.
When one of the guvs was
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playing vibes, he'd hold the mic over
the vibes, and when another was
playing timbales, he’d come over and
hold it there.”

In 1971 Vandervort installed a new
mixing console. It had been designed
with suggestions from all of RCA's en-
gineers and was built in New York.
“They got everybody's ideas together
on what they wanted in a board and
built this,” Vandervort says, referring
to the 24-input, 16-output board still
on display at Studio B. There were four
or five consoles built at the time, and
all were used in various RCA record-
ing studios across the country.

Engineers at Studio B made a few
of their own changes to the 16-track
unit. “When they designed this con-
sole,” Vandervort says, “nobody was
using echo on the monitor. If we used
echo, we had to actually put it on the
track that we were echoing, which we
didn’t like because you were stuck
with it once you got it there. We took
all the submasters out, which we never
used anyway, and made monitor echo
sends.”

In 1975 the mastering lab was
converted into Studio D, a vocal
overdubbing studio and a quad mix-
ing room. The session room wus
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revamped: The ceiling was lowered
and lined with perforated acoustical
tiles, the floor was carpeted and the
walls covered with carpeting and
burlap. A rhythm hut was constructed
and divided into two sections—a
smaller one for the upright bass and
the other for the drummer.

The studio was popular because it
provided a quiet sound. Good isola-
tion techniques were improvised even
when no one understood all the ad-
vantages. Owen Bradley, who was re-
cording around the corner in his
Quonset Hut. was also playing around
with isolation. *We were doing basi-
cally the same thing,” he says. “We
were getting there a little different way
sometimes. We had similar equipment.
We were both trying to get lots of iso-
lation for the soloists, which we found
we needed. When we got stereo, we
found out it was very desirable.”

These similar recording styles en-
abled RCA and MCA to simulate Patsy
Cline and Jim Reeves duets for a com-
plete album in the early "80s. As luck
would have it, they had recorded many
of the same songs. “Jim Reeves was
recorded in Studio B and Patsy Cline
was recorded at the Quonset Hut,”
Bradley says. “It was nice to find that

they matched up, and it was not too
difficultto take the voice from one and
put them together because of the
isolation. We were both practicing
very good isolation on the voice so
that the instruments didn’t come inand
cover. We didn't know we were ever
going to do that.”

After selling his Quonset Hut to
Columbia in 1961, Bradley was one
of the many producers on other labels
to book RCA's facilities, recording Carl
Perkins, Red Foley, Ernest Tubb and
a few others in Studio B. Other pro-
ducers to use Studio B were Archie
Bleyer, who traveled from New York
to record the Everly Brothers, and Fred
Foster, who brought in Roy Orbison.
The Everlys and Orbison recorded
some of their greatest hits there, in-
cluding “Cathy’s Clown™ and *Only the
Lonely,” respectively.

Buddy Harman was one of the
session drummers who recorded in
Studio B from beginning to end. *In
the carly years they didn'tuse [baftles).
because I didn’t actually use a full set
of drums,” he notes. “When 1 first
started recording, T just used a snare
drum and a hi-hat because they were
scared of drums in country music. Later
on, when I went to a full set. they
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started using the buftles.”

Elvis Presley wasn't afraid to use
drums, however. Harman used ro play
along with DJ. Fontana, Presley’s
regular drummer. “We used to try to
outplay the other one,” Harman jokes.
“Elvis wanted a lot of heavy drums—
hackbeat on a lot of his stuff. Two
drummers used to give him that.”
[solation for two drummers was alittle
more difficult, but it was casily re-
solved by hanging heavy theater
curtains around the Kits.

Gordon Stoker of The Jordanaires,
Presley’s buckup singers. attributes
some of Studio B's popularity to its
size. “It's an extremely comtortuble
studio.” Stoker says. “ltwasn't crowd-
ed in there. and we had quite a bit of
room in the control roont to just go in
there and listen to our playback.”

Evervone agrees that the routine for
most recording sessions was very
similarwith the exception of Presley’s.
“His first sessions were just ordinary
sessions,” Atkins savs. “Then when he
got famous, he would record at night
and always have a bunch of police
around to keep the girls out. And the
Colonel [Tom Parker] was hoping that
there would be dozens of them out
there, I'm sure. for the publicity.”

Stoker has fond memorices of the
late-night Presley sessions. “Elvis loved
that piano in there.” he says. "He
plaved the piano. and we all stood
around and sang with him on numer-
ous occasions and on many spiritual
songs.”

But apparently not everyone was
at home in Studio B. Stoker remem-
bers the first Roy Orbison session: "He
was so timid and backward and shy,
he couldn’t sing. We tried to encour-
age him by walking over and patting
him and saving. "Hey, man, we'll all
work together and it'll be good.” His
voice just quivered and shook so bad,
and he was so scared that Chet had
me sing in his left ear, right past him.”

In 1977 the RCA studios were closed
abruptly due to the demands of the
National Association of Broadcast Em-
ployees and Technicians union, which
drove up the costs of recording. Jerry
Bradley, Owen's son, had taken over
as manager. According to Vandervort,
“We had a lot of things going on here
that really shouldn't have been. like
two guys working sessions together
where one guy is just sitting here
working the tape machine when it
could have had a remote control and
one guy could have done it. [Bradleyl
wanted to do away with that extra guy
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FROM PAGE 64, TWEAKING STUDIO B

tral characteristic. and the colora-
tion that was there before went into
the background. Sothe signals from
the instruments were basically
clean. And. of course. I'm not a per-
son who's into close-miking. I nev-
erwas. My attitude is that ‘the right
mic in the right place will get vou
the right sound.”

Mic placement was crucial to
Porter. because there were so many
acts coming into Studio B—usually

| four a day, seven davs a week—
| thathedidn't have time to tune the
room for cach sewup.

“We found these dead spots
where the standing waves canceled
cach other.” Porter savs. “Then we
marked x's on the tloor where we
| pul microphones thatwe had to do

a lot of gain with, like a vocal mic

oracoustic guitar, so we'd get mini-

mal leakuage. For our sound source
| we beat on a tom to get a low-fre-
quency. resonant-type sound. then

except in cases where he was really
needed. like on live sessions.”
According to Atkins: “We must have
had ten or 11 people. The personnel
man came down [from New York|, and

we'd move mics around.”
By “the seat ol his pants.” Porter

learned the personalities of differ- }

ent mics. He used mainly Neu-
manns, the U7 U48. M49 (which
he liked tor strings). and the KM36
("nice silkiness, reinforces  the
toms”) and KMS4. T know the way
I placed mics made a dilference.”
Portersays. “Icould not go in there
with a rock n"roll band and geta |
decent sound. The room would, to
coin a phrase. regurgitate 1o vou,
throw it back at vou. No matter |
what vou did you could not get iso-
lation. If vou listen to some of those
carly Elvis recordings T did in ste-
reo. the room acoustics give an }
illusion thatitwas a big sterco stage.

I vou get brainwashed in the
fix-it-in-the-mix concept. you're
alwavs going 1o do that, but then
vou lose the naturalness of the
sound. The instrument. including
the voice, should speak for itself.” |

—Tom Kenny |
he said, "We're not going to give in to
vour demands. and. if you insist on
them. we'll close the studios.” They
finally decided he was bluffing. and
they called his hand and he closed the

studios.”

During the studio’s 20-vear history.
there were more than 16,000 record-
ing sessions, generally four a day.
seven davs a week. The famed
Nashville Sound™ musicians, includ-
ing The Jordanaires, Harman and
Atkins, were present at many of these
sessions. With 40 gold records and an
average of 60% ol the records on the
country charts during the studio’s
operation, Studio B had quite a rec
ord of its own. Almost all of RCA's
artists, as well as many others, came
to Nashville to record in studio B—
Barbra Streisand, The Monkees, Perry
Como. Ann-Margret, Eddy Arnold.
Flovd Cramer, Dolly Parton and Por-
ter Wagoner.

The Country Music Foundation
acquired the building in 1977 and has
since run daily tours through the
legendary studio. Music tans of all sorts
are fascinated by the opportunity 1o
experience the recording studio as
many of their favorite recording art-
ists did over a decade ago. |

Missy Baker is a student at Xavier
University and an occasioncal toiir
guide for the Coruntry Music Hall of
Fame el Miserini.
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ARTIST'S STUDIO
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ARTIST'S STUDIO

signing or about to sign major label
contracts

Keane built his success around—
and designed his studio in accordance
with—his gut fecelings about music.
These are feelings shared by most of
the Athens music community. “F'm not
into techno-pop,” he says. “Music
generated with sequencers and syn-
thesizers kind of leaves me cold.™ His
preference is for music “played by
human beings instead of machines,”
and it's not surprising that he has not
bothered much with computers, syn-
thesizers, samplers or drum machines.
Keane is also wary of an overconcern
with sound processing. “In the inter-
est of getting everything sparkling
clean and absolutely perfect, a lot of
producers kind of miss the point as far
as how music feels as opposed to how
technically perfect it is.”

Keane's ideas about music guided
the evolution of his studio. By 1983 he
acquired an 8-track recorder, and soon
afterwards he settled on using his
home’s dining room as the control
room and the parlor as the studio. The
parlor was cramped and box-like, and
because he did not yet know much

about acoustics and covered its walls
with foam rubber, it was so dead that

n the inter-
est of getting ev-
erything spar-
kling clean, a lot
of producers
miss the point of
how music feels
as opposed to
how technically
perfect it is.”

musicians at times could hardly hear
each other. Still, with this setup he re-
corded his first project on a significant

label—a 198+ single by the Hindu Love
Gods for IRS. featuring Warren Zevon
on piano. Itwas atabout the same time
the budding R.E.M. began coming over
to record.

By 1987 Keane wanted to get more
serious about recording albums, so he
bought an Otari MX-70 16-track re-
corder and a new TAC Matchless
console equipped for upgrading to 24
tracks. He then planned the renova-
tion and expansion of the parlor into
his current studio, “because that little
square dead box wasn't cutting it.”

Using drafting skills he acquired at
Southern Tech in Atlanta and a couple
of books on building small recording
studios, he designed the room himself.
His primary consideration was his
desire to allow musicians to play
together while recording instead of
separating them in iso booths. The
bands he works with, he explains, want
the music on their demos and records
to “sound like it does in a club. They
want to have the energy they have live,
and the only way for them to really do
that is for them to all get in a room
together, watching cach other and
playing together.” Playing in each
other's presence is especially impor-
tant for some of the new bands Keane

=SS f
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works with—groups that sometimes
have no studio experience. Another
important consideration for Keane in
designing the new room was that it
gives him the big garage sound and a
good acoustic drum sound.

The studio Keane built and uses
today delivers both the environment
and sound he was looking for. Finished
in August 1988, it is 2 non-rectangular
floating room approximately 27 x 20
fect atits widest points. with neoprene
absorbers. The angled ceiling peaks at
16 feet. The studio has only one win-
dowed iso booth—used usually for vo-
cals. Two other closet-like iso booths
are used for guitar amps, allowing
musiciansto play together while main-
taining sound separation.

The room has a red oak floor and
Sheetrock walls and ceiling. To create
a studio with one end more live than
the other, Keane affixed beveled ex-
terior cedar siding to the waulls at one
end of the room and absorptive fiber-
glass panels covered with burlap at the
other end. He puts the drum kit at the
more live, cedar-lined end of the room
to get the sound he wants. With the
design assistance of Steve Hartman, an
acoustic consultant from Atlanta
Keane also built and installed absorp-
tive acoustic ceiling panels.

The control room. he says, is still
“basically a dining room. It's not exactly
acoustically designed, but it sounds
good in there and I'm used to it.”
Hartman is now building Keine new
monitors.

Last spring Keane upgraded to 24
tracks with the purchase of an Otari
MTR-90II 24-track recorder. His studio
also has a Tascam 42 2-track recorder
and a Sony DTC-1000ES DAT. His
monitors are UREI 809s. Other gear
includes Lexicon PCM70, Lexicon
PCM42 modified for sampling and a
dbx 900 rack with extensive process-
ing equipment. He's stocked the mic
selection with ones from Neumann
Bever. AKG. Sennheiser, E-V, Shure
and Countryman.

These days Keane continues to
work with emerging Athens bands,
Atlanta bands and projects involving
members of R.E.M. Last August he
engineered a record of acoustic music
written and performed by Kevin Kin-
ney of Drivin’ & Cryin’: Peter Buck of
R.EM. produced the album. This year
Mike Mills. bass player for REM.. isin
Keane's studio working on a film score.

One of the newer Athens bands
Keane has been working with and is

excited about is the Chickasaw Mudd
Puppies. an oftheat group whose
music is based loosely on primitive
country blues and who have appeared
onstage playing garbage can lids—with
kudzu and cow skulls hanging from
the ceiling. The band and their fans
alike were surprised when PolyGram
signed them for their first album. Their
second album is now in the planning
stage. Half of it will be recorded in Los
Angeles with Willie Dixon producing,
the other half at Keane's studio in
Athens with RE.M.'s Michael Stipe as
producer.

Looking toward the future, Keane
wunts to move into more of a pro-

ducersrole and work with more artists
onmajor label projects. He is especially
on the lookout for groups with a real
message, both because he enjovs
working with such groupsand because
he feels thev will go farthest. “1 guess
mainly what I look for in a band is hon-
esty and emotion.” he says. "It doesn't
really matter whether they play rock
or country or folk or new wave or
thrash—if their lyrics are honest and
they have something to sav.” |

John Craig is a freelance writer in

Athens. He has written for Southpoint
and Emory Universityand the Univer-
sity of Georgid cilimni magdazines.
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LUNCHING WITH BONZAI

by Mr. Bonzai

HERBIE HANCOCK:
CooL Fusion

Both Picasso and Herbie Hancock mas-
tered traditional forms and styles at
an early age, gained critical acclaim,
and went on to shock their followers
with innovation and abstraction. Picas-
so used found objects in his collage
and sculpture; Hancock uses concrete
sounds and found samples in his mu-
sic. The rules were broken as the reb-
els drew from international sources
and freely mixed. Both artists make
us rethink our ideas of reality and
open our doors of perception, yet they
both make us feel comfortable in the
twilight zone between art and life.
Barely out of his teens, Herbie Han-
cock became a leading force in the
heyday of '60s jazz. The jazz crowd is
a tough audience, and he won them

over in his work with Donald Byrd,
Miles Davis and the cream of the se
rious contenders. Compositions such
as “Watermelon Man" became world-
wide standards. His first film score was
for Antonioni’s 1967 breakthrough
Blow-Up. Herbie came on strong, then
took jazz to new levels of cool fusion.
In 1973 his Headbhuntersalbum helped
define jazz funk, and in following
years he has swung easily with his old
fans and new. The '80s brought a Best
Original Score Oscar for his Round
Midnight music and a Best Concept
Video MTV award for “Rockit.”” A mas.
ter with many forms, he has consis-
tently taken the newest technology

and made it his own.

Bonzai: | couldn’t find your Harlem
Nights soundtrack album. . .
Hancock: I don't
think there is go
ing to be an al
bum, ‘cause they
usually want a
soundtrack that is
going to sell. The
picture takes place
in the late "30s, so
a lot of the music
is period piece mu-

sic. Doesn't seem
to be much of an
audience for that.
Bonzai: Let's go
back to that peri-
od—your begin-
nings. Born in
Chicago in 1940,
so your life fol-
lows the decades
neatly.
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Hancock: [Laughs] Funny thing, ac-
tually. There is something in what you
say. 1 haven't had a whole lot of big
hits, but the few I've had seem to have
happened every ten years. Pretty
strange.

Bonzai: You were trained in the clas-
sics as a kid. Did you have a musical
family?

Hancock: Not particularly. On my
father's side they were mostly into the
visual arts—painters, sculptors, potters.
Both my mother and father took piano
lessons when they were kids, and they
both sang in church. But as far as 1
knew, 1 was the only musician in the
family. Then about five or six years
ago, my father told me about “Uncle
Jack,” whom 1 had never heard of. 1
think he was my grandfather’s brother,
and he used to play in brothels around
the turn of the century. This was where
jazz was played in those days, but my
father told me, “Oh, you could play
anything for Uncle Jack—classical,
jazz—he could hear it one time and
play it by ear.” It was a surprise for me
to learn about him.

Bonzai: Was piano your instrument?
Hancock: Yeah, always. [ started play-
ing when 1 was seven.

Bonzai: But you studied enginecring
in college, right?

Hancock: For two years I was an en
gineering major. But I had kept up my
piano lessons, even in college. Al-
though 1 was mentally geared toward
music, [ thought it would be imprac-
tical to assume that 1 could make a
living as a musician. I had been play-
ing jazz for two or three years by the
time | got to college. 1 could play a
few tunes and improvise a bit. But 1
thought 1 would be sensible and pick
a profession where 1 might be able to
get a job and survive.

I had always liked science, and
liked tinkering and taking watches
apart, building model boats and
planes, that sort of thing. It made
sense to choose engineering or some
field of science.

Bonzai: What changed the direction
of your life?

Hancock: At the end of my second
year of college, I stopped one day and
looked at myself in the mirror and
said, “Who are you trying to kid?” All
the while at college I had been play-
ing solo piano every night in the
women'’s dining hall during dinner. |
went to school in lowa. They didn’t

have too many jazz musicians in lowa,
and this was a small liberal ants col-
lege, Grinnell. I decided to put togeth-
er a jazz concert during my second
year. 1 took anybody who had played
in a dance band, picked up a saxo-
phone or trumpet player, and put to-
gether this 16-piece jazz band.

I had to arrange, so 1 started listen-
ing to Count Basie and Stan Kenton
records, and 1 tried to transcribe the
parts from listening. This taught me a
lot about arranging, and it was also
great for ear-training. Then | had to
teach the different sections how to
phrase the stuff, because they didn't
know how to do that. I wound up
almost flunking all of my classes and
had to cram for all the exams. To put
on this concert, 1 got copies of ar-
rangements from jazz groups at the
University of lowa and lowa State, in
Ames, lowa. 1 took the whole semes-
ter to do it, and when it was done 1
realized 1 was kidding myself trying
to be an engineer. 1 knew the only
thing 1 wanted was to be a musician. 1
didn’t have a choice, so 1 decided to
quit screwing around and changed my
major to music. You'll either survive

al Blaine

and The Wrecking Crew

The Story of the World’s Most Recorded Musician

or you'll die, but you have to do it. |
changed my major and got my BAA. in
music.

Bonzai: How did you get from col-
lege in lowa to joining Donald Byrd
in New York, 1960?

Hancock: Well, during the summer
after school 1 used to work in the post
office as a mailman. After I graduated,
I was a mailman again, except when
September came along I wasn’t going
back to college. 1 didn't go for my
master's right away—I think it was
probably because my sister was start-
ing college and money was tight. My
folks could barely put me through
school, so now it was time for my
sister.

I worked as a mailman and played
piano at night. The first international
musician 1 played with was Coleman
Hawkins. He came through Chicago
and always hired a pickup rhythm sec-
tion. The guy he normally hired, the
best piano player in Chicago, was
Jodie Christian. Jodie had a gig with
somebody else, so 1 was suggested
and got to play with him.

Bonzai: All the while being a mail-
man?

Herb Alpert
“Heal Blaine is an original ™
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Hancock: Yes, but [ have to tell you
the hours for a Chicago musician are
the longest in the world. We played
from 9 in the evening to 4 in the
morning, cvery day except Saturday,
when we played from 9 in the eve
ning to 5 in the morning. We would
also work 14 straight nights, which was
against the musicians’ union rules.
You're supposed to have a night off,
unless it's billed like a Broadway
show. Hawkins would bill the show
like this, and we also made more
money, but after the third day I was
getting sick. I'd get off at 4 in the morn
ing and have to be at the post oftice at
8—you don't get much sleep. [ could
do it now [laughs] —here I am atmost
50—but buack then I couldn’t handle
hours like that. [ was used to sleeping
eight hours a night.

I had to choose between the gigs,
so | quit the post office. And every
body in the post office said, “You'll be
back.”

Bonzai: Did you ever go back?

Hancock: No, but you know what
happened? [ was in Chicago three or
four years ago playing a big festival,
and [ ran into a maintenance man

Pushing the Envelope

When 1 started with Herbie Han
cock in 1976, his live system con
sisted of a Fender Rhodes piano,
clavinet, Oberheim 4-voice, two Amp
Odysseys and an Arp string ensem
ble, all amplified through guitar
amps. My first task was to create an
onstage mixer complete with bi
amped stereo PA. cabinets for his
keyboards. I also built a complete
bi-amped stereo backline for cach
member of the Headhunters, mak-
ing the onstage sound clearer than
ever and more in the control of the
band members rather than the
sound crew.

The next chore was to incorpo-
rate the Sennheiser vocoder for cre
ating artificial lead vocals. To that
end I teamed up with synthesizer
wizard John Vieira to design a mod
ified portable Minimoog with spe
cial touch sensing and modulation
modifications to simulate vocal
stvle vibratos. We rack mounted the
vocoder with the signal processing
equipment, and added a wireless
headset microphone to Herbic's

glasses. A custom digital switcher
mounted on the portable keyboard
controlled all of the signal routing
from each source into and out of
the vocoder rack and finally into
the sound system.

The success of the vocoder sys
tem gave Herbie new confidence
in exploring custom technologies.
He wanted to be able to control all
of his instruments from one com
mon source, and E-mu Systems had
just created a 16-voice polyphonic
sequencer keyboard with a manual
patch bay for CV outputs that was
ideal for that purpose. With the
help of Vieira, Will Alexander and
Jim Cooper, I modified two Mini
moogs, two Arp 2600s, two Arp
Odysseys, the Oberheim 8-voice,
and Prophet-5 to include CV/gate
input and output.

This system required a master
tuning interface that would allow
tuning and trigger conversions for
Herbie's entire system from a sin
gle rack-mounted unit. Around this
time, Wayne Yentis had created a
portable CV controller called the
Clavitar. We simply cross-patched

THE FIRST CHOICE OF
ORDING STUDIOS IS THEIR

- 00.

SECONE

There’s been an interesting phenomenon developing since the

release of the ATR 60/16.

Seems when it comes time to expand, major studios already
owning a 60/16 always buy a second.

100% of the time.

The studios sometimes look at other models. But what they
discover, is that feature for feature, dollar for dollar, no other 16

can compete.

That's because of, among other things, the 60/16's superior
head technology. lt's so accurate that final EQing decisions to be
made right in the sync mode, without rewind or repro verification.

And our special circuitry provides transparent punch-ins for

gapless edits.

Theres also incredibly fast lock-ups, at speeds limited only by
the quality of your other equipment.

So, get into your Tascam dealer and see the machine that has
them coming back for seconds. The ATR 60/16. lt's the industry’s first
and second choice, because it's second to none.

TASCAM.

©1989 TEAC America Inc., 7733 Telegraph Road, Montebello, CA 90640, 213/726-0303.

Circle #058 on Reader Service Card




the Clavitar and the E-mu into Her
bie’s master tuning interface, and
we had our first real multivendor
interface svstem.

As a result of a year-long patch
bay R&D project, Michael lLarner
(patent holder for console automa-
tion display and designer of the
Automatt Studios) and I created a
16-bit, single-board computer sys-
tem that could control each com-
ponent of Herbie’s system. The re
sult was an Apple 2+ terminal with
light pen for user control, SMPTE
interface, and high-speed access to
each instrument processor. This
system was much faster than the

MID! of today.

During these years Herbie con-
stantly came up with new musical
ideas that were impossible to exe
cute. Each design invention fol
lowed from turning Herbie's musi
cal dreams into practical compos
ing and performing reality. His
multivendor interface system in
spired other designers to create
MIDI and similar composing work
stations. Today, Herbie continues
to push the envelope of modern
composition and instrumentation
with the most powerful tool avail
able—the Apple Macintosh.

—Bryan Bell

sweeping up near the dressing room.
He came up to me and said, “You're
Herbie Hancock, right?” I said, “Yeah,”
and he shook my hand. He says, “You
know, [ knew you before, at the post
office. You never came back.” [ said,
“Yeah, vou're right,” and we both
laughed.

Anyway, [ quit the post office. Then
I'm stuck, right? 1 was living with my
folks, and 1 would just wait around
the house for the phone to ring for
gigs. 1 got some work and there was

no real problem. December came
around and I got a call from this club
owner that 1 knew. Donald Byrd wus
coming through, and, as usual in Chi
cago, there was a blizzard. His piano
player had gotten stranded some
where, and Donuld needed a replace-
ment for the weekend to play in Mil
waukee. The club owner suggested
me, and I put on the one maroon jack-
et that I owned and went down to
meet them—Donald Byrd, Pepper
Adams. We got in the car and started

to drive to Milwaukee, except we
didn't get very far because of the
snowstorm. We came back to Chicago
and they wanted to hear me play, so |
took them to this place where they
had jam sessions. I was so nervous
and thought I sounded terrible.
Bonzai: You were only a tecnager,
right?

Hancock: [ was 20. So | came off the
stage after playing and said, “Thanks
so much for the opportunity. I guess
you'll be looking for somebody else.”
Donauld says, “No, are you kidding?
You're going out tomorrow with us.” |
couldn’t believe it. So we made it to
Milwaukee and played for the week:
end, and the next day he said he had
talked it over with the band and they
liked the way I played. They asked if [
wanted to stay on with them and go
to New York and be a permanent
member. I called my folks and told
them what 1 wanred to do. They said
they were behind me all the way, even
though they didn’t really want me to
do it. So, that’s what 1 did.

Bonzai: Were your first records with
Blue Note?

Hancock: No, the first was with 4
label called Warwick, which came and
went. | think the label was around for
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about six months. A vibes player
named Teddy Charles was one of the
owners. He was a friend of Donald
Byrd, who had a contract with Blue
Note. | don't know how he managed
to do a record with Warwick, but Don-
ald was always a good tatker. [Laughs]
He worked something out, but [ don't
even have a copy of that record 1
made. [ wish [ had on¢—maybe one
of the readers has one. | have the
jacket, but no record. Anyway, that was
the beginning. 1 went to New York,
January 18, 1961.

Bonzai: Blue Note has such stature,
such class—what was 50 special about
that record company?

Hancock: So many of the serious,
young leaders in the forefront of jazz
were on Blue Note—people like Lee
Morgan, Wayne Shorter, Donald Byrd,
Art Blakey's group, Horace Silver. Blue
Note and Prestige were the hot jazz
labels, but Blue Note was number
one, because of the people and the
reputation.

Bonzai: Was it because of the treat-
ment of the artists, the recording
situation?

Hancock: Actually, both Blue Note
and Prestige used the same studio.
Rudy Van Gelder was the engincer.
Miles also recorded on Blue Note.
Bonzai: You started with Miles in
1963. What did that do to your life?
Hancock: [ was with Miles from the
age of 23 to 28, and those were my
real formative years—years when 1
learned to develop as an individual
musically. I couldn’t have been in a
better band, a better position. Miles
wus a guy who developed people, and
I found my own style of plaving dur-
ing that time, developed things of my
own, even developed things that in-
fluenced piano players in subsequent
years. It was a very important period
in my life. Also, I did my first film
score during that time, for Blow-Up.
And I did my first jingle for a televi-
sion commercial: Yardley's Men's
Cologne.

Bonzai: Can you still hum it?
Hancock: Yeah. [laughs] Da-de-da

... It’s “Maiden Voyage,” but original-

Iy the music was for the commercial.
Bonzai: Wasn't Victor Feldman play-
ing with Miles at this time?

Hancock: Miles came out to the West
Coast and hired Victor to play with

him, but I guess Victor was doing real
well with his studio work and didn't
want to stay with Miles. That's what 1
heard. He was a great musician—had
such a great touch, and a conception.
Miles did record with Victor out here,
and the first record 1 was on with Miles
had both of us on different cuts. An
album called Seven Steps 10 Heaven.
Bonzai: What happencd after Miles?
Hancock: I recorded an album called
Muwandishi, the Swahili name that was
given to me. | had been thinking
about moving on, because when 1
played with Miles, all the tunes were
geared tor Miles and that group. I had
a contract with Blue Note which start-
ed in 1962, and 1 continued to record
for the label as a leader during the
time | was with Miles. But | never got
to perform any of the tunes I record
ed. So “Maiden Voyage” never got
played until after | left Miles’ band. All
those tunes, “Dolphin Dance,” the
tunes that a lot of people now know
me for. . .

Bonzai: “Watermelon Man™. . .
Hancock: | wrote that in 1962 and
recorded it on my first album. I re
corded it again in 73 for the Head-
bunters album. It was interesting, be




cause when [ joined Miles’ band, *“Wa-
termelon Man” was a hit by Mongo
Santamaria. It got into the Top Ten of
the pop charts, and I was the writer.
Many times vou don’t even know who
the writer is, but because I was a piano
plaver working with Miles and a side
man on other albums, people were
aware of me as the writer. With that
record, I didn't have to depend on my
salary with Miles to sustain myself. |
was getting some nice money from
“Watermelon Man” because every
body wus recording it.

Bonzai: In the late "70s you had some
big hits in England with the vocoder.
You're probably more well-known for
vocoder work than anyone else.
Hancock: | was at the time. People
still use them, and there are new vo
coders being built, From what T un
derstand, 1 think I was the second
person in the world to record with a
vocoder. The first guy was French,
Henri Salvador, but he was a singer.
I'm not a singer, and I didn’t use it
that way. | hadn’t done any vocal al
bums, and I started thinking about my
voice as an instrument. I was working
on a new album called Swnlight and |
had written lyrics to one of the songs.

HERBIE HANCOCK
CUSTOM SYSTEMS

Live Vocoder Performance,

1978

* Portable Minimoog keyboard

* Headset microphone on
eyeglasses

* Remote digital switching from
keyboard for vocoder rack

* Custom signal processing

* Rack-mount packaging

E-mu Systems 4060 Master

Keyboard Sequencer, 1979

* Portable Minimoog keyboard

* First 8” disk drive on 4060
kevboard

* RAM expansion

Master Time Clock, 1979

* 4-channel clock divider

interface with tape sync

Multivendor Controller

Interface, 1980

* CV, gate interface for
multivendor (Moog, Oberheim,
Arp, Sequential)

Master Patch Bay, 1980

* 32x32 digital control patch bay
for audio and CV/gate

16-bit Master Computer, 1981

* Apple 2+ terminal interface

* 16-bit parallel high-speed
interface

* Master library software for
sequences and voices

* Telcom support

SMPTE Interface, 1982

* Console automation

* Tape machine control

* Master keyboard interface

Then I saw an ad for the vocoder, and
I thought I might be able to plug my
synthesizer into it. The ad said some
thing about replacing the voice, or
muking the voice sound like a mu-
chine. I thought I might be uble to
use it for singing.

We called the Sennheiser people

and went to a recording studio for a
demonstration, They had the lamest
demo I ever heard. I brought one syn
thesizer, and there weren’t many at
the time, around '75. 1 think I was
using a Minimoog, or a [Sequential ]
Prophet-5. I also had the multitrack
tape for my album and asked if | could
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try something. I plugged my synthe-
sizer into it, and a mic, and then
played the album and started scat-
singing.

They almost jumped out of their
seats. They couldn’t believe what they
were hearing. I was able to go way
beyond my vocal range in both direc-
tions. I was goin’ to town with this
thing. I had them eating out of my
hand, and that thing was expensive —
about $15,000.

I started singing the song with the
lyrics and using the vibrato of the syn-
thesizer, which gave me perfect vibra-
to. When 1 started singing the lyrics,
they really flipped out. Henri Salvador
had sung normally and then put the
vocoder track way under his regular
voice. | wasn’t using my vocal at all, it
was all vocoder.

Bonzai: It’s this kind of thing that has
separated you from other musicians. . .
Hancock: And I usually get flack for
it. I get rapped on the knuckles for it.
[Laughs]

Bonzai: What about your “Rockit”
video? Didn't that odd approach help
you reach a new audience?
Hancock: Well, it was the biggest
seller I ever had. I've been very fortu-
nate to have been in a position to be
a part of some innovative technology
in my life.

Bonzai: | was talking with Bryan Bell
this weekend, someone who worked
with you for many years as an inven-
tor, satisfying your many technical re-
quests. He said that he could give you
a strange sound, like a dish breaking,
and you could turn it into a symphony.
What did he mean by that?
Hancock: Did he say that? [Laughs] I
guess what he meant had to do with
the fact that I've been involved with
so many different types of music in
my life, and I had a taste of the avant-
garde in jazz with the Mwandishi
band. I was very much into listening
to music as sound and organizing it
as sound, and playing things because
of the quality of the sound and not
just because of the notes. That is not
foreign to me at all. I hear a sound
that interests me and find a way to
use it. It doesn’t have to be a musical
sound.

For example, I just made some sam-
ples in my studio using the springs
that elevate a stairway so it can be
closed up when I'm recording. It’s a
big spring, and I hit it, scraping it with

metal, wood, my thumb, and snapping
it. I used it to make a rhythm track,
and for the bass drum I sampled hit-
ting a piece of cardboard. I do things
like this because of the way I hear.
Bonzai: Do you work alone?
Hancock: Yes, I've been doing that
for a few years now.
Bonzai: How do you compare that
with the incredible symbiotic jazz re-
lationships you've had?
Hancock: Well, you can’t replace that
synergy that happens between musi-
cians. When I make records by myself,
I don’t even try to do that, but I do
have the advantage of being able to
realize all the ideas that I have, much
like an orchestrator who is arranging
for a symphony or a chamber group.
They are supposed to read the music
you wrote. When you're playing with
a jazz group, the tendency will be to
use the creative powers of the other
members of the group and write some-
thing that is minimal so you can get
right into the improvising.
Bonzai: In performance, have you
ever gotten lost while improvising?
Hancock: Sure, because I always
challenge myself and push myselif to
my musical limits. I try things, and
experiment. I get lost—a lot of peo-
ple get lost—but the other guys in the
group can tell if you're lost and one
of them will establish something to
let you know where you are. I've got-
ten lost with the time, turned the beat
around so that what I thought was
beat four was actually beat one. The
drummer can usually flip me back
around by playing certain things,
maybe a crash at the beginning of a
phrase. If it's a matter of form, and I
can’t remember exactly what bar I am
on, the bass player can usually straight-
en me out by certain standard ap-
proaches to the chord structure, and
I'll hear it right away and know where
I am. And I'll know where they are.
[Laughs]
Bonzai: I know that your time is in
incredible demand. How have you
maintained your composure and your
openness toward other people?
Hancock: For one thing, I really love
people. Even though I've had a lot of
great fortune in my life and my career,
and gained a degree of popularity, 1
think most people would say my per-
sonality hasn’t changed that much. It’s
just basically the way I am.

The other thing—had I not started
practicing Buddhism back in 1972, 1

—CONTINUED ON PAGE 86




16 Channels 6 Sends
8 Receives S799

This is the product everybody's channel, it belongs in your studio
talking about. The mixing console right now.
that will put you in total command Alesis is very proud to introduce
of your music. the 1622 MIXER. The world's
We invented a new way to build first Monolithic Integrated Surface”
this mixer to deliver more features Audio Console.
and sonic performance than ever The mix starts at your Alesis
before possible. At less than S50 a dealer now.

LOS ANGELES: Alesis Corporation » 3630 Holdrege Avenue * Los Angeles, Ca. 90016 LONDON: 15, Letehworth Point « Letchworth, Hertfordshire SG6 IND.

Circle #060 on Reader Service Card



veer

TAC

Total Audio Concepts

Unit 17, Bar Lane Industrial Park, Bar Lane, Basford,
Nottingham NG6 OHU.

Telephone: 0602 783306.

Telex: 37329. Fax: 0602 785112.

In the USA:

10815 Burbank Blvd, North Hollywood,

California 91601.

Telephone: 818/508 9788. Fax: 818:508 8619.

O MU

You need an edge. The world is competi-
tive and you're creative but hard-pressed.
You need a console that allows your
creativity fo shine through without comp-
romising your finances.

Building eonsoles to meet that speci-
fication is what TAC does to perfection.
We deliver an unbeatable combination of
performance, features, construction and
price.

We know console technology. The
MAGNUM is proof positive and is perfect
for multitrack, video post and broadcast
production. Look at this checklist for
comparison:

CONFIGURATION: 24-buss in-line
console with dual-input technology, allow-
ing each chanrel to have two independent
signal paths.

EQUALIZER: the powerful 4-band
semi-parametric equalizer can be split
between channel and monitor paths,
giving 72 inputs with eq on mixdown in the
36 input chassts.

AUXILIARIES. 8 Auxiliary sends — four
mono and two stereo — can be fed from
channel or monitor signal paths. Sends 7
& 8 can also be routed to the 24 busses
for extra effects feeds. 8 effects returns,
with sends to all 8 Auxiliaries, are provided.

SOLO/PFL SYSTEM: MAGNUM has a
Master Status controlied in-place solo
switch on both channel and monitor paths.
When de-activated, solo switches provide
a full Pfl facility. MAGNUM also has two
independent Mute groups.

AUTOMATION: channel mutes can be
automated via MIDI; C-MIX fader and mute
automation system can be fitted.

CHASSIS: welded steel with a pcb-
based bussing system and an expandable
288-point TT jackfield.

Some of the many other vital facilities
include channel fader reverse, 30-segment
LED meters with peak hold, optional
stereo line inputs, 8 audio subgroups and
comprehensive control room monitor
system.

TAC MAGNUM. The only choice.
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n this sccond of a two-part serics

on the emergence of systems that

address a commercially viable

third dimension in audio. I'talked

to Auris Perceptual Engineering,

Crystul River Enginecring, Holo-
phonics, Hughes Aircraft and Pete
Myers. (Sce the February issue for a
look at products by Audio & Design,
Bedini Audio Spacial Environment ind
QSound.)

AURIS PERCEPTUAL
ENGINEERING

The most recent entry in the stereo
spatial enhancement game is Auris
Perceptual Engineering of Evanston.
[ll. Formerly known as SoundSphere,
Auris’ founders are Gary Kendall and
William Martens, both of whom
worked at nearby Northwestern Uni-
versity with Carolyn (Puddie) Rogcers
in her groundbreaking research into
spatial hearing (see sidebar), as well
as having done sound effects process-
ing work on the 1983 The Twilight
Zone TV series.

Auris’ stated goal is the discrete
localization of sound in a three-dimen-
sional spuace via real-time processing.
which it expects to demonstrate
sometime this yvear. Auris vice presi-
dent Gary Hall (a longtime signal
processing professional, formerly with
Lexicon and Sony Pro Audio) says that
the system, called “spatial reverbera-
tion processing.” is neither sweet-spot
dependent nor sensitive to reproduc-
tion svstem characteristics, and will
address spatial diffusion as well as
sound lacation cffects

Hall says that Auris is sensitive 1o
the “vaporware” issue and acknowl-
edges that without any demonstra-
tion, the company's product is still only
an assertion at this point. But he also
says that Auris is looking forward to

PART TWO

SPATIAL MANIPULATION:

THE FUTURE OF STEREQ
BY DAN DALEY

joining the “party,” as he refers to the
burgeoning field of spatial enhance-
ment devices.

CRYSTAL RIVER ENGINEERING

This Groveland, California-based
compzny markets the Convolvotron,
a high-specd, real-time digital signal
processing svstem consisting of two
cards for IBM PCs and compatibles.
The system is programmed for a

e
Pete Myers modeling a remote sensing
laser probe used in the development of
Myers 3-D Audio.

\
‘ ,

variety of signal processing tasks, such
as linear and time-varying filtering,
with its primary application being the
presentation of 3-D audio signals over
headphones. In this application, four
independent sound sources are fil-
tered with large, time-varying filters
that compensate for the real-time head
motion of the listener and possible
motion of the virtual audio sources.

Said to be significantly faster than
ordinary DSP systems, Convolvotron
contains 128 parallel multiply/accu-
mulate/shift processors, offering a
peak convolution speed of 320 mil-
lion taps/second. Other performance
specs include: 16-bit resolution. S0kHz
sampling rate and up to 512 coetfti-
cients per ear from a single input
source (or 128 coefficients/ear using
all four of the system’s audio inputs as
sources). Originally developed under
contract to NASA in a project head-
ed by Elizabeth Wenzle. Convolvotron
is now available to researchers and
commercial users.

HOLOPHONICS

One of the earlier entries into this tri-
dimensional sweepstakes has been
somewhat dormant lately. Inan article
that first appeared in the May 1985
issue of Mix, Mr. Bonzai reported that
Holophonics' developer/discoverer
Hugo Zuccarelli developed a theory
of human audio perception that is
somewhat at odds with putative think-
ing. which states that the ear’s cilia are
frequency-dependent, each detecting
different frequencies. Zuccarelli main-
tains that the interaction of the cilia
produces an audio hologram that the
brain analyzes. The whistling tones
that the ear emits on occasion have
been ascribed by scientists to a seep-
age of biological energy from the ear’s
active sensory cells reacting physically
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NEW: SOUND LEVEL
METER with
DIGITAL NUMERIC

Standard: 45 to 120 dB
RANGE OPTION
Preamp: 25 to 120 dB

CONTRACTOR PRICES
Send for free catalog:
Box 500, West Redding, CT 06896
PH (203) 938-2588 FAX (203) 939-8740
(800) 433-6373
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A SINGER'S DREAM!

REMOVES VOCALS FROM RECORDS!

Our VOCAL ELIMINATOR can remove mast or
virtually all of a lead vocal from a standard stereo
record and leave most of the background untouched!
Record with your voice or perform live with the
backgrounds. Used in Professional Performance yet
connects easily to a home component stereo
system. Not an equalizer! We can prove it works over
the phone. Write or call for a free brochure and demo

e J—‘l:isten-.-L

Before You Buy!

*Time Delay * Compressor/Limiters
* Reverberation * Expanders
*Spectrum Analyzers
*Parametric EQ

Don't have regrets about paying too much for a
lesser product. In demos and comparisons, we'll
show you why we're Better! Our Factory Direct
sales allow us to produce a Superior product and
offer it to you at a Lower price.  Call or write for a
free full length Demo Album and 24 page brochure

LT Sound, Dept. MX-9,7980 LT Parkway
Lithonia, GA 30058 (404) 482-4724
24 HOUR PHONE DEMO LINE: (404)482-2485

*Crossovers
*Noise Reduction
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Holophonics system in use on location in the Florida Everglades, recording stereo

sound effects of helicopter fly-bys.

to vibrations they detect, a phenome-
non known as the Kemp Effect. Zuc-
carelli theorizes this sound acts as a
reference beam that accounts for a
holophonic image contained in the
ear.

The human hearing process is said
to be duplicated in Holophonics re-
cording using a reference tone en-
coded with spatial and dynamic infor-
mation. The method does not use mi-
crophones; rather, it employs trans-
ducers to change mechanical energy
to electrical energy. That last phrase
could be the definition of a micro-
phone, except that Zuccarelli's ap-
proach claims to use a liquid medium
as part of the process. Actual record-
ing to tape can use either analog or
digital equipment and is compatible
with either mono or sterco.

Holophonics is unique in that both
its supporters and detractors are a bit
more virulent than is the case with
other spatial audio technologies. And
in this field at this time, that's saying
alot. According to Zuccarelli, a major
concert event (featuring newly devel-
oped speakers said to effectively re-
produce the Holophonic sounds in a
large area) and an upcoming feature

film with Holophonically recorded
audio should increase the visibility of
his Los Angeles-based company in the
coming vear.

HUGHES SRS

Hughes Aircraft has developed the
Sound Retrieval System (SRS), a cir-
cuit that refines sound by a series of
clectronic comparisons with servo
systems that assess the directionality
of the signal’s components according
to its azimuth in ¢ither stereo or mono.

Joe Allrich, manager of audio prod-

ucts for Hughes, says the SRS system
is based on the spectral characteristic
change of a sound as it moves in a
manner that mimics the transfer func-
tion of the human car/brain system.
After algebraically subtracting all right-
channel information from the left
channel and vice versa, the results of
this process are then output as lefi-
minus-right (discrete left), right-minus-
left (discrete right) and a left-right
center channel. Allrich says this par-
ticular transfer function is filtered so
the listener perceives the result as
having a specific location.

An outgrowth of research into
making in-flight entertainment audio



clearer. the company
is licensing SRS di-
rectly to OEM munu-
facturers of consumer
hardware. bypassing
the black box market
in both pro and con-
sumer. The first is
sony, which has the
circuiton 11 UL.S. MTS
(stereo)-cquipped
monitors alreadv, and
discussions are under-
wav with other con-
sumer manufacturers. Head down to
your locul electronics store and judge
for yourself.

MYERS

Myers Spatial Digital Audio Technol-
ogy (MSDA) and its second gencra-
tion. Mvers 3-1> Audio. were devel-
oped by Pete Myers, who at the age
of 19 was the voungest NASA consult-
ant ever. Mvers savs he still consults
to NASA. but his main focus has been
bioelectrical engineering. specifically
man-machine interfacing. particulurly
in the audio domain. Myvers’ rescarch
into how to get localized audio cues
to military and commerciul pilots
evolved into the system he now of-
fers for compact disc use exclusively
via his PM Productions.

Mvers 3-1D Audio claims to use
technology thatalters certain frequen-
cies of recorded sound to make spe-
cific sounds appear to come from
various points in a4 room, including
behind the listener, using just (wo
stereo speakers. “With this technol-
ogy.” he savs, "we can position each
sound at an infinite number of points
in the room.” His approach is based

“The human auditory sys-
tem has bigger capabill-
ties than we're feeding it

Psychoacoustics is
where the next dramatic
steps wil come from.”

on  psychouacoustic
theory regarding how
the brain receives and
interprets aural data.
The brain works off
cues consisting  of
minute differences in
the sound characteris-
tics coming from vari
ous directions.
Mvers method uses
acomputerto manifest
his 1985 design. which.,
he claims, for the first
time emulates mathematically the
human auditory system in real time.
The Myers svstem is perhaps best ex-
pressed in the abstract section of his
U.S. patent. which states, .10 arti-
ficially imparts localization cues to a
multitrequency component electronic
signal that corresponds to a sound
source. The cues imparted are a front-
to-back cue in the form of attenuation
and boosting of certain frequency
components of the signal. an ¢leva-
tional cuc inthe form of severe attenu-
ation of u selecled frequency compo-
nent, i.c.. variable notch filtering, an
azimuth cue by means of splitting the
signal into two signals and delaving
once of them by a selected amount. an
out-of-head localization cue by intro-
ducing delaved signals corresponding
to carly reflections of the original
signal, an environment cue by intro-
ducing reverberations. and a depth
cue hy selectively amplitude scaling
the primary signal and the early re-
flection and reverberation signals.”
“What we're doing is going into the
next dimension of audio.” Nyers
asserts. "Digital audio will be the
ultimate step in audio. The human

PSYCHOACOUSTICAL STUDIES

The history of auditory research is long and rich in the academic field,
particularly the seminal work of the late Puddie Rogers at Northwestern
University over a decade ago. Rogers’ psychoacoustic studies measured
and documented pinna (outer ear) transforms, which are fundamentai to
understanding how the brain perceives sound localization. These stud-
ies definitively documented the audio “shadow” of the head and its effect
on the timing between the ears. The pinna is critical in the hierarchy of
cerebral localization cues; the concha (the section of the ear leading to
the ear canal) has been found to have an effect on the frequency at which

the ear canal is resonant.

Near-field and headphone environments are optimal for these vari-
ous proprietary technologies, according to Chips Davis, a consultant with
Paoletti/Lewitz Asscciates, Heard over speakers. these technologies are
still effective, but not to the same degree because early reflections near
the speakers mask the pinna cues. However, Davis says, these speaker
problems should be relatively simple to overcome.

—Dan Daley

“AUDIOPHILE
QUALITY™...

* GASSETTES

Finest European HX PRO
Equipment- Lyrec/Studer
THE BEST AT NO EXTRA
cosT!

- GOMPACT
DISCS

Low-cost packages
from ANY source!

* DMM LP
MASTERING
& PRESSING

ONLY THE FINEST!
DMM Quality
-Imported Vinyl!

- GRAPHIGS
PACKAGES

Cassette, CD, LP
Printing & Artwork

- DIGITAL
STUDIO

CD Premastering, Sony
Editing, Neve Digital EQ),
Format Conversion

Call, write or FAX
for our brochure
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\

EUROPADISK;LTD),

75 Varick Street,
New York, NY 10013
(212) 226-4401 - FAX (212) 966-0456
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Valley Rental

4 api 550a’s
GML 8200
SUMMIT AUDIO
PULTEC EQP-1

PGvedoes
vye oo
'y W oy 0o

H 3000 SE
AMS RMX16
T.C. 2290
KORG 3000

ALL FOR ONLY $165/day!

CHECK OUT OUR NEVE’S

(6) 1073's-3 BAND EQ
w/MIC pre-RACKED
$100/day!

(2) 1081 4 BAND EQ
w/MIC pre
AND (2) 32264a LIMITERS
THE NEVE CUTTING RACK
$125/day!

We have Singles of
GML, NEVE, LEXICON
MICS-INSTRUMENTS, ETC.
PLEASE CALL FOR
WEEKLY-MONTHLY RATES

WE ALSO SELL
NEW AND USED GEAR
Call to List Your Used Gear

PHONE: 818-842-6500
FAX: 818-848-4861
BURBANK, CA

THE BINAURAL SYSTEM

The term binaural refers to any
sound field heard by two ears and
has come to be associated with a
recording system in which two
microphones are set up to simu-
late the characteristics of the human
head and the interaural spacing of

the ears. The system consists of a
dummy head with a microphone

auditory system has bigger capabili-
ties than we're feeding it. That boils
down to psychoacoustics, which is
where the next dramatic steps will
come from.” Myers stresses that his
technology will be used solely on
product generated by his own com-
pany and only released on compact
discs.

While systems listed here differ con-
siderably in what they can do—and
what they can't do—they seem to
share several criteria: Some lay claim
to primacy and singularity of effect

mounted at each ear. Binaural
recording provides a startlingly re-
alistic impression when the pro-
gram is monitored over head-
phones, since in effect it places the
listener at the location of the
dummy head. Unfortunately, the
system may not be very effective
when heard over loudspeakers, as
most of the subtle time-of-arrival
and head-shading cues picked up
by the dummy head are lost.

©1989. J. Woram, Sound Recording Hand-
book (Howard W. Sams & Co.)

and, to one degree or another, they
are going after similar markets, com-
binations of professional audio, cin-
ema, broadcast television, aerospace
and caraudio markets. Apparently, the
marketing side of these entities are car-
rying the ball now, an indication that
these technologies are well along. In
fact, several are in their second gen-
erations. |

New York City-based Dan Daley is an
engineer, prodiicer, stitdio ounerand
Mix contributing editor.

—FROM PAGE 80, BONZAI
would probably have become a lot
more selfish. The more popular you
get, the more frustrating it is when
several people bombard you at the
same time. If that happens a lot, it can
really get on your nerves, ‘cause you're
just a human being. After a while, you
don’t want to be bothered with it. You
need a little peace, and you might get
snappy with people.

Buddhism has affected my perspec-
tive about the importance of human
beings and everyone’s life. It’s made
me automatically feel compelled to
acknowledge another human being if
someone taps me on the shoulder, or
stretches out his hand to shake my
hand.

You must respect people, and I real-
ize that my popularity came about be-
cause people bought my records. The
least 1 can do is shake their hands.
They paid for this house, and all the
food, and all my synthesizers. They
even brought you out. If it wasn't for
them, you wouldn'’t be interviewing
me. They pay all our salaries. ]

Editor-at-large Mr. Bonzai is a water-
melon man bimself.

W [f you provide
_\ professional
services for the pro
audio industry, we
want your name!
Why? An all-new
section of our
1990-91 Annual
Directory, including:

Lf Advertising &

Public Relations Firms

t Legal Services
Financial/Business

Consultants

Co—

- Miscellaneous Services

Call Lauri Newman at Mix
Directories for a questionnaire:
(800) 344-LIST.

Mi

RECORD[N(:
INDUSTRY
MAGAZINE
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 \ New Beginning for digital
 \ multitrack recording.
The Akai Digital Audio Multitrack format

: wd provides a unique blend of superb 16-bit
digital audio performance, ease of operation,
programmability, and system expansion. Akai has combined
its engineering expertise in digital audio, video, and
multitrack recording to produce A.DAM - the warmest-
sounding, and the most affordable, digital multitrack
available. Whether used alone, or in sync with your other
audio/video transports, the A.DAM system offers you fully
professional specifications at a price point unapproached by
any other manufacturer.
A.DAM - the machine that will change your mind about the
sound and the cost of digital multitrack!

DIGITAL
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FORT WORTH, TE.
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ASTER SOUND ASTORIA
LAUNCHES SOVIET VENTURE

Ben Rizzi of Master Sound Astoria, a
music and audio post facility located
in Astoria, Queens, N.Y,, has signed an
agreement for a joint venture with the
Soviet Republic of Latvia for the de-
sign, construction and installation of
a new facility, to be called Master
Sound Riga.

The new complex, to be located in
Riga, Lawvia, will open with two fuily
equipped, state-of-the-art recording
studios. “This will mark the first op-
portunity for artists from Western Eur-
ope, the Baltic Republics and across
the Soviet Union to have their product
compete more effectively in world
markets from a technological perspec-
tive,” Rizzi says.

In 1987 Master Sound Astoria pio-
neered the world’s first interactive,
all-digital bicoastal recording session
via fiber optic and satellite transmis-
sion. Plans are being made to create a
permanent link between the Riga and
New York facilities using similar tech-
nology. Musicians will be able to re-
cord simultaneously in Riga and New
York. The digital signal would be sent
between the two locations without

any loss in quality. Performers no
longer have to be in the same room
or in the same country to make music
together.

Additional features of Master Sound
Riga will include multitrack analog
and digital recording, computerized
mixing, internal fiber optic interfacing
and superior acoustics. The contract
signifies the first joint venture agree-
ment of this magnitude entered into
with the U.S. by a member of the Bal-
tic Republics since they were prom-
ised economic autonomy from the
Soviet Union last summer.

NOMIS JOINS FORCES WITH
WARNER CHAPPELL MUSIC
London’s Nomis Studios has signed a
special publishing and production
contract with Warner Chappell Music.
The agreement will involve the stu-
dio in four to five recording and pro-
duction projects a year for new artists
signed to Warner Chappell.

The new artists will make use of
Nomis’ extensive facilities, which in-
clude rehearsal studios; a state-of-the-
art Mitsubishi digital multitrack room
with a 64-channel SSL G Series con-
sole; in-house producers and engi-

Studio Spotlight:
Logic Studio

Located in the same building as
CGD, a major Italian record com-
pany recently purchased by War-
ner Bros., Logic Studio is one of
the most successful recording op-
erations in Italy, annually playing
host to dozens of artists. Among
the top names to work there in the
past couple of years are Robert
Palmer, Paul Young, Depeche
Mode, Johnny Hates Jazz, and Ital-
ian favorites like Vasco Rossi and
Gianna Nannini.

Studio A, “The Red Room,” is the

largest of the three rooms at this
facility, with a capacity of up to 80
musicians. Designed by Andy Mun-
ro, the room’s most attractive fea-
ture is probably the movable floor-
to-ceiling acoustic panels—wood
on one side, leather on the other,
for different reverberation charac-
teristics. Equipment in the adjoin-
ing control room includes an SSL
4056 G Series console with 56
(soon to be 64) channels, a pair of
Studer ABOO recorders with 48
tracks of Dolby SR, Studer 2-tracks,
Sony Pro DAT, Roger Quested QMS
and Yamaha NS-10 monitors, and a
full selection of outboard gear.
—Fiorella Tirenzi




neers; on-site accommodations; and
management, marketing and produc-
tion services.

The deal has clear advantages for
all parties concerned: New artists can
record quality masters without finan-
cial risk; Warner Chappell has at its
disposal a complete music recording
and production facility; and Nomis
has the guarantee of studio bookings
spread over the course of the year,
plus responsibility for the develop-
ment of talented new musicians.

The first project has already been
successfully completed, with Norwe-
gian band Nova recording three songs
at the Nomis facility.

Nomis also will continue to oper-
ate as an independent facility open to
all comers.

CLASSIC RECORDINGS RESTORED
BY NEW “NO-NOISE” SERVICE
Classic live recordings, unreleased
demo tapes and other rarities of cul-
tural value and financial worth may
now enjoy successful commercial re-
lease, thanks to a new service called
“No-Noise.” Europe’s first No-Noise
service is based at the London premis-
es of specialist audio facility Chop 'Em
Out. Developed in California by Sonic
Solutions, No-Noise is a powerful, con-
puter-based system that can “rescue”
poor quality or damaged audio from
virtually any source.

No-Noise can repair audio signals
suffering from background hum and
tape hiss as well as isolated scratches,

clicks and dropouts. After the source
CONTINUED ON PAGE 94

Making Records the Aussie Way:
A Comparison of American and Australian
Producing Styles

by Lisa Roy

For decades there’s been a healthy
live music scene in both Melbourne
and Sydney, but it's only in recent
years that Australian acts have
gained attention worldwide. An
Australian influence can be heard
in most forms of rock music today,
and several Australian acts have
made their way onto Billboard’s Top
100 charts throughout the '80s.

With so much “noise” coming
from Down Under, many top Amer-
ican producers have gone to hear
and see for themselves. The follow-
ing five producers express their
viewpoints on the American and
the Australian music scenes.

John “Tokes™ Potoker: A Los An-
geles-based producer/engineer,
Tokes has worked with some of the
top names in the industry, includ-
ing Phil Collins, Quincy Jones, Gen-
esis and Herb Alpert. His most re-
cent production is the new Jelly-
bean record, which he co-pro-
duced. While in Australia, Tokes
produced GO 101.

Mark Opitz: One of Australia’s
leading record producers, Opitz
has worked with acts such as INXS,
Divinyls and Jimmy Bames. Former-
ly a senior A&R rep for EMI and
WEA, and six-time Australian Pro-
ducer of the Year, he produced Cats

in Boots for EMI in 10s Angeles
and Steel Heart for MCA.

David Kershenbaum: Kershen-
baum has produced Joe Jackson,
Duran Duran, Superntramp and Gram-
my Award-winning Best New Artist
of the Year, Tracy Chapman, among
others. While in Australia, he worked
closely with Mushroom Records own-
er Mike Gudinski in discovering and
developing new talent. He produced
Kids in the Kitchen and Kings in
the Sun, both for Mushroom.

Mark Moffatt: Moffatt has received
widespread recognition both as a
producer and musicfan. He has
been Australia’s Producer of the
Year, and has produced Aussie art-
ists including Tim Finn, Peter Blake-
ley, John Farnham and The Saints.

Chris Lord-Alge: Over the past
year Lord-Alge has worked with
Tina Turner, Peter Frampton and
Eddie Money, and most recently he
mixed the soundtrack to Batman
for Prince. In Australia, Lord-Alge
produced a Number One record by
ex-Cold Chisel member Ian Moss.

Mix: How would you compare
your experiences in Australia and
the US.?

‘Tokes: From a work perspective, 1
really didn’t enjoy too much of my
time in Melboume. . . only because
it seemed like the Australian atti-
tude of “let’s not hurry” kind of
frustrated me. 1 found that in Syd-
ney the pace was a little bit differ-
ent, and that people were more
service-oriented. They seemed to

(Clockwise from top-left): Mark
Moffatt, Chris Lord-Alge, John
‘Potoker, Mark Opitz and David
Kershenbaum.
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rock/pop music cassette.
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have their act a little more together
when it came to the operation of a
studio.

Opitz: At Australian record com-
panies, the A&R reps tend to stay
in their jobs longer than two min-
utes, as opposcd to their American
counterparts. Still, both seem to
have the “musical chairs” situation
going. The A&R people that I work
with in America are by and large
very professional people. They take
an extreme interest in what they're
doing, because their life depends
on it. They're in the studio, they
listen to the material, they're there
to help and they usually go with
what they believe. I'd say you've
got to respect that!
Kershenbaum: Australia is a real
interesting market because it com-
bines both American and British in-
fluences. It’s small enough that
they can experiment with these
influences, which we don’t have
the abitity to do, because of the
size of the market and its slowness
to change. Much like England, there
has always been a good sounding
board and a platform for groups to
step off and get to the world mar-
ket. Australia has a vibrant music
scene—real young and aggressive
people—strongly influenced by
American taste.

Moffatt: The Americans that I've
dealt with have built their careers
by following sets of rules. You get
to point A by doing 1, 2, 3.. .all
these guidelines. Here, people
reach those points by making big
mistakes and just getting this ener-
gy from the situation. Trial and er-
ror, but just don't make the same
mistake again. There’s this incred-
ible energy that comes from that,
and it’s very hard to plug into un-
less you've grown up here. We've
got American and English influenc-
es coming at the same time. There’s
always been much more live music
every night in pubs here than any-
where else in the world. The whole
AMS thing happened here first. |
was using non-linear and drum
samples in 1981. At that time, Aus-
tralia didn't figure very high in the
international stakes. It was a big
part of the whole sound that devel-
oped here. That intrinsic sort of
Australian sound—the combina-
tion of that pop/rock energy.
Lord-Alge: There’s more bluesy
rock 'n’ roll coming out of Austra-

lia. Since it’s tougher to make a lot
of money as an artist, they’re a bit
more determined about their mu-
sic, whereas, a lot of bands in LA
don't really care. There tends to be
a little more excitement toward art-
ists that make a Number One rec-
ord than there is here.

Mix: How do you feel Australia has
influenced the American music
market?

Tokes: In the way that it absorbs
the influences, be it British and/or
American music, just the way that
they take those same ingredients
and digest them and spit them out
in a different manner. I think every-
body can learn from that. To be so
influenced by where you are geo-
graphically, 1 think that’s what
makes them unique. Bands like
INXS sound familiar to us, yet they
sound different. That’s what [ think
people find appealing.

Opitz: Like Crowded House, the
thing that most Australian bands
have to offer (if they have the
songs) is the ability to perform.
The ability to play live, as a band, is
what 1 feel is the strength of most
Australian bands. I think some peo-

ple can tearn a bit from bands like
INXS, AC/DC and Crowded House.
They’re good bands, they're not just
one person. INXS is like that, defi

nitely. One for all and all for one!

Kershenbaum: One of the things
that I admire about what the Aus-
tralians do is that they're able to
take fresh ideas and be very quirky
and try things from both a music
and fashion standpoint. They’re not
afraid to take chances. The system
doesn’t push them down from tak-
ing chances. It's something that’s
welcome. It causes a lot of interest-
ing things to develop that never
would have had the chance in
much more sophisticated and big-
ger machines like we have here.
I'd like to see the next phase of
what's going to happen with the
natural sounds and real players. |
think that both England and Aus-
tralia are capable of producing that,
not only from the standpoint of the
songs, but the presentation of ideas!
Moffatt: When I heard the Pretend-
ers single “Don’t Get Me Wrong,” [
thought for 2 moment when it first
started that it was an Australian
record, just from the balances and

AUDIO PRO
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4 to 1 ADPCM compression.
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COMPLETE DIGITAL SERVICES:
Music Editing, Format Conversion, CD Preparation
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New audio processing modules from API, featur-
SO ing the famous all-discrete 2520 op-amp.

DlSCI‘ete 550 B A four-band version of the classic 550A
equalizer, with the same circuit design,
B api

components, and great sound.
560B  10-band graphic equalizer.

512B  Microphone preamp and direct box, with
the same package format and pin-out as
the API equalizers.

3124  4-channel microphone preamp and direct
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Also new 2, 4 and 10-position powered racks to hold any
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AKG, AMS, Aphex, API, Bryston, Calrec, Soundcraft,
T.C. Electronic, Valley International, Westlake, White
Instruments, and other exceptional audio products.

studio consultants,inc.
321 West 44th Street, New York, NY 10036 (212) 586 - 7376

Equipment, support, and design services for professional audio facilities
and broadcasters.
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sound. I don’t know whether that’s
a conscious thing on anyone’s part,
but that’s just one example of that
sound, which is really a rough-edge
thing.

Mix: What do you feel are some of
the advantages to working in Amer-
ica as opposed to Australia?
Tokes: Probably just the technical
level of musicianship. In LA. the
level of musicianship of a player,
even in an ordinary rock 'n’ roll
band, is probably better than some-
one from another country. I think
it's because of the competitiveness
here. Whereas in other countries,
you might find the ideas come
quicker or they might be better. It
seems like people’s minds are open
to trying things a little different.
Here in the US. it’s like, “This is
the school and this is the way we
doit”

Opitz: I prefer to work in L.A. be-
cause it’s a2 new era and it makes
you sweat a little harder. It’s a bit
more competitive, so you have to
come up with the goods. I like work-
ing in Australia, but I just don’t
want to work there for a while be-
cause I've worked there for so long.
The musicians in LA. are great. I'm
blown out with some of the play-
ers I've worked with in LA, but |
also find that they lack a bit of feel.
Technically, they're great!
Kershenbaum: LA’s a real good
place for an engineer to get ex-
posed to techniques, monitoring
and recording systems that might
not be available beyond a certain
point in another country. 1 do think
that it’s a different level of compe-
tition here, which causes a higher
degree of excellence.

Moffatt: As much as I love the way
records are made in Australia, there
are a lot of shortcomings. 1 like
working with solo acts, whereas
Mark Opitz’s thing has always been
bands. That’s how we’ve coexisted
in a very small market. I think that I
can see an extension in America. |
can see progression there, even if
it'’s taking acts from here and re-
cording them there. The musician
factor is just times 10,000. There’s a
lot of musicians I'd like to work
with there. Studios don’t matter,
but the musician factor, for what I
do, is more interesting in America.
Mix: What would you say is the
biggest contrast between the Aus-




tralian and American music scenes?
Tokes: Besides the level of musi
cianship, I'd have to say it seems to
be the pace, just in terms of the
work perspective.

Opitz: One of the differences is
that Australian record companies
really don’t allow producers to be
developed. They should! Not enough
Australian producers are allowed to
develop, and the fault, I think, lies
with the record company staff. Well,
they probably won't give me work
again for saying that. But that’s a
crucial point. I really believe for
Australian music to develop its own
sound, it has to develop its own
producer staff. There’s just not
enough of them.
Kershenbaum: [ noticed that
there’s Melbourne and Sydney and
Perth and a couple other cities, but
for the most part the land mass is
almost the same as the US. But
there’s such a small population that
the industry is not that large. It was
interesting what they have to
choose from just in numbers. We
have 250 to 300 million people.
The odds are that there will be a

couple hundred that are going to
have that standard of excellence.
Australia is dealing with 10 or 15
million, maybe. so the fact that
they're able to do what they've
done and make the impact tha
they've made which is similar to
the same thing with Britain, that a
country a tenth the size of the U.S.
is able to produce that kind of
quality—that’s really great!

Moffatt: There’s an energy here in
the music business that doesn’t
exist there, and that’s because the
American business things get dis
tilled. An English influence will hit

America and then get distilled into
this version that the American radio
people can swallow. Here we just
make records and that's that. I don't
think there’s any attempt to distill
it into mainstream radio. I think
American producers are probably
conscious of doing that. Corporate
rock is a bad word here. Americans
are scen as the bogeys because
they make corporate rock. Every
thing here has got to be anti-cor
porate rock!

Lord-Alge: [ think that they're a
young nation, musically. I think that
if there's a million people down
there, 900,000 are buying records.
Whereas if there’s a million people
here, only 500,000 of them are buy
ing records. People of all ages
down there listen to the sume kind
of music. It's not divided into age
groups as much. People in their 30s
and 40s are still listening to rock
'n’ roll. Here it changes pretty dras-
tically. That’s the difference be
tween them and us! -

Lisa Roy is a studio manager and free-
lance writer based in Los Angeles.

SAMPLE STEREO.

Sony's ECM-MS5 stereo microphone puts high quality
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Incorporating Sonys MS (Mid-Side) capsule technology, the
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INTERNATIONAL UPDATE

FROM PAGIE 89

material has been loaded onto the
system, highly sophisticated software
is able to reconstruct missing or cor-
rupted sections of a waveform. Tape
hiss and other background noise can
be fingerprinted by the computer and
removed without degradation of the
signal itself.

Although Chop "Em Out’s No-Noise
system was first installed in March of
last year, the company decided to de
vote more than six months toward
achieving total mastery of the com
plex technology. Since then the new
service has been used in a variety of
projects, including “de-noising” work
for Phonogram and Thames Television,
and “de-clicking” recent digital record-
ings by Tears For Fears and Japan.

INTERNATIONAL BITS & PIECES
Studio L’Equipe in Brussels, Belgium,
has purchased a 64-input Amek Clas
sic fitted with GML moving fader auto-
mation. It's the second Classic sold
that has been fitted with GML. ..
Sound Studio “N” in Cologne, West
Germany, purchased a pair of Boxer 5
monitors for use in its SSL-based facil

ity. The monitors were supplied by
the British-based acoustical consult-
ing firm Harris, Grant Associates. . .A
Soundtracs PC Midi 24 console was
installed recently in the newly
equipped programming suite at Is-
land Studios in Chiswick, UK, and
London’s Pacific Studios recently
installed a 48-channel Soundtracs In
Line console with Tracmix automation
...Another London facility, Living-
ston Studios, has invested in a Mit-
subishi X-880 32-track digital recorder.
Other recent X-880 sales have been
made to three studios in Milan, Italy:
Nuovo Fonit Cetra, Morning Stu-
dio and Water Melon Studios. ..
New England Digital has appointed
three new distributors to represent the
company in the Far East. Tokyo's Japan
Digital Systems will assume distribu-
tion responsibility in that country,
while in Taiwan and Hong Kong NED
will be represented by Linfair Engi-
neering, based in Taipei. Singapore
and Malaysia will be covered by ECM
Research Ltd. (Singapore). . .Digital
Audio Research distributor SSE Mar-
keting delivered a 4-channel Sound
Station to Sounds Effective, a Lon-
don-based post-production facility. . .
Bristol’s four-month-old Coach

House Studio has become one of
the first UK users of Audio Kinetics’
MasterMix II console automation sys-
tem. It was fitted into the facility’s
DDA AMR 24 console. . .Located in
Port-of-Spain, Trinidad, L.A. Sound
was scheduled to open in January with
a new Neve VR console with Flying
Faders automation and Mitsubishi X

880 32-track and X-86HS 2-track dig

ital recorders...In Madrid, Spain,
Molinaire SA has become the first
operator of SSL’s ScreenSound digital
audio-for-video editing suite. Installed
in the facility’s 24-track audio dubbing
suite, it is used primarily for digital
audio editing on commercials. . . Two
leading UK movie studios—Gold-
crest Facilites in London and Pine-
wood Studios in Buckinghamshire
—have ordered SSL SL 5000 M Series
film consoles. Goldcrest has selected
two desks, both with G Series auto

mation, while Pinewood ordered a 60-

channel board with programmable
joystick film panning and automa-
tion. If you have international news
items of interest to our readers, send
them to Mix magazine, International
Editor, 6400 Hollis St., Suite 12, Emery-
ville, CA 94608. Fax (415) 653

5142. |

Hybrid Arts’ ADAP [I™ is the
affordable digital audio recording
and editing system that lets you
record and edit up to two hours of
stereo 16-bit, CD-quality audio
directly on a hard disk.

RAW SPEED.

ADAP Il'is quick. Say goodbye to
rewind and locate time. Cut, copy
and paste audio in an instant. Sync
sound effects to picture as fast as
you can think.

PURE AND SIMPLE.

ADAP Il is easy to use. You can
view your sound on the screen as
tape tracks or as waveforms. Lay in
up to 200 markers and locate to any
one with a single keypress.

We thought so I'eople do read the tine print. ADAD 11, Hybrid Arts, and Hvbrd Arts logo are registered

Fast. Simple. Inexpensive.
And It Works. Today.

The ADAP II Digital Audio Recorder/Editor.

@ Hybrid Arts, Inc:

8522 National Blvd. Los Angeles, CA 90230
Phone: (213) 841-0340 Fax: (213) 841-0346

trvdemarks of Hybnd Arts Incorparated

A COMPLETE SYSTEM.

ADAP Ilis a complete, high quality
system. There are no computers to
disassemble and no cards toinstall.
ADAP Il comes in its own 19" rack,
with connections for analog and
digital audio, SMPTE time code,
and MIDI. And we include all the
software you need.

HOW INEXPENSIVE?
ADAP Il Turnkey Systems start at
under $10,000. Complete.
IT WORKS. TODAY.

Edit your DAT masters. Conform
dialog tracks. Spot a sound effects
session. Why buy the future? Go
get an ADAP I and get the job
done. Today.

1989 §lybrid Arts Incarporatid
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sNeve 8232 Console with Master Mix Automation

AT IG5T The
perfect
board in

the perfect |

setting.
Come to
sunny
Caribbean.

eStuder 24 track with Dolby SR
eStuder 2 track 1/2* with Dolby SR
sTannoy/JBL Monitors

eHafler Amplifiers
«Newmann/AKG Microphones
*Drums/ Piano Isolation Booths

*DAT Recording

*Plus two audio to video Post Production Suites
equipped with AMS Audio file and one of the
most complete sound effects and music
libraries outside the USA.

For more information contact
Freddy Bellaflores at (809) 793-8821
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THE BYTE BEAT

by Paul Potyen

PrescripTioNs FOR
MAINTAINING A
Hearray CoMPUTER

hances are that you - ®

File Edit

UView Special

have a computer in
your home or your tame

fi_pplltulions

Name ¢ Kind

studio. € The results of ) ARV
Mix’s Audio Produc- o R
tion Facilities Survey

1989 indicate that
80% of you use AR
computers in your ~

job, with 51% of @

& AntiPan 1.1

IS AntiVirus 1 OE
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1 VirusRx) 442

1 Disinfectant 1 3

Appheations folder

Put In System Folder folder
B & Virex 1 4) apphication
documant

= folder

[ Virus Encyclopedia

VirusDetective™ 3.0.1

i

UVirusDetective™ 3.0.1

those being a Mac of

Put In Systes

5 ttems

16,100K in disk S ,498K avallable

some sort.) Whether
itis used foraccount-
ing, music or any
other purpose, you
have already in-

/irusWarning

1 RWatcher

) ‘warning

£ Viaccine™ 1.0.1

() VirusDeteotive™ 3.0.1

a‘m'u usDetective™ Searches

lﬁ v 3.0.1 Doo (MW)

vested 2 lot of time

and money above
and beyond the cost of the computer.

Think about what you have paid
for software, and what it has cost you
to enter data in the files you've cre-
ated with that software. If you have
not taken steps to protect that infor-
mation, you're playing with a time
bomb. Actually, two time bombs: Hard
drives do break down. Not very of-
ten, but when they do, you won't be
happy it you haven't backed up your
files. And then there is the whole issue
of computer viruses. This second point
is particularly important if you have a
MIDI studio and your computer is
used by outside

clients  who
bring in their
own floppy

disks for proj-
ects, or if you
use amodemto
download applications from a BBS.
Viruses can wreak havoc on your sys-
tem if left unattended.

So T want to talk about two related
issues: options for backing up your
data and ways of protecting your com-
puter from viruses.

Virus Rx 1 432

BACK UP OR SHUT UP

Tape backups are valuable if you have
a network and/or a large-capacity
storage medium. Here at Mix we use
a Novell network with a combination
of IBM clones and Macs. All data is
stored on a 155MB hard drive on our
file server, an 80386 clone. Every week
we run a tape backup of the whole
system using an Emerald Systems tape
backup unit (attached to one of the
terminals) and associated software.
Each time we doa backup, we use two
60MB tape cartridges. The procedure
takes upward of 30 to 40 minutes, and

that’s a major dis-
advantage of this KI @
KillScoresUs

process. It's mad-
deningly slow.
Another in-
herent disadvan-
tage has to do
with the sequential nature of tape. If
and when you have to retrieve a par-
ticular file from tape, you have to fast-
forward to that point on the tape (sort
of like what you do with those other
machines you have in the room there).
Again, a time-consuming process. But

The BMUG virus
utility disk con-
tains a variety of
applications to
safegaurd your
data.
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THE BYTE BEAT

tape is an option for larger systems,
especially when archiving is impor-
tant. Several companies, including
Everex and CMS, make 60MB tape
backup units for the Macintosh that
retail for less than $1,000, and at about
$100 apiece, 60MB tape costs a lot less
than a 60MB hard drive.

Seymor/Radix makes a DVT VCR
Hard Drive Backup System for the Atari
ST. Retailing for under $200, it con-
nects the ST's cartridge port to RCA
jacks on any VCR, allowing backup
and restoration.

Another approach is to use a flop-

py disk backup

system. Apple
Interferon 3.1

ships HD Backup
with its hard
drive, and it's
rather slow and
cumbersome. 1
prefer DiskFit 1.5 from SuperMac
Technology. At $99.95 it's not too
expensive, easy to use and there are
many user options. There is also a
network version available for $395.
Other excellent programs are Rediix
L5and Fastback II.

For the Atari ST family of comput-

ers, Winners Circle (an Atari dealer
in Berkeley, Calif.) recommends
Diamond Back, a backup-to-
floppy program
by Data Innova-
tions, Inc. It's
fast, full-fea-
tured, easy to
use and well-
documented.

Inthe Commodore Amiga environ-
ment, the more popular backup utili-
ties are Quarterback from Central
Coast Software, RawCopy V.1.3 from
Micro Systems International and EZ-
Backup from E-Z Soft.

Anincreasingly popular option for
backing up files is the removable hard
drive. Once you pay for the drive
(anywhere from $800 for a 45MB unit
10 85,000 and more fora 600MB optical
cartridge system), extra cartridges are
available for roughly the same price
as tapes, with the advantage of fast,
random access. I've been using 1 45MB
removable drive from Microtech In-
ternational fora couple of months now
without any problems.

Removable floppies with 10MB are
another route for backing up and
archiving on both the ST and the
Amiga. Also, 44MB removable hard

Ferret 1.1

musical purity and durability.

Now, that same commitment has been brought
to dynamic processing. With the new Series 500.

The DN500 is the only two-channel compressor/
limiter/expander that lets you use its processing
functions in any combination — with full function
variable knee compression, independent peak
limiting and clipping. Plus a variable ratio expander/

gate for total dynamic control.

Most importantly, it delivers all the clean, quiet
sound quality and reliability you'd expect from

Klark-Teknik.

DynamiC P;dﬁcessing
Has Reached A New Peak.

The name Klark-Teknik has always been synony-
mous with audio technology at its highest level.
Innovative engineering combined with quality
components ensure products of outstanding

e

drive systems are available for these
machines at similar prices to those
used in the Macintosh environment.

One final caveat regarding back-
ing-up applications: Most backup
programs don't like to copy installed
versions of copy-protected applica-
tions. If you have any applications
installed on your hard disk, you must
remove them before running your
backup program. Your other alterna-
tive is to drag a copy of the applica-
tion from the master to your hard disk
and put up with the irritating master
disk verification procedure each time
you run the program. Your backup
program will happily copy applica-
tions that are set up in this manner.

VIRUSES: HAVE YOU
BEEN INOCULATED?
One good reason to back up your files
is in the event
your system be-

! i
comes infected
Fever . hy
by avirus. Viruses
commonly enter
Fever

your computer in
one of two ways:
either from a bulletin board service
using a modem, or via a floppy disk
that contains an infected file. Unless

The same high standards are common to all
Series 500 products — from the compact DN504
Quad Compressor/Limiter, to the flexible DN510
Dual MIDI Noise Gate and DN514 Quad Auto Gate.

If you're looking for the ultimate in dynamic

30B Banfi Plaza North

Farmingdale, NY 11735 US.A

Tel: (516) 249-3660 Fax: (516) 420-1863
Klark-Teknik Plc., Klark Industrial Pk
Kidderminster, Worcs., U.K. DY11 7HJ

(0562) 741515

processing, visit your local Klark-Teknik dealer
and find out more about the Series 500. Because
at Klark-Teknik, we never set a limit on quality.

@ KLARK 7111

Klark-Teknik Electronics Inc.
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you have installed a virus-detection
program. such infection might not be
obvious for as long as scveral days or
weeks. You can discover its presence
by the disappearance of vour hard
drive as a result of its having been re-

formatted. the
%ﬁUIH

disappearance
Antivirus 1.0E

of files. and
creation of an-
other virus that
can lie dormant
for a period of
time before it becomes active. In the
IBM PC world, the “Isracli” virus was
programmed to wake up and erase
hard drives on Israel’s Independence
Day.

Tam unaware of any viruses in any
environment that can attach them-
sclves to data files. They reside only
in applications, desk accessories or
system files, and spread themselves
from one application to another.

Several software companies sell
virus detection and eradication pro-
grams. Among the most popular for
the Macintosh are Virex 2.0 by HJC
Software and §.4.M. 1.7 by Symantec
Utilities. There are also a number of
excellent freeware and shareware
programs available. The Berkeley Mac
User Group (BMUG) sells a disk for
$4 that contains a wealth of virus
detection and cradication programs.
Some of them function as normal
applications—you double-click onthe
icon to use it—like AntiVirus, which
removes nVIR viruses from your sys-
tem and immunizes it from future
infection. Others are INITs. designed
to be installed in your system folder:
Thev operate in the background and
alert vou when something fishy is
about to take place. Vaccineis one of
the more comprehensive programs of
this type. Finally. there are desk ac-
cessories, such as Virus Detective3.0.1,
which can be run from the Apple menu
while other applications are open. As
of this writing, Disinfectant 1.3 (also
on the BMUG disk) is the only pro-
gram that can detect JUDE, a relatively
new virus that has found its way here
from Europe.

Viruses have also been reported in
the Amiga environment. In one case,
a disgruntled employee of a software
company imbedded a virus in one of
that company’s applications. (That
particular situation has since been
rectified 1o everyone's satisfaction,
with the exception ol the ex-em-
ployee.) Some programs available for

checking and protecting against vi-
ruses in the Amiga environment are
Anti-Virusby DevWare, Inc., V.ILP. by
Discovery Software and Virus Protec-
tion Toolbox by Abacus Software.
For the PC, viruses reportedly can
affect main boards as well as storage
media. Among the many virus detec-
tors for the PC are Virusdafe. Disk
Watcher, Virus Guard and Vir-N. At
Mixv we use Vaccine by WorldWide
Data Corp. The devclopers recom-
mend that vou run the system once a
month to check for viruses. In this
program the task is accomplished by
tvping “checkup.” There is also a
companion Antidole program de-
signed to repair infected files.
Viruses on the Atari seenito be less
common. However, there are (wo
public domain programs available:
one called VRiller, which is written by
George Woodside, and another called
Virus Killer. which is a desk accessory
that checks for nonstandard boot
sectors and gives you the option to
write over them. A stand-alone virus-
destruction utility, Atari ST Virus Kil-

ler V.3.6 from
CRL Group in
London, checks
hoot and link
sectors as well
Disinfectant 1.3 | s connected
hard drives, and

gives you the
option of rebuilding infected data files.
It retails for $24.95.

A couple of final comments. You
should initially check the contents of
vour hard drive by launching a virus
detection program from a locked
floppy disk before you place the
programonthe hard drive. If vour hard
disk i infected, this is the only way |
know to check it without infecting the
detection programitself. Also, antivirus
utilities can’'t detect or eliminate viruses
in nonstandard file formats. such as
StuffItarchives, applications that come
compressed and most backup utility
formats.

Actually, not all viruses are malig-
nant. Benign viruses replicate, butthey
may only cause vour computer (o
beep. display a message or do some-
thing equally innocuous. And there's
no guarantee that any of these virus
detection programs will be able to
identity every virus out there. Unfor-
tunately. aslong as there are those who
continue to create new viruses that can
avoid being seen by current detectors,
we will be faced with this annoying

and potentially costly problem.

CHIP SHOTS

Genedit is a universal MIDI patch
editor and librarian from Hybrid Arts,
Inc.. (Culver City, Calif.) that uses sys-
tem exclusive commands to control
any MIDI synthesizer, drum machine,
effects device or mixer. A template
editor lets the user create a virtual con-
trol panel for controlling any instru-
ment from the computer. Several pre-
set configurations and templates are
included with the program, providing
support for the Korg M1, Casio CZ
Series, Roland D-50, Lexicon LXP-1,
Yamaha DX and TX Series synthesiz-
ers and DMP7 digital mixer, and others.
Genedit for the Atari ST is available
now for $249, and a Macintosh ver-
sion was expected to ship in January
at a suggested retail price of $349.

SmpteTrack 1, also from Hybrid
Arts, is a professional 60-track se-
quencer with built-in SMPTE capabil-
ity designed to run on the Atari ST.
The software includes a SmpteMate
interface module thatreads and writes
SMPTE time code in all formats. Other
features include graphical and list-
based cditing, tempo and meter
changes during a song. and support
of the MIDI Sequencer File format
standard. The program is now avail-
able for $495. with upgrades of pre-
vious versions at a4 nominal cost.

Finally. Hybrid Arts has announced
several software enhancements to its
ADAP I digital audio recorder and
editor for the Atari. These include
variable crossfade editing, SMPTE
chase lock and MIDI Performer Page.
This third enhancement allows ADAP
11 to play back sounds in response to
commands from any MIDI keyboard,
and allows the system to mimic a 16-
bit MIDI sampler.

Both crossfade editing and SMPTE
chase editing are now standard with
the ADAP II Turnkey system. MIDI
Performer Page retails for $400.

Cudenza is the latest sequencer
from Big Noise Software, Inc.
(Jacksonville, Fla.). Designed for use
with IBM PCs, it has an interface simi-
lar to that found on programs for the
Mac or Atari ST. Priced at $199.95, it
provides 64 tracks, high-resolution
graphicediting, a built-in sys ex librar-
ian and other advanced features. @

Mix associate editor Paul Potyein is not
a real doctor. He has a master’s de-
gree in a completely unrelated field.
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OTARI TC-100

The TC-100 from Otari
(Foster City, Calif.) is a
compact, high-per-
formance analog console
designed for transferring
audio sources between
various storage mediums.
Essentially a 9- to 18-input,
4-bus output mixer, the
TC-100 offers numerous
features specifically for  p
video and film transfer
rooms: recessed trim pots
on each module (allowing
precise, repeatable
transfers), large bus and
monitor VU meters, fader
bypass, and extensive
monitoring and solo facili-
ties. A rack-mounted
power supply can be
located remotely, and mul-
tiple TC-100s can be
ganged together for larger
system configurations.
Circle #111 on Reader Service Card
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AMS ST250
MICROPHONE A

More than a microphone,
it's a mic control unit. . .
it's the ST250 stereo mic
from AMS Industries (Seat-
tle). All controls for the
self-powered ST250 are on
the compact control unit,
allowing complete remote
adjustment of the mic
after placement (includ-
ing capsule angle, polar
patterns, vertical or end:
fire setups of A-B or M-§
formats). Features include
20-20k Hz response,

NEw PrODUCTS

remotely controlled bass
roll-off, attenuator for high
source levels, coincident
stereo signal up to 10 kHz,
linear frequency response
on and off-axis, mono
compatibility, extreme low
noise and flexible power-
ing requirements. Accesso-
ries included.

Circle #112 on Reader Sefvice Card

AKZO ENKASONIC
SOUND CONTROL
MATTING

When placed beneath a
floor, the compression-
resistant Enkasonic sound
control matting creates a
natural, sealed barrier of
air, effectively shutting off
transmission of impact
sounds. The material is
exceptionally thin (0.4
inches) and was devel-
oped by Akzo Industrial
Systems (Asheville, N.C.)
to meet strict sound-rated
flooring codes. It is com
posed of extruded nylon
filaments that form a
durable—yet pliable—3-D
geomatrix. Ideal for new
construction and retrofit,
the cost-effective Enka-
sonic has been STC-tested
for use between floors

covered with hardwood,
ceramic and vinyl tile,
marble, stone, wood par-
quet and carpeting,
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RAMWARE SEARCHFX
AND SLAVEDRIVER

Post engineers have a new
way to handle sound
effects and manipulate
transports, synchronizers,
CD players, and DAT and
video decks. Using the
IBM PC as a platform,
Ramware Designs

DRAWMER DS301 DUAL
EXPANDER/GATE

The DS301 from Drawmer
(distributed in the U.S. by
Quest Marketing of Auburn-
dale, Mass.) is a 2-channel
unit offering expander, gat-
ing and ducking functions
in a single rack space. Fea-
tures include: low- and
high-frequency filter con-
trols on key inputs (a key
listen switch allows the
user to hear the filters
while adjusting them);

(Toronto, Ontario) built
two companion products
that allow comprehensive,
creative control of audio-
for-video. SearchFX
locates, cues, loops and
plays effects, even search-
ing effects from user-
entered libraries; Slave-
Driver (ouch) provides
synchronized control of
one master and eight
slaves, features a loop
cycle with real-time pop-
up displays and allows
automatic capture of time-
code points on the fly.
Combined with Slave-
Driver, SearchFX can be
programmed to sync,
rehearse or record an
effect or effects list at any
destination point. Prices
are $11,550 for SearchFX
(includes all hardware and
software required, includ-
ing FX, plus Sony auto-CD
loader) and $13,390 for
SlaveDriver (all hardware
and software, including
customized keyboard); a
complete SlaveDriver/
SearchFX turnkey system is
available for $16,750.
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DRAWMER
DUAL -
EXPANDER/GATE

pDsS301

auto or manual attack;
expand and ducking
switches; and independent
threshold, release, hold
and ratio/retrigger mask
controls. Priced at $1,249,
the DS301 also provides
balanced XLR ins/outs, a
trigger output jack, stereo
link switching and LED
meters that display gain
reduction from 0 to

100 dB.

Circle #115 on Reader Service Card
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KLOTZ OAK LINK SYSTEM
Unveiled at the New York
AES convention and now
available is the Oak Link
System, made by German
manufacturer Klotz & Co.
It's distributed in the U.S.
by Electronic Systems
Laboratories of Ft. Lauder-
dale, Fla. Designed for
studios, concert venues
and broadcast facilities,
Oak Link eliminates con-
ventional multicore wiring
and replaces it with fiber
optic cable that can handle
64 audio channels at dis-
tances up to 0,000 feet.
MIDI or control data, as
well as digital or analog
audio can be accommo-
dated using various inter-
face cards, and Oak Link
can also serve as a multi-
channel digital format
converter by inserting dif-
ferent cards at various ends
of the system. Program-
ming and control of patch-
ing, switching and other
routing functions can be
enabled from one or more
rack-mount controllers
(with large LCD display,
keypad and alpha wheel)
or from an optional com-
puter monitor and soft-
ware package.

Circle #116 on Reader Service Card

INTERNATIONAL AIR
FILTER PRODUCTS
Designed for studios and
other high-tech work envi-
ronments are the [AQ? and
FPAC air filtration systems
from International Air Fil-
ter of Elgin, Ill. The IAQ?
system features three lev-
els of filtration: a prefilter
removes large particulates;
second-stage carbon cells
remove fumes and odors;
and a micro-synthetic, bi-
polar, electrically charged
medium maximizes effi-
ciency. Another product,
the Final Particulate Air

Control (FPAC) system,
retrofits existing HVAC sys-
tems and is said to deliver
99.1% particulate-free air.
The company also makes
two portable models
mounted on wheels for
easy mobility from studio
to studio.
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ASC 11-INCH TUBE TRAP
Those clever folks from
Acoustic Sciences Corp.
(Eugene, Ore.) have
added a high-efficiency
broadband sound absorber
to their Tube Trap
acoustical-control line. The
new ll-inch Super Trap
features extended bass
response and enhanced
damping of standing waves
into the 70Hz range. Speci-
fied for rooms with 8-foot
ceilings, it controls irk-
some, fundamental floor-
to-ceiling resonances. Its
built-in, patented Sound
Diffusion Panel adjusts to

scatter mid and high fre
quencies. Available in 3-
and 4-foot and custom
lengths, the Super Trap is
covered with commercial,
fire-resistant fabric (many
colors available).
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SENNHEISER

ME 80/K3U MIC

You can pick up sound
noiselessly, even in acous-
tically poor rooms or
amid PA. feedback, with
the ME 80/K3U supercar-
dioid/lobe microphone
from Sennheiser (Old
Lyme, CT). The ME 80 part
of the deal is a back-
electret condenser of the
supercardioid shotgun
persuasion, featuring

Manuals for the Solid
State Logic SL 4000 G
Series console and auto-
mation system are now
available through any SSL
office. Call (212) 315-1111
or (213) 463-4444 in the
US., or (416) 363-0101 in

Canada for details. . . Third
Planet offers The Shuttle,

a line of lightweight,
padded carry bags with a

tough cordura nylon cover-

ing for audio, video, com-
puter and music gear. Call
(818) 330-4186 for info

. . .Now shipping: the new

line of 3M Professional

DAT Cassettes in 46-, 60-,

90- and 120-minute
lengths, available at your
local 3M dealer. . . The

MIDI Beacon is a simple

$29.95 test device that

plugs onto the end of any
MIDI cable; an LED con-
firms the presence of MIDI
data. A “pulse stretching”
circuit ensures that short
messages—even a 32-
microsecond system reset
pulse—will cause a visible
flash. Available direct from
Musonix: call (818) 845-
9622 for more info or
(800) 888-0848, ext. 227P,
to order by credit card

. . . TimeLine has unveiled
a Lynx Supervisor-to-
SSL Interface, allowing
up to five time code trans-
port synchronizer modules
to be controlled from an
SSL G Series Studio Com-
puter, as well as affording
unlimited master/slave
designations. Many

Sennheiser ME 80/K3U

extremely high directivity.
Indeed, it's a pressure-
gradient interference tube
transducer. The K3U is the
power module, for phan-
tom or 600-hour battery
usage, and features a bal-
anced, low-Z output trans-
former, low-battery LED
and three-position roll-off
switch; the K3U can also
power any of five other
modular heads. With its
non-reflective black finish, :
the ME 80/K3U is suitable
for overhead miking, dis-
tance recording and film/
video/theater applications.
Circle #119 on Reader Service Card
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optional configurations are
available for expanded
SMPTE, MIDI and GPI
event control. For more
info, call (212) 431-

0330. . .Physonic™ Solu-
tion is a new contact
enhancement liquid
designed for improving
conductivity and signal
transfer on any audio or
video connector. Prices
start at $8.99 for a 2ml bot-
tle; call Tayo Industries at
(818) 765-0782 for more
info. .. “The Best of
Themes” is a six-CD set
of production music, con-
taining over 170 cuts
(including industrial,
sports, classical and more),
buyout priced at $1,499.95.
For details, call (609) 786-
0612.
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Confused About “Exciters”?
Read the Facts.

Seems like a good thing always leads to
imitators. Which is why there seems to be a
rash of so-called “brightness enhancers;’
“phase correctors” and “exciters”’

The Aphex Aural Exciter ® is a patented audio
process that will recreate and restore missing
harmonics. When added, they restore natural
brightness, clarity and presence, and actually
extend audio bandwidth. All without adding
any appreciable power to the signal.

As aresult, the Aural Exciter has become a
standard tool in the recording, film, broadcast
and sound reinforcement industries around
the world. It has been licensed for use in prod-

All Aphex products are designed and manufactured in the U.S.A.

© 1989 Aphex Systems Ltd.
Aphex and Aural Exciter are registered trademarks of Aphex Systems Ltd.
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ucts sold by Yamaha, Numark, AKG, Proton,
Gentner Engineering, MacKenzie Labs,
and Vestax.

Other “brightness enhancers” only boost
existing high frequencies, pumping as much
as an additional 12dB, which can distort the
amp or even blow your speakers. . .in addition
to sounding unnatural. In fact, you could
probably achieve the same effect more flexibly
and economically by using any equalizer.

Don’t be confused by hype. Listen to any
device claiming to do what only an Aphex
Aural Exciter does, then listen to the real
thing. Your ears will hear the difference.

ITER

AURAL exC
= T:ng CL

APHEX

SYSTEMS

11068 Randall Street
Sun Valley, CA 91352
(818) 767-2929




FIELD TEST

by George Petersen

SOUNDCRAFT 200
DErrA MIXING

CONSOLE

f there is any term that would best
describe Soundcraft's 2008 Series of
consoles, it would have to be ubiqui-
tous. Overthe vears, these mixers have
been a popular choice in 8-track stu-
dios. video post suites, club and thea-
ter P.ALs, musicians’ racks. ¢hurch
sound systems. . the list goes on and
on. Offering respectable audio per-
formance. affordable pricing and solid

construction. it's little wonder that the
2008 Series has been so successiul.
Atlast fall's AES conventionin New
York City. Soundcraft announced the
200 Delta. the successor to the 2008
Series (the 200B-VE—designed for
audio-follows-video applications—
rematins in production). T was curious
o see how this new version stacks up.
especially since the 200 Delta offers
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numerous new features and improve-
ments, while carrying the same price
as its predecessor

Cosmetically, the difference be-
tween the two consoles is striking,
While the old 200Bs had a boxy
appearance, the freestanding Delta
consoles (rack-mountable versions are
also available) have a sleek, distinctly
1990s appearance, and even include
a padded armrest—a nice comfort
touch that was lacking in the 200B
mixers. Certainly, a more functional
enhancement is the replacement of the
200B’s four VU meters with six (two
master and four subgroup) LED bar
graph displays. These large, casy-to-
read, 20-segment meters can be
switched (via internal jumpers) to
provide either peak or average ballis-
tics and are a welcome addition.

The 200 Delta’s input, group and
master modules incorporate a new
design, whereby all input and output
connectors are mounted directly onto
the back of the module. Delta mod-
ules are not interchangeable with any
previous Soundcraft modules; how-
ever, this approach to module design
offers a substantial reduction in inter-
nal looms and harnesses, decreasing

104 MIX. MARCIT 1990

manufacturing costs while increasing
overall reliability.

By far, the 200 Delta’s most impres-
sive feature is its wide range of avail-
able modules, allowing the user to
custom-configure the console to suit
nearly any application. A choice of
four input modules, a separate stereo
master module and the option of
using up to four group modules—
with a selection of five mainframes
(32-,24-,16- and 8-input freestanding
and 8-input rack-mount) makes for
endless variations. Actually, the names
used by Soundcraft to refer to the frame
sizes can be somewhat misleading. For
example, an “8-input” frame, fitted
with sterco or dual line input modules,
can provide a configuration of up to
24 X2,

Mono input modules are available
in standard or deluxe versions. The
deluxe module features 48V phantom
power switching; line/mic input select
and trim; phase reverse switch; 4-band
EQ with sweepable high-mid and low-
mid adjust; 100Hz low-cut filter; EQ
in/out switch; six aux sends (a switch
changes aux 3/4 to function as 5/6),
peak LED; illuminated switches for PFL
(solo) and channel on (mute); and
100mm long-throw faders. The rear of
the deluxe module includes an XLR,

Circle #130 on Reader Service Card

balanced micinput, 1/4-inch line input
that accepts balanced or unbalanced
sources, 1/4-inch TRS insert jack
(tip=return, ring=send) and a 1/4-inch
balanced direct output jack. The
standard module is similar, but sub-
stitute a 3-band equalizer (with
sweepable midrange, but without the
EQ in/out switch and low-cut filter),
and deletes the phase switch and direct
output jack.

One notable difference between
the two modules is that the deluxe
version has an internal link that can
select aux 1/2 to pre-EQ/pre-fader
post-fader operation, while the 1/2
auxes on the standard module send
the signal pre-fader only. This is an
important point to note; if the console
is intended forapplications where pre-
fader “monitor” sends are rarely
used—such as in electronic music
MIDI production or as a front-of-house
.A. board (in conjunction with a
dedicated monitor console)—then the
deluxe modules would be the pre-
ferred choice. Since the actual price
difference between the standard ($140
list) and deluxe ($180 list) modules is
fairly small, I would expect that most
buyers opt for the deluxe version. In
fact, a 24x4 X 2 deluxe console ($8,190)

CONTINUED ON PAGE 143
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FX1244 12 CH Multi Track Mixer MADE IN THE
« 24 input capacity * Six Monitor / Effects sends U S A

The Flexible Solution

Live. In Studio. As a complete Live Sound/Recording mixer, the new Carvin
FX44 Series stands alone. With channel features like four sub groups, six
programmable Monitor / Effects sends, four band EQ, and dual input capacity, the

FX44 outperforms the competition hands down—at a stereo price. If you want a \
console that gives you the best of both worlds, the FX44 Series is the solution. AR ‘ IN
For Live Sound, these compact mixers provide you with the flexibility of four sub

mixes and the simplicity of a straightforward and clearly marked panel design. THE DIRECT ADVANTAGE ™
The powerful 500 watt (250/250) FET amps are available on the FX844 and For more information or to order call-
FX1244 making set ups as simple as hooking up mics and speakers. The larger : 3
FX1644 and FX2444 are perfect for bigger applications. —tol/fre—e(80 Ul eccd
For Recording, the FX Series is the perfect console to fit comfortably in the Please send me Carvin's FREE catalogs:
home studio. With its substantial effects routing capabilities, powerful EQ, and JPRO SOUND LJGUITAR AMPS L GUITARS (J$1 For Rush 1ST class

quiet operation. the FX44 console works best side by side with multi track and L

MIDI equipment.

FX84  &x4x2x (500 watts) Mixer $1349 FXI68 16x4x2x 1 - Mixer $1699 Ciy. State_—— Zip—
FX1244 12x4x2x 1 (500 watts) Mixer $1699 FX2444 24x4x2x1-Mixer $229 Send to: MX-18 1155 Industrial Ave., Escondido, CA 92025

Foreign Sales — See your dealer Hollywood Showroom: 7414 Sunset Blvd. (213)851-4200

Address



IHEN MUSIC IS YOUR BUSINESY

Why does Larry Carlton prefer TAD speakers? Because music is his
business and peifectionis his goal. For more information on how you
can achieve perfect sound with TAD speakers call (213) 816-0415.
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AUDITIONS

by George Petersen

PRrROFESsIONAL DAT

BuvYEer's GUIDE

hile digital audio tape has not exactly
blossomed into the darling format of
the consumer audio public, pro users
have welcomed this technology with
open arms. Manufacturers have been
quick to notice this growing market,
and offer a variety of models tailored
to the needs of studio, broadcast and
production professionals.

Just a year ago, choosing a DAT
recorder was a simple procedure,
based on the limited availability of
pro-level models. However, there are
about a dozen machines on the mar-
ket today that address the sophisticat-
ed user with versatile features such as
digital connection ports, balanced in
puts and outputs, multisampling rate
operation and advanced autolocation
facilities.

So far, 1990 holds even more prom-
ise for this fledgling format, with a
seemingly endless array of new fea-
tures and options for existing record-
ers, new machines making their de-
but, and the IEC's impending ratifica-
tion of 1 DAT time code standard later
this year, possibly by September. With
this in mind, we decided to take a
look at what’s in, what's out and
what's to come.

ProDAT 1A, from Audio + Design of
Pangbourne, UK, integrates a Sony
DTC-1000 DAT deck into a three rack-

M L«««(«((( “ i
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space unit. However, the ProDAT 1A
goes far beyond merely providing the
convenience of rack-mounting, as it
also includes electronically balanced
inputs and outputs, Apogee 944G in
put filters, output trimpot adjustments
(for up to +20dBm levels), switchable
44.1 or 48kHz recording (in the ana-
log or digital domains), four-stage
error status display and copy-prohibit
switching. AES/EBU digital ports are
standard, as is a sync facility (this
allows slaving record/reproduction
functions to the word clock sampling

Sony PCM-2000

Audio + Design
ProDAT
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San Francisco’s Full-Service
Professional Audio Dealer

AUDIO

Images

@ SALES AND SERVICE

@ DESIGN AND INSTALLATION

@ AUDIO FOR FILM AND VIDEO

@ MULTI-TRACK RECORDING

® DIGITAL AUDIO WORKSTATIONS
® SOUND REINFORCEMENT

® COMPUTER MUSIC SYSTEMS

@ TAPE AND ACCESSORIES

70 Oak Grove Street

San Francisco, California 94107
Fax: (415) 957-1531

(415) 957-9131
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READY TO
IMPROVE
YOUR
RECORDING
SKILLS?

THEN SIT NEXT TO A TOP FLIGHT
ENGINEER AS HE DEMONSTRATES
ALL THE ELEMENTS THAT GO
INTO GREAT RECORDING!

The Snaping Your Sounp series is five
indispensable new videotapes
covering multi-track recording, mixing,
signal processing and microphones.
They bring better studio technique to
life using the power of video to do
"WHAT NO BOOK ON THE SUBJECT HAS
EVER BEEN ABLE TO ACCOMPLISH!"
(Mix Magazine)

Every tape is packed with
demonstrations and examples that cut
through time consuming book study
and get you down to better recordings.

CALL FREE TO FIND OUT MORE
ABOUT SHAPING YOUR SOUND, THE

PROFESSIONALS' TRAINING PROGRAM.
1-800-777-1576

FIRST LIGHT VIDEO PUBLISHING
374 N. Ridgewood Place, L.A., CA 90004
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rate derived from an external source).

The ProDAT 1A is priced at $3,995,
complete; the ProDAT interface can
be installed on a customer supplied
Sony DTC-1000, Aiwa or Harris XD-
001U recorder for $1,995. Just an-
nounced is a4 $250 optional interface
for connecting the unit to a Sony
DTA-2000 digital tape analyzer. Audio
+ Design also offers the ProDAT 2A
(84,995), having all the features of the
1A, plus an SDIF interface to the Sony
1630 with word clock in and out.

Audio + Design is distributed in the
US. by Gotham Audio Corp., 1790
Broadway, New York, NY 10019; (212)
765-3410.

The Fostex D-20 digital master re-
corder ($8,000) has the distinction of
being the only DAT machine currently
on the market that can record and play
back time code. It reads codes at all
functions and speeds, including pause
mode. If and when a universal DAT
time code standard is adopted, Fostex
will offer a plug-in card ensuring com:

Fostex D-20

plete compatibility. In fact, the D-20
is designed with an unused internal
card slot for such a purpose.

The D-20’s four-head design allows
both direct off-the-tape monitoring of
recorded signals, as well as instant
punch-in/out. Other features include
110% pitch control, copy-protection
switching, 44.1/48kHz recording, AES/
EBU digital 1/0O, +4dBm balanced XIR
analog inputs/outputs, external sync
in/outs, emphasis switching, RS-422
serial control port, synchronizer port
(for machine control via external au-
dio/video sync devices, such as the
Fostex Model 4030, 4035 and others)
and 31 LEDs to indicate operating sta-
tus of every function at a glance.

Fostex continues to refine its D-20
digital master recorder with the in-
troduction of the Model 8320 Intelli-
gent Controller, unveiled at the Ana-

heim NAMM show last January. Sched-
uled for delivery within the next
month or so, the 8320 is a full-func-
tion remote control that provides dis-
play of SMPTE or absolute time, offers
799 locator points and duplicates all
the D-20’s front panel controls.

Fostex Corp. of America, 15431
Blackburn Avenue, Norwalk, CA 90650;
(213) 921-1112.

At Jast fall’s AES show in New York,
JVC showed a prototype of a time
code-based DAT recorder, but does
not plan to market the machine until
the adoption of a time code standard
later this year. More specific details
may be released at next month’s NAB
convention in Atlanta.

JVC Professional Products, 41 Slater
Drive, ElImwood Park, NJ 07407; (201)
794-3900.

With a list price of $10,000 and tip-
ping the scales at over 70 pounds, the
Nakamichi 1000 professional digital
audio recording system is clearly not
for everyone. However, the key word
here is system. The 1000 incorporates
a modular approach throughout, from
its two-box processor/transport de-
sign to its extensive use of interchange-
able circuit boards that allow a ma-
chine to be tailored to a user’s specific
needs. For example, the processor
unit can control up to two transports
for digital dubbing, parallel recording
and tape backup functions.

Nakamichi has recently announced
three new plug-in interface boards to
simplify interconnection and format
conversion processes: The IF-102 pro-
vides AES/EBU and SPDIF inputs and
outputs; the IF-103 offers two sets of
AES/EBU inputs/outputs, along with
a switched digital source input (AES/
EBU or SPDIF); and the IF-104p pro-
vides AES/EBU and SDIF-2 1/O ports,
as well as a word sync out and digital
source input switching.

Some of the Nakamichi 1000’s stand-
ard features include: a hard-wired re-
mote controller, record/play capabil-
ity at 48/44.1/32 kHz (the latter is
digital only), four-head design (with
true read-after-write capability), bal-
anced XIR and unbalanced RCA ana-
log inputs/outputs, 32-segment digital
level displays, and a unique half-load
mode that can rewind a two-hour cas-
sette at 400-times play speed—in as
little as 19 seconds.

Nakamichi America Corp., 19701
South Vermont Avenue, Torrance, CA
90502; (213) 538-8150.

Priced at $2,500, the SV-3500 is a




full-function, rack-mount studio DAT
deck from Panasonic Professional Au-
dio Systems. The SV-3500 features a
hard-wired remote control, balanced
XIR analog inputs/outputs, AES/EBU
digital ports, 48/44.1kHz recording
(44.1 from analog inputs only), switch-
able +4/-10dB output level and 200-
times high-speed search mode. The
deck employs MASH analog-to-digital
converters with 64-times oversam
pling, which allows the use of simple
third-order analog filters for improved
phase response.

Panasonic’s SV-255 ($2,700) is a sec-
ond-generation portable DAT deck
based on the popular SV-250. A few of

mode. When the machine is set in
this mode, the signal present at the
right channel is recorded at full level
and is automatically routed to the left
channel at -15 dB, offering a conve-
nient backup in field recording appli
cations where unexpected high-level
sources, such as gunshots, jet planes
or emergency vehicles, could put the
normal-level channel into clipping.
This 3.2-pound (including recharge
able battery) package also features
MASH A/D converters, XLR mic/line
inputs, 48kHz recording, 44.1/48kHz
playback, internal limiter and mic pad,
and a SPDIF digital output jack.
Panusonic/Ramsa, 6550 Katella Ave

deck based on the Sony DTC- 1000 re
corder. Designed for broadcast appli
cations, the RS-1000 provides large,
quick-access controls that are as sim
ple to use as a cart machine. In fact,
the deck’s microprocessor-based con
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Nakamichi 1000

the SV 255’s enhancements include
greatly improved mic preamps (with
an EIN spec of under -128 dBm) and
a new dual-channel mono recording

nue, Cypress, CA 90630; (714) 373
7277.

The RS- 1000 from Radio Svstems is
a highly modified, high-performance
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Panasonic SV-255

troller allows start and skip IDs to be
written on the subcode portion of a
DAT tape to act like the primary and
secondary tones on a broadcast cart,
for fast cueing-to-audio and recueing
at the end of a cut. The system can
handle other automation data, includ
ing audio muting, “next event” se
quencing relay closures and logging.
Plus, the RS-1000’s software is written
so the unit appears like a multi-slot
cart carousel machine to an automa
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tion system.

Some of the RS-1000's other features
include balanced XLR inputs and out
puts, SPDIF digital 1/0, 44.1 and 48kHz
recording playback, serial and paral
lel control interfaces, and thumb-
wheel controls for manual access to
cut sequencing. The RS- 1000 is priced
at $3,493; also available is the RS 1000-
PRO, a simpler version (lacking the
microprocessor functions, but still of
fering 44.1/48kHz recording and bal
anced audio) priced at $2,295, includ-
ing hard-wired remote control.

Radio Systems Inc., 110 High Hill
Road, Bridgeport, NJ 08014; (609)
467-8000.

The newest member in Sony’s line
of professional DAT recorders is the
TCD-DI0OPRO ($2,900), a compact
portable machine featuring XILR bal
anced mic and line inputs, mic atten-
uator and switchable low cut filter and
limiter circuits. Supplied accessories
include two rechargeable battery
packs, digital 1 O cables for connect
ing to AES'EBU and SPDIF devices,
and a handheld “remote controller”
that combines a mic-mount with fin-
gertip access to record, play, stop and

pause functions. The TCD-D10PRO
records at 48 kHz through the analog
inputs, 32/48 kHz from SPDIF sourc
es, and 32/44.1/48 kHz from the AES
EBU port; the deck can play back
tapes at all three sampling rates.
Sony’s award-winning PCM-2500
was the first DAT machine developed
specifically for professional recording

Sony TCD-D10PRO

applications. While the unit shares the
sume busic transport as the consumer
DTC-1000, the PCM-2500 offers a va-
riety of features for studio use, includ
ing balanced, transformerless X1R in
puts and outputs; 44.1 and 48kHz re-
cording (32 kHz from digital input
only); AES/EBU, SPDIF und SDIF-2
digital ports; word sync output; and
copy-prohibit and emphasis switch
ing. The PCM-2500 is priced at $3,550,
including both wireless and hard-

wired remote controls.

The Sony PCM-2000 is a rugged,
DC-powered portable deck designed
for location recording. The recorder
provides balanced line and mic in
puts, with the latter also equipped
with switchable phantom powering, a
three-position low-cut filter, and a
choice of - 10/-20dB attenuation. Other
features include: emphasis switching;
AES/EBU digital 1/0; 44.1 and 48kHz
recording from analog or digital sourc
es (32 kHz from digital only); word
syn¢ input; and powering via the same
NP-1A batteries used with Betacam
camcorders and Sony PCM-F1 digital
processors. The PCM-2000 is priced at
$5,000, and at next month's NAB con
vention in Atlanta, Sony will show the
BBG-2000, a piggyback SMPTE reader,
generator adapter for the PCM-2000.

Sony Professional Audio, 1600
Queen Anne Road, Teaneck, NJ 07666;
(201) 833-5200.

At last fall’s AES show in New York
City, Swiss recorder manufacturer Stel
lavox unveiled a prototvpe of the Stel
laDat portable DAT recorder; deliver-
ies are slated to begin in the last quar
ter of this year. The machine boasts a
rugged, all-aluminum body, and an

CONTINUED ON PAGE 133

everything for professional audio...
everything but excuses

A working philosophy and commitment to your success. At VRI Scharff, we never give
you excuses, we give you results. Our inventory of professional audio, wireless, communi-
cations and RF equipment is one of the most current and complete in the world. And
our innovative and knowledgeable staff is dedicated to always providing you with the
best possible service and technical support in the industry. So, don’t listen to excuses...

Get Results!

Michael Mueller
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" THE PROFESSIONAL €D PLAYER
FOR THE PROFESSIONAL CD PLAYER.

Like all protessioral CD players,
the new Technics SL-Pi300 is tech-
nologically advanced.

But you dom't have to be a techni-
cal gerius to operate it.

Ir fact, even if you haven't spent
years in the studio. =
it will o~ly take
you a few minutes
to figure it out.

You see, the SL-

P1300 1s ergonom-

ically designea to

give you greafer '
control over playback than you've
ever had before.

Perhaps that’s because it's built
like a racording console. Which
means the disc well and all the other
controls are right at your tingertips.

First, the control panel features a
long siroke sliding pitch control. It's
continuously variable with a range of
+8%. In addition, it lets you restore
guartz lock accuracy at the touch of

—1 b_utton.

There's also our
two-speed search
dial with audible

| pause. Which
makes finding
your in point
extremely easy.

Our profes-

sional CD player has other features
professionals enjoy working with.

Like one-touch memoarization by time
code, A-B repeat, and our exclusive
rocker control search buttons. It's the
digital equivalent of dragging your

Circle #063 on Reader Service Card

finger on the edge of a record.

A great deal of thinking also went
into things like our balanced outputs
(=10 dBm nominal into 600 ohms)
There's even a port for a wired
remote. And separate power supplies
for digital and analog circuits. Giver
this, it's not surprising that its S/N
ratiois 112 dB.

If you're a professional CD
player, chances are you're ready to
hear what our professional CD player
can do.

Call your Technics representative.
You'll find that our pro CD player isn't
the only thing from Technics that's a
pleasure to work with

Technics

The science of sound




The Bose 302 Series Il
Acoustimass°Bass System.

his compact bass system, designed and

optimized for use with Bose 802™ Series Il
speakers, delivers more bass and purer sound
than larger components. From nightclubs to
stacium concerts, the 302-Il bass system delivers
clean, powerful performance that's easy to
transport and easy to connect

The key to large-system performance in a
small package is the patented Acoustimass
system with the Electro-Magnetic Braking
(MB-12) woofer. Rather than producing sound by
a cone surface vibrating directly into a room,
Bose uses the MB-12 wocfer to energize the
Acoustimass system, which actually launches
sound into the room using twe precisely con-
trolled air masses. The Accusfimass system
also acts as an acoustic filter, removing un-
wanted distortion where no electronic filter can

—after sound is produced but before it reaches
the audience. The result—the 302-II system
gives you more bass output with less cone

motion and lower distortion than any conven-

tional bass bin its size.
Listen and judge for yourself. Compare the
30211 system to any other bass system. Then
you decide how well we stack up (and how eas-
ily). The 302 Series Il Acoustimass bass system

... Just one of the reasons Bose is becoming the

professional system of choice. For the name of
your nearest authorized dealer, write Bose Corpora-
tion, Professional Products, Department M, The
Mountain, Framingham, MA 01701-9168 or call

us at 1-508-879-7330.

© Copyright 1989 Bose Corporatton Covered by patent rights 1ssued andior pending
Features and specifications sbject to change without notice

M7V S

Better sound through research.
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LIVE SOUND
TROUBLESHOOTING 1

MORE
CARGO LESSONS

THE CARNET
|

by Mark Herman apply to the U.S. Council for surance company. You bond the
American touring acts are in- International Businesses and | USCIB to protect them. They
creasingly expanding their audi- supply them with a manifest. guarantee to all the other cham-

They assess a fee through an in-

bers around the world that your
- — _

traveling to various foreign coun-
tries. Sound reinforcement, light-
ing and production companies

find that additional paperwork,
expenses and logistical schedul- ‘

ence and financial potential by l

ing rise dramatically when na-
tional boundaries are crossed.

Phil Eastick of Quick Cargo
Systems (Burlingame, Calif.)—

who gave us some great cargo
lessons in the October 1989
Mix—explains why the carnet is
such an integral part of customs ‘
requirements and international
touring.

Mix: What exactly is a carnet?
Eastick: A carnet is an interna-
tionally recognized document

that allows the duty-free entry

and exit of items going into a
particular country for a specific
period of time for a specific pur-
pose. The carnet tells the

customs officers exactly what
items you have, what they’re for
and essentially that you guaran-
tee the equipment will leave
within a specified period of time.
When goods enter a country
under normal circumstances, the
importer has to pay customs
duty or post a temporary import
bond assessed on the value of
the goods to guarantee that they
will not be left behind.

Mix: How is a carnet obtained
and how much does it cost?
Eastick: The carnet is set up
with a chain of chambers similar
in operation to the Chamber of
Commerce. To get a carnet you

N :
RLIE POWELL

ILLUSTRATION: CHA
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goods will go into and out of the
country as specified. on sched
ule. All the main countries have
their own chamber.

The standard rate of the bond
is assessed at 1 percent of 40
percent of the value. In
some countries it ¢can be
as high as 50 percent (o
100 percent of the value.
The USCI insists that
vou provide a financial
statement that proves
vou have the means 10 |
cover the tull declared |
value of all vour equip-
ment. They may ask for
a bank guarantee or line
ot credit. Most people
choose not 1o raise the
carnet themselves
and instead get a freight f()l
warder (o prepare one, tvpically
for 4 $100 to $200 tec. The for-
warder prepares the statement
but does not assume the respon-
sibility
Mix: [s there anvthing special
about preparing the carnet

equipment lists?

Eastick: It is simple. really. Give
a complete description of eveny
item with the product name,
serial number. quantity. country
ol origin. weight, case descrip-
tion and value. Computer-

Customs will

never be swayed by the
Jact that your equipment bas
to be at a particular place

at a given time. That is

your problem.

;,cncm[ed eqmpmenl lists
developed from a word process-
ing and database program is an
excellent wav 1o present the
information. If vou are not sure
about a particular item. list it
anviway. because once the carnel
is submitted to the USCIB no

don’t forget your

THE 512b MIC PRE:

The new API 512b-
An all discrete EQ size

mic preamp/instrument
direct box in one.

THE 550b EQ:

The new AP! 550b-
The same circuit as
the famous all discrete
550A, but with four
bands and more
frequencies.

THE 500-b4:

The new API 500-b4-
A portable rack for API
modules, with the
traveling engineer or
musician in mind.

WORLDWIDE DEALER/REPRESENTATIVES:

new items may be added. Any
additional gear will require
another carnet. Subtracting an
item is no problem. though
After preparing your lists it is
alwayvs wise 1o double-check
every serial number. Band gear

—— s often trouble. because
the artist might. for ex-
ample, switch one of his
red Les Paul guitars for
another one that looks
exactly the same, But. of
course. the serial num
ber is different

I recommend vou

have a realistic value
stated on all documents
connected with vour
cequipment. The tempta
tion is to reduce the cost
of the bond by under-
xmlm;, the value, but if there was
an accident. vour insurance com
pany would pay only the lower
stated bond level. 1 have seen
cases where a band paving for
the bond asked the sound
company 1o get the carnet cost
lower by understating the value

ap[ '[U\ 1Ch “f 8) <

EAST COAST. ]MID -US: api audio products, inc.
MIQ CONSULTANTS, INC. 212-586 7376 MiLAM AUDIO 3093463161

WEST COAST: EUROPE: — 7951 TWIST LANE,

EVERYTHING AUDIO 8188424175 SYCO SYSTEMS (LONDON) 01-724 2451 SPRINGFIELD, VA 22153

WESTLAKE AUDIO 213851-9800 JAPAN: i - 703-455-8188 'FAX 703-455-4240

NISSHO WAl (NY)212-704 6692
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of certain pieces of gear. Of
course, these items got damaged
or lost. and the sound company
ended up losing out.

Mix: How is the duty deter-
mined?

Eastick: Each country sets its
own duty rates. and every item
on a carnet has a different rate.
Some picces could be charged at
3.5 percent and others at 7.8 per-
cent. It just depends on the
country involved. It is not an
arbitrary number cither; they
publish tariff requirements on
almost every item imaginable.
Mix: Do vou have any advice on
dealing with customs people?
Eastick: Always cull them in
advance and let them know
what is coming. Communication
is very important. Tell them what
is happening in a forthright.
polite and open manner. Re-
member that these officers are
performing a job that is often
very carefully spelied out in
official detail. Customs officers at
most major air, sea and trucking
entries are very aware of the
professional touring industry.
They usually know that touring
production people bring only
what is necessary and usually
have no intention of selling any
equipment until a tour is fin-
ished. A good ofticer will usually
listen to vour side of things if
vour approach is civil. But don't
back down if vou have a valid
point to make just because he or
she has a uniform on. Once the
agent makes a determination
though. it is tinal. Stay on the
level. If you are stupid enough
to try 1o fool customs and get
caught. vou will forever be
remembered in the computer as
a troublemaker.

The language barrier can be a
problem in non-Fnglish speaking
countries. Fortunately, English is
the language of international
trade: but whether it is spoken
with a high degree of compe-
tence, or at all. is another ques-
tion. I would advise having an
interpreter lined up in advance.
If vou were in Tokyo, for
instance, it would be to vour
advantage to have a Japanese-
speaking person with you to
better communicate with the

Japanese customs officer. Often

tempers flair when the language
problem gets in the way

Mix: What happens when yvou
go into a country and don't
leave within the period of the
carnet?

Eastick: The consequences are
dire. Let's just say the country is
Switzerland. The Swiss customs
agents are going 1o claim the
duty that is accessible on vour
equipment. If you had $100.000
worth of equipment claimed.
and it was taxed at a 15 percent
rate, a charge of $15.000 would
he collected if you violated the
carnet. It is also possible that
additional financial penalties will
be billed. To get paid, Switzer-
land would go to the Swiss
Chamber of Commerce, which

will in turn go to the chamber of

commerce that raised the
carnet—which in our case is the
USCIB. The USCIB will immedi
ately demand the money from
vou. It is not interested in
fighting yvour case even if there
is a good reason for your

delaved departure.

Mix: How does the USCIB get
the moneyv from you?

Eastick: The USCIB can cause
immense grief. [t will take legal
action if necessary to collect
And it won't write any more
carnets for you. If vou are a
touring sound or production
company, this would be a
disaster.

Mix: What happens if some
listed gear is destroved, stolen or
just plain left in a foreign
country?

Eastick: Customs people every-
where are difficult but not totally
unreasonable. They won't ke
vour word for anything: you
must show sutticient documenta-
tion supporting any valid claim.
Anvthing left on purpose—like a
stage set—must have a customs
agent “attend its destruction.
Individual agents will decide
what proper destruction meuans.
Mix: How long docs it take to
have a typical sound system
inspected by customs officers?
Eastick: That really depends on

Manufacturers of quality
case & cabinet hardware

_penn fabrication

Hawthorne, NJ.
Tel: (201) 423-4404

Detroit Michigan
Tel: (313)961-9111

Newbury Park, CA
Tel: (80S) 499-56932

Houston, TX
(713) 8559772
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how difficult they want to be.
Factors such as the time of day,
the country involved, available
officers, amount of gear and
prior communication influence
the total inspection time, but
figure on about 20 minutes per
case. Be prepared to spend
some time in customs; they may
inspect everything you have. It is
foolish to arrive at customs
minutes before your equipment
is scheduled to be transported
somewhere. Customs has the
right to inspect every single item

on the list and will do so if they
perceive anything suspicious.,
They will never be swayed by
the fact that your equipment has
to be at a particular place at a
given time. That is your prob-
lem, so I advise scheduling
transportation logistics with this
in mind.

Mix: On a typical tour. who is
usually responsible for customs
and the carnet?

Eastick: Usually it is cither the
tour production manager, or a
freight forwarder working in
conjunction with the production

Puts the others in perspective...

Community's new RS880 loudspeaker system flys heads
above all others with its trapezoidal, three-way Wavefront
Coherent™ horn-loaded design. Dynamically controlled from
a single rack space with our 880EQ, the RS880 additionally
features unique feedback-loop sensing circuitry, and reinforced
D-rings which can get you off the ground quickly and
smoothly. For room-shaking bass response, our VBS415
subwoofer can also be added to extend the system.

Commun

PROFESSIONAL SOUND SYSTEMS
333 East Filth Street * Chester, PA 19013 « (215) 876-3400 * Fax (215) 871-0190
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manager. More than likely the
freight forwarder will be well-
versed in the particulars of each
country and almost always has a
local representative who is very
familiar with the local customs
people.

Mix: Briefly run through the
sequence for taking equipment
overseas and then returning to
the US.

Eastick: Get the carnet raised,
double-check all serial numbers
when the gear is loaded into the
truck, and if you have made
prior arrangements, it is possible
to have a customs officer meet
you at the particular airline that
is transporting your goods. The
U.S. officer may inspect the
entire lot, but nowadays they
will probably inspect just a few
cases when you're leaving the
U.S, After arriving in a foreign
country. you will get inspected
going in and out, and face the
same routine each time you
cross a national border. If you
were to cross from France to
Germany, for example, you
would get checked twice, once
for leaving France and another
upon entering Germany. The
final steps after you return to the
U.S. (inspected once more) is to
return the carnet to the USCI.
There are stubs in the carnet that
were signed by customs at cach
place you crossed the border.
These stubs provide evidence
that there is no problem with
your carnet. Generally. your
freight forwarder would take
care of this immediately.

Mix: What do you see happen-
ing to the carnet in Europe once
the Common Market countries
refax trade laws in 19927
Eastick: Crossing national
borders will be easier, with less
paperwork, but some form of
carnet will remain. Right now in
Europe there is already a Euro
carnet, which is used for 11
Common Market countries.
Maybe in the future we will see
a carnet for just entering and
leaving the European Common
Market. The European Economic
Community has a hard time
agreeing on anything, so we
shall have to wait and see how
things work out. |




The
Bottom Line.

The fact is: it just doesn’t get any better than the D&R Dayner Series when you need great
specs, more inputs in less space, functions, and features like D&R’s “Floating Subgroup System™
and custom configurations utilizing the in-line and split formats together. You get all this and
more for thousands less than our competition.

Now that’'s THE BOTTOM LINE!

I

mixing consoles

D&R USA ¢ Rt 3, Box 184-A e Montgomery, Texas 77356 ¢ Phone (409) 588-3411
D&R Holland ¢ Rijnkade I5B o 1382 GS Weesp ® The Netherlands
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by Mark Herman

SOUND

REINFORCEMENT NEWS

The hottest
ticket for geo-
graphical ex-
pansion in the
sound rein-
forcement
business is
Orlando, Fla. In
the last few
months a dozen
sound and pro-
duction compa-
nies have an-
nounced open-
ing new offices
somewhere
near this rapidly

growing city.
All this flurry of
activity is for a
good reason.
This part of
Florida (where
Disney is King)
is becoming
one of Amer-
ica’s leading convention. hotel
and theme puark centers—which
translates into substantial dollars
for corporate and concert audio
production. While some audio
people think the steady influx of
pro sound companies has al-
ready saturated the market,
others are gambling on grabbing
a share of the action and holding
on through the inevitable
shakeout. 1, for one. think that
going south for the winter
sounds like a great idea.

Earty this year Sounds Good
Audio joined in the audio
parade 1o Florida, opening a
new office in Orlando. Dan
Hubbell is managing the new
satellite office; SGA's corporate
offices will remain in Lansing,
Mich. Spokesman Keith Menne
savs, “In the Orlando location
we expect to be primarily in-
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(Above photo) Designed by Stephen Rypkaq, the new system at
the Las Vegas Hilton includes two Yamaha PM3000 house con-
soles, a 30-box Eastern Acoustic Works main speaker comple-
ment, Apogee Sound under-balcony cabinets and Meyer sub-
woofers mounted into the venue’s side walls. Crown Macro-Techs
supply over 40,000 watts of power, all controlled via Crown’s com-
puterized IQ System 2000. Also tied into the house computer are
TC Electronic 1/3-octave equalizers, capable of storing up to 99
different house curves, so each engineer’s settings can be saved
for future recall. B.A.S.E. processors are employed to expand the
room’s “sweet spot” and provide enhanced spatial imaging.

volved in industrial theater with
corporate clients. That has becen
our forte in the past. We are
making our new audio svstems
more tantalizing by providing
tull multipin connectors, quick
and easy patch bays, and well-

known. high-quality equipment.”

A complete. new P.A. system
was put together for Orlando
that includes 16 Meyer VSL-3s,
12 UPA-1s. 16 UM-1s, four USW

subs and four 630 subs. Power
amplifiers are a combination of
QSC 1500 and 2000s and Crest
Also in the system is a pair o)
Yamuha PM3000s and Ramsa
W'R-5840 consoles and a com-
plete microphone and signal
processing inventory. Currently,
Sounds Good has accounts with
Disney and several hotels.

Just a few vears ago, Wolf
Sound (Miami. Fla.) was a rela-
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8 OUT OF 10
E WITH A STAR
WHEN THEY HEAR IT
ON BASF CHROME.

Emotionalimpact. That's what music is
all about. And what BASF Chrome is all about
Ina nationally representative sample of the U.S
8 out of 10 listeners heard more, responded
more. were moved more by prerecorded music
on BASF Chrome than on ordinary cassette
tape. 8 out of 10

An impressive figJre that can mean

impressive sales Because when you release 10 gowild. If you want tc male them sigh

on BASF Chrorrie, there’s less tape hiss
greater music clarity, greder overall sound
quality—greater emotiondl impact! All of
which adds up to a iape that gives greater
consumer satisfacton

I you want -hem to dance. If you
want to make them cry. If you want them

-

Call us at 1-800-225-4350 (east or southy, or The CI&S’GI ‘Ieur so“nd
*-800-225-3326 (central or west). We'll show Gl

of BA rome.
vou what a difference BASF Chrome 2an make

N the studio, in the store and on the deck BASEA
Call us today. 2
After all, if 8 out of 10 people prefer it on @
BASF Chrome, shouldrit you be fistening? b 4
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tively small regional sound com-
pany. All the action happening
in central and south Florida has
helped this company grow 1o
where it now has a full calendar.

Owner Wolfgang Federlin savs,

“We have been very busy with
local and regional shows.
national one-ofts, touring with
Julio Iglesias [se¢ “On the
Road™]. and sporadic traveling in
Latin America with the likes of
Air Supply in Colombia and
Roberto Carlos throughout
Mexico.” Federlin states that in
Latin America. shipping costs
limit the amount of gear that can
€0 on tour. “We airfreight in the
consoles. effects, monitors and a

few house cabinets 1o supple-
ment what is there already. We
pick up the main P.A. locally.”
Wolf Sound’s main touring
client is Julio lglesias. The com-
pany provided monitors for

Julio’s Tast world tour that

traveled to the Far East and
Europe before returning to the
.S, Wolf Sound then added an
FOH system for venues in the
.S, including Camegie Hall and
Caesar's Palace in Atlantic City.
Wolt has contracted to do the
entire sound system this time
with 60 Meyer MSL-3 boxes for
the eight-month Julio Iglesias
world tour that begins in May.
Federlin comments on his
company’s expansion. “We con-

tinue to purchase more and
more equipment. A 120K
Thomas lighting rig was just
bought to help us e more
competitive by offering tull
production service. Last vear we
purchased Yamaha PM3000 and
Ramsa WR-5840 consoles to
head up our all-NMever sound
system. The Mever gear has
performed well: we get a lot of
business from people who come
to Florida and demand Mever
cquipment—and it helps that we
have the largest Meyer inventory
in the Southeast. We just placed
an order for more MSL-3s.”

Wolt Sound frequently works
with Disney. Most of Disney's
conventions, specidal shows and

ONTHE ROAD

SOUND COMPANIES, EQUIPMENT, ARTISTS & PERSONNEL ON TOUR

R

Artist
Sound Company
Tour Dates
Region

Squeeze
See Factor
November - December
us

Jullo Iglesias
Wolf Sound
May - early 1991
World Tour

Jethro Tull
Eighth Day Sound
Sept. 10 - Dec. 10

North America

Patti LaBelie
Maryland Sound Industries
November - March
Us.

M.C. Hammer
Sutter Audio
September - November
Southeast U.S.

Lou Reed & John Cale
See Factor
November - December
New York

Randy Travis
Electrotec Productions
Ongoing
World Tour

House Console #1
House Console #2
Monitor Console #1
Monitor Console #2
House Crossover

Yamaha PM3000 40x8x2
Midas Pro 40 32x16
Meye-r M3T
Yamaha PM3000 40x8x2
Ramsa \-NR-SBAO
Meyér M3T
Yamaha PM3000 40x8x2

Yamaha MC1202
Ramsa WR-5840 40x18

Yamaha PM3000 40x8x2
Ramsa WR-SBAO
HC <30l
Yamaha PM3000 40x8x2
Soundcraft 500 40x12
BSS FDS 360
Midas Pro 40 40x12x2
Ramsa WR-S840 40x18
Meyér M3T
Gamble EX 56x16x2
Soundcraft Lob Q32x16
BSS MéS 200

Main Speakers
Main Speakers
Subwoofers
Monitor Speakers
Monitor Speakers

(24) Meyer MSL-3
(12) Meyer 650
Custom wedge/JBL-loaded
(16) Meyer MSL-3
(8) Meyer 650
Meyer UM-1, UPA-1
(48) Turbosound TMS-3
(12) Turbosound TSW-124
EDS 2x15
(12)yMS 10
(12)MsS 108

MSI 2x12, 2x15
(24) OAP DP118
OAP 215,212,115

(12) Meyer MSL-3
(8) Meyer UPA-1
(6) Meyer 650
Meyer UM-1

(64) Lab @

Electrotec Custom 115
Electrotec Custom BBC

Main Amplifiers

Main Amplifiers

Sub Amplifiers
Monitor Amplifiers
Monitor Amplifiers

Crest 4001
Crest 4001
Crown PSA-2
BGW 750E, Crest 7001
Crest 8001
Crest 7001
Crown MA2400/1Q
Crown MA2400/1Q
AB Systems 1200
Crest 8001, 7001
Crest 8001, 7001

Crest 7001
QSC 3800, 3500
QSC 3800, 3500

Crest 4001
Crest 4001
Crest 4001
Crest 4001

Crown MA1200, UREI 6400

JBL 6233
JBL 6233

Engineers:
(B) = band
(H) = house
(M) = monitor
(M =tech
(a) = assistant
(C) = crew chief

Ronnie Box (B.H)
Mark Napier (B,M)
Bill Fertig (aH)
Thursby Pierce (aM)

Chris Carlton (B,H)
Steve Cochran (M)
Carlos Alvarez (aH)

Rob Braviner (B.H)
Gareth Williams (B.M)
Rod Price
Mike Rodgers

George Strakis (H)
Anthony Stabile (M)
Jim Risgin

Felton Pilate (B.H)
Peter Seven (B.aH)
Steve Vandervort (M)
Allen Laws (aH)
Russell Whiddon

Jeremy Darby (H)

Bob Butler (H)
Paul Danese (M)
Dave Stogner (T)
Dave Longwill (C)
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OU WANT A COMPACT SPEAKER SYSTEM.

BUT ON THE OTHER HAND, YOU DON'’T.

» The drawback with most compact speaker systems is
that’s exactly how they sound.

Compact.

Listen to the Turbosound TXD Wide-Dispersion Series,
though, and you’ll find it's worlds apart.

The TXD Series speakers are lightweight and portable -
perfect for smaller venues, AV presentations and live shows.
Yet their size doesn’t compromise their power handling and
exceptional transient ability.

The diminutive TXD-520,
just 227 high, is rated at 125WRMS

and 250W peak power, while atthe

( yTurbosound &

But as with all our speakers, it's not just a case of
sheer decibels

Audio quality is equally prestigious, with unique
Precision Devices drive units (designed to our own
specification) for the clarity of a top level hi-fi svstem and a flat
full-range response

And all this without the help of compensating
electronics.

Call your nearest Turbosound Authorised Agent for a

full demonstration. Because if you

want a compact system, but you

T X D

other end of the scale the TX1)-580

don’t want it to sound like one,

S ERTIESS

you'd better listen to the new TXD

handles 650W RMS, 1300W peak. PRECISION DRIVEN Series right now. 4

TURBOSOUND, 308 BANFI PLAZN NORTH, FARMINGDALE, NEW YORK, NY 11735 TEL (516) 249-3660 FAN (516) 420-1863
IN CAMADA: OMANIMEDIY CORPORATION LTD, COTHL Dk LTESSE, DORVAL, ULEBIG, IHOF 104 5 14) BA6L 9971 FAN (514) 6L 5347
TURBROSOUND LIMITED, STAR KOAD, PAKTRINGE GREESN, WIST SUSSEN ROTS 5E/7 TUE (0304) 711447 FAN (0413) 710155 THLEN 878723 TURRO G IME TURBO Uk
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DIDYOUMISS IT?

// Anaheim, California, January:
4 Hill Audio introduced new three consoles that changed
// rackmount history. They join the “Mix Series” in March...

Multimix

EIPRORtt SRR 1 A 16x4Xx2 (rackmount)

Stagemix
12x6 monitor console (rackmount)

Rakmix

8x4x2 (rackmount)

Soundmix
16x4x2 or 24x4x2

Remix
24x8x16
a4
/ 4 ,
// / Hill Audio, Inc., 50028 N. Royal Atlanta Drive, Tucker, Georgia 30084
/ Telephone (404) 934-1851 Fax (404) 934-1840
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LIVE SOUND

hotels on the grounds use Wolf's
audio expertise and gear. Other
work includes the Doral Ryder
Open golf tournament (West
Miami) in February (featuring «
giant stage floating in water off
the 18th hole): the sound at the
owners’ tent for the Super-
bowl; the Club MTV spring
break in Davtona: and many
shows at the Cameo nightclub
in Miami and at Fort Lauder-
dale’s Sunrise Musical Theater.
The soon-to-be-opened 4-14-
acre Universal Studios Florida
(Orlando. Fla.) motion picture
and TV production studio and
theme park will be using over
240 QSC power amplifiers for
live shows and attractions such
as “King Kong Kongfrontation™
and “Earthquake. The Big One.”
Sound contractor Maryland
Sound Industries’ generl
manager of permanent systems.
Will Parry, says, "We've worked
with QSC products on other
major theme parks and have
been very happy with their con-

sistency of quality.”

Jack Link Associates pro-
vides audio. lights and staging
for Florida and the Southeast.
One of the oldest regional pro-
duction companies in Florida,
the company has been incorpo-
rated since 1974 and originally
began as a lighting company.
Namesake Jack Link—who
started the business and still
owns it—muaintains offices and a
warchouse in Rockledge, Fla,
nearly 50 miles cast of Orlando.
“We do shows all over the
Southeast. Our client base is split
among promoters, the bands
themselves. booking agents and
facilities. We do a lot of regional
concert touring and handle cor-
porate clients like Disnev and
MGM." Link says. JLA also pro-
vides labor pool services when
needed. Recently, the Rolling
Stones contracted the company
to provide close to 80 ex-
perienced people to help with
staging for the Florida concerts.

Jack Link’s audio inventory
shows Yamaha PM3000 and

AudioArts 32 x 8 x 2 consoles in
the house, and Ramsa WR-8810
and AudioArts 24 X 8 onstage.
The main P.A. uses Overture
cabinets powered by Crest;
monitor wedges are JBL-loaded
double 12s with a l-inch driver.

In news from other parts
of the world, Japanese rental
company Kyoritsu (Tokyo) uses
a 24-box EAW KF850, SB850
sound system for the 11.000-seat
Makuhsri Messe multipurpose
facility. The new P.A. system
was first put to work with jazz
and rock concerts this past Octo-
ber.. . Employing a 48-box P.A.
svstem with 24 KF850 and 24
SB8350 cabinets, sound compuny
Chunichi Onkyo handled an
outdoor rock festival commemo-
rating the town of Shiojiri’s 30th
ANNIVersary.

Electrotec Productions
(Canoga Park, Calif) reports
steady touring through the late
fall and carly winter season. A
brief summary follows: Alabama
began a new tour in February. ..
Barry Manilow ended his year-

Get In Gear
for the

Aot
Rl ™ Nh..h.q..
_“\h\.‘o
»
w - Se !

.",/'
5. el ™

90’5

24 buss in-line
recording console
with 32-track

option, 4-band EQ,
up to 72 inputs with
EQ at mixdown, 8 aux
sends assignable to

V¥ OTARI MX-80
2" RECORDER

MX-80 features a
microprocessor-
controlled constant-
tension transport, a
full-function remote
controller, exceptional audio electronics, and
connectors for interfacing to any SMPTE/ EBU
timecode-based editing system, controller, or
synchronizer. Available as: 24-track, 24/32-track.

monitors, in-place solo

BEST SERVICE

or PFL, 2 mute groups,
high-resolution 30-
segment bargraphs with
peak hold, 288 point
patchbay, fader muting/
automation ready.

BEST PERSONNEL
BEST PRICES

619 So. Glenwood Place, Burbank, CA 91506. Tel: 818/843-6320. Fax: 818/843-5754
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For those
who take it

training in
conjunction with.
Solid State Logic
d '

. 4 PANg;

It's not enough to study the "art” of recording. You simply must learn the technology of
recording. That's the only way to insure your career for today and tomorrow!

% AR grads are the most highly motivated and 800_ 5 44- 2 501 ‘

best trained of anyone entering the engineering
field. | give IAR my highest endorsement NY, NJ, CT 212-777-8550
Lic. by NYS Ed Dept / HS Diploma or GED Required

Dan Healy, Chief Engineer
App for Veterans Training / Financial Aid if Eligible

Institute of Audio Research

64 University Place, Greenwich Village, New York, NewYork 10003
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* DESIGN o SALES
* SERVICE ¢ PARTS

* INNOVATIVE

FINANCING PLANS

P R O F E S S I O N A L -rusHoeruvery
INNOVATIVE SOLUTIONS FOR PROFESSIONALS
A FEW EXAMPLES:

* SOUNDTRACS IL48/ERIC/CMX/MRX STUDIO CONSOLES ¢ AMEK
MAGNUM/TAC SCORPION I/BULLET CONSOLES * C.A.D. 16 TO 48
INPUT, DC SERVO POWERED MIXING CONSOLES e« EVENTIDE
H-3000S & B » NY’S EXCLUSIVE T.C. ELECTRONICS DEALER FEA-
TURINGTHE T.C. 2290 » AKG ADR 68K DIGITAL REVERB ¢ ROLAND
R-880 DIGITAL REVERB & E660 DIGITAL E.Q. * CONDENSOR MICS
‘ BY JOSEPHSON, AKG, CROWN, NEUMANN, SONY & SENNHEISER
* APPLE MACINTOSH COMPUTERS (NY’S ONLY APPLE MUSIC
DEALER » SOUNDTOOLS DIGITAL AUDIO RECORDING & EDITING
SYSTEM o TASCAM MSR-24 1" 24.TRACK BREAKTHROUGH PRICE
RECORDER  MONITORS BY TANNOY, EV, JBL & UREi

AKAI A.D.AM. 12-TRACK
DIGITALAUDIO RECORDER

NEW YORKS LARGEST
PRO AUDIO INVENTORY

* PROCESSORS BY EVENTIDE, LEXICON, DBX,
SYMETRIX, VALLEY PEOPLE, ALESIS, T.C. ELEC-
TRONICS & AUDIO LOGIC » D.A.T. FEATUR-
ING THE SONY TC-D10 PRO & PCM 2500 AND
THE PANASONIC SV-3500 & SV2SS o SAM.
PLERS FEATURING THE AKAI S-1000 & S1000HD,
THE ROLAND §-770, $-550, & S-330, THE EMU
EMAX I EINI & PROTEUS « INTRODUCING D.AR.
DIGITAL WORKSTATION -POSTPRODUCTION
POWER TOOL.

TASCAM ATR-80 JAPAN'S FINEST 2" 2-TRACK

723 SEVENTH AVENUE (THIRD FLOOR)
NEW YORK CITY ¢ 10036 * (212) 719-2640
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long U.S. tour and in January
proceeded to work eight weeks
in the UK...Former Yes guitarist
Trevor Rabin finished a club
tour with enginceer Paul Mitch-
ell mixing house on a Ramsa
840 console.. January 14 saw
Rush rchearse in Toronto before
embarking on a five-month
large-arena tour that will feature
a new Gamble Series EX 56-
channel house console from
Crest... Tom Petty was scheduled
for a major arena tour in
February.. .Randy Travis (sce
"On the Road”™) was in Europe
for the fall season and then
embarked on a USO tour of U.S.
military bases in Spain, Egypt
and Turkey. Travis then began
another extended U.S. tour in

January. Electrotec’s Pierre

D’Astugues says, “Stability is a
cornerstone in some of the more
successful sound companies.
We've been lucky, in that
respect, with our steady touring
clients Alabama and, more
recently, Randy.”

Crest Gamble Series EX
news...dB Sound (Des Plaines,
1IL) has a 56-channel EX on Aer-
osmith’s world tour.. Eastern
Stage Productions (West
Babylon, N.Y.) bought a 40-
channel EX for regional
work... The world’s largest
proscenium theater at Purdue
University's Elliot Hall of Music
is now home to a 56-channel
EX...Minnesota Public Radio is
using a 48-input EX with center
groups for Garrison Keillor's
radio show ...

South of the border... The
Mexican band Los Bukis
(Mexico City) recently purchdsed
40 QSC 3800 amplifiers 1o go
with their 64 QSC 3500s. The
new 3800s will power 72 new

JBL Concert Series 4852 P.A.

cabinets. The band's tour rig is
now the largest privately owned
QSC-powered system in the
world.. . Producciones Catt
(Mexicali) now has an Electro-
Voice MT-4 Series system
powered by QSC MX1500 amps.
Recent work included the
inauguration of the newly
clected governor of Baja Califor-
-CONTINUED ON PAGE 170
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PROSYSTEMS FP 251
ULTRALIGHT ENCLOSURE

The FP 251 from ProSystems
(Meadville, Pa.) is a compact,
two-wiy enclosure made of Fiber-
lite,™ a strong, durable material
that is 20% lighter than compura:
ble plywood cabinets. The 54 Ib.
svstem features a 15-inch LF driver
paired to ProSystems’ 4640 com
pression driver and 8714 (80x30-
degree) constant-directivity horn,
providing a stated frequency
response of 70 to 20k Hz, with a

’ power rating of 150 watts RMS. An

internal 12dB/octave passive cross-

| over is standurd, as are biamp

| inputs. The FP 251 has a list price
of $396 und measures a compact
30x24x16 inches, including
epoxy-codted steel grille, inte
grated handles and gray, carpet-
type covering.
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PEAVEY AUDIO LINK™ SNAKE A

[ Available in 12-, 16- and 24.
channel configurations, the Audio

| Link from Peavey (Meridian,
Miss.) features a Skintop® strain
relief cord, in addition to Neutrik
cable and panel-mount connec

‘ tors. All snakes in the scries
include: balanced inputs and

| returns (the 24-channel version
has 24 inputs and six returns), 12
gauge steel chassis frame with 16-

] gauge top panel and large, two-
color lettering for easy visibility in
reduced-light areas.
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SOUND REINFORCEMENT NEW PRODUCTS

YAMAHA

ronth SPer

YAMAHA PC SERIES

POWER AMPLIFIERS

Designed to deliver high output,
reliability and audiophile perform
ance is the PC series of 2-channel
power amps from Yamaha Pro
Audio (Buena Park, Calif.). The
PC2602M metered version
($1,395) and PC2602 ($1,295)
each provide 400W/channel into
4 ohms, 260W “ch into 8 ohms or

800 watts mono bridged. The

PC1602 ($995) offers 240W c¢h

into 4 ohms, 160W/ch into 8 '
ohms and 480 watts monc.

Response is given at 10 to S0k Hz
(+1dB). All models include: mas-
sive heatsinks and a thermally
controlled fan for stuble opesa- l
tion, dB-calibratcd paots, security
covers, clip indicators and bal

anced TRS and XIR inputs. k
Circle #166 on Reader Service Card

McCAULEY MODEL >

6520 DRIVER

The Model 6520 from McCauley
Sound of Puyallup, Wash., is a 2
inch, throated. HF compression
driver offering 4 150W RMS power
rating, frequency response of 500
to [0k Hz and a sensitivity of
112dB SPL (1W/1m). Designed
specifically for commercial instal
lations and touring sound sys-
tems, the 6520 also features a
field-serviceable, 4-inch, titanium
diaphragm assembly. The driver

VEGA T-99A WIRELESS MIC v
TRANSMITTER

New to Vega, Inc.’s (El Monte,
Calif.) Ranger line of wireless
products is the T-99A, a handheld
wireless mic transmitter that fea-
tures CVX® audio processing for
lower distortion and wider
dynamic range. An Electro-Voice

has a retail price of $383 and
comes with a five-year warranty.
Circle: #167 on Reader Service Card

S S— -— 1

N/D757 N/DYM® mic element is
standard, along with dual bartery
life indicators, imernal dipale
antennas and a silent on/oft audio
mute switch that allows the
transmitter to be turned oft while
the RIF remains on.
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MUSIC & RECORDING NOTES

GEORGE
CLINTON’S
CREATIVE
ANARCHY

“All the rappers were starting to say
how they were into the funk,” says
George Clinton, the man who lent a
crucial hand to the development of
the genre. Clinton is mulling over
The Cinderellu Theory, his debut
album for Prince’s Paisley Park label
and first solo work since 1986's R&EB
Skeletons in the Closet. Considering
its pared-back instrumentation and
nine shapely songs, Clinton himself
wouldn't locate the material *‘way,
way out there. It's his pop record,”
chuckles Larry Ferguson, a fervent
Clinton fan who engineered and
mixed most of The Cinderellu
Theony, “but it’s still funk.”

The stylistic pull on this Clinton
turn is hip hop, the still-emerging
black music that, despite its vocal
stamina and beat-box loyalties, is pre-
sented in terms of songs and shoots
for an air-tight sonic focus. “All the
rappers were edgy, real hard,” Clin-
ton says. “It was that edge that we
used to do with Parliament-
Funkadelic during the *60s and early
"70s. And 1 said, ‘Right.” But I wasn't
going to do that again. [ wasn't going
to be warmed-over '60s. I was going
to sneak in some of that somewhere
along the way. But [ knew I would
be targeted, because 1 wasn't sup-
posed to be around anyway.”

On The Cinderellu Theory, Chuck
D and Flavor Flav of Public Enemy
show up to help host a long, serious
jam called “Tweakin’.” However, the
album’s debt to current street pop
runs deeper than guest appearances.
“I fell in love with the concept as
soon as I made myself understand
how hip hop was done,” Clinton
says. “I put myself to the test. 1
learned Eric B & Rakim’s ‘Follow the
Leader,” " 4 booming 1988 creation
that Clinton calls his favorite piece of
music: “It’'s impeccably clever, hard
and sophisticated. I never would
have thought, being my age, that |
would have enough concentration to
even want to learn something
like that.”

Clinton says he plans to record the
song himself, casting a choir of 20
voices and using somewhere
between 30 and 40 musicians in
addition to his 17-piece band. These
are loyal singers, guitarists, bassists
and, increasingly, keyboardists and
programmers who worked wonders

for him throughout the P Funk extrav-

aganzas, Clinton’s solo albums on
Capitol Records, plus independent
outside productions that he periodi-
cally undertakes.

Clinton has his own way of achiev
ing results in the studio. “You either
love it or you hate it,” says the
African-born Ferguson, whose studio
credits include work with Kenny
Rogers, Lionel Richie, Chicago and
Michael Jackson. “Fortunately for me,
I love the way George works. He'll
just go into the studio and say, ‘Set
me up a mic’ and start singing. And
that will be the song. And it will all
make sense. He makes it look so

easy. He has a way of making people
feel relaxcd. Sometimes he’ll walk
around the studio —and there are all
these people hanging out—and he’ll
say, ‘Who's the worst singer here?
That's who I want.” "

Ferguson brims with stories about
Clinton’s odd techniques. When re-
cording background vocals, Clinton
occasionally asks singers for a read:
ing of a particular line, then changes
the lyric as they are delivering it.
“Because as you sing it,” Ferguson
explains, “you’ll add something you
thought vou heard that Clinton
didn’t give you, but that he might
like.”” Also, “private” rehearsals are
never sacred. “Sometimes some-
body’s playing in another room,”
Ferguson says, “and George will
walk in and hear it, and he’ll say,
‘Come here. You're on this record.’
He's very meticulous, in fact, but it
doesn’t seem like that when he’s
working. That’s what makes it so
pleasant.”

Ferguson recorded and mixed
most of The Cinderella Theory at
United Sound Systems in Detroit.
The studio recently sold its older
Flickenger board, and now work is
done with a Neve 8108 console and
Ampex 1200 tape machine. For
vocals, Ferguson chose tube mics—
[Neumann] U47s and 48s, for back-
grounds as well as leads. “They're
warm,” he says. “You hear much
more than just a vocal; you get much
more transparency. They're a lot
more defined than your regular FET
or solid-state mics.”

To capture that all-important bot
tom of Clinton’s funk, Ferguson used
an Inovonics 20Im. “You put a limit-
er on certain things and you lose all
the bottom,” Ferguson says. “Where-
as with this limiter, I found a way of
keeping the level down and raising
the bottom end only so much. You
don’t have to bring in the stereo bus.
You add bottom sometimes and it all
becomes really dark.”

Clinton’s peer in funk is James
Brown; however, in the studio the
younger man cultivates a sort of crea-
tive anarchy, while Brown frequently
took the opposite tack. “His band
would tell you that,” says Clinton,
“but even producers who stick to a
real game plan have enough sense to
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say, ‘Well, drop the B-flat, let’s go to
the A, so that other people can inject
ideas. But if you do go in the studio
with a tight game plan, you better be
had. You'd better be Stevie Wonder
or Sly Stone or Paul McCartney. Not
many people can hear like that. You
can limit yourself otherwise.”

Clinton’s ways may, as he puts it,
“wear somebody's nerves out,” but
he is convinced of their worth. “The
reward is the bomb,” he deadpans.
“I've learned how to tell an engineer
who might not like it [with a ot of
people hanging around)] that if it
gets too crazy, then let me know, and
I can get people out of there my way.
But—especially if I'm not mixing—I
can let people just walk in and
around and everywhere, because 1
use their vibes to bounce the songs
off of.

“So, if somebody’s tapping, or
somebody’s humming something
over here that 1 like a lot, I can use
all of that. I say, ‘Everybody come in
here, let’s sing this part.” When peo-
ple are happy [recording] —especial
ly people who've never had the
chance to do it before—you get that
on tape, the thrill of their being
there. It comes off in the music. 1
don't care if it’s crazy or loud. 1 like
that. Some people can't take it, and it
won't be like that when they come
in. If [former James Brown Band
member] Bootsy [Collins] is around,
only certain people can be around
before he gets real nervous. He got
used to James Brown'’s serious
discipline.”

Clinton’s permanent address is a
telephone-free farm outside Detroit.
Engineer Ferguson usually stays with
Clinton when he goes to Detroit and
drives him to the studio where
they're working. He says Clinton gets
a lot of his ideas while riding along
in the car. The title song of The Cin

derella Theory had its origins in
Michigan at Clinton’s farm. But
another automobile—Bootsy Collins’
jeep—figures in as well. Clinton
explains:

“About four years ago, we were
out at my house—Bootsy, [kevboard:
ist Joseph] ‘Amp’ Fiddler and 1. And
Amp was just meeting Bootsy for the
first time. Bootsy’s one of these peo-
ple who keeps about 1,000 watts in
his jeep; when he’s got a record, he
puts it on there, and it’s, like, the
best-sounding record in the world.

“So Bootsy's out there playing his
tapes, and they're sounding great,
and Amp and I had been inside the
house putting 4-tracks down. So
when Bootsy drove up, we walked
outside—we were getting ready to
play some tapes for him. Bootsy put
his stuff on. And, you know, it
blasted the whole countryside. 1 felt
like putting my tapes back in my
pocket; 1 didn’t want to play any-
thing behind that.

“So Amp goes back into one of my
bedrooms. He's in there about an
hour or two while Bootsy has his
music kicking around all the time.
About two-and-a-half hours later,
Amp comes out to the jeep and says,
‘Put this on.” And, you know—you
put ‘The Cinderella Theory' track on
and you've got all these samples,
syncopations, jazz chords and licks
on the piano. It just blew us clean
out of the jeep. It was like, ‘Holy
shitP—just so much counterpoint
and syncopation.

“I named it right then. I was
already into something about a
theory. . .connections. . . affair
...Who is it, Robert Ludlum? He
does all those spy novels that have
titles like that. This was a continua
tion of Alotor Booty Affair, Mother-
ship Connection, that espionage-type
of trip.

“I love the way George works.

He’ll go into the studio and say,

‘Set me up a mic’ and start singing.

And that will be the song.”

DAT's
incredible!

RS

Casio
Panasonic
Sony

Tascam

Full USA
Manufacturer’s
Warranty. No grey market.

DAT tape is in stock from AGFA,
Ampex. Fuji, Panasonic and 3M.

Prices Too Low

To Advertise.
Call Now:

1-800-356-5844

608-271-1100
300 LINES: AUDIO, VIDEO, LIGHTS

5618 Odana Road, Madison, WI 53719
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DIVERSITY pec

audio 14t

Cordless Performance Power!

Audio-Technica...

the new standard in
professional wireless systems

B =

e

@audio-teCh"ica
ATW-T31
TR ANsMITTEH

Make no mistake. Despite the affordable
price, these are very serious wireless
microphones. Designed to solve the most
difficult problems.

The Result
of Years of Development

Despite their relative newness, the A-T
Wireless Systems have literally years of
development and prototype testing
behind them. Their reliability has been
amply proven in demanding field tests and
in the lab. And every detail has been
refined to insure performance that meets
your highest personal standards.

High-performance Receiver

At the heart of each A-T Wireless System
is an advanced true-diversity receiver
Field tests provide dramatic proof of its
ability to maintain full limiting when others
are at the edge of distress. Two basic

microphone systems are available to
meet your specific needs, whether used
for live music performance, church sound
reinforcement, trade show talent, theater
sound...anywhere wireless freedcm
improves the presentation.

Wide Choice of Inputs

The receiver is combined with a self-
contained hand-held Audio-Technica uni-
directional wireless microphone to create
the Model ATW-1032 system, or choose
the Model ATW-1031 UniPak™ transmitter
system for unusual versatility. Two A-T
lavaliers and a head-worn cardioid micro-
phone are available for direct plug-in to
the body pack. Any other Lo-Z micro-
phone can also be plugged in, or a guitar
or other instrument pickup can also be
used with this versatile transmitter. Or use
the system to create a “wireless podium”

using our popular UniPoint® microphones.

Put A-T Wireless to the Test

Before you invest in any wireless system,
insist on a comparison test with the new
Audio-Technica wireless systems. They
ofter you ful' freedom, superb coverage,
great reliability, and better sound than you
thought possible...all at reasonable cost.
Call or write today for full details.

audio-technica.

1221 Commerce Drive « Stow, OH 44224
(216) 686-2600 » FAX (216) 688-3752
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SONEX. Peak sound control.

“But it took me another year to
come up with [a lyric], because 1
wanted the vocals and Ivrics to be
equivilent to the track. I usually just
take a track and go into the studio
and stant singing, but this took me a
long time to even attempt [that part
of the song]. T wouldn't even trust
myself in the studio with that one,
because it was so fresh that I didn’t
want to come off with my usual
ammunition.”

Talking about “The Banana Boat
Song,” ancther Cinderella Theory
nod to a modern master’s doo-wop
beginnings—in this case, Harry Belua
fonte’s much-covered '50s hit
Clinton mentions the scoring he’s
doing for The Tracey Ullman Show
on the Fox Network. “It was a track
that Bootsy threw up, the first thing
I'd seen him play bass on in a long
time. When 1 heard it, I was looking
for tracks to show Tracey. But when 1
heard it—1 always start singing an
older song atonally so it will fit the
track, even if it isn’t in the right key
for the song, and ‘The Banana Boat
Song’ worked so well, making that
melody slap through there, that we
thought it was funny. We were aim-
ing to do it with more than one per-
son and put harmonies in there. But
we thought it was hilarious! Every-
body started saying it was a great
track. So I putit on.”

Clinton, for all his easygoing mod
esty, sounds serious about the jazzi
ness he’s integrated into his new hip
hop-inflected tunes, such as the un-
placeable jerks that lie bencath and
anchor “The Cinderella Theory™ and
“(She Got It) Goin” On,” the up-and-
at-"em roll call of “canines” that
swings freely through “Why Should I
Dog U Out?” and, of course, “The
Banana Boat Song.” George Clinton,
49-year-old hip hop advocate, starts
talking generations. “Right now, with
sampling and scratching and remix
ing and all that, new rhythms are
created. Just from someone’s scratch-
ing one rhythm comes a whole
‘nother rhythm. Since it's so anarchic
for older people—for what they hear
in their minds as music—one thing
they might appreciate is jazz. If I can
go way out there into the creativity
of that [and address] people who
might say, ‘I'm sick of this noisy
stuft,” all of a sudden older folks can
appreciate the noise, as it were.”

—James Hunter

Nothing controls sound better than the famous anechoic peaks of
SONEX acoustic foam. Control reverb, reflections and resonances to
leave just the true sound. Distributed by: Alpha Audio Acoustics,

2049 West Broad St., Richmond, VA 23220 @
Call (804) 358-3852 I“bl‘lle
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Lowest Prices on AMPEX Tape

Ampex 456 Grand Master® Studio Mastering Tape

Aslow as... 2" $114.08 per reel
Aslowas... 1" $ 52.68 perreel
As low as....'/2" $ 30.43 per reel
Aslowas.. /4" $ 9.43 bulk

COMPLETE CATALOGUE AVAILABLE UPON REQUEST.

AEG-Telefunken Mastering ¢ Telefunken/Lyrec Duplicating
3M Audio Distributor ® Audio-Video Cassette Duplication
R-DAT Digital Tape ® J-Card Printing
Sony Pro Video ® Custom Video Cassette Loading
Audio & Video Accessories ® Ampex Pro Video

HRC Magnetics

1611 Herring Waco, Texas 76708
CALL TOLL FREE 1-800-443-8457 Nationwide FAX 817-756-0082
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3300 UNIVERSITY BLYD. WINTER PARK, FLORIDA 32792
TOLL FREE OUTSIDE FLORIDA 800-221-2747 FLORIDA RESIDENTS 407-679-6333
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TEC AWARDS

WINNER

Circle #025 on Reader Service Card
130 MINX. MARCIH 1990

PRODUCER'S DESK

FROM PAGE 59
ment. some Massenburg preamps,
gates and all that stulf.

“lrytodothe artists’ music. I don't
try 1o do mine. I change engineers,
musicians and the wavs of cutling
people. Also, 1 still play rock 'n” roll
and R&B in a band called The Snakes.
The reason forthatis Talways want to
touch music from that standpoint, and
I can apply that freshness and edge to
my productions. I never want to give
that up.”

Wendy Waldman teels it is appro-
priate that these players are becom-
ing producers and even heads of
labels. Now splitting her time between
L.A. and Nashville. she holds the
distinction of being one of the few
female producers in contemporary
music.

“Inthe last few years I've gone from
procucing a few demos to producing
forevery major label in Nashville. The
truth about Nashville belies the myth.
Asmuchas it hasa reputation for being
a good ol" boy’s town, | have found a
lot of opportunity and a lot of sup-
port. I find I am stll judged by the
quality of my work. Whatever ob-
stacles one encounters, they re not due
to the location. It's just that women
haven't been in this field too much
before. It's going tobe a long road until
we see the first woman Bob Clear-
mountiin and the first woman Jimmy
lovine. Certainly that's a worthy goal,
and there isn't any reason why women
can’t do that.”

Her track record from L.A. was as
a songwriter who had produced her
own Cypress release a couple of years
ago. Butafter Suzy Bogguss requested
that Waldman produce her debut Lp,
Capitol hired her to work with New
Grass Revival.

*I think they were looking for
sombody with a little more radio
sensibility, butsomebody who wasn't
afraid of off-the-wall music. On Suzy's
album. we had done a lot of interest-
ing acoustic stutf.” She won't, how-
ever, conjecture what it is country
radio demands of its production,
becuause she says it is constantly
changing.

“It's going through a shift, just as
heavy metal was doing one thing a few
vears ago and now those bands are
suddenly cutting acoustic ballad swft,”




R s .

James Stroud likes cutting digital
projects onfthe SSL at Emerald Studios
(pictured here).

she savs, “You've zot to make the best
record vou can for the level of the
artist. Suzv Bogguss is evolving, the
Forester Sisters are evaolving, and it's
my job as the producer to assist them
inany way I can to achieve their goal,
to try to walk that line hetween them-
selves and the record company and
hope that we canenconrage the record
company a take chances.

‘In rock music, praduction starts
with the song and the production style.
Often. the artists are tailored to the
song and the production. In country
music. more ofien the opposite is true,
where an album is built around an
artist. You sit down with the artist and
ry to develop their persona. As a
producer, I tend much more toward
artist focus because I'm an artist. too.
So I'll ask. "Who are vou? Where are
vou guing? Where do you sec¢ vour
career 20ing? What kinds of songs do
we need to either find or devetop?
What kind of a sound? Thave friends.
by the wav. who are brilliant procuc-
ers, who are totally song- or produc-
tion-orented. and who make some of
my favorite records in the world. so 1
am by no means making a value
judgmert. I'mjust saying thartherc are
two difterent rouds o the city!”

Her lavorite studio in Nashville is
Sound Emporium. It reminds me of
Cherokee in LA she savs. *Ir's this
big old funky rock n’” roll room with
anold Neve console. It's not the tlashi-
est stucho in town., but boy. is it good-
souncing. There are big Westlake

fECcoeck cexrcrrae

,,
=
s
-

monitors in there, and I like them and
the console. 1love the crew there: it's

a small, neat family. Every track T've
cut there has come out sounding really
warm and solid. Josh [Lea] and I cut
Matraca Berg's tracks there, and we
had eight or nine people cutting at
time, and everything sounded great.
We got good isalation. There is no
shortage of good digital or SSL rooms
in this town. I've ¢njoved mixing at
MasterMix, which is the Calrec board
here in town. It's a beautiful-sound-
ing room.”

When it was suggesied that she and
Leo had a surprisingly easy acceptance
into the Nashville recording commu-
nity, Waldman stresses. T don't know
if Josh and I had an easy tinie, we just
tell another story. 1 dont think we're
particularly interested in shining a light
on what's been difficult about our lives
here because we're pretty sensitive to
the community. and the community
has been temendously supportive of
us. We've been given a livelihood and.
inmy case. the support to go back out
and do rock and film. cut records for
Swedish artists und every cruzy thing.
Nashville has a tough enough time
dealing with the stupid prejudices that
are out there in the world. What's
fundamentil is where we are today:
participating in a growing and inter-
esting community of great plaversand
writers—a community that has been
gencrous to-both of us and to anvbody
else who has something to offer.” W

Robyii Flans is a Southern Californic-
hased freelance writer who freguently
contribites to Mix.

Accredited by NATTS

GraduatesWork

A practical education in audis and vides
recording arts and sciences for
anyone who takes recording seriously.

™
Iinstitute of
Audio-Video
Engineering
1831 Hyperion Ave., Hollywood, CA 90027

Call Toll-Free:  National 1-800-551-8877
Local (213) 666-2380
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DISC MAKERS

CD Replication

® Fast Delivery
¢ Small Quantities

g 500 CDs and
‘;.%’ 500 Chrome

". CD | Cassettes for
disg - $2990
55\& COMPLETE
PN PACKAGE PRICE!

Call today

for complete "-'-gc',#Aﬂ
details and our [P ?—'-"g

FULL COLOR
CATALOG

1-800-468-9353

In PA (215) 232-4140

DISC MAKERS
1650 Broadway, Suite 1010

New York, NY 10019
{212) 265-6662
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The main weakness of four track recorders is their inability to adequately

ping-pong tracks in stereo. If you want to record more than five
e ore vou p av instruments in stereo, you're going to need more than four tracks.

The Sansui WS-X1 has six tracks that can play back and record

simultaneously. This means you can maintain a true stereo mix of upto 10

- =
I n ] o n w It h a instrum‘ents in jUSt tWO tape 4-Track (stereo ping-pong recording process)
generations. o [oeos el

1 LEFT GUITAR
B 6 vs. 4 in the Real World Tk [ oRums —— o5
m u It I -t ra c k Here's a real-world example  rax A
» of six versus four tracks. The >, ORUMS
four track story is pretty short. ¢ wse |

g Usetracks 1 and 2torecord a BASS
rea I s 'R stereo drum mix, then ping-pong those overto 3 and 4 adding bass as you
go. Now you can record rhythm guitar on 1 and a vocal on 2. Without
taking a second bounce, the only

thing left to do is the final mix.

6 Will Get You 10
Now let's take a look at how the
Sansui WS-X1 handles the
situation.
The WS-X1’s extra tracks
let you record stereo
drums, bass and rhythm
guitar ontracks 1thru4
before you have to
think about the first
ping-pong. Select-
ing“Tape” on chan-
nels 1 thru 4 of the 8
channel mixer and choos-
ing “Buss™ on multi-track
channels 5 and 6 are all you need to
do to set up the ping-pong. You can add stereo
keyboards to tracks 5 and 6 as you make the
transfer. Just bring the left and rightoutputs of your
keyboard into mixer channels 7 and 8 and record
- the keyboards as you make the mix.
Tracks 1 thru 4 are again available for recording.
You can put a lead vocal on track one and a backing vocal on track 2.
Using the above technique, you can transfer these tracks to 3 and 4
adding another backing vocal on the way.
Now you've got a stereo rhythm track mix on 5 and 6, and a stereo vocal
mix on 3and 4. You can now go ahead and record lead guitar and horns

SANSUI WS-X1 6-Track (stereo ping-pong recording process) On }racks 1 and 2. You now have 10

K [omwS oo p— distinct takes in easy to manage sub
mixes.
T e e
I TEAD VOCAL L That's Not All, Folks

iy BASS CACKING - .
w [ vocaLa - r With its extra tracks, full featured mixer
(O [GUITAR VOCAL 82 and on-board mixdown deck, the WS-X1
iy SRR | BAANS has everything you need to make
b RHvacunAg professional sounding recordings in one

KEYBOARDS easy to use package. See your authorized

Sansui dealer today for a complete demo.

’ For a full color brochure send $2.00 for postage and handling to:

KDS Technologies, P.O. Box 507, Bloomfield, CT 06002, 203-286-0498
SANSUI
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extremely wide assortment of options
will be offered for the deck, including:
built-in mixers (with up to four in
puts); individual mic phantom pow-
ering; wireless remote controller; DC
powering for up to ten hours contin-
uous operation; AES EBU, SPDIF and
SDIF-2 digital interfaces; and time
code bused on the 1EC standard. Pric-
ing for the StellaDut will not be avail
able until later this year.

Stellavox is distributed in the US.
by International Audio Technologies,
Ltd., 13897 Willard Road, Chantilly, VA
220215 (703) 378-1515.

Tascam's DA 50 is a rack-mountable
studio DAT deck that was introduced
over a year ago, but has been updated
to incorporate 44.1kHz recording in
addition to 48 and 32kHz operation.
The DA S0 is priced at $3,999 and
includes balanced XLR inputs/out-
puts, unbalanced RCA inputs/outputs,
optical and coaxial digital ports, and a
multifunction hard-wired remote
control.

Tascam DA-30

Tascam unveiled the DA-30 at the
January NAMM show in Anaheim. It’s
a low-cost, full-function professional
studio DAT machine with a retail price
of $1,899. This rack-mount deck in-
cludes AES/EBU digital ports, 64-times
oversampling dual A/D converters (us-
ing delta-sigma modulation technol-
ogy) and 18-bit dual D/A converters.
The DA-30 records at 44.1 or 48 kHz
from the analog or digital inputs
(32kHz recording from the AES/EBU
port only), and will play back tapes at
all three saumpling rates. Initial deliv-
eries of the Tascam DA-30 should be-
gin next month.

Tascam, 7733 Telegraph Road, Mon-
tebello, CA 90640; (213) 726-0303. M

Mix products editor George Petersen
lives with bis wife and two musical
dogs in a 100-year-old Victorian bouse
on an island in San Francisco Bay.

Don't call us...
We’'ll call you

(0

THE
PAN

Now, PAN Network members can have NETWORK

electronic mail and customized industry
information automatically sent to their
fax machines.

PAN’s new FaxScan™ service checks your
mailbox and your choice of forums or
databases. Only the information that you
want is sent to your fax.

The PAN Network
P.O. Box 162
Skippack, PA 19474
Tel: 215-584-0300
Fax: 215-584-1038

FaxScan is one of the new and exclusive
Automation services available to music
professionals around the world on

The PAN Network.

FaxScan...Only on PAN

© 1990 PAN
PAN and FaxScan are trademarks ot The PAN Network
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Company, Inc.

blank audio and
video cassettes
* Top quality audio
and video cassetie
duplication
* Shipment within
24 hours, same day
LA. service
+ Call for free
catalog

Service - Quality - Integrity

Nation’s Leading Authorized Distributor
AGFA AMPEX 3M MAXELL TDK BASF

1-800-736-8273 FAX 213 - 395-8255

213 -393-743 1014 Broadway, Santa Monica, CA 90401
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TAPE & DISC

by Philip De Lancie

DAT VENDORS
SERVE PRO
MARKET

The increasing acceptance of DAT
in professional settings has been
well covered in past issues. Every-
one seems to agree that DAT works
beautifully for a wide
variety of production
tasks. and the profes-
sional recording com-
munity has become the
unintended benefici-
ary of R&D budgets al-
located by electronics
manufacturers dream-
ing of a consumer
sized market. With the

“If the consumer
market opens up,
we will obviously be

there in a big way,
but even if it remains
essentially a pro or

have had to scramble to catch up
with o market whose protession-
alization seems to have caught
them off guard. Agfa was the first
to wake up, market-
ing Japanese-made
product under the
Agfa name. Ampex
came into the market
later. using its pro-
fessionally targeted
DATpak to differen-
tiate its product. also
Japanese made, from
that of its competi-

impending acceptance
of atime code standard
and the likely develop-
ment of editing capa-
bilities, further profes-
sionalization of the
configuration is al-
ready underway. Con-
sumer DAT. meanwhile,
remains in suspended
labor as lobbvists
wrangle and execu-
tives get their second

semipro market,
we will continue
to make it.”
“The demand is
increasing every
month. We are
selling more DAT
now in a month
than we sold in
all of 1988.”

tors. With the recent
3M announcement
that it will soon be
oftering DAT as well,
its an opportune
time to explore the
development of a
professional orienta-
tion in the DAT tape
market.

Mix: How long have
you been oftering

ulcers (see “Tape &
Disc News™). So DAT.
regardless of the original intentions
of its developers. is de fucto a pro-
fessional format.

One conscquence of this turmn of
events is that DAT, like the Fl be-
fore it, is blurring traditional lines
hetween “consumer” and “profes-
stonal.” Japanese tape manufactur-
ersare ina happy positionto supply
the pro DAT market in America. be-
cause they are already geared up
to make the tape for consumers.
The major professional tape sup-
pliersinthe U.S., on the other hand.

DAT. and what trends
do you sce in terms
of demund?

Andrew Da Puzzo, national sales
manager, Agfa Corporation: It's
been a couple of years, now. De-
mand has becn increasing quite
dramatically.

Steve Smith, product line man-
ager, Ampex Recording Media
Corporation: \We started DAT in
early 1989. We had certain expec-
tations. which we figured by tak-
ing the number of professional ma-
chines out there and guessing
conservatively that cach machine

would use a couple of cassettes a
week. Based on those numbers, we
decided it made sense to get into
the business. Normally, when a
productis introduced you have the
initial filling of the pipeline, so 10
speak. as everybody gets their stock
in, and then sales kind of ramp-up
and eventually flatten off as you
reach a stable business. But DAT
hasn't followed that pattern. Our
product has been very well accept-
ed. and the business has continued
to grow. We have discovered the
market to be much largerand much
stronger than we anticipated.

A

Kevin Kennedy, national mar-
keting manager, DIC Digital Sup-
ply Corporation: We have offered
DAT since November 1987 The de-
mand is increasing every month. We
are selling more now in a month
than we sold in all of 1938.
Douglass Booth, national indus-
trial sales manager, TDK Elec-
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tronics Corporation: We've had
them in the market for about the
last vear and a half. Because of the
limited installed base, it doesn’t
amount to a whole heck of a lot.
but the trend is definitely up.
Mix: Is vour distribution currently
designed o reach both protessional
and audiophile markets. oris it tar-
geted primarily toward one or tie
other?

Da Puzzo: Our market is all pro-
fessional. 1 don’t know if there is

anybody really making any kind of

numbers in the consumer market.

Our distribution is through proau-
dio stores and our own sales reps.
Smith: Our mission statement at
Ampex is professional only. so we
consciously do not have any con-
sumer products. We do have dis-
tributors that could be classed as
semipro. who sell both high-end
sterco and professional products.
Even so. 1 would sav that the DAT
tapes they sell are used tor things
like live recording rather than tran-
scribing CDs.

Kennedy: We are available from
both professional and consumer
dealers. where there is a call tor it.
There is very little in the consumer
business right now, butwe do have
some audiophile stores that stock
and sell the product.

- Booth: The majority of the tape we

sell is finding its way into the stu-
dio market and to record compa
nies, who are using it for transfer-
ring over their old masters. There
are also a lot of people using it for
data storage in the computer busi-

ness. We do a certain amount of

business with the larger houses di-
rectly. and also some through dis-

tributors. The amount of consumer
business is limited, but what is sold
zoes through our distributors into
the hi-fi stores.

Mix: Is there anvthing about vour
tape, shells or packaging that makes
vour produet especially suited for
professional applications?
DaPuzzo: We are not manufactur-
ing our own DAT product at this
time. though we will be in the not-
too-distant future. Right now. we
purchase from a third party. and we
have very critical guidelines for
what we purchase. We like to think
that the quahlty control in our fa
cilities is higher than most anvbody

Want To Get The Most From Your Microphones?
The Jensen Twin Servo 990 Mic Preamp

jensen

TWIN SERvE®

99C MIC PREAMP

®

oamount of signal processing can recapture detail ® Flat Group Delay to 65kHz Yields Exquisite

lost by the microphone preamp. Now you can

Transient Response

capture vocals with natural clarity and make them o New Transformer Core Alloy Reduces Low

stand out in the mix with fur less signal processing
using Jensen's discrete 990 technology.

edesigned servo circuitry and new custom-core

Frequency Phase Shift and Distortion
e DC Servos Eliminate Non-Linear
Electrolytic Capacitors From Signal Path

transformers sonically outperform the best o New Compact Size: 1%" x 19" Rack Mount

transformerless designs. IXnjoy unparalleled immunity 4
from buzz, hum and noise — even near stage lighting on
remotes. WVith low-noise pots for step-free level control
and switchable peak/VU meters. You can own proven
990 Twin Servo  technology starting at under $1500.*

Immediate Shipment From Stock

~jensen transformers

INCORPORATED

10735 Burbank Boulevard « North Hollywood, CA 91601
FAX (818) 763-4574 Phone (213) 876-0059

Single channel price: factory expandable to 2, 3 or 4 channels.
Manufactured exclusively for Jensen Transformers by John Hardy.
Twin Servo is a registered trademark ot Jensen Transformers, Inc.

Closed Fridays, visitors by appointment only
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The sound of tomorrow...today

DAT cassettes from

From beginning to end, inside and out, SHAPFE’s
DAT cassettes stand alone. You can depend on
SHAPE for the quality you seek in D-O’s (shells),
loading and packaging. We've built our world-
wide reputation on innovation and excellence

in design for the audio, video and computer
markets. With every product, we’re committed
to surpassing customer standards for reliability
and cost-effectiveness. When you insist on
SHAPE, you insist on uncompromising quality.

SHAPE-the measure of quality

Gage Molding—A division of SHAPE, Inc.
PO. Box 717

Scarborough, Maine 04074

Telephone: 207-883-6316

FAX: 207-883-1068

Contact: Walter Gordon
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TAPE & DISC

else. so we are very careful 10
screen for only the best and most
durable product. The tape has to
perform flawlessly, and the casseue
has to be constructed insuch a way
that it can withstand some abuse.
Also, we have designed our pack-
aging to enable the most efficient
use of the small space available on
the cassetie for labeling. And we
are looking into new packaging
possibilities that are oriented to-
ward the professional user.
Smith: We have the DATpak. We
had heard a lot of stories about how
hard it was for people to keep their
written information with the DAT
tapes. Because the F1 format had
been around. people thought that
the Beta box was about the right
size. You can fit two DATs in there
very nicely. So we settled on that
box, and built a tray that is hollow
underneath and clear so that you
can see the paperwork in there. If
youre missing the plastic box for
the tape. vou can stick it in the tray
vertically and it will snap in. Plus,
the insert card that comes with our
tapes is a three-fold card. so you
can put more written information
on it. And it comes printed with
spaces tfor producer. engineer. artist
and other things that you wouldn't
tind on a consumer product. Also,
our tape window is small, so people
have more room to put information
stickers on the tape.

Kennedy: Our shell is a high-
strength U.S.-made cassette. As far
as packaging. some people think
something like the DATpak is great,
w hile others think it defeats the pur-
pose of the compactness of the for-
mat. We are trying to arrive at some-
thing that will be a medium be-
tween the regular cassette and a big
package.

Booth: We arc in the process of
bringing to market a pure bulk
pack, which has been requested by
a lot of the studios. There will be
fewer labels and fewer boxes that
studios don't need. There are al-
ready people in the U.S. making a
plastic box for DAT. and they can
sell them cheaper than we can. So
the bulk pack will allow us to get
the tape to the studios at a more at-
tractive price.

Mix: Arc there great diftferences in
tape formulations between manu-

facturers?

Da Puzzo: It there are. 'm not
aware of them. I think when you
get down to the tape medium it-
self. it either works or it doesn't
work. We find that consistency and
mechanical reliability are the most
important characteristics of these
digital tvpes of media. Our choice
of vendoris one that is able to sup-
ply us with that consistency.
Smith: I don’t think there is a big
difterence between formulations,
because there aren't a whole lot
of people supplving the metal par-
ticles themselves. Also. because of

COMPREHENSIVE
SALES, RENTALS,
SERVICE AND SUPPORT
FOR ALL YOUR
EQUIPMENT NEEDS.

the nature of the digital recording
process, the issues of signal-to-
noise ratio and dyvnamic range, and
all the one-half or one-quarter dB
distinctions that you ook at with
analog tape. don’t make any dif-
terence with DAT. The maximum
and minimum specitications for
performance of the tape have all
becn defined by the committees
that put together the format. You
need to be within the specifications.
and not have any surface anoma-
lies or defects that make dropouts.
Since DAT doesn’t have the kind of
error-counting mechanisms that

AUDIO INTERVISUAL DESIGN

1032 N. SYCAMORE AVE. - HOLLYWOOD, CALIFORNIA 90038 - (213) 469-4773
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KABA AUDIOPHILE
DUPLICATION SYSTEM

recreates what was on your final mix down
the way you want it heard.

LISTEN TO AN EXAMPLE

Send for this free demo tape

.(he m

produced OF - ton Syste
o De‘{:g“ﬁ;i and 2% D:“’opme"' 33-5041

b (ZKEZ“ Research gag%%g) 21 TAPE 1SS
CA 94

cial Biva- Novato.

Find out how easy and economical it is
to produce cassette copies you'll be
proud to have carry your name.

Toll-Free From California
800-231-TAPE  (415)883-5041

| KABA ResearCh & Development 24 Commercial Bivd., Suite E, Novato, CA 94949
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COMPLETE DIGITAL

\“ Y MASTERING SERVICES FOR:

ol \‘\ \\4“‘ Compact Disc o
LN “‘ Record

Y ,“ cords e

““‘ Cassettes »

Archiving Analog to Digital «

NEVE DTC DIGITAL TRANSFER CONSOLE: Sony 1630/DMR-4000
Sony 3202 DASH
Sony 2500 R-DAT
Sony 601 (Beta/VHS)
Mitsubishi X-80

(A N RN ERNRENRENERRENNRNRENRNERERERRENRENRRRRRRRENEEN]
CREDITS: Dirty Dancing Soundtracks, Eric Carmen, Expose, Will to Power, Eric Clapton,

Betty Wright, Bee Gees, Judas Priest, Julio Igiesias, and many more.

.- I E; Engineer: Michael Fuller

TEOMCL EXCHUACHRCREATAT Y

FULLERSOUND, INC. 1989 N()I\“NEE
1755 N.E. 149 STREET / MIAMI, FLORIDA 33181 / (305) 945-6697

All mastering parameters performed completely in the
digital domain and fully automated for precise accuracy
and repeatability.
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TAPE & DISC

exist for systems like the PCM-1630.
the issue of CRC crrors doesn't
really come up. and people’s main
concern with the tape is whether
or not thev have problems with
mutes.

Kennedy: If it doesn't meet the
1500 Oersted specification, it's not
DAT tape. Bevond that, I dont know
if thereis a great difference between
manufacturers or not

Booth: The DAT tape formulation
is not easy to manufuacture because
you are dealing with a metal. All
the tapes are similar in that they are
all metal particle, but it depends on
the grind. the tvpe of powder, how
it's aligned. and the type of binder
and base film. All these things figure
in. and various people go at it in
difterent wavs. The studios have
found out that there is no substi-
tute tor good quality, because once
vou've Jost it on digital, there is no
way of getting it back. To get some-
thing that's going to still be good
after 50 passes. vou have to address
certain problems relative 1o shed
and dropouts, and that kind of
separates the men from the boys.
And there are definitely some bovs
in the business.

Also.duetoits size, the DAT shell
is very complicated to make rela-
live to conventional video or au-
dio cassettes. There are a number
of small parts that must be ex-
tremely high-precision. A poor shell
can cause no end of problems. and
there have been some of those out
there in the field
Mix: Has your company done any
evaluation of the long-term stabil-
itv of your DAT tape for use as an
archival medium?

DaPuzzo: Agfa is involved in tape
restoration, and because of our ex-
perience with the archival process
and the needs of archivists, we have
done as much as we can 1o see how
the tapes handle over time. Of
course, we can only simulate time.,
and vou really need 1o give it time
tofind out how it will perform. But
in ail our simulations it has done
well

Smith: Ampex and 3M have issued
ajoint statement on archiving rec-
ommending ten years as a general
figure that people should think
about as far as shelf-life stability of
audio tapes. That's not a guaran-




tee, it's just a time frame for archi-
vists to know when they should
start thinking about replacing their
tapes. Obviously. an environment
other than about 40 percent rela
tive humidity and 70 degrees Fahr-
enheit. will vary that ten-yvear esti-
mate. But we see nothing about
metal tape that leads us to believe
it will fast less than other formats.
Ampex has also authored @ num-
her of technical papers on the sta-
bility of magnetic particles them-
selves. We found that some of the
carlier high-coercivity metal parti-
cles would lose magnetism, and
therefore output, when the tpes
sat on the shelf atter recording. So
we did a lot of studies on that. and
found that there were differences
hetween particles, and we used that
information in determining our
choice of particles. Also, when pure
metal particles were first introduced
in the late '70s. they would oxidize
or burn up with exposure to the
environment. But now the particles
are manufactured as a metal core
with a thin layer around the out-
side already oxidized to stabilize it.

Regarding the technology of ro-
tary head azimuth recording. we
have a history that goes back as far
as VHS, and [ think we have noth-
ing to worry about. People have
proven that these formats are ro-
bust—that they can be used for
digital recording and the quality will
be maintained.

Kennedy: We are constantly doing
testing. We've done accelerated
testing of plavback and recording.
and we have seen no degradation
of the tape.

Booth: We do ongoing testing. but
the format is new enough that we
can‘tsay, “We've done ten years of
torture tests.” In general, as far as
deterioration of the formulation.
we've had no problems to date.
Mix: Arce vou committed to con-
tinuing to offer DAT to the profes-
sional market even it it fails to catch
on as a consumer format?
DaPuzzo: Definitely. In this coun-
try. our only concern is with profes-
sional users.

Smith: Definitely. That's our busi-
ness.

Kennedy: | hope the consumer

AUDIO GALLERY

AMERICA’S BEST PLACE TO BUY
DIGITAL AUDIO TAPE RECORDERS

Best Prices

Best Service & Best Warranty

Newest Models in Stock
Demos Available
No Commission Sales Staff

DAT Accessories, PCMs, more

&1// us /ef ore yﬂa /ay 6/{5’6k/é6/‘6

We are the original DAT stereo

store in the USA! We're the
1st and we’re still the best.

market takes off. We arc getting
strong indications that something
is happening—that there will be a
consumer market forit. In any case,
we will continue to offer it to the
professional.
Booth: Certainly. We figure it's a
viable format. If the consumer mar-
ketopens up, we will obviously be
there in a big wayv, but even it it
remains essentially a pro or semi-
pro market. we will continue to
make it.
Mix: If consumer DAT does take
off. would you anticipate introduc-
ing & DAT tape formulated for ei-
ther Otari’'s TMD or Sony's Sprinter
high-speed duplication systems?
Da Puzzo: It is a littde early to tell
right now. but we are doing a lot
with TMD for video already. The
DAT recording technology. being
a helical-scan svstem, is similar to
video, soitis likely that high-speed
duplication for DAT would follow
along the same lines as high-speed
video. We are already a major
supplier of bulk tape to video
duplicators. so 1 would expect that
CONTINUED ON PAGE 170

FIRST IN USA! NOW IN STOCK

NEW HD-X1 AIWA
PORTABLE DAT RECORDER

Fits in your palm, smaller than a paperback book.
Digital in/out, stores video stills, call for low price.

For five years, Audio Gallery has been offering the newest
in high-end audio from Japan. Our Tokyo office gives us the
unique ability to recommend and service the latest and the

best in new DAT machines as soon as they become available.

AUDIO GALLERY

2716 Wilshire Blvd, Santa Monica, CA 90403. Fax: 213 « 829 0304
Hours: Monday - Friday, 10am - 6pm. Saturday 12 -5pm.
MC B VISA W AMEX B DINERS ® DISCOVER

Circle #136 on Reader Service Card

VARCI 1990 MIX 139




TAPE & DISC

by Philip De Lancie

& DISC NEWS

The tuture of DAT for LS. consum-
ers remains clouded as deep divi
sions continue to grow within the
professional music community over
the DAT pact between the Record-
ing Industry Association of Amer-
ica and a group of Japanese and
European DAT hardware manu
facturers. The agreement savs
the parties must support legis-
lation mandating the inclusion
of SCAMS, a technical limitation
on digital copving of DAT cop-
ies (see “After Mix” November
1989). 1t has been widely de-
nounced by groups represent-
ing publishers and songwriters,
including the National Music
Publishers Association, Song-
writers Guild of America and
ASCAP. These organizations
view the accord as a4 meaning-
less seHout, because it includes
no provisions tor paving their
members rovalties” onaudio re-
corders and blank tapes. anidea
that's been pushed in Congress
for years without success. The
RIAA also favors lape and hard-
ware levies, but maintains that
SCMS  legislation  must  be
handled independentlyifitisto
have any chance of passage

view that the Kind of copyright
protection provided by SCNIS is
inadequate. The legislators under-
stand our problems and have gen
crally been very receptive.” Sand:
ers states. Beyond deteating SCMS,

RIAA to be willing to introduce the
hill, subjectto theirapproval of the
final draft. So the RIAA and the
coalition appear 1o be headed for
confrontation in the legislative
arena. The only hope left foravoid-

ing tratricidal strife appearsto be

Fearful that prospects for

So the RIAA
and the Copyright
Coalition appear to
be headed for
confrontation. The
only hope left for

avoiding fratricidal

strife appears to be
the strong interest
both sides have
expressed in the
concept of a
“debit card.”

the strong interest both sides
have expressed in the concept
of a “debit card.” Would-be tapers
could purchase cards at record
stores that could be inserted into
slots on their DAT decks 10
enable copving of a given
amount of copyrighted material.

This idea has reportedly
found favor among leaders of
the European Economic Com-
munity. Its also been discussed
within the Joint Working Group
of record company and hard-
ware representatives that ham-
mered out the agreenwent on
SCNIS last summer. How all this
will affect hardware manufactur-
ers plans for U.S. introduction
of consumer DAT machines re-
mains unclear.

Compuct Disc manutacturers
are in for another big vear. ac-
cording to Cal Roberts, sales and
markceting VI with Disctronics.

levies will grow even dimmer if

SCMS gainsacceptance in Congress
as a viable approach to the home
taping problen. close 10 20 ant-
SCMS organizations have joined
forces recently to torm the Copy
right Coalition. According to Char-
les Sanders of NMPA, the group's
initial goal is simply to thwart the
RIAA's efforts 10 pass SCMS legis-
lation. Consultants have been re
tained in Washington to “keep the
leaders of appropriate congres-
sional committees apprised of our

Sanders notes. "So far there is no
real consensus within the coalition
on whether orhow to procecd with
its own plan of action on home
taping. At this point. no deal is
better than accepting SCMS.”
Meanwhile, the RIAA revised its
initial draft of the SCMS bill, the

Digital Audio Tape Recorder Act of

1990. The chairmen and ranking
minority members of the appropri
ate subcommittees in both the
Housc and Senate are said by the

which operates  replication

plants in Anaheim. Calif.. and
Huntsville, Ala. Based on research
conducted for i recent ITA Update
Seminar presentation, Roberts ex-
pects US. ChH demandtorise at least
30% in 1990 to 325 million units.
fueled by estimated CD plaversales
of 6.6 million in 1989 and 8.1 mil-
lion in 1990. While capacity is likely
to rise as welll from 355 1o 461
million. the gap between demand
and capacity is not necessarily
indicative of another capacity glut
“We are much closer to parity than
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itappears.” Roberts savs. "The raw
numbers are misleading, because
some manufacturers give figures for
capacity that is not actually in place
vel. Even after equipment has ac-
toally been purchased, vou can't
just start it up and get it to vield
usable product. It takes a while to
put it in and get it working prop-
erhy

Because CD - manufacturers
were “swamped” with business in
the second half of 1989, Roberts sees
little likel