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The Alesis 3630...

a compressor that sounds

great,

does everything and is affordable

3630 COMPRESSOR
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When we blueprinted the new
Alesis 3630 Compressor Limiter
we had a hard time cutting out features.
So we left them all in.

Threshold, attack and release controls.

------------------

Hard knee or soft knee, and peak or RMS
compression. All the options you need to
custom configure the 3630 for any record-
ing application... especially necessary for
digital recording.

*Slightly higher in Canada

Alesis Corporation 3630 Holcrege Avenue Los Angeles CA 90016

USE READER SERVICE CARD FOR MORLE INFO

A great metering system tells you
exactly what's happening to the signal,
with separate meters for gain reduction
and input or output. The 3630 uses the
industry standard VCA for low noise
and great sound. There's
a side chain for keying and
ducking, adjustable noise
gate, -10 or +4 dB operation. All this for a
price that's like getting one channel free.

Retail price of the 3630 is $299.*

Read the headline again. Then go hear
the 3630 at your Alesis dealer today.
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1992 STUDIO ACTION |

PRODUCTION CREDITS FOR BILLBOARD’S No. 1 SINGLES

E ’ Produced on Produced on
CATEGO_R_Y — SSL consoles* ' ALL other consoles ’
DANCE 94% 6%
Ras 79% | 21%
MODERN ROCK 79% | 21%
ADULT CONTEMPORARY 17% 23%
HOT 100 71% 29%
Solid State Logi TCR N
I (S IC
Intermationai H('nn'm:.:r!r?g ALBUM ROCK 59% 41%
Begbroke, Oxford, England OX5 1RU - Tel=(0865) 842300 =
Paris (1)34 60 4 66 - Milan (2) 612 1720 - Darmszadt (6151) 938 40 COUNTRY 56% 44%
Tokyo (35474 1143 New York (212) 315 1211 - Los Angeles (2131463 4444 - __& o>

USToll Free Number 8G0-343 0101 *Recorded and/or mixed on SSL consoles
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This 1s no Fairy Tale

This is real life. The frog won't turn
into a prince and his voice won't sound
like Diana Ross — at Briiel & Kjaer
capturing reality is what we're all about.
Todays studios are fuil of good
sounding microphones but, fortunately, we
are not one of them. With Briiel & Kjaer
you are the artist. We supply you with a
blank canvas and you get to add the colors,
not us.

The B&K 4000 series offers 6 different
condenser mics, featuring true omni or
cardioid pickup which can ke passively
and accurately altered by our exclusive
acoustic pressure equalizer (APE) adaptor.
They're available in both 48 Volt Phantcm
or 130 Volt powered versions offering
unmatched 168dB dynamic range for the
most demanding snare drum crack to the
btlest details of natures acoustical

ek embles.

‘)IF YOU'RE SERIOUS ABOUT YOUR

Exclusive §.S. Distributor ¢ Briiel & Klaer 'T.G.L
North Ametica Inc. ¢ 300 Gage Avenue, Kitcherer,
Ontario, Canada N2M 2C8 e T2l 1519) 745-1153
Fax (519) 745-2364

I SE REAINER SERVICE (CARD FOR MORFE INIO
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963 MIXING CONSOLE

Where space is at a minimum but audio
standards are at a premium, Studer’s
961/962/963 consoles deliver outstanding
performance in an efficient, compact
design. Featuring the patented mic pre-
amplifier, “noiscless” FET switching, 30
mm channel strips, and state-of-the-art
audio circuitry, you'll enjoy the “big”
Eull-size sound as well as convenient,
trouble-free operation. For demanding
Film/TV/Post. production applications,

the 963 is avatable in custom configu-

rations of up to 56-input modules, 8
sub-master modules, 4 master modules,
patch field and much more.

961/962 AUDIO MIXERS

Mechanically and sonically, these boards
are packed with all the professional fea-
tures you'll ever need for years of service
and reliability. Mix and match any com-
bination of stereo line inputs and/or
mono mic/line input modules. For
example, select the 962-16x2 or 14 x 4,
or the rackiountable 961-10x 2 or 8 x 4.

It's easy as One.Two.Three. No matter
how large the applicationpor how small the
space, Studer consoles are the ideal choice
for TV and radio stations, video and film
post suites, foley, telecine rooms, remote

trucks and more. Call for complete details.

STUDER

Studer Revox America, inc. ¢ 1425 EIm Hill Pike
Nashville, TN 37210 » Tel: 615/254-5651 » Fax: 615/256-7619
New York 212/626-6734 « Los Angeles 818/780-4234
Studer Revox Canada L., Toronto 416/510-1347
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Dem(w to masters. Creativity o tape. Dreams to
reality. Magic phrases for those who want to make nusic
that sounds as good as it feels.

The inspiration for these thoughts is the Alesis
ADAT Professional Digital Audio Recorder, a
technological revolution that tears down the walls to your
creativity while delivering world class master recordings.
Too good to be true?

Here's the concept. ADAT fuses a supersonic Alesis-
designed very large scale integrated chip set with the
proven reliability of an industrial grace S-VHS* tape
transport and a logical, sensible user interface. The result
is a digital tape recording system hat exceeds the most
demanding requirements of professional audio and that
can be used by literally anybody. Hard to belicve?

Here's some specs. Bandwidth 29Hz to 20kHz
+0.5dB. Total Harmonic Distortion ptus Noise 0.009%.
Wow and flutter unmeasurable. ADAT uses the profes-
sional standard 18kHz sample rate and delivers better
than 92dB dynamic range.

Here's some features. ADAT uses the familiar tape
recorder controls that you already know how to use so

8 Tracks to Megatruacks. Megatrack and ADAT Worldwids Network are trademarks of Alesis Corparation
ered trademark of Kico Corporation-a Kyocera Growp Company
I Digital Interface with sample rate converter.

“VHS is a registered trademark of JV'C **ELCO is a
Viso available: The Al-1 ADAT to AES, EBU and S 1
RMB 32 Channel Remote Mdter Bridge.

Call 1-800-5-ALESIS for informarion abow the ADAT Worldwide N envork.

‘S8'Tracks

RECORD
INPUT

The Chaoice of Professionals
Winner of Two 1992 TEC Awards
Recording Product of The Year
Recording Devices/Storage Technology

recording is fast, intuitive, effortless. Connections are
provided for balanced +4¢Bu levels on a single 36 pin
ELCO** rector and unbalanced -10dBV signals on 1/4"
jacks. And ADAT uses S-VHS tape because it's a proven,
robust recording medium with wide 1/2" tape 1o solidly
aupport ADAT's 8 record ng tracks while delivering
40 minutes of recording time.

The best part. ADAT's Proprietary Synchronization
Interface (Patent Pending) locks nultiple ADATS. indepen-
aent of the audio tracks, to single sample accuracy +5% of
1/48,000th of a second! In other sciences this is referred (o as
fair tight". So multiple ADATSs function in perfect mechanical
and electronic unison: up o 16 ADATs without an external
controller. That’s 128 tracks!

More best part. ADAT's Proprietary MultiChannel
Optical Digital Interface {Patent Pending) simultareously
sends all 8 tracks of recorded information out the Digital 1/0
for perfect safety tapes and perfect track bounces.

Even more best part. The optional BRC Master Remote
Control opens a whole other door to the ADAT miracle. With
it you can control up to 16 ADATs (128 simultaneous tracks)
with full transport functions, track offsets, machine offsets,

“i D by,
22 /o@
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digital assembly editing via the Digital 1/0, SMPTE and
MIDI Time Caode, Video Sync and more.
What does al’ this mean? Here's just a few henelits.
It's commonly known that many hours are wasted
during expensive album projects while the artist, producer
and engineer work in vain to reproduce the rhythmic feel
and tonal nuarce of demos. Demos that couldn’t be used
because they sufferec from noise, limited bandwidth and
overall sonic feebleness. Those days are over forever.
ADAT's Sync anel Digital 1/0 perpetually link your demos
to your masters nmaking them all part of the same creative
process. Every track vou record on ADAT is a niaster track
that can be flown into any other ADAT recording, at any
time. The best part is that ADAT can be there at any time
to catch you at your best, flawlessly stored in the digital
domain...forever.

Need more tracks? ADAT stuclios can be expanded
at any time. The cost of a single ADAT is remarkably
inexpensive and new ADATs can be added as budgets
permit. Add tke BRC at any time for more control and
advanced editing. Producers please note: with ADAT,
Megatrack™ recording is a reality.
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Your favorite sax player lives in Idaho? No problem.
Send ‘Supersax® a formarted tape with a guide track of your
song. You'll get back 7 tracks ¢f burning solos you can fly
back into vour orocuction. All in perfect sync, all in the
digital domain. All dripping with soul. Want more tracks?
Just send more tapes.
ADAT is not only a new recording mediun, it is the
new recording standard. Imagine a network of ADAT users
from bands, comnosers and project studios to professional
studios, video cditing suites and broadcast production studios.
All recording master qualitv tracks with full compatibility and
no barriers between the'r creative disciplines. In fact, we're
launching the ADAT Worldwide Network™ multitrack record-
ing group to faeilitate coammaunication between ADAT studios.
In time we'll all start taking these little miracles for
granted. Before that inevitable event. unpack your first
ADAT and track a minute of single notes and chords on vour
favorite instrument. Play loud, play scf.. Play it back and listen
really close. It's always a good feeiing to have your rmind
completely blown.
See your Alesis ADAT Dealer today and start
Megatracking on ADAT.

Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016




FROM THE EDITOR

his month we look at education
in recording and also focus our attention on the developing relation-
ship between project and commercial studios, both in the U.S. and
Europe. In preparation for the International AES convention in Berlin,
we visit the recording world in Germany.

In assembling this issue we asked ourselves, once again, what dif-
ferentiates a project studio from a commercial recording studio? Over
the past several years, the distinctions between these two very differ-
ent types of operations have become blurred. Some “private” studios
tend 1o rent out time, while some “public” studios seem 1o become
single-project-oriented for long periods. This haziness has left a state
of confusion that makes it difficult for many to sense the true nature
of today’s industry.

Project and commercial studios each have a different goal. For the
project room, the purpose is achicrement. Whether it's for making
soundtrack, a jingle. a demo or a master mix. the project studio is de-
signed around its owner's creative needs o achieve an end product. How
efficiently it is able 1o achieve that purpose is the measure of its value.

In contrast. the commercial studio has no particular auachment 10
the client’s end product. What makes the commercial studio’s mission
complete is its service—its ability (0 serve the needs of the client—
whether that involves supplying engineering expertise, musical assis-
tance, cassette duplication, fruit salads or warm showers after seven
hours of intense mixing.

Over the past three years, a weak economy has coincided with the
technicat development of affordable recording tools that, when used
skillfully, allow small studios to sound like big operations. Tension and
distrust have resulied. as competition for decreasing budgets has put
project rooms and commercial operations in opposition to each other.

This rivalry has been sad 1o watch, and as time passes it will per-
haps be remembered as a somewhat ludicrous and confused period.
There is no reason for anything but support and cooperation between
honoruably operating project and commercial studios. Rather than
being seen as taking business away from cach other, a4 more valid case
can be made for the reverse. Referring work, sharing resources and
farming assignments back and forth makes more sense than fighting.

Working in cooperation, the whole can become larger than the sum of

its parts. And the energics of the owners and operators can be chan-
neled into more creative and profitble directions.

Keep reading,

David Schwartz
Editor-in-Chief
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“It's fat...”

- . —

Ardera Studios, Hollywood

|

We're printing at 9 over 250 and 1t What'’s amazing is the noise floor. You heard it. Ampex 499.
still doesn’t sog up. What noise floor? I don’t hear ['d say 1t was audibly superior.
[ know, the harder you hit it, the any noise. ['d say 1t just sounds better.
better it gets. Right!
Listen to that high hat Hey, this sound’s got everything

It’s stiff. [ need. Ampex 499.
Yeah, and 1t’s not squashed. It’s got depth all right. You can hear It just sounds better.
No, it’s not compressing at all. everything—way back in there.

That’s pretty amazing. Clarity, punch, depth—that’s it. A M p E X

Ampex Recording Media Corporation, 401 Broadway, M.S. 22-02, Redwood City, CA 94063-3199 (415) 367-3809 ©1992 Ampex Recordimg Mezia Corporation
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How 10 PROJECT
A MORE BRILLIANT CORPORATE IMAGE.

If you're looking for a brighter, sharper picture to bring your presentation to life, take a good look at
the Sony RVP-6000Q MultiScan” projector.

It's a high-contrast 60" rear screen projector that's mobile enough to move easily from room to room,
and versatile enough to accept both video and computer inputs from fH 15-75 KHz.

And best of all it's designed to give you a brilliant electronic presentation in almost any lighting
situation, even the most brightly lit environments*

If you still can't see how Sony’s RVP-6000Q) can give you a great image, call 1-800-635-SONY, ext. 600,
We'll show you-with a demonstration and more information.

“Actual, unretouched screen image generated on the Macintosh Quadra with Adobe Photoshop.




HultiMedia
Presentation Systems
Installed

300

250

1989 1990 1981 1582 kst

Sormvale NI 076451716, 021992 oy

SONY

£
E
F
%
3
i




U]

KRR

d-)
—

’
4

N’

12

MARK IV PRO AUDIO

GROUP FORMED, EV
DISTRIBUTES DYNACORD

As announced at NAMM, Mark 1V
Audio Inc. (Amherst, N.Y.) estab-
lished a new venture called the
Mark IV Pro Audio Group for
U.S. distribution of products
made by its subsidiaries Klark-
Teknik, DDA and Midas. Mark 1V
is also the parent company of
Electro-Voice, which now han-
dles distribution of Dynacord
music electronics products under
the joint brand name EV/Dyna-
cord.

was without representation, and we
offered to help. Enough time has
passed, and with current GML pro-
jects now consuming a great deal of
our time, we can no longer afford
Focusrite this opportunity.” GML will
continue to cooperate with Focusrite
on the technology level. The OEM
deal between the two companies
still exists and will remain un-
changed.

ing and observation direction.
The data collected by this re-
search will give acousticians in-
formation they can use to con-
struct virtual environments, which
allow them to audition the sound
of a room before it is built.

The effort is being sponsored
by companies in the acoustics
community including Altec-Lans-
ing, Ariel, Audio Precision, Hof-

TEC Awards Call for Entries

1993 Product Nominations Sought

“Dynacord has attempted to
establish a position in the U.S.
market for several years,” says EV
president Paul McGuire, “but
without a ready distribution chan-
nel, the products haven't met
with the success their quality
merits. EV has the channels in
place to bring Dynacord products
to the pro audio market and to
the working musician.”

K-T, DDA and Midas were for-
merly distributed in the U.S. by
Pinnacle Audio. Pinnacle’s opera-
tions in this regard are officially
expected to cease by March 1,
1993. Former EV Concert Sound

The 1993 Technical Excellence and Creativity Awards nominating panel is
currently accepting product nominations for the 1993 TEC Awards. To
quality for review, your product must have been released and in com-
mercial use during the eligibility year of March 1, 1992, 1o February 28,
1993. The following are the Awards categories: Console Technology.,
Sound Reinforcement Console Technology, Musical Instrument Technolo-
gy. Microphone Technology, Studio Monitor Technology, Sound Rein-
forcement Loudspeaker Technology, Recording Devices Storage Technol-
gy. Signal Processing Technology, Tape/Disc Manufacturing Technology.
Computer Software/Peripherals, and Ancilliary Equipment.

Those wishing to nominate products should include the following in-
formation: product name and qualifying category. date first commercially
available (proof of shipment may be required: beta test sites do not qual-
ify). contact name and telephone number. Send information to TEC
Awards, 6400 Hollis St. =12, Emeryville, CA 94608; Atention: Karen Dunn.
All entries must be postmarked by Saturday, February 28. Late submis-
sions will not be aceepted. For more information call (510) 939-6149.

marketing manager lvan Schwartz
was named general manager of
the Mark 1V Pro Audio Group,
which will also distribute EV MT
and DeltaMax concert speaker
systems out of its new headquar-
ters in Buchanan, Mich.

GML, FOCUSRITE

END REP AGREEMENT

GML Inc. of Van Nuys, Calif., no
longer represents the Focusrite
Console line in North America, it
was announced in December.
“Our representing Focusrite has
always been on a temporary
basis,” says GML’s Cary Fischer.
“When we signed the OEM pact
for Automation Systems, Focusrite

DISC RESEARCH

INITIATIVE UNDERWAY

A new basic research initiative to es-
tablish a database of directional scat-
tering coefficients for all commonly
used architectural materials is under-
way. Called the DISC project, the re-
search will yield data that will help
acousticians to predict accurately a
room’s complex frequency response
or impulse response.

Directional scattering coefficients
define how sound interacts with the
various absorbing, reflecting, diffus-
ing/diffracting surfaces in a room, as
a function of the incident direction
and frequency, sample size, mount-

fend & Sons, IED, Lake DSP Pty.
Ltd., RPG Diffusor Systems, SIA,
Techron and Wireworks. For
more information, contact re-
search director Peter 1D’ Antonio at
(301) 249-0044.

SURVEY ON NONLINEAR
EDITING SYSTEMS PUBLISHED
Independent consultants Sypha
of London, UK, published the re-
sults of an extensive survey on
the use of nonlinear systems for
film and video editing in the USA
and UK. The survey was spon-
sored by Avid Technology, Imp-
~CONTINUED ON PAGE: 16
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L | A 4 . . A simple message that is not often easy to back up.
But Behringer's European reputation for excellence
in signal processing gives these words new meaning.

Consider for a moment our latest interactive pro-
-€essors, conceived and engineered to deliver trans-
parent performance for studio andlive applications.

MORE. COMPOSER The Composer functions as a studio

grade, automatic and manual controlled stereo
Compressor, Expander, Gate and Peak Limiter. The
automatic mode offers program-dependent
attack/release times for inaudible processing.

Unique Interactive Knee Control circuitry combines

TH EY DO lT the musicality of soft knee compression with com-

prehensive hard knee control. Special Interactive Gain
Control Peak Limiter circuitry enables simultaneous
Clipper and Program limiter functions while serving
as a zero attack, distortion-free absolute gain
threshold.

BETTE R. INTELLIGATE The Intelligate is an Expander/Gate/

Ducker with Ultra Transient Response circuitry for

instantaneous attack. Proprietary high performance

Class A VCAs provide exceptional audio quality. Precise

, key filters permit frequency-sensitive keying.
Like the Composer, the Intelligate includes Interact-

TH EY DO IT ive Ratio Control Expander circuitry to eliminate

“chatter” on or around threshold. Both units feature

servo-balanced Neutrik 1/4" and XLR inputs and

outputs, precise metering and a 5 year
warranty.

Behringer. When you listen, the
FOR LESS. message becomes.clear.

THE PERFECT EAR. AESREILIEE
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T he CSII Digitally Controlled Analog Audio Mixing System provides T he new System Expansion Options™ and the CSil's modularity

facilities beyond the constraints of conventional designs but with the allow for up to 104 Totally Automated mono/stereo signal paths,
familiarity of a traditional in-line work surface. Add to this features  each with Digitally Controlled Eq and Dynamics, 24/48 multitrack
such as the SnapShot Recall™ system, for instantly recalling all con-  buses and up to 96 aux sends and mix buses. You can start with a 32
sole settings, & Total Automation™ control and you have  fader system and expand as your requirements change to end up
unequalled mixing power at your fingertips. with the largest audio mixing system in existence.
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The sleek, Digitally Controlled work surface, even for a 104 fader
system, is only 7'4" wide. This allows you to sit at the center of the

image while you adjust controls, so you can hear the changes.

Sales & Marketing
T . . - 10647 Riverside Drive
r n r n
he CSIl represents a new generation of audio mixing system North Hollywood, CA 91602
Ph: (818) 766 1666  Fax: (818) 766 3401

where you get much more, in a smaller space, for a lot less.
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System configurations are available for Music, Film & TV Post,

Broadcast, and Sound Reinforcement applications.
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Graham-Patten Systems of Grass
Valley, CA, appointed Val Mar-
chus as its new CEO. Marchus
joins the company from The
Grass Valley Group, where he

served most recently as VP of

manufacturing and customer serv-
ice...Keith A. Bandolik was re-

cently promoted to president of

Switchcraft Inc. (Chicago)...Au-
dio-Technica (Stow, OH) promot-
ed Jacquelynn Hebrock to vice
president of product develop-
ment...Richard Snee was appoint-
ed director of product marketing
at Digital F/X Audio Group
(Mountain View, CA)...Harman
Electronics promoted Kenneth
Krenzelak to senior manufactur-
ing engineer...Apogee Electron-
ics of Santa Monica, CA, hired
Gary Hynds as principal engineer.
Hynds’ focus with Apogee will be
on various aspects of digital de-
sign...Greg McLagan joined QSC
Audio as Western regional sales
manager...BSS Audio (Herts, UK)
welcomed new sales manager
Ralph Dunlop...Seattle-based
Symetrix Inc. hired Steve Kawasa-
ki as a product specialist...Pro-
ducer David Foster was appoint-

ed to the board of directors of

Spatializer Audio Labs Inc. (Los
Angeles)...Todd Rockwell was
named loudspeaker project engi-
neer for Electro-Voice Inc. (Buch-
anan, MD)...Ampex Corp. (Red-
wood City, CA) restructured its
sales management team: Rich-
ard A. Antonio now serves as
VP/sales development, and Dick
Miller fills Antonio’s former posi-
tion as the new VP/sales and cus-
tomer service...Shalco Inc. is
Ramsa’s new representative in
Michigan...Meyer Sound Labs
(Berkeley, CA) is now offering
SIM® System 11 training seminars
to interested individuals and
companies, Call (510) 486-1166
tor more information...Laser-Pa-
cific Media Corp. announced a
new management structure at its
Hollywood-based Pacific Video

division: Laser-Pacific exec. VP
Leon Silverman became chief of
operations at Pacific Video, and
promotions included Jane Swear-
ingen to VP/general manager and
Holli Gailen to VP/operations. ..
Sigma Media Center (Philadel-
phia) hired Steve Paino as sales
manager...Freed International
moved recently. The company’s
new address is 1121 E. Ocean
Blvd., Stuart, FL 34996. Phone
(407) 288-7200, fax (407) 288-
7999...Innovative Quality Soft-
ware moved to 27498 Enterprise
Circle W., Ste. 3, Temecula, CA
92590. Phone (909) 695-1744, fax
(909) 695-1747...L.A. Sound Co.
moved to 7270 Bellaire Ave.,
North Hollywood, CA 91605.
Phone and fax numbers remain
the same...The former West
Coast offices of New England
Digital are now being occupied
by Pacific Coast Soundworks,
which can be contacted for more
information at (213) 655-4771...
International Jensen Inc. (Lin-
colnshire, IL) and Ferrofluidics
Corp. recently formed a research
partnership to develop noise re-
duction technologies for automo-
biles, aircraft and other prod-
ucts...The fourth edition of the
“Video Industry Statistical Re-
port” is now available from Cor-
bell Publishing. The report covers
video industry statistics for
1992/1993 and incorporates five-
year statistical forecasts and pro-
jections. The price is $295, plus
$15 for postage and handling.
Call (310) 821-6675...AMS Indus-
tries plc (Bethel, CT) was award-
ed an Emmy for “Outstanding
Achievement in the Science of
Television Engineering Technol-
ogy.” New Siemens president
John Gluck accepted the award. ..
The sixth annual International
Teleproduction Society Forum
and Exhibition will happen July
8-12, 1993, at the Beverly Hilton
Hotel in L.A. Call the ITS at (212)
629-3266 for more information.ll

~—FROM PAGE 12, CURRENT
Electronics OLE/Lightworks, Wey-
nand Training International and
Audio Visual and Broadcast En-
gineering, but the companies
had no control over the method
or results. Copies of the full re-
port are available from Sypha or
Weynand for $350. To order a
copy or get additional informa-
tion, contact Sypha at (44) 81
761-8279 or Weynand at (818)
992-4481.

EXECUTIVE SEARCH

FIRM REPORTS RISE IN
TECHNICAL SEARCHES

Fink and Blakely Associates, a
San Francisco-based executive
search firm that services the
audio and video industries, re-
ports a 40% rise in technical
search assignments over last
year. Assignments for manufac-
turers have included engincering
management, DSP engincers,
GUI designers and embedded
software people.

LICENSING FIRM

BODY & SOUL OPENS

A licensing company called Body
& Soul Inc. recently began oper-
ations out of its New York of-
fices. The firm brings together
under one roof the estates of leg-
endary deceased musicians along
with other stars who possess the
heart, strength and commitment
that the firm defines as the “Body
& Soul” aura.

Estates represented include
those of Billie Holiday, Benny
Goodman, Dexter Gordon, The-
lonius Monk, T-Bone Walker,
Patsy Cline, Leadbelly, Howlin’
Wolf, Robert Johnson, Big Joe
Turner, Otis Redding and Bette
Davis. To help perpetuate the
legacy of these legends, Body &
Soul will distribute a fixed per-
centage of yearly profits to sup-
port worthy music causes. Call
(212) 967-4567 for more informa-
tion.

CONFERENCE NEWS

Intermedia, the International
Conference & Exposition on Mul-
timedia and CD-ROM, is slated
for March 30-April 1 at the San
Jose Convention Center in San
Jose, Calif. For more information
call (203) 352-8254. ]
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SPATIALIZER

WHAT IS SPATIALIZER?
Spatializer is a realtime three-dimensional processor that allows placement, movement

and scaling of individual tracks in space from two loudspeakers.
The recording engineer has dimensional control of near/far, front/rear, and scale/size of the

stereo image by intuitive joysfick adjustments. Blow Your Mind, Not Your Budget!

Contact Audio Intervisual Design
213 8451155

Spatializer is o registered trademark of Desper Products Inc.
Patents pending
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by Ken C. Pohlmann

MiINIDisc
TECHNOLOGY

PART 4: OPTICAL PICKUP AND
MO RECORDING TECHNIQUES

Recording head

Disc
rotation

he MiniDisc format is designed to
play back two types of discs: pre-
recorded discs with a pit structure
and recordable discs with a magne-
to-optical layer. Because these two
disc types are quite different, they
cannot be read by the sume method
50 Sony developed a dual pickup
that responds to both types of discs,
using different means. An MD pick-
up is thus more sophisticated than a
CD pickup, because a greater num-
ber of clements are in the optical
path; as with CD, an MD pickup
must also supply focus and track-
ing signals. Fortunately, these tasks
are met by a pickup design that
is compact and easy to mass-pro-
duce.

Prerecorded MDs are read with
an optical system that is similar to
that found in CD players; pits are
detected by monitoring varying light

Writing Signal

Recordable MiniDisc
Cross-sectional view

intensity that is reflected from the
pit surface. A laser beam of approx-
imately 0.5 mW of power is focused
on the pit surface. Smooth land be-
tween pits lurgely reflects the light,
resulting in high intensity at the
receiving photocell. A pit largely dif-
fracts the light, resulting in low in-
tensity at the photocell. As with the
CD format, the varying voltage out-
put from the photocell is processed
to form a binary signal.

Recordable MiniDiscs can be read
with the same pickup, but the pick-
up must be modified because the
data encoded on the magneto-opti-
cal surface does not present varia-
tions in the intensity of reflected
light. The pickup must convert the
stored magnetic signal into varia-
tions in light intensity. Specifically,
a polarized beam splitter is used
to detect differences in the polariza

Figure 1
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dealt with a 2” 24-track whose
synchronization was a design afterthought, you'll

appreciate the speed and pinpoint accuracy of the
TASCAM ATR-80. lts microprocessor:-controlled transport
is specifically designed for the repeatable locating you
need for no-excuses, extra-fast lockup in synchronized
operation. And the punch infout precision you demand.

Built with legendary TASCAM reliability, the ATR-80
will continue to get the job done—session after session,
project after project. tt is also plug compatible with Dolby
SR racks. Available in a higher capacity 32track format.
And, of course, accommodates 14” reels.

But, you.be the judge.

To arrange for a personal demonstration of the
rapid-response ATR-80, just call (213) 726-0303. Or write
TASCAM, 7733 Telegraph Road, Montebello, CA 90640,

TASCAMI.

1991 TEAC America, Inc.

-
Dolby is a registered trademark of Dolby Laboratories
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tion plane direction of light reflect-
ed from the MO surface.

Any optical disc contains vertical
deviations in the focus direction and
radial deviations in the tracking di-
rection. In the case of MiniDisc, a
servo actuator system is used to pro-
vide auto-focusing via an astigmatic
detection method and auto-tracking
via a three-spot detection method. A
two-axis actuator physically moves
the pickup’s objective lens to main-
tain proper lens-to-dise distance and
to track the data spiral. The auto-
focus system must maintin a depth
of focus that deviates less than 1
micrometer, and the auto-tracking
system must track the 1.6-microme-
ter track pitch to within 0.2 micro-
meters.

Auto-focusing is accomplished
(as in many CD pickups) by using a
cylindrical lens o introduce astigma-
tism into the central beam. The
beam is directed to a four-quadrant
photocell: a round beam falling
equally on all four photocells indi-
cates an in-focus condition, an elip-
tical beam that falls more fully on
two photocells indicates an out-of-
focus condition. Whether the disc is
Lo near or too far is determined by
the physical rotation angle of the el-
liptical beam. In ecither case, a cor-
rection signal is generated and
directed 1o the servo system; it me-
chanically moves the objective lens
up or down, much like a voice coil
moves within a loudspeaker.

MO RECORDING AND

FIELD MODULATION

Data can be written to recordable
MiniDiscs on the magneto-optical
layer. Essentially, this is performed
by bathing the data surface with the
appropriately oriented magnetic
field while heating the data surface
with a high-powered laser. When
the heating laser is withdrawn, the
data is “frozen™ in the MO layer.
Morcover, this recording surface can
be reheated, and new data can be
written over the old. Importantly,
these requirements are achieved
by components with low power
consumption, small size and low
COSt.

In magneto-optical recording, a
small area of the magnetic recording
layer is heated with a focused laser
beamy; coercivity is inversely propor-

tional to applied temperature. When
the material's Curie temperature
(180°C) is reached, the coercivity of
the material is so diminished that
only"a very weak field is needed to
magnetically orient the material.
When a weak magnetic field is ap-
plied to the material, the small heat-
ed spot magnetically responds by
orienting perpendicularly with either
the north or south polarity of the ap-
plied data signal. As the area moves
away from the beam, the area cools
below the Curie temperature, the
applied magnetic field is withdrawn
and the data is retained.

In conventional MO systems, data
must be erased prior to writing new
data: effectively, the daw surface
must be heated and all areas uni-
formly aligned (erasing old data) be-
fore new data is written. In practice.
this can be performed with two
lasers, one for erasing and one for
writing. Alternatively, one laser can
be used, and the dises make two
revolutions, one for crasing and one
for writing. The former method adds
cost, while the latter slows writing
time. Both methods are relatively
complex to implement.

In the MiniDisc system, a Mag-
netic Field Modulation Overwrite
(MMO) method is employed that di-
rectly writes new data over old by
modulating the magnetic field at
high speed, creating specific orien-
tations to represent the applied data
signal. This direct overwrite method
is illustrated in Fig. 1. The system
uses i magnetic head on one side
of the disc and a 4.5mW laser beam
on the other side. The size of the re-
corded magnetic areas is determined
by the magnetic flux reversal, not by
switching the laser on and off. As
the laser beam is continually radi-
ating during both reading and writ-
ing (at different power output
levels), optical head design is sim-
plified.

The MMO method provides the
same linear velocity as CD (1.2 1o
1.4 meters/second), provides the
same density as CD (0.6 mi-
crons/bit), and is compatible with
the 13.3-millisecond wobble ad-
dressing used in recordable MDs.
The CD recorders used to cut the
glass masters used for CD replication
employ a 460-nanometer wave-
length argon gas laser, yielding a
spot diameter of 0.4 microns, How-
cever, consumer MD recorders em-

ploy a semiconductor laser of 780-
nanometer wavelength, yielding a
spot diameter of 0.9 microns. Exper-
iments showed that this type of
optic system resulted in block error
rates of 200 per second, marginal
relative to the CIRC minimum of
220. Clearly, conventional modula-
tion would not permit CD density in
the MD format. With MMO, howev-
er, block error rates dropped below
20 per second at a linear velocity of
1.2 meters/second. In other words,
it was demonstrated that MMO
could successfully perform direct
overwriting, at CD density and ve-
locity, using consumer optics.

While MMO is suitable for Mini-
Disc, it is not easily applied to com-
puter storage because of the higher
data transfer rates demanded in
these systems. To achieve sufficient
rates, a computer MO system might
employ linear velocity speeds of 10
meters/second or more, and the
magnetic field might be switched at
rates of 10 MHz or more. This places
constraints on the magnetic head
design, diminishing the applicability
of MMO, although the process is
ideal for MD's relatively slow linear
velocity (1.2 to 1.4 meters/second)
and magnetic reversal frequency (as
low as 720 kHz). MMO only permits
single-sided recording to the disc;
however, MD's use of data reduction
gets around this drawback and
achieves the 74-minute playing time
suitable for most consumer applica-
tions.

Despite the fact that the magnetic
head touches the disc surface during
recording (as in other magnetic
media) the MO record/erase cycle is
long-lived. Estimates based on accel-
erated age tests have projected the
write/read cycle to be 1 million
times; for example, a three-minute
song could be written and read con-
tinuously for 12 years. The read
cycle is projected to be 10 million
times; the same song could be con-
tinuously replayed for 60 years. In
aging tests, the block error rate start-
ed and ended at about 15 block er-
rors per second—well under the
CIRC threshold. a

Ken Poblmann is author of Princi-
ples of Digital Audio, The Compact
Disc Handbook, and co-author of
Advanced Digital Audio, all avail-
able from the Mix Bookshelf. Read
them and reap.
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Power Users Prefer Sonic

= LUDWIG DAVIL v =<
Gateway Mosmhg Sh.dla,'Poqud,ME Sony Classical, Hamburg + New York

At present, the Sonic system

1 the high pressure warld of
mastering where time is
money, my clients expect

me to oﬂermmd‘

#he Sonic system, PreMaster
CD, and ml“ IM
ered all the systems, qnd :
wouldn’t dream of opening

my new studic without the

SOnic." .

fwhether I’'m editing new
material or using NoNOISE
to rescue a track, our clients
are always impressed. The
Sonic system incorporates
the best features of the
other systems along with
the most complex and

versatile editing tools.”

Magro Scund, New York

oy A 14

is the only means available to
edit 20 bit recordings without
being forced to redither
those recordings to 16 bit
precision while editing. The
Sonic systems play a major
role in Sony Classical’s 20 bit
front line and archival reissue

programs.”

The SonicStation is complete-

ly expandable and offers an
extremely wide range of
functions. Our system has
been booked to 100 percent
capacity since the day it
arrived; we use it for sound-
track and radio production,
album mastering, and audio

for video. "

Soundstage | Recording, Kalamazoo, Mi

Vi1 CUMMING

.‘ SONIC SOLUTIONS 189 tast Francisco Blvd. San Rafael, (A 94901 Tel. 415 485-4800
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by Stephen St. Croix

-D Or
NOT 2-D?

THAT IS THE QUESTION

ou baby boomers (and a lot of you
who came before) might remember
the incredible state of national aware-
ness that surrounded vou uas you
grew up. Back then, way before the
English language evolved into the
English that we actually speak today.
many words were spelled quite dit-
ferently. Take for example. oh. I don't
know...let’s pick a few words at ran-
dom. 1 pick arithmatic, writing and.,
um...reading. Yeah, these will do
nicelv.

Back when I was in school, all
three of these words actually started
with the letter "R In fact, they werce
rammed down our throats (by the

MIX. FEBRIARY 1993

Amecrican government and its Board
of Education) as, of all things, read-
ing. riting and ‘rithmetic: the three
R's! So! Ketchup is a vegetable after
all.

With this in mind, I guess that we
can forgive ourselves for producing
the "music” of the 70s.

Well, we don't hear about the
three R's anymore. Now [ want to
tell vou about the three D's. I know
that you are reading ahead and are
pretty sure that I'm going to come
up with something on the order of
Digital Direct to Disk. Wrong.

F'want to talk about the three 1)'s:
3-D, the three dimensions that we use

€661 3 CAINOY YAV iSIM/EIL NOILVISNTH
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“We provide our clients with the very
best as a matter of course. That’s why we
offer Dolby SR on our analogue tracks.

“T was startled by the absence of tape
modulation noise. From the looks on their faces,
SO were my engineers!

“Dolby SR allows analogue recording to
compete with digital without a cost penalty.””

Malcolm Atkin, Studio Manager

“With Dolby SR, you hear what you should
hear: good warm low end, no muddiness in the
top end, and no noises. Analogue with Dolby SR
is definitely my preferred mastering format.”

Lance Phillips, Chief Engineer

Built by the legendary Geovge Martin,
most of the famous names in music
have worked at AIR Studios, London

Contact Dolby or your Dalby professional audio
dealer for more information.
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FAST LANE

to describe local daily space—height,
width and depth.

Have you ever heard a choir in a
large church? The way the human
voice blends in harmony, combined
with the incredible way that complex
vaulted stone chambers reverberate,
produces an experience that goes
right through your skin to your very
bones.

There is an amazing organic
warmth that spreads out from in front
of you, moves around the sides and
over your head, and finally comes
back from behind to envelop you in
a warmth not unlike a heated pool on
a cool fall night.

That space, that field, that feeling
is what I am talking about. I miss it
in most of the recorded music on the
streets today. I'm not saying we need
to use more reverb—if anything, I'm
asking for less reverb and more skill.
Iam certainly not asking for more stu-
pid sucker “3-D” bullshit signal proc-
essing. (You know who I'm talking
about.) Nor am I requesting more of
that trendy out-of-phase snare re-
verb.

What 1 am talking about is a more
open, more carefully constructed
three-dimensional stereo image.

We have all talked about “imag-
ing” and “fields” anc other concepts
of three-dimensional audio for
decades now. We have become
much more careful about L/R phase
integrity; we have learned that elec-
tronic accuracy is mandatory in each
channel of a multitrack recording
chain if there is to be even the least
hope of such simple things as accu-
rate L/R placement of the various mu-
sical components.

We have become so adept at lis-
tening for image problems arising
from differences in frequency re-
sponse, transient response, distortion
artifacts and phase problems be-
tween the final left and right channels
in our analog world that we tend to
forget that all this is only part of the
story.

And with the advent of digital
recording, we were forced to train
ourselves to sense new problems that
attack stereo image stability, such as
phase or clock jitter, L/R interleave
delay (offset), severe low-level non-
linearites in both A/D and D/A con-
version, and much more.

It is a temptation to feel that you
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FAST LANE

have made the effort toward image
integrity once you have tackled all
of these problems in your studio, but
have you really?

After all those months spent com-
paring converters to find the one that
collapsed your image the least, that
shortened your reverb and removed
the ambience the least, not to men-
tion going through your console and
replacing those aged and shifted ca-
pacitors...

On the day you sit back in that
$900 chair behind the console and
say to yourself, “Well, I have cleaned
up my audio chain as much as can be
done given today’s state of technol-
ogy—no one celse has any better
imaging,” all you actually did was
clean your tools.

Now. What do we do with our
nice, shiny, clean tools? Not much,
usually. I mean, come on. if we for-
get 3-D. wotally ignore the front-rear
axis, and laugh at the up-down axis,
that leaves the left-right axis. How do
we control imaging on that one axis?
Basically, we don't.

If we record an event such as an
orchestra or even a single musical in-
strument in a real-world acoustic en-
vironment, and we mike it in stereo,
and we really know what we are
doing. and if the entire record-play-
back chain has exceptionally high in-
tegrity, we might end up with a con-
vincing stereo image. But not if the
listener’s left midrange driver has
slightly looser (or slightly longer)
voice-coil windings than the right. Oh
well.

While this type of stereo recording
is certainly going on somewhere, it
does not make up the bulk of today's
popular work. Usually it’s multi-
tracked. and “placement” of each of
these multitracked components is ar-
bitrary. Even when  stereo  sub-
recordings are included in the mix,
their images are often offset or their
spreads collapsed or modified in
some way.

Let's get on to a real example of
how silly we are when it comes to
stereo image placement. We spend
our days attempting to place mono
single-track components into the
stereo field with two stupid controls
that have absolutely nothing to do
with reality: volume and panning. Ha!
What is this?

To make something farther away,

we turn it down. To make something
seem more to the right, we turn down
the left. Hee-hee-hee. Mixers in other
parts of the galaxy must find us irre-
sistibly cute. Sort of like when a kit-
ten who doesn’t have a clue how to
hunt jumps on a toy mouse.

Maybe it’s time we had a look at
how things really work.

On Earth, when a sound-generat-
ing source is farther away, the inverse
square faw assures that its amplitude
level will be less than if it were in your
face, but that's only part of it. We
live and listen in a sea of air. This air
does very complex, serious things to
sound, and the more air the sound
has to travel through to get to you, the
more pronounced the effects.

Air absorbs different frequencies
at different rates. This effect can be as
severe as 10 dB of loss per hundred
feet, depending on variables such as
temperature and humidity. As you
might guess, high frequgncics are

o make some-
ing farther

usually most affected, tRopigh not on
a simple curve as you might expect.

Perhaps more interestingly, air
transmits different frequencies at dif-
ferent rates! This means that tran-
sients become disassembled into
their components more and more as
the emanating source becomes more
distant. This frequency-selective time
shift effect can be as much as 5% to
10%.

If you really want to build con-
vincing distance (front-rear spread)
into your mixes, experiment with di-
aling some of these factors in. You
can figure out ways to abuse your ex-
isting equipment enough to try these
ideas out, I'm sure.

Now panning. This is truly the
most used (and the most stupid)
knob that we have. It just doesn’t
work like that, and you know it! We
have two different cars (in two dif-
ferent places) for a reason. We need

the amplitude delta data, of course,
but we also use binaural time delta to
locate sound sources. You know this.
But as the angle of the source be-
comes more extreme in a real-world
reflective environment, another ef-
fect comes into play. The closer car
hears more of a direct signal, while
the other ear, in the “shadow™ of your
head, as it were, hears a softer, less
direct, more ambience-influenced
version. It makes sense, doesn’t it?

So again, if you really want to
show left-right placement in a way
that more closely follows the model
of reality, you should dial in these ad-
ditional components.

I have, and the results can be
amazing.

Ftrust you understand that Tam not
even touching on the complex fre-
quency-response notches and recur-
sive resonances imposed on each
channel of audio by pineal interfer-
ence as it enters your ear. No, ['ll
leave that to the major snake oil sales-
men and the one or two small exot-
ic companies working on honest ap-
proaches.

Oh yeah. T also leave it to you to
make your own decisions concern-
ing mono-compatibility when you try
this stuff out. I have developed some
serious tricks to get this stuff into my
mixes and not have them turn to hol-
low mush when crushed to mono. so
it can be done.

Okay. We have covered one part
of 2-D: staticlefi-right and front-rear.
But what if something moves? How
horrible. Each of these factors must
dynamically change. and you must
add the proper Doppler effect. This
effect must, of course, follow the laws
of nature: that is, realistic nonlinear
acceleration and deceleration curves,
as applied to the moving emanating
source referenced to the distance
deltas to the (hopefully, static) lis-
tener. Yeah, right. | know. We can
both stop for a breath now.

So whaddya gonna do? I'll be lis-
tening. .. n

Mr. St.Croix has been spending the
last three weeks modeling in virtual
reality 3-D graphic environmennts,
which has made hin acutely aware
of bow silly our current state of affuairs
is with virtual audio environment
recordings. He feels that all futire
recording should be at least ray
traced and enviro-mapped before re-
lease.
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GERMANY, WHERE THE BEER AND FOOD
ARE EXCELLENT, THE PEOPLE ARE
FRIENDLY, AND THE STUDIOS
ARE SURPRISINGLY
AFFORDABLE.
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IT'S ONE OF THE GREAT CLICHES OF MANKIND THAT THE GERMAN
people are efficient and well-organized. And indeed.
nowhere else do trains run so punctually, roads appear
so well-maintained, sidewalks seem so clean and hous-
es so tidy. The German studio world reflects this artitude.
Technically, German studios are world-class. Of course.
as in every country, there are exceptions downward; but
by and large, the equipment is extremely well-main-
tained, spotlessly clean and of amazingly high standard.
What's more, Gernan studios are incredibly cheap.

So far, those facts are clear. But try to unearth ather kinds
of information about the German music world and a con-
fusion of tongues emerges, enough to give a journalist—or
anyone else for that matter—a headache. A round of talks
with a variety of German studio managers and owners of-
fers plenty of conflicting information and opinions.

The subject of the recession is a source of disagree-

Hansa Tonstudios, Studio 1, in Berlin

PHOTO: HANS WOLF/IMAGE BANK

Arco
Studios
in Munich

ment. “The recession isn't half as bad here as in the UK
or U.S.,” assert most, adding that they’re “doing all right,
even though business has been betier.” One of the rea-
sons given for the difficult-but-not-a—crisis situation is
that there isn’'t such an oversupply af studios, unlike in
the UK, where times are extremely difficult. Yet some-
body else laments that there are too many studios in his
area (Munich) and that his siudic can only keep its
head above water because it is sponsored by the record
and publishing company that owns and uses the stu-
dio—a common construction in Germany.

Maybe Germans don't like to hang their dirty laundry
out in the open, or maybe they genuinely are in a better
situation than the British, or maybe they have a different
mentality in the face of adversity. Whatever the truth, the
reality is that in recent years several studios have indeed
gone under, or have closed part of their operation.

Among now-defunct studios are famous names: The

The city center of Berlin at night
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How THE Pros Hat

audio workstations combined? Simple: Price and

performance. At Digidesign, we believe that extraordinary
power shouldn’t come with an extraordinary price tag.
Fact: With 4-channel systems starting at under $6000*
Pro Tools will practically pay for itself with your first
project—and will continue to be profitable from that point

on. Pro Tools just makes good business sense.

As for performance, Pro Tools is fast, friendly, and sounds

great. Among its many features, Pro Tools has a unique

Randy Thom

Film Sound Designer — ’ —

Backdraft, Wild ot Heart, Start Trek 1M1, Raiders of the Lost Ark —_— —
§
“I've used some of the most sophisticated I
digital audio workstations in the business. | .
Pro Tools is the system I chose 10 buy. ™ &
!
N THE INCREASINGLY COMPETITIVE f
audio post market, putting your money ‘ ‘
on the right sound editing system is
more than a tough decision: It’s probably
critical to your success.
Pro Tools software provides a simple yet Pro Tools is based on
So why are more pros putting their money on powerful interface for multitrack the Apple Macintosh
) digital audio recording, one-step spotting, which means it’s
Pro Tools™ than all other multichannel digital trimming, crossfudes, and more. casy to set up, and
: ¢ & extraordinarily easy

t learn and use.

We're one of the fastest growing companies in
America and the leader in digital audio

Post magazine's readers voted Pro Tools the I ) h

best digital audio worksation of the year nc. recording and editing systems for one reason

over some of the biggest names (and the 5 00 you. We listen to your needs and those of the
— !

biggest price tags) in the business. rest of the industry. Our business is making
— = products that help build your business.

© 1992 Digidesign Inc. All features & specifications subject o change without nolice. All trademarks'fehe-property of-heir rdspective holders. *$5995 suggested U.S. list price



Geoffrey Rubay

Sound Editor — Basic Instinct, Reservoir Dogs

“Of all the systems I've encountered, [ must say I prefer
Pro Tools. I try to avoid buying equipment, but 1 feel that
Pro Tools is just too cool not to have whenever [ want it,

no matter where I'm working. Some people bring their

own pen to work; I'll bring my own digital editing system.”

mode devoted to post: Spot mode. With it, spotting
and trimming is as easy as one keystroke. Best of
all, Pro Tools is a joy to use—a fact you’ll
appreciate even more during lengthy spotting

sessions (just ask Randy Thom or Geoffrey Rubay).

For fast spotting adjustments, Pro Tools'
programmable “nudge” feature lets

you quickly and precisely adjust audio spots
with sub-frame accuracy.
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There’s no shortage of digital audio post systems
out there. But only one system has emerged as the

new leader—Pro Tools.

Call us today and find out for yourself how
Pro Tools will help you handle the tough spots.

Without taking you to the cleaners.

Let Digidesign and Apple

Computer Inc. show you how to
‘ put this powerful new technology
" to work for you today.

Our Pro School ” fraining centers
offer regular, in-depth Pro Tools
seminars in Los Angeles and
New York, with new centers
opening in major metropolitan SCHOOL

areqas soon.

For a hands-on demo, a reservation at a
— n Pro School seminar,

digidesign : ;
or more information,

please call us today at 800-333-2137, ext. 104.

digidesign
1360 Willow Road

Menlo Park, CA 94025
415.688.0600
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A Brief Look
at Eight German Studios

BERLIN
Hansa Tonstudios is Germany’s
most famous studio, since the
demise of Musicland in Munich.
It was here that David Bowie
and Brian Eno set a trend in the
late '70s, and since then artists
like David Byrne, Depeche Mode
and U2 have recorded here.
Sadly, the legendary Studio 2 is
now closed for renovation. What
| remains is one state-of-the-art
| mixing/overdubbing room and
an extensive pre-production and
MIDI programming room. Hansa
l is residential and can cater to
about six people.
Equipment: Main studio—SSL

legendary Musicland Studios in Mu-
nich, trendy with tax-exiled Britons
like the Rolling Stones, Deep Purple,
Uriah Heep and Led Zeppelin in the
mid- and late "70s, closed its doors in
1992. And Hansa in Berlin, famous for
Bowie’s recording spell there in the
late "70s and recently honored by U2
and Daniel Lanois with a two-month
visit during the making of Achtiung
Baby, has closed its large and famous
Studio 2. Studio manager Matthias

The Bellamy
- Brothers: Ich Bin Ein
Country Singer Yall

by Dan Daley
While there has been a lot of talk
lately about taking the country
music boom international, one
act has quietly been doing exact-
ly that for three-and-a-half years.
The Bellamy Brothers, who were
in the thick of the country-pop
phenomenon in 1976 with “Let
| Your Love Flow,” have been
making country records in Ger-
many since 1990.
Well, German country, any-
way. “We've been living this dual

4000E 64-channel, Total Recall
(with G Series computer); (2)
Studer A800 24-tracks w/Dolby
SR, Otari DTR-900 digital 32-
track; Quested Q412B main
monitors. MIDI studio—German-
made, 40-channel ADT console;
Studer A827 24-track w/Dolby
SR; GJ Acoustic and Tannoy
295A monitors. Contact: Matthias
H:irtl, Hansa Tonstudios, Kéthen-
er Strasse 38, D-1000 Berlin 61,
Germany. Tel: (49) (30) 261-

1811; fax: (49) (30) 262-8806.
Lunapark is another well-
known Berlin studio, owned by
the band Alphaville, who were
successful throughout Europe in
the late '80s. Lunapark is an
upper-midrange studio that re-
ceives much work “because of
—CONTINUED ON PAGE 37

Hiirtl says it was closed “because the
building needed renovating.” But he
doesn’t know whether it will be re-
opened, “because the ground prices in
Berlin have gone through the roof
since the unification.” Hansa has
closed down two other studios, too,
reducing their operation from five to
two studios.

Add to this the fact that another
trendy Berlin studio, Preussen Ton,
has closed down one of its two stu-

life, making country records for
the U.S. in Nashville and making
country records for Germany in

Munich,” says David Bellamy.
Setting the stage for this situa-
tion was “Let Your Love Flow,” an
international hit that garnered
heavy airplay in Europe and in-
troduced the brothers, David and
Howard, to the German pop au-
dience. The brothers have includ-
ed Germany on their tour sched-
ule for the past 16 years, and after
leaving MCA Records in 1987, a
mutual friend introduced them to
German pop hitmaker Ralph Sie-
gal. From Olympia Studios in Mu-
nich, Siegal has a long string of
producing/engineering successes,
the best-known stateside being
—CONTINUED ON PAGE 40

dios, and things cannot be all roses.
It's certainly a fact that the fall of the
Berlin Wall and German unification
in 1989 have had a dramatic impact
on the nation’s consciousness and
economy, affecting Berlin deeply.
With property and land prices in
Berlin soaring and studios now
catering to the whole of former East
Germany (which has only a few stu-
dios, all of minor importance), Berlin
studios are in a position that is both
very threatening and promising.

Geographically, it is clear that
there are five principal recording re-
gions in Germany: Berlin, Munich,
Hamburg, Cologne, and, to a lesser
degree, Frankfurt. This is 2 more con-
fusing situation than in the UK or
France, where London and Paris are
focal points, or the U.S., where New
York and Los Angeles clearly lead the
pack. In Germany, there’s no such
clear-cut hierarchy; instead it's filled
with a multitude of medium-sized
cities all working in relative isolation.
(Some studio managers who weren't
from Munich weren't aware that Mu-
sicland had closed, for example.)
Maybe this isolation is the reason the
German studio industry doesn’t have
an industry trade organization, like
Britain’s APRS or France’s ASF.

Most interviewed agreed that
Berlin, Hamburg and Munich are the
most important centers for film and
audio-visual work. Yet Cologne is
regarded as the media center be-
cause most TV companies are locat-
ed there. For this reason, several
record companies have moved their
offices from Hamburg to Cologne
over the last couple of years.

The high technical standard of
German studios is stressed quite
matter-of-factly by all studio owners
and managers. It’s confirmed by ob-
jective outsiders like Richard Man-
waring, a British producer/engineer
who’s worked with Talking Heads
and Van Morrison and who records
regularly in Germany, who says,
“German studios are certainly on a
par with UK and U.S. studios, and
I've always found the staffs extreme-
ly helpful.

“The only problem I've found
working in Germany is that they
have no idea about mastering,” Man-
waring continues. “They make
everything sound the same. The
thing to do is record and mix there
and master it somewhere else, or be
sure that you're there when they're
mastering it.”
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Conversely, German producer
Zeus B. Held (Nina lHagen, Transvi-
sion Vamp), who's lived and worked
in London since he was 10 years old
and who owns a top studio there
called Eastcote, thinks, "that German
midrange studios are probably tech-
nically better than UK ones, because
the Germans are generally a bit
more obsessed with having the latest
technology, and there’s a bit more
money to go around. The recession
there is nothing compared to [Lon-
donl. They're still spending money
and buying their BMWs and Mer-
cedeses like nothing.”

Malcolm Luker, an Englishman

who works as chief engineer at Arco
studios in Munich, offers a third “out-
sider™ angle. Luker, who trained in
London in the early 70s and has also
worked extensively in the ULS. and
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Lunapark
studios in
Berlin

Australia, asserts that in terms of ex-
perience top German studios are on a
par with their U.S. and UK counter-
parts: “You have to be, otherwise you
cannot attract the kind of client who
wants things to be perfect.”

Still, the attitude toward recording
in Germany is more continental and
differs slightly from that in the UK
and U.S. German recording is much
more of 4 9-to-5 job, and a studio is
a place where one goes to work,
distinctly separate from one’s resi-
dence, rather than an all-encom-
passing creative environment. In
part, that explains why there are few
residential studios in Germany. Nev-
ertheless, most major German stu-
dios are very service-oriented and
have arrangements with local hotels
for foreign and faraway guests. In-
house catering and recreational fa-
cilities aren’t unusual, either; there is
simply a different emphasis.

Of course, whether or not one
likes Germany as a country is a mat-
ter of taste, and the time when it was
fashionable to record there is long
gone. “There are loads more exotic
places that one can go to if one is in
tax exile,” remarks Luker dryly,
while emphasizing that Munich is “a
fun place to be.” Most American
artists tend to land in German stu-
dios while they're on tour there, like
Stevie Wonder who recorded two
tracks for his Woman In Red album
at Loft Studios in Hamburg. Still,
many German cities have their own
distinct charm: The beer and food
are excellent, and most Germans
speak English well and are very
friendly and open.

There is, however, one over-
whelming reason why more and
more American artists and produc-
tions might find their way to this na-
tion thousands of miles away: the
low rates German studios charge.
Luker reckons, “The total costs here
for orchestral projects, including
recording and flights, are about half
of a top L.A. studio.” With some stu-



dios offering SSL/Neve with a Sony
48-track digital machine for around
DM2000 (51,250) per day (all out-
board gear included, and excluding
special deals for long-term projects),
his statement starts looking less ex-
treme than it seems.

And that raises another puzzling
question: How do they afford those
wonderful Mercedes and BMW auto-
mobiles? |
Writer/musician Paul Tingen lives in
East Sussex. England, but travels
more than most of us.
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our large, good-sounding live area.”
says manager Frank Rosmann. The
studio has seen artists like Euryth-
mics and Roger Waters within its
walls,

Equipment: DDA AMR24 36-input
desk, 84 channels for mixdown, Sys-
tem 4 automation; Sony PCM-3324
24-track digital, Otari MTR-9011 24-
track w/Dolby SR; Quested QMS412
monitors. Contact: Frank Rosmann,
Lunapark Tonstudios, Mehringdamm
32-34, D-1000 Berlin 61, Germany.

Tel: (49) (30) 251-8035; fax (49) (30)
251-5144.

Preussen Tonstudio is 2 midrange
studio where, apparently, a lot of the
more progressive music is recorded in
Berlin. Owner/manager/producer/mu-
sician Uwe lHoffmann describes the in-
terior as “a little psychedelic, with
lights, oil projections, lava lamps and
wall paintings.”

Equipment: Tascam M700 506-
channel console with Optfile au-
tomation; Otari MTR-100 and Tas-
cam ATR-80 24-tracks w/Dolby SR;
Quested Q412 monitors. Contact:
Uwe loffmann, Preussen Tonstudio,
Hasenheide 9, D-1000 Berlin 61,
Germany. Tel: (49) (30) 693-3062;
fax: (49) (30) 692-6888.

HAMBURG

Loft Tonstudios, formerly Brun-
wey, is without a doubt one of Ger-
many's most royal facilities. Co-
owner Andreas Drewling manages
this complex that consists of three
studios, two of which are post-pro-
duction rooms for AV and film. The
main studio has a large live room
and has “all the outboard gear pos-
sible.” Loft Studios was established

12 years ago and has counted Stevie
Wonder, Erasure and Depeche
Mode among its international cus-
tomers.

Equipment: Main studio—SSL G
Series, 60-channel; Sony PCM-3348,
Studer A800. The two AV post-pro-
duction rooms both have SSL desks
and analog 24-tracks. Contact: An-
dreas Drewling, Loft Tonstudios,
Stresemannstrasse 375, D-2000 Ham-
burg 50, Germany. Tel: (49) (40) 89-
68-00; fax: (49) (40) 89-50-20.

COLOGNE

Can Studios is one of the most un-
usual studios in Germany, if not the
world. This may not be a surprise, as
it bears the name of the well-known
1970s German avant-garde rock
group and is still co-owned by for-
mer Can member Holger Czuckay.
The studio is housed in a former cin-
ema, without any separation walls.
Originally a situation forced upon
them by lack of money, it is now the
studio’s most attractive feature and a
concept that has been copied by
Peter Gabriel in Real World Studios.
On top, Can Studios owns a custom
56-channel desk, made by Michael
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Zehl, which, says studio manager
engineer and co-owner René Tinner,
“has never broken down since it was
installed in 1982." Can Studios is res-
idential.

Equipment: Michael Zehl 56-
channel custom console with fader
and mute automation; (2) Otari
MTR-90 MKII 24-tracks w/Dolby SR;
Audio M1 and JBL 4435 monitors.
Contact: Ren¢ Zimmer, Can Studios,
Kollner Strasse 101A, D-5354 Weiler-
wist, Germany. Tel: (49) 2 254-7902;
fax: (49) 2 254-0306.

Hillside is a midrange studio just
outside Cologne, where (as with Can
Studios) much adventurous music is

recorded. Features include a record-
ing arca large enough to record an
orchestra, natural light and *a real
working atmosphere where people
get 4 lot done,” according to owner
enginceer Dierk Hill

Equipment: TAC Magnum 30-
channel console with Optifile au-
tomation; Otari MTR-90 24-track;
Tannoy Red and Genelee monitors.
Contact: Dierk Hill, Hillside Studios,
Hauptstrasse 133-139, D-3090, Lev-
crkusen, Germany. Tel: (49) (214)
307-2749.

MUNICH
Arco Studios is a large three-room
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complex, well-known for its orches-
tral film work, even though it also
caters to rock and MIDI-based proj-
ccts. Studio 1 is graced with an enor-
mous recording area. Arco chief en-
gineer Malcolm Luker does a lot of
film work for U.S. projects through
his company Cue Music Ltd., tike
Madonna’s new movie Body of Evi-
dence and the TV series Young indi-
and jones. Given that luminaries like
Marvin Gaye and Giorgio Moroder
have found their way to Arco, this is
surely one of Germany’s top facili-
ties.

Equipment: Studio 1—60-channel
SSL 4000 G Series console; Sony
PCM-3348 digital, (2) MCI JH-24 24-
tracks; Boxer Four, UREI film sur-
round monitoring. Studio 2—Cadac
C.A. Audio 48-channel console with
Westwick Audio automation; Mit-
subishi X-850 digital 32-track, (2)
MCI 24-tracks. Studio 3—Studiomas-
ter 32-channel desk: MCI 24-track
w/Dolby SR; Westlake BBS-10 main
monitors. Contact: Agnes Forsthofer,
Arco Studios, Kreillerstrasse 22, D-
8000 Munich 80. Tel: (49) (89)
434004/434005/432287; fax: (49)
(89) 431-0634.

Pilot Studios is one of Ger-
many’s most exciting and prestigious
studio ventures. It was started in
1988 by producer Armand Volker,
drummer Curt Cress and Jirgen
Thurnau of Mambo Records. They
aimed at combining the latest tech-
nology with their experience as pro-
ducers and musicians to create a fa-
cility that would “incorporate all that
we found good, and avoid alt that
we found bad in other studios over
the years.” The result is a stunning
three-studio complex that has been
visited by the cream of German,
Austrian and Swiss artists, but which
is still retatively undiscovered by
foreigners.

Equipment: Studio 1—506-channel
SSL 4000 G Series with Total Recall;
Studer D820 digital 48-track; custom
Quested monitors. Studio 2—Harri-
son Series 10 console with 110 chan-
nels (1); Studer D820 48-track digital,
Otari DTR-900 32-track digital, Stud-
er AB20 24-track w/Dolby SR; cus-
tom Quested monitors. Studio 3—
Sony 5500 32-channel console; Stud-
er AB20 24-track w/Dolby SR; cus-
tom Quested monitors. Contact:
Hans Menzel, Pilot Studios, Rum-
fordstrasse 15, D-8000 Munich 3,
Germany. Tel: (49) (89) 296396: fax:
(49) (89) 299891. u
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—FROM PAGE 35, BELLAMY BROTHERS

the disco anthem “Fly Robin, Fly.” Sie-
gal also interned as a young man in a
Nashville publishing house, where he
developed a passion for the twangy
stuff.

As it turned out, Siegal’s techno-
pop inclinations were just the ticket to
make the Bellamy's country-pop
palatable to German listeners. What
began as a few cuts on their 1990
Neon Couwboy LP blossomed into two
full albums, released on Siegal’s own
BMG-distributed Jupiter Records in
Germany. (The Bellamys record on
their own label in the U.S.)

The modus operandi that the Bel-
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lamys and Siegal have developed
would be considered alien to
Nashville, but it works for the trans-
Atlantic transpositions. Siegal puts his
musical ideas together on a Syn-
clavier, sends them to the Bellamys at
their Florida homes, where they de-
velop lyrics for the songs on a pair of
Akai 12-tracks linked through a vin-
tage Soundcraft console. “The Ger-
mans don’t always get the wordplay
of country lyrics,” says David Bel-
lamy, the man who wrote “If T Said
You Had a Beautiful Body Would
You Hold It Against Me.” “The music
relies more heavily on melodies than
lyrics. But Germans do speak a lot of
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English, so that helps.”

Once the songs are composed, the
Bellamys and Siegal head into his 48-
input SSL E Series-equipped B room
at Olympia Studios on Hochlstrasse
in Munich. They lay warm country
harmonies into Neumann U67 and
U87 microphones over the 32-track
digitally recorded techno-country
tracks that Siegal has prepro-
grammed. “Country ABBA, we call
it,” says Bellamy, referring to the
Swedish pop group that used to sing
in English phonetically. Additional
players on the records are all Ger-
man, and Bellamy says that thanks to
the wide disparity of musical styles
that comprise the schlager (pop)
music done in Germany, the musi-
cians are at home in a variety of id-
ioms. There is even a German pedal
steel player, Frank Baum.

The differences tie in the texture
of the arrangements, as well as the
lyrics, Bellamy explains. “Nashville is
more organic-sounding. The snares
are fatter, and there’s more band-in-
the-room in the sound. The German
production is more electronic-sound-
ing. But I personally like the con-
trast.” Enough so that the Bellamys—
who've never been purists about
their brand of country, combining it
in the past with reggae and rap—are
contemplating integrating a couple of
German cuts from Beggars and He-
roes (the latest German release) on
the Bellamy’s next U.S. release.

Ed Seay, who engineered and co-
produced “Cowboy Beat” with the
Bellamys, says it’s still country no
matter where it’s done. “We do it
one way in Nashville, with the band
in the room; they do it more like a
pop record in Germany,” he says.
“But as long as the elements are all
there, it's country.”

Nonetheless, it's not always as
easy as following the formula.
“Once,” recalls David Bellamy, “1
was singing in the studio and Ralph
[Siegal} and Howard [Bellamy] were
in the control room. We came to this
line in ‘Neon Cowboy’ that goes, ‘In
the valley of the sun...’ I sang it a
couple of times, and Ralph kept
rolling the tape back. I just kept
singing the same line over and over.
I don’t have perfect pitch, but 1 can
telt when I have hit something right,
usually. Finally [Siegall got on the
talkback and goes, ‘It's walley" He
was absolutely positive that the
word was pronounced ‘walley.” > B
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INTERNATIONAL UPDATE

by Adam Beyda

STING’S
PORTABLE

ew York-bascd rental company
Steerpike, owned by Sting. recently
purchased the new SSL Portable Stu-
dio. the world's first fully trans-
portable 48-track digital recording
studio. Based around an SSL 4000 G
Series console, the modular system
takes the concept of the project stu-
dio to new heights: With a movable
setup. artists can have a personal
studio without being tied to any one
location. The sys-
tem can be quickly
packed up and tak-
en anvwhere in the
world.
Many artists
who spend a lot of  homes, and though it sounds ideal,
time recording and  this situation has its disadvantages.
mixing albums  As Sting savs, "I never wanted a stu-
choose to build  dio in my house; it would sit idle
professional-qual-  most of the time. making me feel
ity studios in their  guilty that it wasn't being used. At

Clockwise from
above: Sting and
producer Hugh
Padgham loung-
ing around
Sting’s house
with the SSL
Portable Studio.
The Studio un-
packed and de-
ployed. One
third of the 4000
G Series console
folded into its
flight case.
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the same time, it is very pleasant to
make a record in a homey environ-
ment, rather than the slightly sterite
environment of the average studio.
The SSL Portable studio allows me
to work at home and, when the pro-
ject is finished, have my house put
back to normal within a day. The
whole system packs away neatly
into flight cases and can be set up
and taken down very quickly.” Typ-
ically, the complete system can be
assembled by two people in half a
day.

Everything, including the console,
packs into flight cases. the largest of
which is only 66x31x61.5 inches.
The 64-channel SSL 4000 G Series
console, with Ultimation and Total
Recall, breaks into three sections and
folds up into its flight case bases. On
arrival at the recording location, the
three sections of the console are
lowered to the horizontal position
but remain permanently mounted on
the flight case bases. The three bases
are then locked together to form one
unit.

Other flight cases contain the
patch bay, G Series computer, pow-
er supply and a Sony 3348 digital
multitrack. Outboard equipment, in-
cluding digital effects and processors
from Lexicon, Eventide, TC Electron-
ic. Sony, Yamaha, Klark-Teknik,
dbx, Drawmer, AMS and UREI, is
housed in five 19-inch racks. Anoth-
er 28U, 19-inch rack houses a num-
ber of 2-track machines—in Steer-
pike’s case, a Sony CD player, two
Sony DAT machines, two Apogee
stereo A/D and D/A converters, and
two Tascam cassette machines. All of
the units are linked by multipin con-
nectors to allow rapid assembly and
packing.

Power for the entire system is
supplied by auto-sensing, self-tap-
ping power conditioners, allowing
the system to run on mains supplies
from 90 to 260 volts without retap-
ping of power supplies or outhoard
cquipment. The console and all out-
board equipment run at 120 volts.
Total power consumption is he-
tween S and 8 kW, depending on
the choice of multitrack and out-
board equipment.

A number of user-specifiable op-
tions are available for purchasers of
the Portable Studio, including most
normal console operations. In addi-




tion, extra 48-way break-out boxes
and additional multicores can be
specified. A complete system inte-
gration service, which includes
loading and testing of all outhoard
equipment, interfacing tape ma-
chines etc., is also an option.

Steerpike’s first client for the
Portable Studio is, naturally, Sting,
who used it on his as-yet-untitled
new album, due out this month.
“The current recording was done in
an old dining room in my country
house,” Sting says. “At night we
would put the log fire on—very at-
mospheric—and you could walk
around the garden if you weren’t
needed. Having the studio in the
house also meant seeing more of
my family than I normally do when
making a record.

“The system is as comprehensive
and up-to-date as any,” Sting adds,
“and there were no technical disad-
vantages as far as the recording
went. Everything was done in the
same room as the desk, and al-
though the drums were a little loud,
everyone felt very connected, both
to the project and to each other.
Communicating ideas between mu-
sicians and engineers was easy. The
whole process was very enjoyable,
and this is reflected in the music,
which is surprisingly happy.”

“The great thing is that every-
thing is fully connectorized,” says
producer Hugh Padgham. “Once
the flight cases arrive, the system
can just be plugged together, and
you're ready to roll. We worked
in fresh air and daylight—and
we didn’t have to send out for
pizza!” |

BITS AND PIECES

EUROPE

France's music TV channel, Metro-
pole Television 6, is undergoing a
significant revamping of its techni-
cal facilities in central Paris. The
overhaul is scheduled for comple-
tion by June of this year. According
to Sony Corp., the station wants to
centrally automate its program
transmission and plans to do so
using Sony’s Integrated Broadcast
Operation, which features the totally
digital master presentation switcher
DVS-M8000C...Jurgen Tepper was
named vice president and general
manager of European operations for
Radius...Europe Audio Rent, based
in Maarsen, Holland, took delivery
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INTERNATIONAL UPDATE

of a 24-track Sony PCM-3324S. ..
Audio Equipment sl is now the ex-
clusive distributor of Digital Audio
Research’s SoundStation and DASS
100 products throughout Italy...
Czechoslovakian company Slovak
Television ordered two Solid State
Logic ScreenSounds and two Sound-
Nets. The Bratislavan-based STV has
six post-production studios, with
plans to place the new equipment
in a seventh...Also in Bratislava, a
distribution company was formed
by Audiosales, whose main office is
in Austria. The Czechoslovakian Au-
diosales is run by Drahomira Hov-
landova and Ing. Miroslav Paciga. Its
address is Nad Dunajom 6, 841 04
Bratislava, Czechoslovakia; tele-
phone numbers are (0042) 7 722
249 and (0042) 7 726 809.

CANADA

Toronto’s Pizazzudio Recording Stu-
dio installed a 48-track D&R Avalon
mixing console...Media One Com-
munications (Calgary) signed a
three-year agreement with Wave
Sound Recorders of Los Angeles,
designed to provide a fiber-optic
network to link sound studios
worldwide. Sixteen cities are cur-
rently on the network, and six more
are in negotiation...Changes at Mag-
netic North (Toronto): Doug McKen-
zie will now handle sales in addition
to his duties as commercial project
manager, and a Sony PCM-7030 R-
DAT will answer any audio layover
needs.

ASIA

Leading Japanese broadcaster NHK
Osaka has a new studio facility for
TV programming, HDTV produc-
tion, radio drama and music record-
ing. A DAR SoundS$tation SIGMA
with WordFit will be installed in the
studio. Other purchases have not
yet been revealed. . . Satellite televi-
sion broadcaster STAR TV (Hong
Kong) chose a Solid State Logic
ScreenSound for the station’s new
audio post-production facility.

UNITED KINGDOM

SOS Management moved to new
digs in London. Its address is now
81 Harley House, Marylebone Rd.,
London NW1. The telephone num-
ber is (44) 71 486-8794; fax is (44)
71 486-5722. a
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Technology in its highest form. That's the John Arrias trademark
witnessed on albums he engineered for Barbra Streisand, Bob Seger
and countless other artists who demand his distinctive sound of
perfection.

John developed his own audio preservation system which
transforms older analog recordings into crisp, clear digital sounds.
And to back up these and new recordings, he uses four digital audio
tape computer drive units. Whether mixing down or backing up, John
relies on DIC Digital’s MQ series DAT and 4 mm data grade metal
particle tape products.

The only cassette made in the U.S.A., the MQ shell has increased
stability and structural integrity so it can stand up to rigorous studio
use inflicted by the most astute engineers.

MQ's proprietary metal particle technology is enhanced with a
formulation finish that reduces friction in the tape to head interface.
Combined with its dust-busting design. the MQ cassette virtually
eliminates environmental contamination that leads to recording
errors and tape jamming.

For impeccable recordings, today's engineers use DIC Digital’s
DAT tape products for the ultimate digital sound.

DIC DIGITAL SUPPLY CORPORATION 1992



LUNCHING WITH BONZAI

HOMAS
OLBY

BLINDED ME WITH SCIENCE

Way back in the Dark Ages of music

video (circa 1982) there was a very
bright picce of work: “She Blinded
Me With Science.” The composer,
singer, synth-pioneer and director
was Thomas Dolby. "Twas weird
fun. inventive and even danceable,
the work of this Englishman let
loose in the music labs. Following
his debut album, The Golden Age of
Wireless, caime 1984's double-Gram-
my-nominated 7he Flat Earth and a
worldwide hit in “Hyperactive.”
During the next year, Dolby co-
produced Joni Mitchell’'s Dog Fat
Daog and composed his first film
score, under the supervision of
Quincy jones, for Fever Pitch. Otker
film projects include the orchestral
score for Ken Russell's Gothic anc a
rap number performed by Robin
Williams for the 1992 animated fea-
ture, Ferngudly, The Last Rainforest.
Dolby has also added his touch to
historical musical events, including
Live Aid with David Bowie, and

Roger Waters' Berlin concert of 7he
Wall In 1988 he brought us his
album Aliens Ate My Buick, sold out
tours and appearances on TV rang-
ing from Soul! Train to The Muppets.

The '90s Dolby, a surprisingly ex-
pressive singer/songwriter, gives us
Astronauts and Heretics, with guest
appearances by Jerry Garcia and
Bob Weir of the Grateful Dead, Ofra
Haza, the cajun band Beausoleil,
Eddie Van Halen and relative un-
known Eddi Reader. He is collabo-
rating and meshing with organic pre-
cision, but this warmer Dolby is still
taking the fabric of sound and tear-
ing it into new pieces, twisting it into
new shapes. and stretching it to new
limits.

We met at his L.A. workshop and
got wired on strong Cuban coffee, a
souvenir from a recent music video
shot in Havana. .,

Bonzai: It's been awhile since your
last album, four years?
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Dolby: Yes, which raises a lot of
eyebrows, but I don't see any law
written in stone that says you have
to churn one out every 18 months.
In fact, when I was growing up, a lot
of my heroes—people like Van Mor-
rison, Joni Mitchell and The Band—
often made you wait a few years.
With them, I never knew what posi-
tion they would get to in the charts,
how many units they were shipping,
how old they were, what clothes
they wore or what format they fit
into. They were just individuals and
in a way, it was very precious to me
that the people I was listening to
were outside of the mainstream, that
they weren't public domain.

My aspiration was to work in the
same field as those people, but it’s
not something that you can achieve
just by snapping your fingers. The
world has to make up its own mind
about you and decide that you are
worthy of that kind of adulation. So,
the most important thing with my
records, given that I've always been
outside of the mainstream, is that it
is fresh, almost perverse in the con-
text of the other stuff out there.

It's important that 1 launch head-
long into each album that 1 do, that 1
am not under any pressure of time
or economy. I've continued with the
other sideline projects that I've al-
ways done—production, film work,
songwriting—and by the time 1 was
ready to get back to this solo album,
1 was really hyped up and ready to
go. | had a lot of ideas bursting to
come out.

Bonzai: There’s a healthy collabora-
tive element on this album, guest
artists revving up for you. Did you
initially have that in mind?

Dolby: Well, 1 wanted to be excited
at every stage of this project, and
over the years it has become less
easy to be excited by the twiddling
of knobs. When 1 started out, there
were relatively few people using
electronics in pop music, so at every
juncture 1 felt like a bit of a pioneer
covering uncharted territory.

These days, as an explorer, 1 feel
like I am seeing footsteps in the
snow, like somebody else has been
there first. The use of electronic
technology in music is so much
more widespread, and what has al-
ways been unique to my music is
the way I have been able to mesh

lots of styles and influences into
something very individual. So, I de-
cided as time went on that I would
take this route. Also, because of
those juxtapositions in music, it used
to be enough of a jolt for me to hear
how a Mini Moog bass sounded
through a fuzz pedal. These days, |
need to go further afield. I need to
take a sequenced groove and layer a
bunch of cajun guys on top in order
to get a similar charge. That was the
way it came about.

Bonzai: 1low did you come across
this cajun influence?

Dolby: An old friend of mine is a

writer from New Zealand who
moved to New Orleans. He invited
me down, and I was taken with the
atmosphere, the food and the music.
1 was especially taken with cajun in-
strumentation and the soul of cajun
music. Unlike most country and
western and folk music, it had a very
raw edge and a sense of longing
about it. It just connected with me,
and 1 was reminded of one of my fa-
vorite songs, “Acadian Driftwood,”
from Northern Lights and Southern
Cross by The Band. They used cajun
instrumentation and told the whole
story of people coming down from

. )oY
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Canada. in Robbie Robertson's im-
mortal words. It was fascinating to
me, because it was something [
couldn’t synthesize in a million
years.

Bonzai: | know you like to use Stu-
dio Vision software. Has this opened
up a lot of opportunity for you?
Dolby: Well, the key to it is that you
don’t think of it as a multitrack
recorder. You think of it as an ability
to make the same creative decisions
about song structure that we've been
blessed with by MIDI sequencers.
Since the advent of the sequencer,
you have been able as a writer to
postpone a lot of decisions about
the structure of a song, about tem-
pos, keys, about the choice of in-
strumentation. You can put some-
thing down in rough, with let's say a
piano sound, and decide later on
what sound and instrument is going
to play that part. But you've got the
notes in your sequencer. It's more
like a word processor vs. a yellow
pad covered in scrawled notes.

The first thing that 1 did when 1
got back from Louisiana was to con-
vert everything they had done into
Studio Vision and then carry on writ-
ing the song.

Bonzai: How does this conversion
work?

Dolby: I would just record it on
hard disk from the DAT tape into
Studio Vision so that alongside my
MIDI sequence I had recordings of
all of the takes of everything I had
recorded.

Bonzai: What other gear do you
have in your arsenal these days?
Dolby: Well, I still have my ol
Fairlight. which makes a very nice
coffee table and does a good job of
holding up my plant pots. It's a very
expensive way to play back sam-
ples. The elite few of us who were
lucky enough to buy a Fairlight orig-
inally—including Mark Mothers-
baugh, Peter Gabriel, Kate Bush and
a few others—knew that within a
few years there would be something
available for a tenth of the price that
could do the same job.

Sure enough, T have a SampleCell
card that slots into my Mac, costs a
couple of thousand dollars, and
does pretty much the same job as
my original Fairlight did for a hun-
dred thousand. But at the same time,
when we bouglt into that technolo-

gy, we knew that we would be part
of an elite who were exploring this
new territory. I still have a soft spot
for the Fairlight: There are still some
things it does better than anything
else. The only problem is that it has
a format, which doesn’t convert to
anything else. If I put something in,
that is the only place where it re-
sides, forever, until one day the hard
disk crashes or my tape shreds and
then it is gone.

The nice thing about the more
up-to-date sampling system that 1
have, which is in the Mac, is that 1

can, for example, record some music
by Beausoleil into Studio Vision. It
exists there as a digital file that I can
open later in SampleCell and play as
a sample. Or I can open it in Sound
Designer and edit it there. Open it in
ProTools and move it around. Con-
vert it to AIFF and play it with an
Akai or a Roland sampler. It's per-
manently available to me, and when
I'm writing sequences in the Mac, if 1
am looking for a sound effect or a
real instrument, I can instantly call
up my whole library of digital sam-
ples right there in the Mac and get
access to any of them and use them
as a writing tool.

Bonzai: Do you feel that you are
one of the musicians in the van-
guard leading to a new era?

Dolby: Difficult to say. More and
more people are working at home.
But a lot of the ways they are work-
ing at home, at the moment, are
with MIDI and with sequencing.
This is a perfectly good way to make
a record, but people who want to

work with live instruments are still
basically doing it in somebody else’s
studio, for a few hundred dollars an
hour. I think that in the next stage it
will be as easy to work with real in-
struments at home as it is with MIDI.
Having said that, if you've got an
instrument that needs miking up, or
several instruments and players who
need miking up, I still feel there is
no better place to do that than in a
professional recording studio. You
need the right mics, you need the
right sound environment, you need
miking technique, you need com-
pressors and mic amps and EQs,
foldback for all the players. And you
don’t want to waste any time with
the players, dicking around with
technical stuff. That's what studios
are very good at.
Bonzai: It sounds as if you like to
have the freedom to “offline” and
play around, bend and distort, until
you get it to the finished state. Do
you then go into the full-fledged stu-
dio for the mix?
Dolby: I like to do that, because |
like the mix to be an event. I'm also
slightly a retro fan when it comes to
sound boards. My favorite place to
mix, where I've done the last two al-
bums, is a place called Smoketree,
which I think has closed down com-
mercially. It had a tricked out Neve
8078 board, and the old Neves are
really my favorites, soundwise. Once
you've been hooked on them, it’s
hard to go back to a modern desk.
Bonzai: How did Eddie Van Halen
come into the recording of this new
album, and were you the engineer?
Dolby: Well, over the years I
bumped into him a few times, and
we then found that our spouses
knew each other, because they are
both actresses. He lives in the hills
not too far from here, so we got to-
gether socially, and he showed me
his studio and played some new
stuff he had done with Van Halen.
He has a lot of keyboard equip-
ment and a Mac, which tends to
frustrate him because he's a man
who likes to just plug in, turn up to
11 and blast. The whole process of
doing keyboard and sequencing
stuff is endlessly frustrating, although
he loves the artistic possibilities; he
has another side to his musical imag-
ination that he likes to use, as well
as the guitar playing. 1 helped him
out with a little bit of that, and in re-
turn, he was kind enough to play on
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a couple of my tunes.

For the recording, we slapped my
multitrack tape onto his machine
and just picked a few tracks and he
recorded. Once again, I took it away
and worked with it at home.
Bonzai: Did you manipulate his
playing, in the sense that he
wouldn’t recognize the finished
product?

Dolby: He would recognize it, but 1
used it in an unusual way. In fact,
it’s interesting that you should men-
tion it, because at one point we had
recorded the solo in “Eastern Bloc,”
and I wanted a little bit more on the
last few bars of the song, a little bit
of lead. He disappeared to another
room to make a business phone call,
and [ was sitting in there for about
half an hour. I didn’t have any of my
equipment there, but his guitar was
going through an AMS digital delay,
which you can sample with. [ was
listening back to the solos he had
done in the middle and hit the
“lock” switch and had a five-second
sample of one of his licks. I wound
the tape to the end section, and 1
just manually punched it in, so that I
had a bit of a lead guitar solo from a

take that T wasn't going to use.

I thought it fit rather nicely, but
when he came back and 1 played it,
he said, “Who is that?” [ said it was a
bit from a solo he had done and re-
alized at that point that I had to be
careful in order to maintain the in-
tegrity of his work. We had a listen-
ing party for the album, and I think
he was pleased with the final results.
Bonzai: What else is on your mind
these days?

Dolby: Well, when [ start my next
album in a few months, it will really
be the first time that it's been thor-
oughly possible to make a digital
album at home, do what I need to
do in a recording studio, and have
the formats be completely compati-
ble. 1 think this Alesis ADAT—and
its various imitators that will come
out in the next year—are a great
step forward for that. If the ADAT
becomes standard, where every mu-
sician and every studio has one,
then it will be a great opportunity
for people to take their work back
and forth from the recording studio
to their homes and yet have the pos-
sibility of it all ending up on a
record—unlike analog tape, where

the quality would never really be
good enough for that to happen.
You often had people saying the
demo sounded better, if only it
didn’t have all that noise on it.

ADAT is a great step forward, but
it's thrown up a crucial issue that [
think the hardware manufacturers
must get together and address, and
probably won’t. An artist, say Joni
Mitchell, for years has been involved
in her own production, but has gone
out to somebody else’s studio and
explained and articulated her pro-
duction ideas by saying to an engi-
neer, “I want some points of light in
here.” The engineer would then say,
“Okay, I've got track 19 open. I'm
going to plug this Prophet 5 into this
direct box, bring it through this
ticline, route it to track 19 and mon-
itor it up here on channel 32. It’s
going to need a bit of EQ, a bit of
top on it, so I'm going to add +3 dB
at 8 K.” Joni says, “Yeah, set it back
a bit in the mix.” The engineer res-
ponds, “I'll add a bit of Aux 1, which
is my Lexicon 480 on the Hall set-
ting.”

What you've got there is a techni-
cian who is thoroughly versed in the

On this occasion
of our tenth anni-
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like to personally
thank all of the
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ins and outs of a recording studio,
who knows what's going on knob-
wise and channelwise, translating
Joni’s creative ideas, making those
decisions and then playing it for her
and saying, “How about this?” and
she goes, “Yes, that's perfect, let's
put some of that down.”

Now the technology becomes
available so that Joni can, in her
spare room, have a multitrack digital
recording studio the size of a coftee
table. Anything that she does, in
terms of doodles in the middle of

the night, can end up on her records
because it's in the digital format. Yet
what the manufacturers want to sell

Joni is a miniaturized representation

of a 48-track digital recording studio
and a 76-input console, either repre-
sented graphically on a computer
screen or in a miniaturized box
where you have cight faders and
cight knobs, which you can assign
to any number of different parame-
ters by flipping through them.

But, in order for Joni to work in
that way, she's going to need to
know all of that technical stuff that
an engineer used to do before. Ei-
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ther that or she will have to bring
that engineer into her spare room
and still talk to him in the same way.
And the hardware that they are sell-
ing her could bypass all of that stuff.
That hardware doesn’t need to know
about channel assignments, doesn't
need to know about free tracks. That
hardware has an amount of available
memory, and yet the interface that
they are providing, with that amount
of digital memory, is one that is a
clone of the antiquated way in
which we have been working in stu-
dios for years.

It’s a language that Joni doesn’t
speak, except via an operator. She
probably understands more about it
than most people, but a young artist
coming through, who sits at a piano
and writes songs and has never
been in a recording studio, definitely
doesn’t know any of that stuff. But
that writer is the target market for
those manufacturers. It is a great op-
portunity for those manufacturers to
do away with that interface altogeth-
er and say, “You can talk to us in
these terms. You can say, ‘Give me
some free space and an input.”” We
don’t have to worry about what we
are putting in. It could be a guitar, a
microphone, a keyboard, a drum
machine or a sequence. We don't
have to worry about what track it's
going to record to, what channel we
are monitoring it on. All I need you
to know is that [ am going to record
something, so give me some input.

The machine can do all of that,
and you don’t need an operator. If 1
want to make a change, I can say,
“Where’s that hi-hat part that 1
recorded last Tuesday?” I listen and
[ say, “I want to fatten that up a bit,
take some top off.” So, I wind off
some top and turn a knob until it
feels right. An artist can deal with all
of that without having to know all of
the technical background.

The hardware manufacturers
should be designing musical inter-
faces that don’t require all of that
technical knowledge. When I sug-
gest this to the people in the market
who sell these boxes to people who
are going to be making albums at
home, they say, “Yeah, great idea,
but you are a dreamer. You are not
in the business of selling hardware.
If we go to Roger Nichols and sug-
gest this, he says ‘great idea, but
when 1 sit down to mix I want to

-CONTINUED ON PAGE 176
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“When 1 fin-
ished at USC in
1975, 1 think
we were in an
era when film
sound had fail-
en behind
other recording arts,” says sound de-
signer Ben Burtt, a seminal figure in the
post-production renaissance that has
been steadily gaining momentum over
the past 15 years. “If you worked in
[that field], you were working with rel-
atively primitive equipment and techni-
cal specifications compared to music
recording.” Thanks to

TO THE

g

fields looking for new challenges
Nevertheless, audio post-production
remains a relatively little-understood
and under-appreciated process. Even
thase who teel drawn to post by the
quality of the soundtracks being pro-
duced todav often have only a vague
notion of how a soundtrack comes into
heing. “I get a lot of

the example set by Burtt :_ - by " :: people applying for
and many others who | John Michael Weaver  work here with a music
shared his commitment - & Pete Elia - or production back-

to improving the techni-
cal and artistic quality of soundtracks,
film and television “past” now attracts
an ever-increasing number of students
fresh out of recording arts programs as
well as audio professionals from other

ILLUSTRATION B Y

ground,” savs Michael
Bertram, chief audio technician ar Sky-
walker Sound in Northem California. “A
lot of them come in and say, ‘I want to
wark in sound.” That’s all they tell me,
because they dori't really know what's

CHARLIE POWETLL

JUGTION

involved [in
postl.”

To help de-
mystify the
process, the fol-
lowing pages
offer some in-
sider viewpoints on many of the key
phases of the audio post-production
process. A number of accomplished
practitioners were asked to share their
personal perspectives on the work
that they do. The reader must bear in
mind that these very brief vignettes
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are neither definitive nor exhaustive but
should be seen as starting points for fur-
ther investigation into an extremely com-
plex subject.

Before moving on to specifics,
however, it is worth noting that if
there is a single word that captures
the essence of audio post-produc-
tion it is “selection.”™ People unfamil-
iur with the process often assume
that putting together a soundtrack is
simply a rote, mechanical endeavor.
In practice, however, the decisions
made about the content and form of
a soundtrack are often just as care-
fully considered as those regarding
how a set should be decorated, what
color a character’s costume should
be or where the camera should be
placed in a given scene. From the
point at which the film is “spotted”
to determine which sounds on the
original production track need to be
replaced or augmented, all the way
through to when the final mixes are
complete, critical technical and artis-
tic choices occur that have a dramat-
ic influence on a soundtrack’s effec-
tiveness.

How are these rather subjective
judgments made and who actually

makes them? Supervising sound edi-
tor Mark Mangini (Star Trek IV,
Beauty and the Beast, Kafka) of
Weddington Productions in North
Hollywood says that it is generally
the director who provides the over-
all aesthetic vision for a soundtrack.
At the sume time, he emphasizes
that the type of input and guidance
given to the team responsible for re-
alizing that vision varies radically.
“There are directors who want to
hear absolutely every single sound
that’s going to be in their movie be-
fore it’s put into a track, and those
who feel as though their time is bet-
ter spent elsewhere,” he says.
Mangini recalls that one director
communicated what he had in mind
for a particular scene by simply say-
ing, “I want it to sound like a Jack-
son Pollack painting.” From Mangi-
ni’s point of view, this type of
metaphorical description “can be
equally as powerful as saying, ‘What
I want to hear is a slowed-down
baby cry. Also, cut a horse scream
with it and maybe some wind.’ In
my experience, the really great di-
rectors are the ones who allow the
craftsmen in all areas to do their

thing, and they gently guide them
with trust and faith.”

DIALOG EDITING

Director Richard Brooks occasional-
ly had to remind people on his set
that, “This is a sound movie. It’s 50
percent picture and 50 percent
sound. Please, don’t make any
noise!” Unfortunately, though, pic-
ture usually takes priority over
sound during the production phase
of most projects. Thus, a dialog edi-
tor’s job is to attempt to salvage the
often less-than-perfect “production
sound” recordings he or she is pre-
sented with. “You try to get out the
offending noises that don't belong in
the drama,” says sound editor Kay
Rose (Ordinary People, On Golden
Pond, The Prince of Tides) of Blue-
bell Sound in Los Angeles. “Who
wants to hear the arc lights popping
and dlicking in the middle of a love
scene?”

In a profession full of unsung
heros, dialog editors are perhaps the
most unsung of all. Rose thinks that
this is because what they do doesn’t
add anything obvious to the original
soundtrack. “The only thing you're
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‘adding’ is a lack of annoyances,”
she explains, “so that you don’t lose
the audience.”

Extraneous noises produced by
equipment or people on the set are
a common source of such distrac-
tions. If these occur between lines of
dialog, they can often be extracted
and replaced with background
sound stolen from another part of
the same scene. However, when
noises are produced while an actor
is speaking, the situation becomes
much more complicated. For exam-
ple, Rose had to go to great lengths
to preserve the original perfor-
mances given during the filming of a
scene for Graeme Clifford’s Frances.
Splicing together bits and pieces of
dialog from various takes, she was
able to rescue partially unintelligible
words like “can’t” by using a “c”
from one take and a “t” from anoth-
er, sometimes even borrowing a “t”
from another actor. The trick in such
situations, says Rose, “is to make it
sound like it was shot that way.”

ADR

During “automated dialog replace-
ment,” actors watch themselves on a
screen and reperform some of their
lines in the relative silence of a
recording studio. Only a limited
amount of ADR is actually done to
improve performance, however, says
Charleen Richards (The Big Chill,
Who Framed Roger Rabbit?, Basic In-
stinct), ADR mixer at Skywalker
South in Santa Monica, Calif. Most
ADR (or “looping”) is necessitated
because of problems on the set, like
an airplane flying overhead during a
scene that supposedly takes place
during the Civil War, a special ef-
fects explosion that obscures an
actor’s voice, or an off-mic reading
of an important line.

“I think most directors and actors
would rather keep all of their origi-
nal dialog, whenever possible,”
Richards says. “ADR is uncomfort-
able for many actors. A lot of them
come in thinking, ‘T've already done
this.” I's not anybody’s favorite
thing.” For this reason, Richards em-
phasizes that “people skills” are
nearly as important as technical ex-
pertise on a looping stage. “You just
try to make sure everyone is com-
fortable, that everything is going
smoothly and that the re-recording
mixers are going to get something
they can work with,” she explains.
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On a technical level, a big part of
Richards’ job is to get the looped
lines to integrate with the production
sound as much as possible. To ac-
complish this she tries to match
vocal timbre and perspective
through mic choice and placement,
and by finding ways to help the ac-
tors duplicate their original voice
projection. For example, while loop-
ing the scene in The Empire Strikes
Back where Luke Skywalker bal-
ances Yoda on his feet, Richards re-
calls that “we propped Mark Hamill
up and he stood on his head for the
ADR.”

Besides replacing existing ele-
ments, ADR can also involve adding
narration, voice-overs, additional
lines of dialog, applause, laughter,
coughs, clearing of the throat and
taunts from ringside during fight
scenes. Occasionally, an actor is
brought in to entirely reperform a
part originally performed by another
actor—or even an animal. “On
Raiders of the Lost Ark, the little
monkey was all revoiced to accentu-
ate the fact that he was a Nazi spy,”
Richards reveals. “They were afraid
he sounded too cute and that kids
would be upset when he ate the
poisoned dates and died. So, an
actor who specializes in animal
sounds redid all the monkey's
sounds to make him sound a little
more sinister and nasty.”

SOUND EFFECTS EDITING

Recording intelligible dialog is usu-
ally the number one priority of the
production sound team. Thus, on
the most basic level, a sound effects
editor’s job is to augment or replace
some of the incidental and environ-
mental sounds that weren't satisfac-
torily captured on the set, such as
door slams, gunshots or birds
singing in the trees. “We're trying to
create the illusion for the viewer that
this is real, this is taking place,” says
Scott Gershin (Born on the Fourth of

July, The Doors, JFK), sound effects

editor with Soundelux in Holly-
wood. However, he adds, if a listen-
er says, “‘Wow, what a great effect,’
then you’ve taken the audience
away from the illusion. When they
get totally sucked in and can't tell
exactly what is getting them excited,
then it’s the perfect illusion.”
Gershin points out that while
most of us “spend a great amount of
our lives tuning out our surround-



ings, just because there is so much
to hear,” a sound effects editor must
be hyperaware of the subtle differ-
ences between similar sounds and
be able to recognize which sound is
the most appropriate choice for a
given situation. “It’s not that sound
effects editors have better ears than
anyone else, it’s just that we've spent
time focusing our ears to hear things
that most people don’t. Sound ef-
fects is a language. The more you've
listened, the greater your vocabulary
is.” Tronically, some of the most be-
lievable and evocative sounds are
often generated by unexpected
sources. For example, while working
on a Michael Jackson video being
shot on an animal preserve, Gershin
noticed that “camels kind of sound
like bad mufflers.” Since then, he
says, “I can’t tell you how many
times I've used camel sounds for
sputtering car or plane engines.”

A well-chosen effect can also ap-
peal to an audience on a deeper
psychological level. For example, “If
you hear a steel door slam at the
right moment,” says Gershin, even if
it has nothing to do with what is
happening visually in a scene, “it has
an emotional impact.”

FOLEY

Foley effects, named after Jack
Foley, the man whose name has be-
come synonymous with the process
used to create them, include sounds
like footsteps, clothes rustling or a
chair being pulled out from a table.
Mary Jo Lang (Unforgiven, Under
Siege, Aladdin), staff Foley mixer at
Warner Bros. Hollywood Studios,
says that a lot of directors see Foley,
like ADR, as a necessary evil.
“They’d rather use whatever got
picked up on the production track
when they were [shooting].” In many
cases, however, this just isn’t possi-
ble, and a significant portion of the
effects we hear on a typical sound-
track were produced on a Foley
stage.

A Foley stage is a specially de-
signed recording studio that contains
a variety of surfaces (wood, con-
crete, sand), a substantial number of
props (car doors, furniture, old
guns) and a movie screen or video
monitor. A Foley performer studies a
character’s actions on the screen,
then tries to duplicate them exactly
while the Foley mixer records the
accompanying sounds. To do the

job well, Foley mixers must have the
ability to recognize when an effect
will be convincing to an audience.
This means that “you have to hear
things in a detailed way,” Lang says.
“When you go to a basketball game,
for example, you’re very conscious
of the way the players’ feet squeak
on the floor and the way it sounds
when they throw the ball to each
other. When I'm confronted with
something new, I think, ‘I have to
remember the way this sounds in
case 1 ever have to use it in a
scene.”

Lang adds that the most dramati-
cally effective Foley tracks are those

“l need monitors | can trust,

no matter where | go. With KRK
there are no surprises — I'm
always confident I'm hearing
exactly what's going to tape,
while enjoymg the experlence"’

that actually do more than just repli-
cate natural sounds. Often, she says,
“you’re trying to establish certain
sounds for certain characters or lo-
cales. Even with footsteps we try to
make people sound nasty or sexy by
using different types of shoes.”

MUSIC EDITING

Typically, a music editor participates
to some degree in every phase of
the creation of an original musical
score. Involvement usually begins
when the initial decisions are being
made about where music is needed,
continues throughout the composing
and recording process and isn't fin-
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ished until the score has been inte-
grated into the final mix. “It is very
helpful to have a musical back-
ground,” says music editor/supervi-
sor Dan Carlin Jr. (Days of Heaven,
Steel Magnolias, Last of the Mobi-
cans) of Segue Music in Los Angeles,
but in-depth formal training is not an
absolute requirement. “I have always
maintained that if you can dance,
you can cut music.”

Before a composer actually be-
gins writing music, the music editor
prepares detailed notes on the
scenes to be scored. “If a cue starts
at point A and ends at point B,
everything that happens between A
and B is logged on timing sheets—
every piece of action, every line of
dialog,” explains Carlin. This infor-
mation helps the composer deter-
mine the appropriate tempo, rhythm
and dynamics for that segment of
the score. During the recording ses-
sions, the music editor specifies
which instruments should be pre-
mixed or put on separate tracks and
carefully logs information on each
take.

In most cases, “the music be-
comes the responsibility of the
music editor once the composer has
finished recording it,” Carlin says.
“We want to make sure that what
the composer intended is delivered
to the dubbing stage.” For instance,
if the timing of a cue was a bit off
when it was recorded, the music ed-
itor will compensate when synchro-
nizing to picture, In the final analy-
sis, however, Carlin says that he has
“never worked on a film where the
score went into the movie [exactly]
the way the composer designed it,”
because a film often remains in a
state of evolution throughout the
post-production process.

SCORING

In many ways, the job of a scoring
mixer is similar to that of a record
engineer. says Shawn Murphy (Ed-
ward Scissorbands, Dances With
Wolves, Hook), staft scoring mixer at
Todd/AQO’s new stage in Burbank,
Calif. “You make all the decisions a
recording engineer would make,
such as choice of studio, recording
format, microphones, outhoard ef-
fects, seating.” However, unlike the
way most multitrack albums are
made, “in film mixing you usually
are recording something and mak-
ing a final version of it at the same
moment or very soon thereafter. So,




there isn't much time to reflect.”

A scoring session can be a partic-
ularly crowded, hectic and stressful
environment. To maintain his focus,
Murphy tries to take most of his cues
from a single individual, most often
the composer. This is especially im-
portant, he says, “if you get into a
situation where you have a director,
a producer, maybe an editor, and
they all have opinions and they all
start voicing them [directly] to me.”
In order to avoid working at cross-
purposes, Murphy feels that the passion. It is about the
composer must always be brought
into any such discussion.

A typical recording session for an music and audio tracks sound better. It will
orchestral score can involve as many
as 80 to 90 highly skilled, highly
paid musicians. Thus, the ability to
work quickly and effectively under
pressure is a prerequisite to being a
successful scoring mixer. While the
conductor is in the studio rehearsing
the musicians, Murphy works in the
control room to establish the proper
balance between the various parts of
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usually the only mixer on the pic-
tures he does. He begins by balanc-
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ing the dialog against the ambience
tracks, then adds specific effects and,
finally, mixes in the music. “The
thing that I really take pride in is not
the snazzy, flashy big effects se-
quences, but the dialog work. It is
probably the most dreary, tedious,
painstaking work that there is, but
from my point of view there’s noth-
ing more important in a film sound-
track than the dialog. If you don’t
understand what people are saying,
you're not going to be involved in
the story.”

Fleischman likes to get reason-
ably familiar with a film before it
reaches the dubbing stage, but he
also believes that it is extremely im-
portant to maintain a fresh perspec-
tive. “I've trained myself to look at
something over and over again,” he
says, “and still see it as an audience
might be seeing it for the first time.”
Although some people regard re-
recording mixers as “technicians”
doing a “technical” job, “My main
concern is what's happening on the
screen,” stresses Fleischman. “Is the
scene working? Is it scary? Is it
funny? Is it sad? Is it moving? Is this
music cue helping or hurting us? Is it
more important than the sound ef-
fects that are under it? Obviously, I
pay attention to the equalization on
dialog and making stuff sound clean,
but that's all really secondary to
making the film work for the audi-
ence.”

SUPERVISING SOUND EDITING
A supervising sound editor is usual-
ly hired by a director to oversee the
entire audio post-production pro-
cess, both administratively and artis-
tically. “Basically, the directors speak
to us about everything,” says Skip
Lievsay (Barton Fink, Cape Fear,
Malcolm X) of C5 Inc. in New York.
“No matter what it is—a footstep, an
out-of-sync take—you name it, I
claim it. For example, Martin Scors-
ese is very comforted by our rela-
tionship because he can speak with
me about anything that’s happening
in the track, including the music,
and know that I will take responsi-
bility for it and get something done.”
Although post-production crews
in New York are generally smaller
than those found in Hollywood,
their duties are basically the same
and their schedules equally tight. To
meet this challenge, Lievsay has
come to rely heavily on digital
recording and editing systems. “Be-

fore we got the computers,” he says,
“with mag [film] it was virtually im-
possible for one person to edit ail
the material.” Although traditional
technologies and methods continue
to play a role in many of his proj-
ects, working in the digital domain
allows Lievsay to edit ali the sound
effects and backgrounds by himself
in certain cases, such as the Coen
brothers” Miller’s Crossing.
Whenever the situation allows,
Lievsay avoids the potentially “inef-
ficient and wasteful” practice of cre-
ating numerous versions of any
given sound element, then postpon-
ing a commitment to any of them
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until the mixing phase. From an aes-
thetic point of view, Lievsay feels
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putting a personal stamp on an en-
tire soundtrack or as specific as cre-
ating exotic, “nonorganic” eftects.

Gary Rydstrom (Cocoon, Termi-
nator 2, Rush), sound designer at
Skywalker Sound, says that his role
in a project is similar, but not identi-
cal, to that of a supervising sound
editor. While he does oversee the
sound effects editing and Foley, he
doesn’t usually assume all the broad
administrative responsibilities of a
supervising sound editor. On the
other hand, Rydstrom says that
“there are some things that 1 do that
are not traditionally a part of a su-
pervising editor’s job.” Among these
are providing input to the director
during pre-production, personally
creating special sound effects and
actually mixing the effects portion of
a soundtrack himself. “Even though
my emphasis is on sound effects,”
he adds, “I certainly have some say
in how the soundtrack is structured
and how the music, dialog and ef-
tects all play together.”

Rydstrom believes that the work
of a sound designer has a lot in
common with that of a production
designer or cinematographer. “We're
always looking for ways to use
sound effects to support what's
going on dramatically within a
scene,” he says. In Ron Howard’s
Backdraft, Rydstrom combined coy-
ote howls, monkey screams and
human belches with realistic fire
sounds to help give the fire-fighting
scenes more emotional impact.
“Anytime the fire would retreat be-
hind a door,” says Rydstrom, “I put
in a backward laugh and other
sounds that were not recognizable
but had a subconscious effect on the
audience.” However, he adds that
effective sound design can be “as
simple as your choice of crickets.
There are a billion different cricket
sounds, and it comes down to mak-
ing a choice of one that might be
nerve-wracking and tense vs. one
that is soft and warm. A lot of the
decisions you make are those types
of decisions.” ]

Jobn Michael Weaver is bead of Loy-
ola Marymount University's record-
ing arts program. Pete Elia is on staff
at Ground Control Stuclios in Los An-
geles. Maria Briggs provided research
assistance. Special thanks go to Bill
Varney at Universal Studios for his
input and suggestions.
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by Paul Potyen

A

ANTICIPATING

THE CUTURE
SAN FRANCISCO STATE’S
MULTIMEDIA STUDIES PROGRAM

he integration of digital media on  host of smaller mul-
desktop computers has made re- timedia-oriented
markable progress overthe last cou- companies from
ple of years. Among the most signif-  bringing products to
icantadvances is the QuickTime stand-  market. And compa-
ard for digitizing video and audioon  nies like these will
the Macintosh, and in November soon be crying out
QuickTime for Windows opened this  for people who have
technology up to the public as never  the background and
before. While we can expect to see  training in multime-
“standards skirmishes” over con- dia production. At
sumer playback platforms for sever-  least that's what Pro-
al years, the lack of standards hasnot ~ fessor Robert Bell be-
prevented The Voyager Company lieves.

(Santa Monica, Calif.), Compton’s Bell's testament to that belief is the
New Media (Carlsbad, Calif.) and 2~ Multimedia Studies Program at San

This cutaway,
3-D view of the
Multimedia
Center in
downtown San
Francisco was
created by
Adam Noble of
CADP in
Oakland, CA.
The original
floor plan is
courtesy of
Shorenstein
Company.
Above:

Robert Bell of
San Francisco
State University.
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Chip Shats

CREATIVE LABS SOUND
BLASTER AND WAVE BLASTER
Creative Labs (Milpitas, CA), mak-
ers of the Sound Blaster multi-
media card for IBM PC/compat-
ibles, has announced that prod-
uct will support QuickTime for
Windows. Apple’s cross-platform
multimedia software. Also an-
nounced is Wave Blaster, an add-
on daughterboard that uses E-mu
Svstems Sound Engine digital
sample-based audio technolo-
gy. The daughterboard is used
with Creative's new Sound Blaster
16 ASP 16-bit multifunction
hoard. When coupled with Wave
Blaster, Sound Blaster 16 ASP has
the ability to plav 32 different 16-
bit sounds simultancously, with
extensive programmability.
Circle #201 on Reader Service Card

DIGITAL F/X TITLEMAN

TitleMan is a PostScript title gen-
crator customized by Digital F/X
(Mountain View, CA) for con-
verting desktop publishing type
fonts and graphics into a clean,
high-quality video signal. It con-
sists of a frame buffer that plugs
into a NuBus slot in a Macintosh
for display and frame grabs; in-
tegrated software for creating ti-
tles and rendering and anti-ali-
ased PostScript titles and graph-
ics; and an external, rack-mount-
able chassis that takes black-burst
reference in and puts RGB, lin-
ear key and syne out.

It uses standard BNCs to con-
nect with a transcoder for YUV
output; to an encoder for compo-
site output; or directly to a4 com-
ponent switcher. TitleMan is
priced at $7.995 for NTSC format
or 89,995 for PAL format. The sys-
tem requires a Macintosh [T com-
puter with a NuBus slot, a mini-
mum of 16 MB of RAM and Sys-
tem 7.

Circle #202 on Reader Service Card

ESE PC FAMILY CARDS
FOR VIDEO PRODUCTION
ESE (El Segundo, CA) unveiled

the PC Family, a set of fous PC cards
foruse in video and audio-for-video
production. The PC-219 is a five-out-
put black-burst generator (8175);
the PC-207\ is a Ix4 video distri-
hution amplifier (81455 the PC-217
is a Ix4 audio DA {$935): and the PC
237 is a0 Ix4 wideband
video DA ($295). All ins amd outs are
made with RCA connectors acees-
sible via the rear mounted card
guide bracket.

Ci-cie #203 on Reader Service Card

ANTEX MODEL Z1 SOUND BOARD
Now shipping fram Antex Electron-
ics (Gardena, CA) is the Model 71
digital audio adapter. The card.
which complies with the MPC stand-
ard, provides 16-bit, broadcuast-qual
ity stereo with mudtinle compression
formats, including 4-bit ADPCM,

DV, CD-1, MS-ADPCM. 8-bit PCM

and uncompressed  16-bit PCM.
Other features include user-pro-
grammable DSP. optimized data
transfer, and MIDI and SCSI ports.
The Model 21 is priced at §595.
Circle 204 on Reader Service Card

NDG PHOENIX OPERATIONS
MANAGEMENT SOFTWARE

OMS is a comprehensive software
solution for complete audio and

120N H 2

video studio management. The
new package, which runs on a
Macintosh, includes scheduling
and work order generation with
conflict resolution, tape library
and label making with optional
bar code, engincering and trou-
ble reports, client and vendor
files with follow-ups. market-
ing and sales management, and
mail list generation. OMS is priced
at $2,499 for a multi-user pack-
age.

Circle #205 on Reader Service Card

PERSONAL

COMPOSER FOR WINDOWS
Personal Composer (Scattle, WA)
has released a Windows version

l- 2 ozl

o

Ronier hoy badocty B Awodh delns - B

of its music notation software.
PCW provides sophisticated page
layout and typesetting features, as
well as comprehensive access 10
MIDI. Suggested retail price for
PCW is $395.

Circle #206 on Reader Service Card

PRISM INTERACTIVE AV 100
AUDIO COMPRESSION AND
DEVELOPMENT PLATFORM
PRISM Interactive Corporation
(Glen Ellyn, IL) announced the
availability of its AV 100 periph-
eral board for PC-AT and com-
patible motherboard running
DOS 3.1 or higher. It is said to
provide CD-quality audio and can
be used for CDH-1 and CH-ROM
XA applications. Audio compres-
sion results in a minimum dy-
namic range of 90 dB3, with an §/N
ratio of 87 dB. The product is tar-
geted 1o professionals who need
a cost-effective audio develop-
ment platform.

Circle #207 on Reader Service Card
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Francisco State’s Division of Educa-
tion. Offered in alliance with the
SFSU School of Creative Arts, the pro-
gram is designed for artists, teachers,
writers, media producers and others
intrigued with the possibilities in-
herent in the new world of integrat-
ed digital media.

Although the Multimedia Studies
Program was only recently instituted,
it’s already growing fast. A new fa-
cility was scheduled to open this
month in downtown San Francisco,
with triple the previous amount of
space available for classrooms and
labs. The fall semester’s enrollment
of 130 students was expected to dou-
ble or triple this spring.

Besides offering a certificate in
Multimedia Studies in the future, the
program will soon allow students to
enter a degree program. However,
Bell confides, “That’s a bit more com-
plicated, because the standards for
a degree in this field haven’t been es-
tablished like they have for anthro-
pology or film.”

Certainly Bell should know about
film. Prior to the emergence of dig-
ital technologies, he focused on nar-
rative and avant-garde cinema. He
has produced, written and/or direct-
ed more than 100 motion pictures of
all kinds. From 1948 to 1966 he was
the concurrent president of four film
companies: On Film, Filmsmiths, On
Screen and Prometheus. In 1969, he
became professor of film in the Cin-
ema Department of SFSU, where he
has taught film writing, production,
aesthetics, semiotics, finance and dis-
tribution.

About three years ago it became
clear to Bell that the computer was
playing an increasingly important
role in film production. “Initially, 1
saw it happening in the development
phase,” he says, “in terms of scripting
software, as well as in the post-pro-
duction editing phase. Then into the
production process itself—particu-
larly pre-production budget analysis.
It was also clear to some of us that
it would soon invade all five of the
separate, but interrelated film busi-
ness activities: development, finance,
production, marketing and distribu-
tion.”

Around this time Bell went to East-
man Kodak in Rochester, N.Y., and
met with James McKay, manager of
marketing programs and director of

worldwide communications. McKay
encouraged Bell to bring together the
principal parties to discuss the im-
plications of computer technology on
the film business. “I organized an in-
ternational conference called TAPE
1, which was held at Dominican Col-
lege in Marin County,” Bell explains.
We had a remarkable group of peo-
ple attend, and the short- and long-
term implications of digital technol-
ogy were discussed. While it was a
great success, it became clear that we
needed to go beyond the conference
to achieve some kind of continuity.

“l came back to San Francisco
State and spoke to Peter DeWees, the

“"Multimedia is a slippery
word. It's easily defined,
but it doesn't really deal
with the heart of the
issue: interactivity.”
—~Robert Bell

dean of extended education, and
Marci Manderscheid, the director of
continuing education, about this,” he
continues. “We wanted to come up
with a curriculum that would provide
training, education and experience
for people who were already prac-
ticing in the professions—that is, the
developers who are concentrated in
the San Francisco Bay Area.

“The question was,” Bell recalls,
“How do you prepare those people
who are involved in traditional
media, as well as address the needs
of people who are already practicing
as multimedia developers? We need-
ed to get some agreement about what
should be taught and how to teach
it with the best teachers available.
And that’s what has taken place here
over the last year-and-a-half.”

And who has been answering the
call of multimedia? “We are seeing
surprises in terms of what we ex-
pected our enrollment profile to look
like,” Bell says. “We started with two
experimental courses. One covered
electronic music and multimedia in
terms of presentation: that is, the in-
troduction of graphics and sound for
theatrical presentations—not unlike
what George Coates has been doing
over the last several years. The other

course was on multimedia and com-
puters. We got a wide spectrum of
participants. They ranged from a few
[multimedia) professionals to doctors,
lawyers, teachers, musicians and bike
messengers.

“Now we're seeing an increasing
number of professionals and would-
be professionals,” he adds. “We're
getting video people, filmmakers,
graphic artists, people from the com-
munications departments of busi-
nesses. There are more and more ca-
reer changers who have no previous
experience with multimedia. And 40
percent of the people who come into
our program come from some audio
background. Now it's early to say that
is a trend, but I hope and believe that
audio will not be an afterthought in
this technology, as it has been with
film. It will be an integral part of the
development process and will be
considered early in the process.”

The curriculum seems to bear this
out. Several instructors come froman
audio background, including Buzz
Hays, director of engineering for the
LucasArts THX Divison of LucasFilm,
Ltd., Randall Packer, founding artis-
tic director of New Music Theatre in
San Francisco, and Mix contributing
editor Linda Jacobson.

“We're also enormously interest-
ed in the young people—in high
school and middle school—who
have cut their teeth on games,” Bell
says. “They have been sweptaway by
the interactive nature of that expe-
rience, and they have a familiarity
with manipulating and controlling
that information. We're looking for
that talent, and we hope to be the
trainers of the developers of tomor-

”»

row.

ROLE OF INDUSTRY

Bell believes that Hollywood’s writ-
ers, directors, cinematographers, set
designers and so forth are not going
to make the transition from conven-
tional to interactive films in large
numbers. “People coming out of the
conventional practice are the ones
who direct a linear progression,” he
says. “It’s very difficult to give thatup
if you've been practicing it for many
years. Your mind is set. The new
communicators will have to incor-
porate the conventions of the previ-
ous media and develop a new aes-
thetic, yet unclear, in order to be able
to deal with the distinction between
traditional narrativity and cognitive
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activity.

“When you go to the movies, you
pay money to surrender yourself, to
get a massage,” he elaborates. “You
go with it. The interesting problem is
how do you incorporate cognitive ac-
tivity where one makes rational
choices without interrupting the mas-
sage? How do you create an oscilla-
tion that will allow us to both have
the object of our desire—that dream
experience—and at the same time, to
be able to make choices? You have
to start with a new set of folks who
figure out how to do this.

“That basic assumption—that
people wantthat experience—is the
only thing that will make this go.
There’s no evidence yet, because
we're at the very beginning of the de-
velopment of the technology. But vi-
sionaries like Steve Arnold (formerly
of ILM and newly named president of
Bill Gates’ Continuum Productions)
believe that multimedia databases,
emcompassing anything that inter-
ests you with no problem in access-
ing it, will allow this new interactive
experience to take place.

“Multimedia is a slippery word. It's
easily defined, but it doesn’t really
deal with the heart of the issue: in-
teractivity. If there’s anything that is
different, it is the fact that the user be-
comes the author, or the director, the
constructor of the experience.

“Many of the alternative models to
the popular Hollywood film were
dealt with in the first part of this cen-
tury by the avant-garde filmmakers,”
Bell continues. “The experimental
film Andalusian Dog, by Bunuel and
Dali, contained many interesting fea-
tures. One of them was the dis-
placement of time and space, where
we would see a particular scene with
a subtitle referring to another time
that bore little, if any, relationship
to that scene. This technique pro-
vided a way to break down the idea
of continuity in the illusion of time
and space. Another feature was ex-
emplified by a scene where ants
crawled out of a hole in someone’s
hand. These, and other powerful im-
ages, are rife with Freudian symbol-
ism. The images are riveting. Their
ambiguity makes you want to know
more. Wouldn'tit be great to be able
to stop the film and explore the
meanings and the derivations of
these images? The very nature of this

film invites exploration of its mys-
teries in whatever way you want. My
hypothesis is that future films will
be increasingly designed with more
ambiguities. And that ambiguity will
help us with the issue of interac-
tivity.”

Bell believes the existing devel-
opers of multimedia titles are going
to need help. “We've got 20 or 30
companies right here in the San Fran-
cisco Bay Area that are busy: Hauk-
om Associates, Graphica Multimedia
and The Hypermedia Group. They
are already reaching into the free-
lance community, much like the film
and video companies do. And ad
agencies are going to be involved in

"I hope and believe that
audio will not be an after-
thought in this technology.”

—ifiobert Bell

interactive production. They're going
to have to have a base of filmmakers,
composers and so forth. Whatever
employment opportunities exist now
will be multiplied many times as a re-
sult of the proliferation of this form
of communication, not only in the
professional community, but in cor-
porations, schools—it will be every-
where.”

Bell is in the process of setting up
equipment relationships with 1BM,
Apple, Sun Microsystems, Silicon
Graphics, NeXT and many software
manufacturers. “The people we will
be training are the people who will
be buying and using their equipment.
We want to cooperate with every
hardware and software manufactur-
er that wants to integrate its equip-
ment into this matrix.”

With respect to interactive media,
Bell feels we're about where we were
with cinema in the early 1900s. “The
model that was chosen at that time
was the theatrical model, and it has
continued to be the model until
today. Actually, it was just by chance
that the cinema we know today was
not the cinema of the plastic arts.
There actually was a real affinity be-
tween the nature of cinema and
music and sculpture and painting.
Those arts heavily influenced the di-

rection of avant-garde cinema, which
might just as easily have become the
dominant model.

“The difference between then and
now is an increased consciousness.
The Multimedia Studies Program,
representing the initial phase of what
is planned to be the Institute for In-
teractive Media, will attract the best
scholars from all over the world, who
will examine what is being produced
as it is being produced—not ten years
after the fact. We will establish a li-
brary, a permanent collection of mul-
timedia works. We will start writing
the history of this developing phe-
nomenon and construct theories
about what the texts mean and how
to talk about them.”

The Multimedia Program’s al-
liance with the School of Creative
Arts, and its interaction with Broad-
casting and Television, the Cinema
Department, the Art Department, as
well as the schools of education and
business, make the environment a
fertile one for interaction. And a
newly forged alliance between the
Multimedia Studies Program and the
International Interactive Communi-
cations Society is worth noting. “IICS
is interested in establishing San Fran-
cisco as the center for multimedia
production and development, and
working closely with the University
will ensure that there are professional
opportunities for our members and
the community at large to advance
their skills,” says Nicole Lazzaro, co-
chair of professional development
for 11CS-SF.

Bell is a strong endorser of San
Francisco State as the site for a pro-
gram like this, “because its popula-
tion of 26,000 students—as well as
the city itself—is so heterogeneous.
We have a great opportunity to reach
out for this diversity and make this
new information-age process avail-
able to all people, and to do it eco-
nomically. You can take some mul-
timedia-related courses at other
places around the country, but you
must spend $1,200 to take three
courses. Here you get 30 hours of
courses for about $300.” And the Bay
Area stands to benefit as well, since
more than 50% of its work force is
made up of people who are involved
in some aspect of information pro-
duction, distribution or manage-
ment. |

Paul Potyen is aMix associate editor.
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BUYING A

ORKSTATION

FOR A PROJECT STUDIO

IT'S TRULY

Not so long ago, buying equipment for
a project studio was easier. You simply
bought the tools that had always
served you well in the
past—and whatever else
you could afford—knowing that your
talent could make up the difference.
The sudden proliferation of digital
audio workstations has changed the
equation. It is difficult for first-time
buyers to judge what works because
the technology is so new; and it is
tough to define what affordable
means because of hidden costs such
as reliability and the learning curve.
The situation is further complicated

NOT SO LONG AGO,
BUYING EQUIPMENT
FOR A PROJECT
STUDIO WAS EASIER.
THE SUDDEN
PROLIFERATION OF
DIGITAL AUDIO
WORKSTATIONS HAS
CHANGED THE
EQUATION.

ILLUSTRATION
BY BURRELL DICKEY
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BY TED PINE

by a super abundance of
choice. The Digital Audio
Product Directory in last
July’s Mix, for
example, list-
ed more than two-dozen
disk-based editors. With all
the competition, it’s truly a
buyer’s market. But as al-
ways, the buvers who get
the best deals are the ones
who do their homework.

THE EDUCATIONAL
SYSTEM

Manufacturers and users
agree that educating
yourself on the entire
DAW market can take
weeks, months and even years. A
first-time workstation buyer should
therefore budget research time into
the weekly schedule and develop an
organized approach to information-
gathering.

Parsons Audio pro audio dealer
Mark Parsons, whose Boston-area
company specializes in workstation
sales, notes, “It's a complicated study,
because hard disk editors present a
different conceptual model of how to
work. It takes time to get your bear-
ings, and you have to fight the natur-
al tendency to believe you've ‘got it’
before you actually do.”

Fortunately, there is no lack of in-
formation. Magazines, product
brochures and manuals, dealers,

A BUYER'S
MARKET.
BUT AS
ALWAYS,

THE BUYERS

WHO GET
THE BEST
DEALS
ARE THE ONES
WHO DO THEIR
HOMEWORK.

trade shows, user recom-
mendations, and manu-
facturers are all valuable
sources. But no single
source can tell you
everything—and there's
an art to knowing where
to turn when.

Windsor, Vermont-
based commercial produc-
er Peter Acker, who put in
several hundred hours of
research before purchas-
ing a Micro Technology
Unlimited MicroSound
system for his Radioland
Productions, began his
search by reading every-
thing he could.

“Product reviews let you know
what’s out there,” he says, “but you
have to take them with a grain of salt
because reviewers have limited time
to learn each system. Still, they let you
know what'’s real, which brochures
don’t necessarily do.”

Parsons cautions, “Remember, the
literature goes out of date quite rapid-
ly because the systems are continual-
ly being updated. Chances are many
of the features that may affect your
purchase decision may be undocu-
mented. So [ would encourage peo-
ple to start getting demos early on.”

DEALING WITH DEALERS
The idea of casually walking into a
dealer’s showroom may give pause
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to the cautious buyer. But take heart:
There’s a new breed of salespeople
who understand that disk recording
is 2 new world and that you need
time and attention. To find one, sim-
ply ask for recommendations from
people who would know recent
purchasers of systems. Then be sure
to schedule an appointment.

If possible, select a dealership
that represents several disk record-
ing systems so that you get a more
balanced point of view. Be prepared
to make several visits. A thorough
demo on each system should last at
least an hour or two; as soon as you
feel your eyes glaze over, stop and
come back another day. Also, keep
in mind that not all manufacturers
sell through traditional dealers—you
may well have to broaden the hunt
later on.

How many systems should you
expect to look at? New York City-
based composer, Michael Levine of
Michael Levine Music, now a
Digidesign Pro Tools owner, recalls,
“I looked at the product literature on
12 or 13 systems and probably got a
demo on seven or eight of them. |
gather that I looked more deeply
than many, but less than some.”

Parsons cautions against narrow-
ing the focus of your search too
quickly: “Understand that you tend
to be wowed by the first system you
comprehend. This doesn’t mean that
this system is the best or the fastest.
It may just mean that after a few
demos, the light has come on. Keep
looking at other systems, or at least
revisit the systems you demoed be-
fore you had your breakthrough.”

HITTING THE ROAD

One effective way to see what's out
there is to attend the manufacturers’
“road shows” that make the periodic
rounds of pro audio and electronic
music dealers. These events provide
an opportunity to see a demonstra-
tion of the latest software by a com-
pany insider, usually including a
Q&A period, which may provide an
opportunity to get a “hands-on” an-
swer to a specific question.

Trade shows such as AES and the
SPARS Shootout can also be an effi-
cient means to survey the field—par-
ticularly those manufacturers that
sell direct or through non-dealer
sales representatives. Remember,
though, these are high-stakes affairs
for the manufacturers, and some
may be focused more on selling you
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rather than furthering your educa-
tion. Also, guard against being
blown away by “vaporware.” A com-
pany’s future product direction is
valuable information, but you can't
muake reliable comparisons based on
promises.

In fact, any information you get at
a trade show, particularly when the
source is one manufacturer dis-
cussing the shortcomings of anoth-
er's product, should be double-
checked. On the positive side, a
major trade show can be your best
shot at meeting executives and engi-
neers from the companies whose
products interest you.

SETTING PRIORITIES
After you've reviewed the literature
and sat in on a few demos, you
should start to get a handle on price
and performance—what $10,000 of
disk recording buys vs. $15,000.
Now’s the time to narrow the focus
of your search. The way to begin,
says Acker. is by making a sober ap-
praisal of your business.

“I looked at the economy and
concluded that any workstation 1
bought would have to pay for itself
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out of my current business by in-
creasing my speed and efficiency,”
Acker says. “Based on that, I decid-
ed I needed capabilities like event
layering, virtual mixing, unlimited
crossfades, high-quality scrubbing
and a simple user interface—all of
which I felt would help me work
faster.”

Pasadena, Calif.-based sound edi-
tor Bill Schlueter established his pri-
orities based on an opportunity to
expand his studio, Turnkey. “I was
convinced that if I could edit and
premix all within the computer, thus
minimizing expensive time requ<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>