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"The Next Level In Sonic Quality" 
"Vastly Improved Transport" 

"Amazing Technology" 

The Experts On 

"When you use the machine, 
the first thing you notice is the 
vastly improved transport." 
Paul J. Stamler, 
Reviewer, 
Recording Magazine 

"The bottom line, as Casey Stengel 
used to say: `Amazing, amazing, 
amazing.' That is, amazing technology, 
amazing functionality, and amazing price." 
Howard Massey, 
Technology Editor, 
Musician Magazine 
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l'or information on Me ADATXT see your Authorized Abois Dealer or m11310-841-2272 
lo Alesis and ADAT are registered trademarks. ADArXT is a trademark of Mesh Corporation 

"In every case, the XT demonstrated 
a noticeable improvement in sonic 

detail over the original ADAT." 
George Petersen, 

Editor, 
MIX Magazine 

'The XT's improvements in sound quality, 
transport speed, and lock-up time alone are 
worth the price. I believe that the XT makes 

recordists an offer they just can't refuse." 
Michael Molenda, 

Editor, 
Electronic Musician Magazine 

'The XT has new A/D and D/A converters, and the 
improvement in sound quality is unmistakable. If you 

are looking to take your ADAT-based studio to the 
next level in sonic quality, features and raw 
speed, the ADAT-XT lives up to its hype." 

Loren Alldrin, 
Reviewer, 

Pro Audio Review Magazine 

SEE US AT NAMM BOOTH #325 

ALesis Alesis Corporation 3630 Holdrege Avenue Los Angeles CA 90016 310-841-2272 alecorpe„alesisl usa.com 



For some producers, 
only one console is good enough. 
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Phil Ramone, pictured with Brian Setzer at Ocean Way. 

"Those of us who have used the SSL 4000, 6000 and 8000 consoles know what we're looking 
for. The SL 9000 J Series sounds great, and that's the key". 

Phil Ramone 
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Solid State Logic 
International Headquarters: Begbroke, Oxford OX5 1RU, England Tel: (01865) 842300 Fax: (01865) 842118 

Paris ( il 34 60 46 66 • Milan (2) 262 24956 Tokyo (3) 54 74 11 44 • New York (212) 315 1111 • Los Angeles (213) 463 4444 



Fully Integrated 
leat Sink 

XLR or 1/4" Combi 
Input With 3 Position 

Adjustable Input 
Sensitivity 

Lighted AC Switch 
& Detachable IEC 

Connector 

OFr . .- i Every once in a while a product comes along which not only meets 
the ever increasing demands of the market, but one whose smooth 
commercial styling, ergonomics, durability and outstanding perfor-
mance demands respect. Introducing MR. LIMPET. a The LIMPET 
is a unique, compact design that combines a very high current toroidal 

TANYUY 

PBM 6.5 Lbil 

High Power, 
Discrete Am 

Durable, 
High Pressure, 
Die Cast Chassis 

Proprietary 
"Soft Clip" 
Circuitry 

High Current, 
Dual Voltage, 
Toroidal 
Power Supply 

can accommodate either 0.775, 1.0, or 13 volt drive levels with no 
performance sacrifice. a The LIMPET's universal power supply, 
equipped with an industry standard LEC connector easily deals with 
almost any voltage, making the LIMPET a true global traveler. Finally, 
you can take your monitors wherever your work takes you, and not have 

power supply, fully discrete amplification stages, and ultra wide to worry about cumbersome and troublesome adaptors, power convert-
(10 Hz to 80 kHz) bandwidth capabilities in a very affordable system. ers, or strange electrical systems. a In addition, the unique and propri-
a Built using a one piece high pressure die-cast metal housing, lumpy. etary soft-clip circuitry and the significant reserves in the power 
the LIMPET is not only very rugged electrically and mechani-_   supply ensure that no damage will occur to the drive units 
cally, it internal construction takes advantage of the industry's while providing the headroom needed for even the most 
most advanced assembly techniques. a The LIMPET amplifica- demanding requirements. U The LIMPET is ideal for 
tion system can be used with a wide range of TANNOY professional recording, broadcast/post production facilities, 
professional reference monitor systems, and provides the user lPU1I 'emote and live recording reinforcement 
with a number of improvements in both the performance of the applications, and finally gives the 
loudspeaker system, and its flexibility. U Each single channel private/home r 
LIMPET system delivers an enhanced stereo image because the truly reference ! 
channels are fully separated - no power supply sagging due to I-I E A  R performance 
inter-channel coupling, no crosstalk, no interference. Almost unequaled at ))9 / 
any kind of input level and connector can be used, since the BELIEVE twice the price. 
LIMPET offers a balanced or unbalanced "combi" connector that can a Instead of settling for the ord. 
utilize either 1/4" or 3 pin jacks. II The ultra-low noise input section get a LIMPET and get a real grip on your reference monitor performance. 

TANNOY/TGI NORTH AMERICA INC. • 300 GAGE AVE UNIT 1, • KITCHENER, ONTARIO, CANADA • N2M 2C8 • ( 519) 745-(158 • FAX ( 519) 745-2364 

USE READER SERVICE CARD FOR MORE INK) 



Post î Perfection 
"...with the grace of Studer" 

(Four tales of Dyaxis) 

François Deschamps on Optical Plug&Play Rob Mason & Jay nary on Reliability and Speed 
— 

AT CINAR STUDIOS IN MONTREAL, THROUGHPUT AND PROFIT 
ARE SYNONYMOUS. "We've got 9 systems and we're growing. 
We have 200 hours of Dyaxis media on-line constantly. We 
can switch 42 hours in 8 seconds. Optical Plug & Play 
delivers the efficiency our business demands." 

Vinnie Oliveri on Virtual Tracks 

AT POST EDGE ON MIAMI BEACH, PRIDE IS COMMENSURATE WITH 
CREATIVITY. "Virtual Tracks removes all creative barriers. What-
ever we hear can be made to happen. We do lots of work for MTV 
Latino and they always need instant revisions. Virtual Tracks makes 
it eas:sz It's an elegant editing interface. We just ordered our third 
Dyaxis." 

• VideoMix nonlinear video track 
• Automated digital mixing 
• Unlimited tracks and layers 
• Superior sonic quality 
• CD mastering 

At TURNER PRODUCTION IN ATLANTA, SPEED AND RELIABILITY IS 
CRUCIAL. "Due to the rapid growth of our sound design team, the 
user interface must be intuitive, fast, and efficient. Dyaxis meets 
our criteria. We like the fact that everything is right up front and 
nothing is buried in pages." 

AT VISUAL MUSIC & SOUND IN MINNEAPOLIS, CORPORATE AMERICA 
BUILDS ITS IMAGE. "For fast locating and precise hits, nonlinear 
video is the only way to go. VideoMix is slick.. Video appears as 
just another track in the editor The speed and flexibility of the 
Post Trio has really given us an edge." 

214k 

POST TRIO 

STUDER 
PROFESSIONAL AUDIO EQUIPMENT 
H A Harman International Company 

Studer Editech Corporation, 400 Seaport Court #202, Port of Redwood City, Ca 94063-2729 USA 
Tel: 415-562-0500 Fax: 415-562-0525 Website: http://www.inca.de/user/d2:index.herd 

USE READER SERVICE CARD FOR MORE INFO 
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Cover Designed by studio owner 
Simon Andrews and producer/ 
engineer Frank Filipetti, with 
techrucâ installation by chief 
engineer John Herman, Right 
Track Recording's Studio B in 
New York City incorporates a 
96-chartnel AMS Neve Capri-
corn digital console with Sony 
PCM-9000 magneto-optical 2-
track and Studer El827 digital 
multitrack, yielding 24-bit audio 
from recording to mixing. With 
Gene ec 1034As for the mains 
and ...BL 8330s handling the 
stereo surrounds, Right Track 
Studio B aims to set a new 
precedent in true 24-bit audio 
production. 
Photo: Michael Partenio. 
Inset Photo: Ron Batzdorff, cour-
tesy Warner Bros/Universal 
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PPO 
TOOLS 

the coolest liDgra 

Here's news for every musician, editor, producer, and engineer The industry standard digital audio workstation— Pro Tools 

from Digidesign—now comes in a range of products tailored to your needs and budget. Now you can start with the all-

new Pro Tools with DAE PowerMix for lust $ 795. As your needs grow, you can climb all the way to the world's best-selling 

now 
available for 
PCI-based 
Macintosh 
Systems 

.e•e: 

owerMix 

New. An amazing value that turns your Power Macintosh or Mac-OS clone 

into a multitrack digital workstation with no additional hardware. Pro Tools 

interface. Random access, non-destructive editinR. Up to 16 tracks of play-

This audio card adds 2 channels of high-quality 

analog and digital I/O, and comes with industry 

standard Sound Designer 11" software and entree 

to its family of DSP Plue-Ins. 

Pro Tools Project' 

New Pro Tools software and Pro Tools Project Audio 

Card. Adds 8 tracks of simultaneous record/playback. 

Up to 8 channels of analog and digital I/O. Supports 

Sound Designer 11 and DSP Plug- Ins. 



workstat on, ProTools Ill, with mountains of record 

tracks, 1,0, and i cal- time effects and mixing. 

Each step of the wzy, you'll learn and grow with 

Pro Tools software, share work between 

Pro Tools M 

The Lltin-ate vvorkscacion. TDM virtual digital mixing and pro-

cessirg emvironmentaccommodaces a wide variety of real-time 

Plug- Ins. 16-48; tracks of record/playback. 8-64 channels of 

high-quality analog aed digital 1/0. New for'96: ProControl.' 

an advanced tactile control surface with dedicated controls for 

mixing ard ediing.. píes high-quality moving faders. 

systems, and take an upgrade path that lets you build on the value of your 

investment Audio professionals now have more choices and flexibility than 

ever before. And gertine, started couldn't be easier. To learn more about 

the clearest path to the best in digital audio, call I- 800-333-2137x249. 

For audio professionals and musicians, as 

well as for more than 100 Digidesign 

Development Partners, Pro Tools is tee 

industry standard. That's why more audio 

professionals use Pro Tools than all other 

digital audio workstations combined. 

.14 .% 
• •••, t. 

cligiclesigre 
AVIi) 

A Division of Avid Technology, Inc. 

1)1996 DIrdeste. a dension of AvIcl Technology. Inc All teattres and speclficanons 

subiect to change wnhout notice Audiomeditii. ProControl, Pro Tools. and Sound 

Dehgner are trademarks or Teetered trademarks ci DIrdehgn or Avul Technolorg, Inc 



FROM THE EDITOR 
CONSOLE ELATION 
Buying a console isn't much different from buying a car. What every-
body really wants is a 180-mph sports sedan that seats 12 and has 
off-road handling, a luxury ride and the cargo capacity of a B-29 
bomber, yet is compact enough to squeeze into a Greenwich Village 
parking space on a Saturday night. Pricing should he at least 50% 
below the competition, with a 2.8%, 72-month, guaranteed-buyback 
lease. That's the car for me, but unfortunately it doesn't exist. By the 
same token, neither does the " ideal" console. 
A recording console is the single most expensive purchase a stu-

dio) will make, and the decision is extremely difficult for a facility 
owner. Follow the supposedly "safe" route of buying what every-
body else is buying, and your studio may become another "me-too" 
room. 

Even the simplest of questions aren't so simple: Do you buy an 
analog desk or one of the new digital wonders? Technology seems to 
be changing at a dizzying pace, yet reports from manufacturers indi-
cate steady sales of high-end analog consoles. The bottom line, of 
course, is determining what you—and/or your clients—require and 
are willing to spend. 

Maintaining the current state of the art may be the edge you need 
to attract business. At the same time, purchasers of absolute leading-
edge technologies may find themselves reluctant beta testers for an 
unending slew of software fixes. The hardware situation is also tenu-
ous: Will the 16-bit design of a few years back be competitive in the 
20/24-bit world? And now that we've all become used to mixing in 
LCRS, how will our current ( or future) console handle new 5.1 and 
7.1 release formats, whether they be DVD, DT'S, Dolby Digital or 
SDDS? 

In the "good old days"—whenever they were—finding the " right" 
console size required adding the number of channels on your multi-
track and throwing in a couple of extra for outboard gear. Now, as 
studios combine standard multitracking with virtual tracking, MIDI 
sources, MDMs and dozens of signal processors, such guidelines for 
determining console requirements are useless. 

To make the new console selection process easier, this issue 
includes a report on the state of the art, with information on dozens 
of 24/48-bus consoles from 25 manufacturers. Unfortunately, it 
doesn't include any 12-seat highway cruisers, but with the wide 
range of mixers presented in the article, you may just find something 
that will do 48 tracks on the quarter mile in 6.2 seconds. Toss in 
plasma metering, moving faders and a tuck-and- roll Corinthian 
leather armrest, and you'll have something even Stephen St.Croix 
would love. 

George Petersen 
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STUDIO TWIN 
SIMPLE. POWERFUL. AFFORDABLE. 
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you need a true stereo 

effects processor that's ideal for any 

application, a unit that is flexible enough to fit your 

unique situation, whether it is for sound reinforcement or studio 

applications. But it needs to fit your budget. Enter the Studio Twin Stereo Effect 

Processor. With 99 factory and 99 user presets, each with the 3 parameters you 

most at your fingertips, and a single band parametric EQ, it's SIMPLE to operate. The high performance, 

offers great sounding, high quality effects like True Stereo Halls, Cathedrals, Plates, award winning SDISC® processing 

use the 

Chambers, Rooms, Gated Reverbs single and multi-tap Delays, Chorus, Flanger, Detune,and Tremolo. POWERFUL 

Multi effects combinations like Mod+Delay, Mod+Reverb, or Delay+Reverb are also available. You can even 

process 2 independent mono sources through 2 separate effects. We also ncluded a Noise Gate with an 

adiustable threshold, MIDI program change control, and an internal power supply. All these features 

packed into a single AFFORDABLE rackspace. Check out the DigiTech Studio Twin at you dealer today. 

Start sounding great tomorrow. 

Internal 

Power Supply 

;.arge N cric 

Display 

Data Wiled Access to 99 

Factory & 49 User Presets 
litte Stereo 

Flfects Processing 

!Easily Modify 

any Preset 
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Program Changes 

Single Band 

Parametric FQ 

Accessible at ans 

Time 

Dry/Wet Mix on 

th'e. Front Panel 
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'Imaging Is'--Evergthing ....., 
KRK monitors have become an integral tool in many of the 
world's top recording and pot-pr uction s..tudios. The KrK 
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video-shielded and powered versions. 

•••• 

Veneer - --
Options 1 
If the -granite-type' look in 4 
monitor is not your cup of 
tea, KRK offers veneered 
yèrsion5 to compli,-Ment the 
tioV demandingrinterior. 
Á\iallable in attractive oak or 
1-05ewood, the optional mod-

dude the K•RbK, 
6 0,7000B and 90005. 
The are also a*Vailable in — 
powered and nor-powered 
viónsandwthoptfonal 
o shielding:: )); 

e r e 
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«Me. 

ns About The 

Just ask Neil. 
Neil Shaw, Menlo ScirtififrMenlo Park, 
Califor-'ni4r ! P 

• 

Distributed by Group One Ltd. 
East Coast Office: (516) 249-1399 • (516) 7551020 
West Coast Office: (310) 656-2521 • (310) 656-2524 
E-mail: jakel groupone@aol.com ..-
KRK Systems, Inc. 
16612 Burke Lane • Huntington Beach, Cipt 947 
(714) 841-1600 • (714) 375-6496 
E-mail: krksys@msn.com 
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WORLD AUDIO NEWS 
 wati 

CL RRENT 
DOLBY, MICROSOFT ALLIANCE 
Dolby Laboratories in San Francisco is 

heading up an industrywide venture to 
develop high-quality audio for multime-
dia and PC platforms, including sur-

round sound applications. As part of the 
effort, Dolby has enlisted more than 50 

IC and software allies, including Intel. 
Motorola and Microsoft. 

In a related move, Dolby and Mi-
crosoft announced an agreement to 
jointly develop technologies and speci-
fications to support the use of Dolby 
Pro Logic and Dolby Digital for PC and 
multimedia applications. "Bringing the 
PC to the home entertainment center re-
quires giving it the best possible audio 
abilities," says Carl Stork, director of 
Windows platfomis at Microsoft. "With 
the support of Dolby, we're working to 
make that happen." 

HARMAN MAKES MOVE 
TO NASHVILLE 

In an effort to focus its U.S. sales oper-
ations and realign its North American 
distribution business, Harman Pro 
North America will relocate to Nashville 
and will distribute four major European 
brands: AKG, I3SS. Souncicraft and 
Studer. According to Harman, the con-
solidation will enable the group to be 
more responsive to the needs of the 
U.S. market, and the move to Nashville 
will bring practical benefits, such as a 
central location, growing local econo-
my and local music culture. The new 

operation, scheduled to open in Sep-
tember, will be headed by controller 
Mark Leveridge. 

MICHAEL GERZON, 1945-1996 
Michael Gerzon passed away on May 
6. His 121 published papers cover a 
wide variety of subjects—most, but 
not all, concerned with audio—and his 
contribution to the art and science of 

recording and reproduction was truly 
innovative. 

To some, Michael's name brings to 

mind his work on digital audio. Others 
may recall his contributions to quantum 
theory, or know his brilliant live record-
ings of jazz, classical and improvisation-
al rock music. For nie, his name evokes 
the person, the many years of hard work 

on psychoacoustics and, of couse, Am-
bisonics. 

I first met Michael in London in the 
early '70s. Later, a colleague and I visit-
ed him in his tiny Oxford flat to discuss 
surround sound. He pointed to a vol-
ume on relativity and told us it held the 
key to surround sound recording—he 
was, of course, correct. 

As part of the Ambisonics team, he 
did the vast majority of the original the-
oretical work and much of the practical. 

He was awarded an AES Fellowship in 
1978 for his work on psychoacoustics 
and was responsible for the theory be-
hind the Soundfield microphone. While 

many wished to use Ambisonics for 
capturing live performances and re-cre-
ating them in the living room in three 

dimensions with just four channels, we 
wanted to use the technology for multi-
track recording and mixing. We were 
not surprised to find that Michael had 
already designed the basic circuits for 
Ambisonics panpots and mixers; all we 
had to do was build them. Eventuallv. 
thanks to Dr. Geoff Barton and Audio 
Design Recording, I had real studio sys-
tems to work with, and I have recorded 
four dozen albums using the technolo-
gy Michael had pioneered. 

Michael worked in other aspects of 
audio, but the delivery of meaningful 

spatial information always seemed to 
be a part of his research, whether it 
was Waves' TrueVerb or Stereo Imager, 
his proposals for multichannel stereo 
for HDTV, or his contributions to the 
High Quality Audio Disc proposal is-
sued by the Acoustic Renaissance in 
Audio group. Michael's work on Am-
bisonics won him the AES Award of 

Excellence in 1992. Hopefully, we will 
be using it on tomorrow's multichannel 
digital discs. 

Michael Gerzon was a giant in the 
field of audio. His work at Ambisonics 
built on the pioneering discoveries of 
Alan Dower 13Iumlein, Britain's earlier 

Cli!CII„OUT f11111 ORE! 

audio genius who developed many of 
the basic principles of stereo. It is fitting 
to both men to mention them in the 

sanie breath. Michael's work was aston-
ishing, yet so was he as a person. De-
spite his continual problems with severe 

asthma, he remained lively about his re-
search and recordings and maintained 
an excellent sense of humor. He was a 
man of immense creativity and integrity 

in a world that didn't always appreciate 
it. We owe it to Michael Gerzon to en-
sure that he is not forgotten. 

—Richard Fien 

SPARS 1996 CONFERENCE 

The Society of Professional Audio Re-
cording Services hosted a weekend in-
dustry conference to discuss expansion 
of business through technology. The 

seminar took place in Los Angeles from 
May 17-19 and brought together 150 
representatives from leading manufac-

turers. Featured at the event were panel 
and group discussions, along with lec-
tures from such speakers as Rupert 
Neve and Russ Berger. 

The goal of the conference was to 
promote development strategies for suc-
cess in the 21st century, says SPARS 
president John Fry. " Previous confer-
ences have focused on digital audio 
workstations and have been largely ori-
ented toward the demonstration of 
equipment," says Fry. "This years's con-
ference was information-oriented, with 
an emphasis on the implications of new 
technologies." SPARS plans to host a 
similar conference next year. 

MIX AES NEW PRODUCTS GUIDE 
The November issue of Mix will include 
our annual AES New Products Guide. 
Forms are being mailed to manufactur-
es this month and must he returned be-
fore August 1. The Guide will spotlight 
new, AES-debuted products. If you 
want to submit a product description 

but have not received an official form 
by July 20, please call Barbara Schultz: 
510/653-3307. 

TC ELECTRONIC TO 
DISTRIBUTE TUBE TECH 

Tube Tech, based in VanLose, Den-

-CONTINUED ON PAGE 16 
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...the first new Neumann 
Tube microphone in 
more than 30 years. 

Neumann understands tube microphones. We'Ne been 

making them since 1928. The U 47, M 49, L 67, and 
KM 53 are legendary — coveted by engineers and produc-

ers worldwide. When asked to reproduce a microphone 

with the classic' characteristics of our older jems, we 

decided to go one better. Enter the new M li49 Tube. 

Utilizing the K 49 capsule and Iheadgrill from the classic 

M 49, coupled with the transformerless FET 100 circuitry 

from our TI.N1 50, the M 149 Tube is a modern . 

microphone in the classic Neumann tradition: é - 

The M le Tube features 9 polar patterns and a 9-position 
high-pass alter. With a self noise of 11 dB-A, the M 149 

Tube is the-quietest tube microphone in the world_ The tube 

and associated circuitry for the M 149 Tube are mounted on 
modular 'circuit cards.' In the future, a variety of tube 

modules will be offered, allowing you to customize your 
M 149... daerent tubes for different recording situations. 

Neumann has brought more than 50 ‘•ears of design 

expertise to the M 149 Tube, and it shows in every detail of 

this truly outstanding microphone. 

Neumann... the choice of those who can hear the difference. 

The 149 Tube 
--etnafv 

Neumann IUSA 
6 Vista Drive • PO Box 987, old Lyme, CT 06371 • Tel.: 860.434.5220 • FAX: 860.434.3148 
Neumann I USA West Coast • Tel: 818.845.8815 • FAX: 818.945.7140 
In Canada: 221 Labrosse Ave., Pointe-Claire, PQ H9R 1A3 • Tel: 514-426-3013 • FAX: 514-426-.3953 
‘Nbrldl Wide Web: http://www.neumann.com 
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VLZ CIRCUITRY FOR 
ULTRA-LOW NOISE 

AND CROSSTALK. Did we just 
make up a fancy name for 
the same old circuitry? 

Nope. VLZ (Very Low 
Impedance) is a Mackie 

innovation based on 5olíd 
scientific principles. 
Through the careful 

deployment of high 

operating current and low 
resistor values at critical 
pointe in our consoles, 

we're able to dramatically 

reduce thermal noise & 

adjacent-channel 
crosstalk Open up all the 
channels, subs & 

masters on a Mackie 

bobus console and 

compare what you 
hear (or rather 

don't hear) with 
any brand X 
console. because 

Very Low Impedance 
circuitry needs loads of 
high current, we ship a 

human goes, 220-Watt 

Triple-Regulated power 
supply with every bobus 

Mention in thie ad denotes usage 
nly, as reported to Mackie Designs, 
rid Is In no way intended to 
onetkute official endorsement by 
he artiste or groups listed. 

As compiled by a leading 
ndependent Console Mao Factold 
valuation Laboratory. Your count of 
ugerior Mackie 8•Bus console 

une may V11117. 

THIS AD CONTAINS B REA 
Y FREE 1-HR. MACKIE DUR 

IT EXPANDS ALONG WITH YOUR 
NEEDS AND BUDGET. You'd be 

surprised just how many bebus 
console setups like the one below are 
current& in use. Sut you don't have 
to start out this way. Start out 
with a 24•5 or 32.5 and then grow 
your babus console 24 channels at a 
time with our 240E add-on modules. 
1, 2 or even 3 of 'em connect in 
minutes. They come with their own 
220-watt power supply; optional 
meter bridges are available. 

Iti IMPECCABLE MIC PREAMPS. A 
console can have motorized 

dooflammers and an optional MIDI 
espresso attachment, but if the mic 
preamps aren't good, you don't have 
a fully-useful production board. Our 
discrete pre-amps with large-emitter-
geometry transistors have won a 
critical acclaim for their exceptional 
headroom, low noise (-129.5dbm 
E.I.N.)& freedom from coloration. VLZ 
circuitry in the preamp section also 
reduces crosstalk 

Above 244E 24-ch. expander with optional 
M13•E meter bridge and etand. 

e MAC' B WINDOWS' 35-
BASED AUTOMATION THAT'S 

RELIABLE, PROVEN AND AFFORDABLE. 
Along with 

affordable digital 
multitrack recorders, 

the Mackie bobus has 
made it possible to do 

world-class productions 
on a modest budget. Sut until now, 
big Studios have still had one 
remaining and unattainable creative 
"secret weapon"... computerized 
level automation. That's why we 
developed the UltraMiem Universal 
Automation System. It gives you 
fully editable and recallable control 
of input, channel and master levels 
— plue features not found on even 
the most expensive proprietary 
Mega-Console automation 
systems. Equally important, it 
doesn't degrade sound quality, 
introduce zipper noise or cause 

audible 
"stepping." 
UltraMix is 
currently being 
used to mix 
network 
television music themes and 
on several major album 
projects - by seasoned 
engineers who grew up on big 
Automation Systems. Their 
verdict is that UltraMix is a 
serious automation solution - 
stable, reliable and frankly easier to 
use than more expensive systems. 
The basic system controls 34 
channels and can be expanded to as 
many as 125 channels. UltraMix ProTM 
software, for 030/040 & Power PC 
Macintoshes and PCs (Windows 95 
required), includes a wealth of 

THIS CONSOLE JUST PLAIN 
SOUNDS GOOD. Sure, you may 

be able to buy a brand X console for 
less. Sut you end up with a console 
that sounds like...well...a brand X 
console. Granted, we're getting into a 
pretty subjective area here., but we 
have tall mounds of &Ctrs warranty 
carde that rave about our consoles' 
"clarity," "sonic purity," "sweet sound," 
"transparency" "lack of coloration" 
and a lot of other superlatives we 
wish we'd thought of first. 

Master Section 

.G? r, R .11.1 'GC r,, 

, 

rinincianininri 

43e 

UltraMiet Include, the 
Ultra-34 Interface, 
UltraPilot Controller 
and eoftware for $2797 
euggeeted U.S.. retail. 
klacintoeh• or Windows. 
95-compatible PC not 
included. 

features like editable fader curves, 
built-in level display, unlimited 
subgroups, 5MPTE time code 
display, event editor with pop-up 
faders, optional control of outboard 
effects devices and the ability to 
play Standard MIDI flies from within 
the program. 



ON S TO BUY OUR &BUS CONSOLE. 
VIDEO CONTAINS AT LEAST 71.5* MORE. 

aPROFESSIONALS REALLY USE 
THEM. The members of Boyz II 

Men could have afforded any console 
they wanted for their studio's second 
room. They chose an 80-input 808us 
with 102 channels of UltraMix"" 
automation. In the studios of 
artists as diverse as k.d. lang, Yes, 
Queeneryche, Lee Roy Parnell, 
Aerosmith, Bryan Adams, Carlos 
Santana, Whitney Houston, Eric 
Claron& U2, our consoles really are  
used to make great music. 

Above: 24•E 24-ch. expander with optional MES•E 
meter bridge and stand. Above left: 32.8 with 
optional A/B*32 meter bridge and atand. 

tà 
WIDE MID 
RANGE EQ. 
Whether 
you're 
tracking or 
mixing, 
equalization 
is one of your 
most important creative 
tools. We concentrated 
on important things like 
giving yo.1 Classic English 
Console EQ capabilities. 
Sy that, we mean ext-emeiewide-
bandwidth peaking equalization that 
can be used to achieve effects that 
simply aren't possible with narrower 
EQ. Most Brand X midrange EQ5 haie 
a fixed bandwidth of about 2 octaves 
(blue graph above right). You can 
sweep it up & down the frequency 
spectrum, but the "sharpness" of the 
EQ curve is always the same. 

IOU 

IUK 

ICK 

This kind of 
EQ is good 
for some 
purposee...but 
if you're worked 
with it before, 
you know it too 
drastic and 
localized for gentle 
changes in overall 
tonal coloration. 
The 8*E3us' true parametric 
Hi Mid lets you spread the 
bandwidth out to as much 
as 3 octaves (red curves at 

left). That extra octave of "width" 
gives you a whole new creative palette. 

1996 MACKIE DESIGNS INC 
ALL RIGHTS RESERVER 

FREE V1DED! Choosing the right 

5-bus console can be 
pretty confusing these 
days. That's why we've 
whompecl up a free video 
that gives you some solid 
reasons to buy a Mackie 808us. 
This eclectic compilation contains 
excerpts from our epic F3•Bus Video 
Owner's Manual, an introduction to 
UltraMixru Automation System and 
an award-winning short subject, The 
2nd Mackie Home Video. Watch all 
three parts before you part with 
bucks for ary 5-bus console. 

Above: The 5ideCar, 
matching Sktius equipment 
rack. 

LEGENDARY 
RELABILITY. 
This is one 

of those factors you 
probably don't think 
much about - until your 
console goes down at in 
the middle of a critical 
session...at 2AM on a 
holiday weekend. guilt with 
pride in Woodinville, WA, USA, 

.50E3us consoles have an enviable 
3-year track record for enduring 
continuous, round-the-clock 
use and abLee. 

um 6220 Wood-Red Road • Woodinville • WA • 98072 t.800898-3211t..206/487-4337 • e-mail %,9 
Represented in Canada by S.F. Marketing t.8110/363 8855 • Outside the USA t.206/47-433 
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SEE US AT NAMM BOOTH #642 

FREE VIDEO FINE PRINT. Visit 
ice „ your local Authorized 

.40¢,•›,y Mackie Dealer for a 
real live .5•0us 
demo, and then• 
snag your free 
video. This 

handsome offer is 
good while supplies 

Past, or until August 31,, 
1996, whichever occurs 
e.st. So, you snooze, you 
Pooze. Limit: one per 
customer. If you just 
can't seem to make it to 
a dealer, it's available 
firm Mackie by phone sr 
fax request - no reade.-
-esponse cards. Allow 

six weeks for deliverj. 
You will also receive 
our 4.5-page 
.505us and 

UltraMixTu 
Universal 
Automa-
tion 
System 
color 

zabloid. This video offer i 
available to respondents 
m the U.S. only. Canada 
.-eaders, call 5F 
klarketing at the toll-fre 
phone number below. In 
e.;-ther countries, pleas' 
.:-,onsult your local Mac•ki 
designs Authorized 
7.)istributor. 

blegmackie.com 
V 208/485-1152 
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WORLD AUDIO NEWS 

i\DUSTRY NOTES 
Mark IV Audio North America in 
Buchanan, MI, appointed Monte 
Wise to the newly created position 
of national sales manager of pro 
sound fixed installation/cinema... 
Yamaha Corporation of America 
(Buena Park, CA) announced the 
formation of a dedicated commer-
cial audio sales force, headed by na-
tional sales manager Rick Young... 
Audio-Technica in Stow, OH, pro-
moted Philip J. Cajka to president 
and CEO and Kenneth R. Reichel 
to executive vice president and 
COO...Netcast Communications 
Corp. (New York City) formed a 
partnership with AT&T (Greens-
boro, NC) to deliver high-quality 
audio over the Internet.. Jack van 
der Dussen fills the newly created 
position of general manager of 
Quantegy Europa, headquartered in 
Mountain View, CA... Mackie De-
signs (W(xdinville, WA) announced 
the appointment of Greg Silsby as 
"commercial sound guy." In other 
Mackie news, the company was 
ranked in INC magazine's Top 100 
list of fastest growing publicly held 
U.S. companies.. John Lennon joins 
Ferrofluidics (Nashua, NH) as audio 
products specialist.. Grass Valley, 
CA-based Graham Patten Systems 
named Sheila H. Ross as director of 
North American sales...Genelec 
moved to new offices. The address 
is 39 Union Ave., Sudbury, MA 
01776. Phone 508/440-7520; fax 
508/440-7521... Dolby Laboratories 
in San Francisco appointed Strass-
berg Associates (New York City), 
Dale Pro Audio (New York City), 
Audio Intervisual Design (West Hol-
lywood), Cutting Edge Audio (San 
Francisco) and Sonotechnique PJL 
Inc. (Vancouver) as new dealers 
for its pro audio products...Digi-
design relocated its headquarters 

to 3401-A Hillview Avenue, Palo 
Alto, CA 94304. Phone 415/842-
7900...Sennheiser in Old Lyme, CT, 
hired John M. Ruffner as manager 

of finance and administration and 
John Falcone as vice president of 

marketingisales for the U.S... 
Howard Schwartz Recording in 
New York City named Fred Miller 
as audio director/producer and 

Tony Giovanniello as operations 
manager...Irvine, CA-based Pinna-
cle Micro named Lawrence Goel-
man to its board of directors and 
brought in Kenneth Campbell as 
executive vice president, technol-
ogy and general manager... Paul 
Freudenberg was promoted to na-
tional sales manager at BSS Audio 
in Northridge, CA...Sam Ash Pro-
fessional (New York City) named 
David Prentice as director of mar-

keting, Chris Stubbs in parts and 
accessories and Dave Garlock, John 
Convertino, Bill Dexter and Scott 
Godin as new salespeople...Hick-
ory, NC-based CommScope ap-
pointed Gepco International Inc. 
(Chicago) as an exclusive distribu-
tor of its audio and video broadcast 
cable products...Korg U.S.A. moved 
to 316 South Service Road, Mel-
ville, NY 11747-3201. Phone 516/ 
333-9100; fax 51 6/333-9108... 
Joe Territo joined Apogee Sound 
(Petaluma, CA) as marketing com-
munications manager...San Fran-
cisco-based Pacific Bell announced 
the formation of an entertainment 
division devoted to sales and de-
velopment of voice, data and video 
services for the entertainment in-
dustry in California...Richard D. 

Erwin was named vice president of 
Audio Analysts U.S.A. Inc. in Colo-
rado Springs, CO...Symetrix in 
Lynwood. WA, named On The 
Road Marketing as its sales rep of 
the year John Oram Professional 
Audio (Kent, UK) acquired the ser-
vices of 2001 Music (Surrey, UK) to 
handle its marketing and public re-
lations...Mix's own Marketplace/ 
Classified advertising manager. 
Robin Boyce, and former sound re-

inforcement editor David (Rudy) 
Trubitt will be married this fall. The 
couple met sharing an AES cab ride 
in New York .a few years ago. Fate 
or destiny? You decide... 

—FROM PAGE 12. CURRENT 

mark, appointed IC Electronic as its 
North American distributor. Effective 
June 3, all distribution, warehousing 
and services for Tube Tech moved to 
TC Electronics U.S. office in Westlake 
Villa . Calif. For more information, call 
soç -;_ 18?8. 

NEW WEB SITES 

CAR r 1.:11)(nalurk•s has a new home 
page that features product informa-
tion. safety data sheets and frequently 
asked questions and answers from its 
customer service department. Visit 
http: www.caig.com. 

Digidesign has a new Web site that 
offers 24-hour customer support. system 

compatibility charts and Techllix: 
downloadable QuickTime movies de-
signed to help with system configura-
tion and troubleshooting at http://www. 
digidesign.com. 

Klay Anderson Audio Inc. opened a 
new site. Located at http:/ www.klay. 
corn, the site features Netscape en-

hanced graphics and RealAudio online. 
Visitors can browse product lines, 
rentals and new audio developments. 

Qtiound opened a new home page 
at www.qsound.ca. 

To see product specifications and 
applications and to take a virtual com-
pany tour, visit Quantegy's new Web 
site at http://www.quantegy.com. 

Speck Electronics has a new Web site 
at Imp: www.speck.com/speck. The 
page features company and product in-
f()rmaticet, and an Audio Trivia page. 

EVENT UPDATE 
The 6th Australian Regional Audio En-
gineering Society convention will take 

place at the World Congress Centre in 
Melbourne, from September 10-12. 
More than 50 manufacturers will exhib-
it. and Ray Dolby is the keynote speak-
er. In addition, 17 workshop topics 

have been announced. Call ( 61) 3 9682 
02-14 for details. 

MEET., the NIusical Entrepreneurs 
Expo and Training, is a three-day con-
ference geared toward teaching musi-
cians how to break into the jingle/ 
voice-over video production and mar-
keting areas of the entertainment indus-
try. The seminar, sponsored by RZM 
I 1'01 , will be held September 15-18 in 
Las Vegas. For more information, call 
-02 898-7070. 

CORRECTION 

The .1/iv .1/aster Diœckny lists an incor-
rect fax number for Auratone Corp. The 
correct number is 619 296-8734. • 
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Sound de- gm, Leslie narrim Iv apess.unera barrage 

• 24 bit digital audio architecture 

• 96 KHz sampling capable 

• High-density CD/DVD support 

• 96 I/O channel maximum 

• Sub-nanosecond jitter 

•Real-time digital media networ'sing 

since 

tarn]] 
edit, 

srdv 
all but 

forgotten. 

11 roducers, studios and artists are getting more attention than ever 
these days. Just « isten to the soundtracks of Oscar nominees Apollo 13 

and Dead Man Walking and you'll hear incredible muaitrack edit-

ing and mixing made possible only by Sonic. 

Tune in to this year's Grammy'-winning recordings to hear the 

superb sound quality delivered by Sonic Studio, the DAW that gives 

you the power to do your most exciting and creative work. 

Sonic Studio delivers the performance and the quality 

you've been waiting for. Background loading, multitasking 

and high-speed networking turn your Sonic systems into 

a seamless media workgroup. Spend yiur time creating - 

not waiting. 

Get your hands on the industry's favorite digital 

workhorse. And while you may not have to worry 

too much about groupies, you can expect to get 

chased around. By new business. 

lin SONIC SOLUTIONS 

101 Rowland Way. NoYato CA 94945 
Sonic StAclit, and the Sonic Solutions I isio are I, marks of Sonic Solutions. Other trademark cad registered trademarks are the properties ot their respect,» owners l`grri Sonic Solutions 

n',"io , gtod “Lk'd I.‘*ing" Sorud mdWo,dor Dog Mmk, W'll,og `o,od oigod dt lImIng. Soon,' 

Call 1 800 225 1656 today. 
And visit us at w ww.sonic.com. 

ivf imADER SERVICE CARO FOR ,SIORE INFO 
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THE FAST LANE 

.seàfit 

THE GOOD, THE BAD AM) THE UGLY 
A PLEA FOR ELEGANCE AND SPEED 

THE GOOD 
Okay, people. Gas prices are 
way up, and memory prices 

are way down; so walk to your 
nearest memory dealer and buy all 
those SIMMs or DIMMs that you 
have wanted for years. APS is ad-
vertising 1-gig drives for S239 and 
2-gigs for $479, so you might want 

to pick up the phone and buy a 
couple o' spinners, too. Oh, yes, 
the JAZ is just starting to trickle out 
so you will need one of those... 
Then you will have storage and 
memory—you will be halfway 
there. 

Computers are faster and cheap-

er, as promised by every predic-
tion, including St.Croix's Second 
Law of Technology: "Whatever you 
have is half as fitst and costs twice 
as much as whatever you are look-
ing at in this month's magazines." 
And, for those who care, the First 
Law states: "Always specify FeclEx 

overnight shipment so your gear 
won't be obsolete when it gets 
there.- Okay, okay. As long as we 
are doing the Laws. I will give you 
one more, the Third. This one is 
long, so it is often forgotten or con-
fused: "Always sell all of your gear 
at the end of every work day and 
buy new gear every morning." 
Only by doing this can you avoid 
the embarrassment of obsolescence 
and the financial drain of Explosive 
Value Decompression. Or you 
could stick your head in the sand 
like the government and pretend 
that computers have a five-year 
functional life—have you seen 
those depreciation curves? 

So buy a new computer, a nice, 
fast, cheap thing to put all your 
nice new memory and drives into. 
Then go out and buy a new digital 
audio workstation, something pow-

BY STEPHEN ST.CROIX 

editl that actually uses sonie mod-
ern DSP hardware in a rational 
way. Stick that in our computer. 
Track some tunes. Edit some 
tracks. Stretch, bend, fit. compress. 
morph and twist a little audio. Go 
back and replace the tracks vou 
messed up when you stretched. 
bent, compressed, morphed and 
twisted them. Punch, loop, insert. 
Use it for a while. 
Now stop lake a clay and com-

pare life with a DAW to life with-
out one—the old life, life with a 
multitrack recorder, a conventional 

analog recording desk, and a rack 
full of audio twisters. What got bet-
ter'? What got worse'? 

Well. its pretty obvious what 
gets better when you have a good 
DAW. A good system is so fast and 

powerful that it takes you past its 
learning cycle. past the reasons you 
bought it ( increased productivity 
and versatility), all the way to a 
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INTRODUCING THE LIBRA MUSIC CONSOLE 

A NATURAL 

The seventh sound wave has 

arrived. Libra is the new digital 

console from AMS Neve, with a 

straight ahead musical bias. 

Fully automated and entirely 

digital, Libra takes the maestro 

features of its six predecessors and 

adds phenomenal musical ability, 

at a midrange price. 

Worldclass technology designed 

and configured by those who write 

the digital score. 

Sounds like you've got to have 

a demo. 

ANS NEVE plc • UK HEAD OFFICE TEL: 44 (0) 1282 457011 FAX: 44 (0) 1282 417282 • GERMANY TEL: 49 (0) 6131 46282 FAX: 49 (0) 6131 42702 

USA HOLLYWOOD, CA. TEL: (213) 461 6383 FAX: (213) 461 1620 • NEW YORK, NY TEL: (212) 949 2324 FAX: (212) 450 7339 

CANADA RUPERT NEVE INC., TORONTO TEL: (416) 365 3363 FAX: (416) 365 1044 • e-ma0: enquiry@ams-neve.com http:liwww.ams-neve.com 
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IN THE TIME IT TOOK TO 
WATCH THIS FRAME, CEDAR 
RESTORED THE AUDIO. 

CEDAR 20 PC- based system 

Slower solutions are never as good. 
While the competition is still loading the hard disk, you can be 

on to your next job with CEDAR, the first — and still the only — 

audio restoration processors to offer mastering quality real-

time scratch, click, crackle and buzz removal. CEDAR was 

also the first to combine unparalleled noise reduction with 

remarkable dynamics processing and both IIR and FIR 

equalisation. And then there's CEDAR's unique ' Noise Free 

Equalisation' which boosts the signal without re- introducing any hiss. 

Not only do all CEDAR's products work in real-time, they can also be cascaded to 

perform all your audio restoration requirements in a single real-time pass. 

So whether you prefer a computer- based system 

or our rackmount modules, one thing is for sure. 

With CEDAR, by the time you've played the tape or 

watched the movie, you've also restored the audio. 

CEDAR 

Leading The World In Real Time Audio Restoration 

DH-1 De-Hisser 

DC-1 De-Clicker 

CR-1 De-Crackler 

AZ-1 Azimuth Corrector 

HHB Communications Inc • 43 Deerfield Road, Portland, Maine 04101 1805, USA 
Tel: 207 773 2424 Fax: 207 773 2422 • E- Mail: 75671.3316@compuserve.com 

HHB Communications Ltd • 73-75 Scrubs Lane, London NW10 60U, UK 
Tel: 0181 962 5000 • Fax 0181 962 5050 E- Mail: sales@hhb.co.uk 

Studer Canada Ltd • 1947 Leslie Street, Toronto, Ontario M3B 2M3, Canada • Tel: 416 510 137 • Fax: 416 510 1294 
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4111 THE FAST LAIL. 

new plane: creativity. When a system is 
so fast that you can afford the time to 
simply try out an alternate idea that is in 
the back of your head, and that same 
system is structured so that there is no 

so you will end up with lots of extra 
bucks to buy those acoustic treatments, 
ancillary gear and creature comforts. 
I will spare you the endless list of 

DAW advantages when it comes to 
editing, punching, locking, conforming, 
yada yada. I'll make it simple; DAWs 

St.Croix's First Law of Technology states: 

"Always specify FedEx overnight shipment 

so your gear won't be obsolete when it gets there." 

penalty or danger in doing so (the orig-
inal ideas are not erased or destructively 
modified), you just might try it, and 
maybe even several versions of it. It has 
been my belief for some time that 
DAWs will produce their own creative 
surge, as did Les Paul's bizarre multi-
track recorder. 

So more on what gets better. The 
DAW is quite small compared to the 
Old Way, so you will find yourself with 
lots of extra room for acoustic treat-
ment, ancillary gear or creature com-
forts. And DAWs are becoming quite 
inexpensive compared to the Old Way, 

are starting to work now. They do all 
this stuff much better than the Old Way 
ever could. 

So, what's the problem? Why aren't 
these things the absolute, indisputable, 
ultimate answer? 

THE BAD 
There are two main real had things 
about these systems. Undeniably, the 
first is the control surface (or lack of it)! 
Let's face it; mice and track balls were 
designed for word processing and 
pointing to icons or text, and graphic 
tablets for painting. Knobs, faders, but-

tons and big, heavy shuttle wheels are 
what we need for audio. So let's get 
them! Let's demand real DAW control 
surfaces, rationally designed to make 
DAWs at least as comfortable and effi-
cient a work environment as the Old 
Way. 

Next is what they sound like. This 
would not normally be a problem, ex-
cept for the fact that the reason all of us 
are working today is because of what 
our stuff sounds like. We are all audio 
mixers and engineers, so I guess that lit-
tle detail matters after all. 

There are actually two problems 
here. First, the A/D and DIA conver-
sion. Because these converters are the 
doorway into and back out of our won-
derful new digital universe, they had 
better have good doors. Your choices 
are: 1) Find a DAW with really good 
converters. Oh. Well, maybe we had 
better go on to number 2) Get a DAW 
that offers various outboard converters 
so you may pick the one best-suited for 
your needs. This should happen more 
and more now, as DAWs grow up. Or 
there is always choice 3) Blow it all off 
and go in and out digitally. The good 
side here is that you have total control 

—CONTINUED ON PAGE 221 

Dolby Fax is the worldwide standard for connecting to film, record labels, music and post production studios. 
The Dolby Fax system uses economical ISDN lines and Dolby digital coding for the highest audio quality. Other 
features include remote machine control with time code capabilities and a Windows' based user interface for 
automatic call setup. For more information and an interactive brochure call 1-800-365-2973 or visit the Dolby 
Web Page at http://www.dolby.com. 
Dolby Laboratories Inc. 100 Potrero Avenue, San Francisco, CA 94103-4813 Telephone 415-558-0200 Facsimile 415-8634373 

Wootton Bassett Wiltshire SN4 8QJ England Telephone 01793-842100 Fax 01793-842101 
Dolby and the double-D symbol are trademarks of Dolby Laboratories Licensing Corporation 01996 Dolby Laboratories Inc. S96/11016 DIGITAL AUDIO TELECOMIVILIAIIC.4TIOAIS 
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INSIDER AUDIO 

THE NEW ALCHEMISTS 
SPINNING SOUND INTO MIDI AND BACK AGAIN 

he hottest items at music and 
audio trade shows these clays 
(besides those 48-channel 

automated mixers that fit in your 
shirt pocket) are the dog-and-pony 
shows in which audio recordings 
are amazingly turned into MIDI 
data and back again. A high-jump-
ing flute passage collies out of a 
cello, and medieval choirs sing in 
be-bop harmonies. A symphony 
orchestra is conducted by drawing 
accelerandos on a screen, and The 
Beatles are forced into a 1101ipm 
techno beat. 

These tools are cool. You can 
do a lot of things with them that 
would have been difficult, if not 
impossible, before they came 
along. For the right people. in the 

right situations, they can lie a real 
spur to creativity. So naturally, tons 
of manufacturers are jumping on 

the bandwagon. proclaiming that 
their conversion algorithms and 
DSP are faster/cleaner/better-
sounding than the others. But 
snazzy technologies have a way of 

taking over people's imaginations 
in excess of their real worth, which 

makes it wise—before anyone de-
cides to scream "Whoopee!" and 
base a S50-million 11'0 on it—to 
take a fairly sober look at what this 
stuff is for, and what it isn't. 

The promise of audio-to-MIDI-
to-audio conversion ( lu )\v about 
we call it AMAC for convenience?) 
is that we can now dissect a re-
corded musical performance and 
isolate individual nuances, tweak 
them just as if they were MIDI 
notes and controllers, and re-apply 
them to the original: thus, we can 

BY PAUL D. LEHRMAN 

create performances with the sonic 
quality of digital recordings but 
with a whole new level of expres-
sive contr(il. Computer-based ctim-
position can be liberated from the 
strictures of discrete synthesis and 
one-shot sampling, and the manip-
ulative techniques MIDI comp(isers 
know and love can be applied to 
any sound at all. 

Flow true is this? Well, let's look 

at the process one step at a time. 
The first part of AMAC involves ex-
tracting perf)miance data from an 
audio signal on disk. Using FFTs, 
spectrum analysis, weighting and 
other tools, the process derives ini-
tial pitch. pitch change, initial level, 
level change. high-frequency con-
tent and duration from the signal, 
translating them into, respectively, 
note-on, pitch-bend, velocity, vol-

ume. -brightness" and note-off 
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FEATURES: 

8 tit simultaneous disk recording 

Non-destructive editing 

Multiple TAKE function 

Expand to 128 tracks 

Link op to 8 machines 

You Could Always Hear What 
AKAI Did For Your Music 

On 1992 we introduced low cost disk recording with our 4-
track DR4d. Thousands of OR4d's have found their way into 
broadcast facilities, recording studios, post production houses, 
and project studios. Combining our experience with input from 
thousands of end users, we created the DR8 and DRIB. 
Whether you're just starting out with your first 8-track, upgrad-
ing your current tape-based MOM, or even if you're planning on 
a double-whammy, 128-track, multi-interfaced, graphically-based, 
post production facility, the new DR Series from Akai will serve 
your needs and grow with you in the future. It's an important fact 
to consider when someone tries to sell you a "budget" digital 
recorder that never really meets your needs. Check out these 
features and you'll "see" what we're talking about. 

MORE FEATURES: 

18 bit AK• 64K oversampling 

20 bit DAC • 8M oversampling 

24 bit internal processing 

16 channel digital mixer 

Dynamic MIDI mix automation 

Built-in mic preamps 

2AUM sends 

109 point autolocator 

RES/BU and WRIT digital 1/11 

50 pin SCSI port 

• •. 

EVEN MORE FEATURES: 

Balanced 1/4" IRS in/out 

Stuitchable + 4/-10dB hoe levels 

81118 eut + stereo master 101181 

I8 m 16 out + stereo master 1111161  

Media 

AKAI ‘. 

o 

AKAI 

xut 

Record/Edit The new DR Series utilize our latest 24-bit internal 
processing technology enabling simultaneous 8-track recording with the 
transparent digital audio quality that has become an Akai trademark 

Three dedicated LSI's (Large Scale Integrated circuit) for recording, 
mixing, and optional EQ provide real-time performance and stability of 
operation that computer based units simply cannot provide. 

Real-time random-access editing features like copy, insert,copy + 
insert, move, move + insert, erase, delete, slip, and sliptrack inspire creative 
efforts that are simply unthinkable with tape based recorders. The TAKE 
function allows you to record up to five separate takes of a critical solo, or 
enables you to compare separate effects treatments of a singular passage. 
The jog and shuttle wheels make finding precise edit points a breeze, while 
the familiar tape-machine style transport controls and autolocator make 
operating the DR Series recorders like working with an old friend. 

ORB - $349m 00 
Suqg. Retail Price 

El Track Disk Recorder 
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DR 16 - $4995 • Sugy PrIce 

16 Track Disk Recorder 

The ORB can be equipped with an optional internal 1 GB SCSI drive, while the DR1 6 is 
available with an optional 2 GB internal SCSI drive. The DR Series recorders are both equipped with a 
standard 50 pin SCSI port alowing a combination of up to seven SCSI drives with disk overflow recording 
capability. Lists of compatible drives are available from Akai product information. 

Data backup is achieved through standard audio OAT or Exabyte. 
At the time of this writing, the lomega Company is preparing to go into production with their new 1 GB 

"JAZ" drive, a removable media SCSI drive which will greatly enhance the capabilities of our new DR Series 
recorders. Stay tuned for more info in our upcoming ads. Better yet, test drive a new DR Series recorder 
today at your local Akai dealer. 



N ow You Can See It. 
Mixing Some of our competitors' disk recorders use a portion of their recording LSI to 

provide mix capability. While this saves money, it can also produce audio artifacts like "zipper" noise 
when adjusting such critical functions like EC& pan, and fader level. On top of that, many disk recorders 
won't even let you make real-time adjustments during mix down, eliminating a critical part of the creative 
recording process. The heart of the DR mixer is a 16-channel, 24 bit custom LSI designed to provide 
real-time dynamic digital mix capability. Built-in 99 scene snap-shot automation for all functions and 
dynamic automation via external MIDI sequencers, combined with 8 or 16 channel 3-band parametric 
BO option, ensures that the only limit in the DR Series mixer is your imagination. With its built-in 16 
channel mixer, the ORB becomes the perfect compliment to any 8-track recorder you might currently 
own. It can mix down its 8 tracks of internal digital audio with an additional 8 inputs from a sampler, 
tape machine, or a live performance, all in the digital domain. The MT8 mix controller provides a 16 
track console format for dynamic remote control of all mix and EC1 parameters. 
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Keyboard Interface 

OPTIONS: 

Superlhew' " SODA card - $699 

ADAT interface - $299 

MIDI interface - $299 

S.M.P.T.E. read/gen - $379 

RS422 video sync - $299 

BIPhase film sync - $299 

2nd SCSI port - $299 

MT8 MIX controller - $799 

8 channel 3 band parametric ED - $550 

16 channel 3 band parametric TO - $699 

Super View We sort of went into 
a frenzy packing new features into our ORB and 
DR16. When we stepped back to take a look at 
what we'd done, we realized we crammed a 
whole roomful of equipment into a single 5U 
box. In order to help keep track of everything 
that's going on inside our "studio in a box", we 
developed the SuperViewTM SVGA monitor 
board. SuperViewTM mounts internally in the 
ORB or DR1 6 and provides envelope and track 
information for up to 16 tracks of audio, as well 
as region highlighting for record, playback, and 
edit. SuperViewTM is further enhanced by 16 
track level meters with indicators for left/right 
master out and aux 1/2 out. The time indicator 
will read in the same format as the OR front 
panel. SuperViewTM requires no external com-
puter, simply plug your SVGA compatible moni-
tor into a SuperViewTM equipped DR Series 
recorder and you're ready to go. SuperVïewTM 
enables real-time video representation of audio 
status; no waiting for screen re-draws. What 
you hear is what you see. 

ELECTRONIC 
MUSICIAN 

1990 

CHG.'E 

To increase the power of SuperViewTM even further, we added 
an ASCII keyboard input to the SuperViewTM card, allowing a standard ASCII keyboard to operate as 
a control interface for SuperViewTM equipped DR Series recorders. Function keys will provide the ability 
to zoom in on a single track, as well as zoom in/out timewise for precise edit capab lity. All tracks and 
locate points can be named, allowing you to manipulate and track large amounts of data in a very simple 
manner. A unique interface has been developed to allow track arming, transport control, and edit 
functions directly from the keyboard, providing enhanced productivity through an intuitive human 
interface design. 

AKAI 
DIGITAL 

Akai Digital 
1316 E. Lancaster Ave. 

Fort Worth, TX 76102, U.S.A. 
Ph. 817-336-5114 
Fax B17-870-1271 
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INSIDER AUDIO 

MIDI data. Brightness is not strictly de-
fined in the MIDI spec, and there is lit-
tle commonality among synthesizers as 
to how to interpret it, so at least for 
now, brightness data from this process 
is not all that useful. The derived MIDI 
data can be used to play a MIDI syn-
thesizer in close step with the original 
audio, or used as a timing reference to 
trigger other MIDI tracks. This in itself, 
if done well, is worthwhile. 

Turning an audio signal into MIDI 
data is nothing new—companies like 
Fairlight. IVL Technologies, DigiTech 
and Roland have been doing it for 

many years, not to mention all the hap-
less MIDI guitar makers who continue 
to bang their heads against the wall of 
pitch-to-MIDI conversion. This hard-
ware's task has been to do the process 
in real time—that is, to extract a MIDI 
line from a voice or a trumpet while it's 
playing. The new software systems, 
however, do it offline, which gives them 
plenty of time to sift, analyze. transform 
and compare, so theoretically their per-
formance should be much better. But 
many old problems remain: Where do 
you draw- the line between pitch-bend 
and a new pitch: between a fundamen-
tal and a harmonic; between the noise 
at the beginning of a note and the note 

If you think professional 
automation is too 
expensive............ 
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Think again! Optifile DRAX 
for 8-bus has arrived 

#z% 800-350-4626 sAscom 
I./ Fax 905-469-1129 MKETING 

Web www.sasconcom UROUP SYSTEMS 

Optifile Drax prices start as low as $2,995 for 32 channel system. Installed inside your console. 
Uses existing faders and mutes. No external fader pack required. TimeCode based. 

itself: or between voices in a chord? 
Just as a hardware converter must be 

programmed with gate times, attack 
times, volume and pitch-change thresh-

olds, etc., so that it knows what kinds 
of limits to set on its processing, a soft-
ware converter has to be told what to 
do when it's confronted with ambigu-
ous data, which, unless its analyzing a 
diatonic Theremin, is just about all of 
the time. If the parameters are not set 

correctly (and sometimes even if they 
are), the result is a jumble of micro-
notes, appogiaturas, flying pitch-bends 
and wrong octaves. In some ways, the 
software converter's job is more diffi-

Sharping a singer 

who sings a couple 

of flat notes is easy, 

but turning a symphony 

orchestra playing 

Also Sprach Zarathustra 

into "Mary Had a 

Little Lamb" is dicey. 

cult. In a hardware converter designed 
for live performance, these minor errors 
fly by in an instant and are forgotten, 
but once they are part of a recording or 
a sequence, they must all be dealt with. 

Of course, unless the audio is truly 
homophonic ( that is. one instrument 
playing one note at a time), the output 
will be essentially worthless. The days 
when an accurate analysis of polyphon-
ic music or chords can be made by a 
machine are still very far in the future. 
Even in the best of cases, for the resul-
tant data to be of much use it has to be 
massaged carefully. with an eye toward 
how it's going to be used. Many of 
these programs include sets of algo-

rithms optimized for different instru-
ments and vocal ranges, but the 
parameters involved in setting up these 
algorithms are fiendishly difficult and 
rarely under user control. So if the ma-
terial you're working with doesn't fit 
any of the presets, there's little you can 
do. And even if the "right" algorithm is 
there, it might not work consistently in 
all cases: Try a few different recordings 
of the Bach Cello Suites, or of Debussy's 
Syrinx for flute solo, or any a cappella 
blues or ethnic singer, and see how var-
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BUILT LIKE 
A BATTLESHIP. 

WITH A SOUND  
THAT WILL  BLOW 

YOU AWAY 
The Sony PCM-2600 and PCM-2800 DAT recorders 

are durable enough for the daily battles of the audio 

professional, sophisticated enough to provide day in 

and day out great sound. 

Four direct-drive motors ( on the head drum, 

capstan, supply 

and take up 

reels) IQUANTIZATION 
NOISE LEVEL Id131 

and our servo-

controlled 

mechanism mean 

better tracking, 

lower error rate, 

longer motor and tape life, and faster, s-ncother 

h gh speed cueing and shuttling. 

And only Sony offers Super Bit Mapping (SBM), 

a patented technology used in major mastering facil-

ities and now available on our pro DAT recorders for 

improved sonic performance. 

SBM mailtains much of the sonic quality of 

:he 20 bit signal created in the recorder's advanced 

A/D converter and stores the cata in the 16-bit 

DAT format. The result is superior sound resolution 

with added clarity and greater imaging. 

Awl the PCM-2800 adds Read-After-Write 

(RAW) conf dence monitoring for those critical 

reccrding situations. 

But dor't just take our word for it all. Call 

1-800-635-SONY, ext.SBM for more information. And 

prepare to be blown away. SON Y  

il 
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SEE US AT NAMM BOOTH #2015 
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INSIDER AUDIO 

ied the MIDI tracks will he from each 
other, and from the record. 
Now let's talk about the other end. 

This is where the jaws drop at the trade 
shows—when the derived data is modi-
fied in ways that only MIDI data can be, 
and then reapplied to the original audio 
track. Thus, instruments can be made to 
harmonize with themselves, flat or sharp 
notes can be corrected, and tracks can 
have their tempos changed—not just 
statically, but over time—or be rhythmi-
cally quantized to fit with other tracks. 

The chief advantage here is not that 
we are now able to do time-based audio 

processing, which is also old hat, hut 
that we now have a dynamic front end 
to do it with, one that can be manipu-
lated in musical ways. So, to choose a 
simple example, instead of merely 
telling a horn note that we want it a 
minor third down, we can now tell it we 
want it to start a minor third down and 
drop another half-step over its duration. 
If we want to create a whole new musi-
cal phrase out of a recording, we don't 
have to do it in a sample editor note by 
note and then assemble the pieces. It 
can all happen in one operation. 

Whether this is successful is largely 
dependent on the quality of the pitch-
or tempo-shifting process (they are es-

media have created the need for new forms 

of dynamic control with lower noise, 

greater transparency and absolute control 

Red 3 from Focusrite meets all 

these needs and more, with a 

uniquely intelligent approach 

to the design which minimises 

undesirable artifacts whilst 

providing compression and 

limiting in two channels, which 

may be linked for true stereo 

operation. 

The design is based around the 

propriety Focusrite VGA which is 

controlled by two other VCA's in 

a side chain, the first for 

compression, the second for 

of signal level. 

limiting. The audio path sees 

only the one, high performance 

Focusrite VGA. The limiter is only 

in effect after compression, 

which can be easily set up for 

optimum results. 

As with all Focusrite products, 

you can only appreciate the true 

benefits of RED 3 by putting it 

to work. Please ask your autho-

rised Focusrite Dealer for an 

on-site demonstration. 

sentially the same thing, just turned up-
side down). Pitch-shifting an audio file 
isn't rocket science; actually, it's a lot 
harder, although mistakes aren't quite as 
expensive. Though great progress has 
been made since the first chipmunking 
algorithms appeared in samplers and 
sample-editing software, there's still a lot 
that can't be done. Sharping a singer 
who sings a couple of flat notes is easy, 
but turning a symphony orchestra play-
ing Also Sprach Zarathustra into "Mary 

Do too much to the 

parameters, and they will 

sever any relationship 

to the original track. 

Reapply them to the 

original, and they 

will be irrelevant. 

You'll end up with 

a stilted track. 

Had a Little Lamb" is dicey. Any changes 
of more than about 7% or 8% are pretty 
much out of the question, and for many 
recordings, especially when stereo 
image stability or room ambience is an 
issue, the restrictions are much tighter. 
(I got an excited call not long ago from 
a Very Famous Conductor who had 
read an article of mine describing pitch 
and tempo shifting, and she was crest-
fallen to hear that she might not be able 
to change an adagio recording she had 
made into an allegro. She was even 
more disappointed when I told her this 
wasn't something she could learn to do 
by herself in a couple of days!) 

The fact that there are dozens of 
pitch-shifting algorithms out there shows 

that engineers are still searching for this 
particular Holy Grail. Some of the algo-
rithms are optimized for certain types of 
music, but none will do right by every-
thing. Many of the programs let you de-
cide what factors—pitch, timbral quality 
or rhythmic accuracy—the processing 
should favor. I've never seen any worth-
while documentation on these settings. 
and I don't know if that's because the 
manufacturers are lazy or that they fig-
ure it would be meaningless. Trial and 
error, for just about every type of audio 

—CONTINUED ON PAGE 217 
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Think about it. You spend hours tracking, editing, 
and mixing your projects. And, you've spent a small 
fortune on your mixing console, mikes, tape recorders, 
and all that outboard gear. So why settle for just any 
CD recorder when you can get the best—the new, 
very affordable Ricoh RS- 1420C? 

A third generation CD-R recorder and player, 
the Ricoh RS- 1420C is the true choice for music pro-
fessionals. The RS- 1420C can write a CD at double 
speed (2X) or single speed ( IX). It sports a generous 
2Mb buffer to ensure reliable recording across a wide 
range of systems. 

Making a one-off Compact Disc is easy when 
the RS-1420C is mated with Digidesign Inc. hardware/ 
software systems such as 
Pro Tools', Sound Tools', 
Audiomedia II along with 
Digidesign's MasterList CD' 
software. Whether your 
application is creating a master 

for replication, or just burning a few demo discs to 
pass around, the Ricoh RS-1420C is an ideal addition 
to your studio. 

The RS- 1420C can also do double duty as a 
CD-ROM recorder/reader. It can read CD-ROMs at 
quad speed (4X) and record them at 2X/1X. Ideal for 
backing up sound files when a project is done, the 
RS- 1420C frees up your hard disk for the next job. 
What's more, the RS- 1420C can be used to digitally 
bounce tracks from a music CD to your hard disc in 
several different file formats. 

The RS- 1420C is compatible with both PC and 
Macintosh based systems. It is very easy to use. And, 
at an attractive $ 1095 list price, you can afford to 

have the best! 

Photo shows the internal version. the RO-1420C. 

_IL 

Pro fool, tools, Audiimn,ina II md lit-ici list Cl) 
arc rein,icredgradernarks Cigidesigni Inc DignIcsign is an AMR company 

UM READER SERVICE CARD FOR MORE INFO 

Want to know more? 
Give us a call at 1-800-955-
3453, or contact our master 
distributor Consan at 
1-800-229-DISK. 



Tips 
and 

Techniques 
From 

Four 
Hot 

Engineers 

BY MAURRINI DRONEY 

MASTERS 
When Mix's editors first decided to cover mixing applica-
tions this month, they suggested discussing with engineers 
how they mix differently for different genres of music. But 
it came as no surprise that when approached with this 
idea, the four mixers interviewed here were a bit bemused 

by the concept. You see, even though they work on very 
different kinds of projects, the idea of mixing music gener-
ically is a foreign concept to all of them. The way they look 
at it, they're just mixing music—whether the song is bound 
for the contemporary jazz market, rock radio stations, Bill-
board's Hot 100, or the top of the R&B charts. To these 
engineers (who are, by the way, all musicians in their own 
right) each piece of music takes its own direction, and, as 
they travel clown that path, they use their skills to bring out 

the essence of a particular song, whatever that may be. 
That's probably 

David Kahne, producer/engineer 

one of the main reasons they are so successful ( all of them 
work just about nonstop, and have done so for years). 
Good sports all, though, they gamely agreed to answer 
questions about how they use their talents to create hit 
mixes for various styles of music. 

David Kahne is a producer/engineer who has also 
done time as senior VP of A&R for Columbia Records. His 
work in the early era of alt rock with artists like Romeo 
Void, Translator and Fishbone established him as a unique 
force in the business; he has both the rare ability to recog-
nize talent at an early stage, and the skills to help develop 
that talent. Kahne's musical interests are wide-ranging—in 
his spare time he composes orchestral music, and he won 
an Album of the Year Grammy Award for producing Tony 
Bennett's MTV Unphmed in 1994. He may be best known, 

however, for his production work with The Bangles, in-
cluding the single "Walk Like an Egyptian," and most re-
cently, for mixing the Top Five debut release by the 
Presidents of the United States of America. Kahne lives and 
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works mainly in New York. 
Don Murray has racked up 

ten Grammy nominations in the 
category Best Engineered 
Album, and took home a Gram-
my for his production of GRP 
Records' GRP Supedive record-
ed in Japan. He specializes in 
an eclectic kind of jazz that 
often combines master musi-
cianship with a pop sensibility, 
and this work has earned him 
Gold records for the radio-
friendly Fourplay albums, and 
Barry Nlanilow's Siren' With the 
Big Minds. Murray, himself a keyboard man, has also 
recorded and mixed six albums with pianist Dave 
Grusin, including The Gershwin Collections, 16 albums 
with guitarist Lee Ritenour, and records with Patti 
Austin, Dianne Shuur and many others. He has also 
worked on various film scores, including two that gar-
nered Academy Award nominations for Best Score. Al-
though he often travels for his projects, he does most 
of his work in Los Angeles, where, at the time we 
spoke, he was working at Sunset Sound on ( simulta-
neously!) projects for Earth Wind 8; Fire and guitarist 
Earl Klugh. 

You can usually find Eric Schilling ensconced in 
Studio A at Crescent Moon Studios in Miami, where, 
besides working (often via EDNet) on both the Phil Ra-
mone-produced Duets and Duets II for Frank Sinatra, 
he regularly turns out Platinum mixes for, among oth-
ers, Gloria Estefan and Jon Secada. Originally a West 
Coast engineer, Schilling moved to Florida in the late 
1970s and worked mainly with rock it' roll bands such 
as The Outlaws and Pat Travers. When Latin and dance 

music began to 
heat up the Miami 
scene, he found 
himself in the 
thick of it. He 
joined forces with 
Gloria and Emilio 
Estefan and the 
Miami Sound 
Machine in 1982 
and has been 
lead mixer for 
them ever since. 
In between 
those albums 
he stays busy 
mixing live 
music for tele-
vision, and en-

Don Murray (foreground) and Earl Klugh 

in Studio Two at the Neve 8088 console 

of Sunset Sound in Hollywood 

Dave Way at 

:_arrabee Studios 

in Los Angeles 

gineering for artists including 
trumpeter Arturo Sandoval and 
Grammy-winner Cachao. 

Dave Way, based now in 
Los Angeles, attended Berklee 

School of Music to study bass 
guitar. He began his engineer-
ing career in New York City, 
where he worked with the in-
fluential producer Teddy Riley 
on hits like High Five's Number 
One "I Like the Way (The Kiss-

ing Game)," which Way also co-
wrote. Lately you've heard his 
mixes on records by artists such 

as I3abyface, Michael Jackson, Boyz II Men and 
Brandy, ‘,11 Toni 13raxton's smash hit "Breathe Again," 
and TLC's "Crazy. Sexy Cool." Besides spending all 

those late nights mixing, Way some-
h o w 

Eric SchillinG of 

Crescent M.,on Studios in Miami 

finds the time to play his drums every day. " It's the hest 
thing in the world," he says, "My favorite form of exer-
cise and tension relief—it's the first thing I do every 

morning when I wake up. I have them set up in my 
living room with a couple of microphones on them so 
I can record it whenever I want!" 

BASS 
Is it the most important instrument in R&B? Not as im-
portant in alternative rock? What do you do to make it 
work the way joli want to within the song? 
Way: Make room for it is the main thing! You don't 
want to have a lot of things competing for that space. 
But lately, R&B arrangements have been a lot sparser, 
so you don't have to clear out as much, and it's more 

just keeping it at a good balance, rather than having to 
spread it and make it feel huge. A good compressor on 
the bass is probably 80 percent of it. I use an 1176 a lot 
on bass, or maybe a Tube-Tech—something where 
you can really adjust tile attack and get it to pop out. It 
used to be. y five years ago when the production 
style was a ! jute more kitchen sink-oriented, that in 
order to heb put some emphasis on bass in a busy 
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track, you'd have to stereo-ize it and re-
ally compress it to make it compete. 
Now that things have trimmed down, 
none of that stuff is getting in the way. 
and the only thing you have to worry 
about is the kick drum. But if you are 
having a problem, its usually because 
something is in the way of it. Then I 
find it works better to filter out some-
thing rather than to add something. 
But, if it's a good bass, like a Mini-
moog, or a very fat analog bass, and if 
it's recorded well, half of its done and 
you don't have to tweak it that much. 
Kahne: To nie, it's the difference be-
tween live performance and recording. 
You know that when you go into 
record you've got SO dB less headroom 
than you do in a live show, and that 
you are taking something that is two di-
mensions and trying to give the ap-
pearance of it being three dimensions. 
And the bottom or the bassline has so 
much power in a recording where you 
are operating at less dynamic level than 
you are live. 

There have been songs that I've 
worked on where it feels that the 
bassline isn't coming out enough, and 
it's not creating enough forward mo-

mentum. And in the mixing. even 
though it may not be there on tape so 
well, getting the bass to come out 
changes the whole way that the bottom 
moves. It just adds so much physical 
impact to the track that it makes it feel 
more 3-I). 
I use Fairchilds a lot, and I use dif-

ferent combinations of 11'6s. Some-
times I'll use two 1176s, or an LA-.3A 
and an 1176. I've also found on the SSI, 
9000 that the compressor and the EQ 
are really good. I'll use one [compres-
sor' just to try to pull peaks down a lit-

tle bit, and then use the other one real 
radically. Then I try to mix that back 
into the original one. I do a lot of using 

For Musicians 

Who Bought 

The Other 

Digital 

Multitrack 

SORRY! 

different compressors and different EQs 
and trying to blend them together. 

VOCALS 
/he only 1)(1)1 (y• a pop record that's real-

imporlant? Something insignificant 
that needs to blencI in with the guitars? 
Or something that lieeds to be stereo 
with a lot gfIlarnumizer to sound big? 
What S the most Unmeant thing you do? 
Schilling: Are the vocals [mire impor-
tant in pop? I think that's very true. I 
also think that the way tliings are clone 
today for pop music, with the lead 
singer. whether it's a girl or a guy, they 
tend to be mixed more up front than 
they used to be. So the trick for me was 

WHEN YOH laT VOCALS III FM 1111111, WITH THE 

HUT EMOTION III MATCH THE SOW, THEN YIIII 

Ala MIME THAN HALFWAY THEIIE. — Have Way 
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learning to mix where the vocal can be 
up front but I can still make the track 
feel very full. 

The way I do this. I may work on a 
mix for part of a day and not really 
have the voice in a mix. I get it to a 
point that I like it. and as soon as I turn 
on the voice and I put it where its 
going to be, I rework the mix to create 
some space behind it. And then it 
would be very common for the artist to 
come in and say, Well I want to hear a 
little bit more of myself, or a little bit 
more here and there, and then well 
kind of define together where the top 
of that is going to be. Then I'll go 
through another process of reworking 
certain things in the mix to make it feel 
full. It might be, okay, the voice is high-
er so I'm probably going to need a little 
more bass to sit behind the voice—and 
certain parts of the drums need to be 
up. But it's not like I turn up the whole 
track. I just turn up certain things to 
make it work. 
Way: I like to make sure the singer is 
coming across, especially as the em-
phasis in R&B has gone more to singers 
rather than on the tracks, like it was 
back when I was starting. When you 

I LOVE MONO. I DIST LOVE THE DIRECTNESS OF 

IT AND THE r THAT ALL THE RELATIONSHIPS 

ARE ABSIIHITE. —David ha 11111' 

get the singer to come across, you are 
not only getting the singer's perfor-
mance, but the song overall—'cause 
that's what most people key into, the 
lyrics and the singer. So there's a lot of 
weight being carried by the vocalist. 
When you get that to feel good, and 
feel right, with the right emotion to 
match the song, then you are more 
than halfway there. 

As to Harmonizer-type effects, 
sometimes that stuff can be good: it can 
make a vocal seem really important. 
Back when I worked on the Guy 
record we put a lot of Harmonizer on 
Aaron Hall's vocal—that was kind of a 
trademark sound for them, and part of 
an It&B trend at the time. And at that 
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time the tracks were a lot busier and if 
you had a very dry, non-spread vocal 
with just a little reverb, it didn't cut 
through. It just wasn't big enough, be-
cause everything else was so big. But 
now, as I said earlier, with arrange-
ments becoming sparser and smaller, 
thus actually making everything bigger, 
you can get away with a dry vocal or 
one that's not very effected—it just 
goes along with the scope of the way 
the rest of the mix is. 

Vocals are the one place that when 
you get something that's tracked not so 
great, you really start pulling your hair 
out. If the vocal wasn't recorded well, 
you're kind of screwed—you can't re-
place it like you can drums. It can he a 
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S COME. 
ou can have the digital u really want. Designed specifically for musicians, the DA-38 is 

pac : with new f t›;..and. the saine award winning I Ii8 format and technology as TASCAM's highly 

a\  ed DA-88. quality, durability and dependability. And the same great sound. The DA-38 is îltrigrme  

c'ompletely conipiiibk with the l Ii8 machines used by post-production pros. Pros who can afford anything — 

but won't settle for less than the best. Till now, the best has had its price. But for the musician; your time is 

here. At $3,499* Hi8 is priced for you. So get to your dealer and buy your first DA-38. You won't be sorry! 

eec44„, 

INFORMATION+SIPECS VIA FAX 

FAX-BACK 800 • 811 • 2268 
DOCUMENT 68600 
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TASCAM 
Take advantage of our experience 

O 1996 .1.1AC AMERICA, h.. 7733 "BELGIUM ROAD. M UNTE.U.11.0, 906.4o (3 I 3) '26-0303 TFAC C *DA I. . 
340 BRUNEI. Ron», MISSISSAUGA. i...).›rAmo L,Z :C.: CeVAI).* (1)00 lio-doolS •NISRP 

'1 HEADER SERVICE (AR!) FOR MORE MO 

/1 1) / 996, MIX 33 



1111FN I COMPRESS STUFF, I WANT TO HEAR IT— 

I IPPIIIIACH IT LIKE IT'S A LEVEL CONTROLLING 

11E VICE BUT ALSO IT IOUS A CHARACTER 

HI THE SOUND. —Eric Schilling 

shame when it happens to a great per-
formance, but, then again, some of the 

time that tape hiss can add to it! 
Kahne: I would never say that the vo-
cals weren't as important—I don't real-
ly think about it that way. If you know 
you are going to lay the vocals back lin 
the mix], then it has to do with the per-
former and the way you record it. Be-
cause you can't just take a vocal and 
mix it back. There's a certain kind of a 
vocal—take someone like Bono lof 1.121: 
You can turn his voice way back in the 
track but it sounds loud. A lot of singers 
are like that. Tony Bennett's like that— 
he's got tremendous tone, and you can 

put it farther back 
But the hardest thing is when the 

singer doesn't project that way, and yet 
you are trying to put it back in the mix, 
so that you get more of the feel of the 
band. Then it takes lots of working on 
EQ and compression forever and ever. 
I think a lot of times I used to solve that 
problem with revert), but revert) to me 
now is like any other instrument you 
are adding to a track. I don't like the 
way revert) spreads stuff out—unless, 
of course, you want it to spread out. 
I've come to that insight from working 
on all this orchestral stuff—it's not that 
you are making a space, you are actu-

ally adding a new sound as if you had 
added cellos to the track. And so I start-
ed thinking about revert) differently. 

MONITORING 
What inonitors do you listen on at home 
and in the studio? 
Murray: I've been basically an NS-10 
guy. but in the last couple of months 
I've hooked up with a high-end audio-
phile speaker company called Platinum 
Audio Ltd. They want to get into the 
studio near-field, reference monitor 
business. so they gave me speakers and 
I've been evaluating them and sending 
them back and forth, saying, Can you 
give me a little more of this or that.' 
Now I have a pair where they've basi-
cally redesigned the crossover network, 
and they sound great! It's real smooth-
sounding—it gives you much more 
than an NS- 10; it just has much 
smoother low end and high end, be-
cause the NS- 10s are pretty midrangey 

and have that upper midrange bump. 
The Platinums are real good, even if I 
have the only pair that sound like this! 
So I've been using those, and Sunset 
[Sound] has the JBL TAI) big monitors 
designed by George Augspurger. I 

OThe MI600 represents innovation in console design. For 
example, next-generation MHRTM (maximum headroom) mic 
preamps, 48V phantom power and extremely low noise AST 
circuitry. 

Mure reasons why you'll want I ASCAM's new M1600 
8-bus recording console: 

• Balanced/Unbalanced 0-Subs: previously only available 
on consoles costing 10 times more, these threaded 
connectors provide a more secure connection to the 
M1600's Direct/Group Outputs and tape returns, not to 
mention less confusing to hook up and a lot less clutter 
in your studio. 

• AUX section w/selectable monitoring: 6 AUXes (stereo 
pair and 4 mono). Just AUXes 1-2 do the work of four: 1) 
tape monitor during tracking; or 2) stereo effects 
sends pre fader, or 3) post fader; or 4) live input 
control of virtual MIDI tracks. Plus AUX summing lets 
you take a single effect and apply it to both channel and 
monitor paths. 

• The EQ section: greater frequency range with 3-bands 
including semi-parametric mid sweep (100-10k) on each 
channel. Use it on either the monitor or channel path. 

• Every channel includes TRS bal/unbal line inputs, 
stereo in-place solo/mute, insert points, long throw 
faders, plus signal and overload indicators. 
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IT'S AN INSTINCTUAL THINC THAT MEE 

I SLUT WIIHKING UN A SONG I KNOW WHAT IT 

SH011111 SOHNII LIKE. —Hun Murray 

don't rely on them a lot for mixing; I 
just put something up there to check 
out the low end on a mix. But most of 
the time I mix on a pair of Phillips 
speakers that I have, little 3-inchers, the 
size of an Auratone, just little cube 
speakers that I've had for 15 years, and 
they sound great at a ‘'ery low level. 
Ninety five percent of the time I'm 
working on those, so I can work ten 
hours straight and really not have any 
ear fatigue, because I'm listening at 
about 70 dB. 
Way: In the studio I have three pairs 
that I bring with me all the time. I have 
NS- 10s with custom crossovers that a 
friend of mine made, that I It 

else really knows about them I 

think, except people who have come 
to my sessions and liked them. 

They take out a bit of the 114 to 2k 
emphasis and make them a little more 
realistic, but they still sound like NS-10s 
and still have enough hype in them that 
you recognize that and get the same 
characteristics. 

Then I've got two pair of Tannoys, 
System 8 NFM2s, one of which I keep 
at home. But actually they are not my 
critical ones at home. My stereo at 
home is a Panasonic receiver that I re-
member going to buy with my Dad 
when I was 8 or 10 years old. It has 
faders for the volume and pan and bass 
and treble—that's one reason I like it. 
It weighs about 100 pounds. And I've 

got a pair of Realistic speakers that 
were probably the top of the line at the 
time that my dad bought them. They 
are my main home speakers. I've been 
listening to them for 15 years—went 
through college with them. I've never 
really abused them, and they still sound 

good. And those are the speakers that I 
know better than anything in the 
world. It kind of goes to show me that 
it's really all what you know. 

Kahne: I listen at home on Yamahas, 
and these speakers called Wrights. 
They are these coaxial speakers, more 
like Proax, except they have a little 
more bottom and they are not quite as 
dry. Kind of in between Proax and 

Yamaha. They're very phase-locked. I 
bring mixes home or I set up a system 
in another room at the studio, where I'll 
have blasters and maybe I'll put up 
some speakers that I don't know any-
thing about, like Tannoys. 

In the control room I use Yamahas, 
and Auratones, and KRKs. 
Schilling: I have to say that after all 
these years I'm still working on NS- 10s. 
I've tried all kinds of near-field speak-
ers, but the NS-10s just seem to work 
for me, and I don't see the need to 

Watch out. This console is changing the rules. Simply put, 
TASCAM's M1600 8-bus recording consoles deliver the highest 
performance, studio-quality specs, slick recording-oriented 
features and great sound — all at prices about half of what 
you'd expect. Plus, with totally new circuitry and impressive 
signal flow flexibility, the M1600 is designed to work 

and interface easily with modular digital 
multitracks (like the DA-38) and hard disk 
recording systems. Sure, you can find other 
mixers comparable in price, but they sacrifice 
features, quality and value to get the price down. 
Not TASC:AM. And whatever you do, don't let 
anyone tell you that a 4-bus live sound mixer 
will work fine in the studio. It won't. If you're 
into recording. Get into an M1600. The high-
performance 8-bus that does what you want, for 
a price you can handle. 

The M I 600's Selectable Monitor design eves the AUX section 
incredible power and flexibility. FAXBACK has all the details. 

There's more, get your comprehensive 8-page 
FAXBACK document detailing all of the 
M1600s hot features, next-generation design, 
specifications and diagrams. Options include 
an impressive meter bridge and the MA-8 mie 
preamp for additional XLIZ mie inputs. Or get 
to your dealer and get your hands on one today. 

FAxec« 

car TR IL LI MI600 51081 NO))! 
800 • 827 • 2268 

RIQUI Si DO( .6610 

buy it 

for what 

it costs. 

( $ 1,699* ) 

TASCAM 
Take advantage of our experience. 

MSRPIcr*M164:016. $2,199 fo M124 
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throw them out. The bigger monitors 
here are a large Quested system that I 
really like the bottom in. When I mix 
I'll work pretty much the whole day on 
the 10s, and I will refer to the big mon-
itors to see what it will sound like on a 
good stereo, one that has a lot of bass. 
Another thing we've started using are 
the mid-sized Genelecs. I did the Sina-
tra album [Duets 17] with Phil Ramone, 
and that's what I used for that, because 
mixing a big band album on a pair of 
lOs gets a little tough. 
Do you have a jacked-up car system 
that you listen on? 
Way: Yeah, I can't live without it. I 
think I need new speakers at this point 

because I've just abused them for too 
long now! But I can check the low end 
on them sometimes even more than in 
the studio. Because they were kind of 
abused, if I had too much bottom end I 
could tell pretty easily because it just 
wouldn't handle it. Of course now it's 
at the point where even if it's a good 
amount of bass it can't handle it. But 
yeah, I do check in my car all the time, 
and, if I can, on a break, I'll bring a 
DAT home and play it on my speakers 
at home and check it out—that shows 
me everything. 
Schilling: I have a custom car system 
with subwoofers in back. I dumped a 
lot into my car because I don't play a 

It all started with the Summit TLA-100A tube leveling amplifier. 

If you bought one back in 1985, it's probably still working. And, 

worth more now than what it cost new. 

Summit's growing family now includes the TPA-200B mic preamp, 

EQP-200 program equalizer, EQF-100 four-band equalizer, and the 

DCL-200 dual compressor- limiter. All share Summit's distinctive sound, 

and, of course, quality throughout. 

HEAR THE WARMTH . 

Summit Audio Inc • P.O. Box 1678 • Los Gatos • California • 95031 
(408) 464-2448 • Fax (408) 464-7659 

lot of stuff at home—it's kind of my re-
treat. If you come to my house and 
want to put on the sound system, it's 
like, 'Oh, let's not do that! Let's do 
something else!' But I do play a lot in 
my car; that's really my listening area. 
So I have a DAT machine, CD player, 
cassette player, the subs in back—a 
good sound system so I can do a lot of 
judging. I take up my whole trunk for 
this system! When I get in my car to 
drive to work I turn on the sound and I 
play it the whole time until I get there. 
That's my environment. Granted my 
system is probably a little more high-
end than most, so I do try and listen to 
my work on something else. I'll take it 
to the back room in the studio where 
we have a little stereo—something you 
would find in a store for $500, the small 
ones that you stack on a shelf. That 
kind of stuff I will also check stuff on. 
lust to see how it works. 

MONO 
Well, what about it? 
Way: I've become a big fan of mono in 
the last couple of years—I remember 
seeing Phil Spector with some button 
that said "Back to Mono" and it started 
me thinking, and in the last year or two 
my mixes have been a lot more mono 
than stereo. I think it's because, if 
you've just got something coming out 
of one point source, panned 100 per-
cent left or right, or you've got it equal-
ly coming out of both speakers—in 
other words, in the center—without 
any delay added, or chorus, or some 
kind of slapback, it's just going to have 
more impact. Because of the phase co-
herence, when it finally arrives to you, 
in your car or ten feet back from the 
speakers, there's just less smearing 
going on. So I try not to add as much 
chorus or Dimension D to things as I 
used to. And it makes things pop out 
more. 
Kahne: I love mono. I just love the di-
rectness of it and the fact that all the re-
lationships are absolute. There's 
nothing moving around. For instance, a 
reverb—you can put it exactly, and it 
stays there. It doesn't do that in stereo. 
In stereo you know it's in the same 
place and you haven't turned it up, but 
somehow it can make things kind of 
cave in on themselves. I also like hard 
panning left and right sometimes. Lis-
ten to [The Beatles'] Revolver, to "Tax-
man"—when you listen to those 
records in their original form things are 
really, really left and right, or they are 
mono. Like in "Taxman" the tam-
bourine is really loud on the right, the 
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Get 20/20 
Vision. 

Visualize this ... 
A monitoring system so 

good that it's easy to recognize 
the perfect detail of each 
sound. 

Introducing the 20/20 bas 
system from Event Electronics. 

20/ 20 bas 
BIAMPLIFIED MONITOR SYSTEM 

• Internally BiAmplified; 200W Tate' Power 

• An Active Asymmetrical Fourth Order 
Crossover that separates the line level 
frequencies prior to amplification 

• A 130 Watt Amp that receives only the 
low frequencies and is designed to 
perfectly match the 8” Mineral Filled 
Polypropylene Low Frequency Drive: 

• A 70 Watt Amp that receives onty the high 
frequencies. designed to perfectly match 
the 1" Natural Silk Dome Tweeter 

• A Large Diameter Low Air Restriction 
Front Mounted Bass Port for fu'l accurate 
bass response 

• An intelligent combination XLR or 1," Input 
Connector 

• Continuously Variable Precisicr Low and 
High Frequency Trim Controls 

• Input Sensitivity Control and Clip LED 
Indicator 

• Circuit Breaker (no looking for fuses in 
the middle of the night) 

Ifs easy to put the puzzle 
together when you can clearly 
see each piece. Seek out your 
nearest Event Electronics 
dealer and start your next mix 
with perfect sonic vision. 

$1000 per pair* 
• L. ipone, ec 20 20's available 

for under $400 per pair. 

[1[CHDNICS IN 
PO. S DK 41B9 

Slants Barbara CA 93140-4185 

voice 805-962-892S 

tax 806-982-3830 



drums are on the left, and you can hear 
Ill(' I.( )0111 SO Cit'arly. 

FAVORITE GEAR. COMPRESSORS? 

OTHER? 

Schilling: Favorite compressors? Ones 
we have here that I use a lot are Audio 
Design Compex, which they don't 
make anymore. It has the sanie com-
pression element that they used in the 
Vocal Stressor, but without the EQ. 
They are real ballsy—you can do a lot 
of compression if you need to and still 
have a lot of punch. Tube-Tech stuff I 
like a lot. 1176s I still use a lot. My atti-
tude is that when I compress stuff, I 
want to hear it—I approach it like its a 

level-controlling device but also it adds 
a character to the sound. I think it's 
from all those years of listening to Bea-
tle albums—all that compression just 
gave it such a great sound. I don't look 
for compressors I don't hear, because 
what I've generally found is if you don't 
hear the compression at all, you turn 
your back and suddenly realize that 
you don't have any range left. I find 
this sometimes happens to me with the 
Aphex Compellor in the rack at the stu-
dio—it being so transparent. But by the 
same token, in a broadcast situation 
across a mix, it's the greatest—especial-
ly if you're uplinking live to a satellite 
where your headroom is very limited. 

Revolution 
Equitek E-200 
Introduced in 1989. as the Equitek II, 
the first microphone under a $1000.00 
featuring: 
• State of the art servo head amplifier, 

eliminating coupling capacitors phase 
anomalies and feedthrough distortion. 

• High SPL capabilities (148dB), 
providing tremendous ballistic integrity 

• Non capacitive 20dB pad 
• Proprietary H-frame internal shock 

mount, isolating capsules from 
most vibrations 

• High fidelity audio reproduction 

CAD created a revolution in the 
microphone industry by redefining high 
end performance and great value. With 
continual enhancements the E-200 has 
established a bench mark which remains 
to be equaled or excelled. 

Every hour of every day, in thousands 
of project and world class studios around 
the world, Cad Equitek servo-condenser 
microphones continue to provide a 
unique level of performance, with a 
unparalleled return on investment. 

Also available 

in matched 

pairs. 

gib me aid 

E-200 Shown 

with optional 
ZM-1 Shock 

Mount 
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Join the Revolution! 
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For a CAD dealer near you call. 

SEE US AT 

NAMM BOOTH #628 

1•800•762.9266 

a division of CT1 Audio, Inc. 341 Harbor St. Conneaut, OH. 44030 
Phone (216) 593.1111 Fax (216) 593.5395 

We just put in a Neve Capricorn 
console in Studio A. It's been quite an 
experience to learn to work on it. It's a 
dream I've had for a while, because 
when you're working on a 96-input 
board, and you've got to go all the way 
down to the end to do something, you 
can't really hear what you're doing. It's 
really kind of ridiculous! And with the 
Capricorn you can basically work in the 
center all the time. And for the people 
who say, 'Well, I don't like it not to be 
able to see all my faders,' or 'I can't get 
to it fast enough,' my retort is, 1 can hit 
a button and see the next bank of 
faders in front of me in less time than it 
takes to wheel your chair!' And I'm al-
ways sitting in the center so I always 
know what I'm hearing. Although there 
are pros and cons to digital, that's one 
of the pros! 
Now that we have this board, my 

approach with signal processing has 
had to change a bit because it's not an 
analog device. My basic rule of thumb 
so far on the Capricorn is, when you 
compress, take all of the factors you 
would normally use on an analog de-
vice and cut them in about a third. Be-
cause it's just not the same kind of 
beast and you really start hearing it too 
stepped on. 
Kahne: I love 1093 Neves; they are just 
the best. I also use Focusrites and a 
rack of API 550s. Sometimes I use the 
EQ in the computer, because I have 16-
track Logic Audio. It's a sequencer that 
has audio capability as good or better 
than Pro Tools, but I think it's also the 
best MIDI sequencer that there is. It's a 
great program, but it's got an intense 
learning curve. I dedicated a tremen-
dous amount of time going from Per-
former to it. But now that I'm there I've 
been converting all my Performer 
stuff—about 500 pieces. So I have a 
Mac that I run all the time and I can fly 
stuff over, and there's some really inter-
esting digital EQ and effects and stuff 
that are in the program. I also like the 
Wave stuff—they've got a digital com-
pressor that's really amazing; it runs off 
the Logic Audio. 
Murray: I still have my ADAP 2 digital 
workstation. The company is out of 
business, and hopefully it won't break 
down, because for what I need it works 
fine. I can get about 30 minutes of sam-
pling time, stereo at 48k on it. I don't 
need more than stereo because I'm al-
ways using a multitrack machine when 
I'm working with it. The A-to-D/D-to-A 
converters still sound to me as good as 
anything and compared to other units I 
still like mine better. It locks to SMPTE, 
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glom«lier 

weetness... 

you can taste it with 

the increased 'air', 

detail, warmth and pres-

ence of the award-winning, 

patented Tubessence® true 

vacuum tube circuit. Naturally 

sweet tube sound without any false 

additives or bitter aftertaste to cloud 

your music. Packaged with unique, fully 

parametric equalization, you can use the 

Model 109 as either 2 channels of 2 band EQ to 

'warm up' tracks or to sweeten the entire mix. Or 

use as 1 channel of 4 band EQ to fix problems that 

your mixer or graphic EQ can't solve. And when you 

realize how little you paid for all this power...well, that's 

the sweetest thing of all. The Model 109 - go ahead, take a bite! 

ApHEx Improving the way the world sounds' 
11068 Randall Street, Sun Valley, CA 91352 

SYSTEMS Tel: 818-767-2929 Fax 818-767-2641 

SEE US AT NAMM BOOTH #2048 

L'SE READER SERVICE CARD FOR MORE INFO 



Sound and 
Noise Control 
Products with 

Solutions 

CALL FOR 

A FREE CATALOG 

AND SAMPLE 

1- 800 - 782- 5742 

ACOUSTICAL 
SOLUTIONS 

SEE US AT 
NAMM BOOTH #830 
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CHINO, CA. 91710 USA 
TEL: ( 909) 627-4256 
FAX: ( 909) 628-2482 
emanley@netcom.com 

MANLEY 
LABORATORIES, INC. 

„eee 

1n the 

worte s COP 
studtos and 

ntasteitne houses and even od tne tnternet. 
Inaior 

pee ate tavtne about rlante9. 
Fe us, tt's as ntce as nundreds e 

Postt‘ve gess revtes. 
Tatk about VI ARM... 

By new you've heard about our Variable-rnu 
- 

Limiter Compressor, Flexible for tracking or 2 
track hues work 8, mastering, it's taken off 
VOILPFIllti Engineers put it on their "must-

have" list and tell us there is simply no better 

STEREO MPRESSOP 

• 
limiter on the ianet. 

it time compresses. it does a lot of the 
things that I need it to do. 

But I'm basically an analog guy un-
less I'm forced into anything else. I'm 
mastering now to Ampex AIR- 100s 
using the Flux Magnetic heads, which 
are a great improvement on anything 
else, like 200 percent better than the 
stock Ampex heads. Oh. and I'm really 
depressed about the fact that 996 tape 
is being taken off the market. I've been 
trying other tapes. I've been comparing, 
and nothing's coming close yet. I can't 
believe that someone doesn't buy the 
formula and start making this tape. Be-
cause. when it's run out, it's a step 
backwards, believe me. 

Compressors, I still rely on the old 
standbys. LA-2As. the old things. 
There's a new tube mic preamp made 
by Forssell Technologies that I've been 
checking out, called the Ml. Eve com-
pared it against the Jensen 990 mic 
pre's. the Millenia and Demeter, and 
this one is good: better. 
Way: The Manley stereo compressor— 
that's all I'll say. \ Iv favorite piece of 
gear. 

EDITING: ANALOG? DIGITAL? 
WHAT? 
Kahne: I record and mix to analog, 
and I do analog editing. a ton of it on 
the 2-inch if I need to and sometimes 
also on the half-inch. But with digital. 
in a way. I think it's gotten to the point 
where you can do stuff that there's no 
analog equivalent for. And it sounds re-
ally good; it's really different. 

Plus. if you need to make some 
pitch corrections or fly things around, 
it's just kind of there all the time—it's 
really a luxury. If I had tm• own studio, 
rd have that completely locked. And 
I'd have an SSL 9000 and two I6-track 
analog tape machines! 
Way: Half-inch—all the time. Maybe 
once or twice a year on the computer. 

OTHER PEOPLE'S WORK 
Do ynt listen to outshle ntives when _you 
atv teorkitig? 
Way: No, hardly ever. I think that can 
end up confusing you. Maybe at the 
beginning I would, but after I've done 
m\ mix I never start to compare to 
some Cl) and then to tweak it try to 
make it sound like that. I'm more likely 
to use the slave mix for a reference, be-
cause that's what the producer and the 
artist have been listening to the whole 
time. But there are times I just wish I 
could sit in on somebody's session, you 
know. say 'Do you mind if I just.... 
Schilling: Sometimes. but that's usually 
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Asbele 
Do you know 
where your 
feedback is? 
The MAQ-300 and MAQ- 800 monitor amps do! 

The record company A R man you've been 

bugging for over a year pi s tonight to 

visit your house band gig. e club owner 
has gone houe, you are wel into the last 

set and really starting to k. As you 

turn up your monitors tryi to keep up 

with several hundred watts clf guitar amps 
cranked to 11, it happens. .L "brain darts." 

Before everyone can cover their ears and 
dive for the door, you casually r;each over 
to your MAR 300 and pull down the blider 
with the red LED glowing above it. The 

feedback is gone so quickly, you don't piss 

a beat. You get a record deal, marry a-
Baywatch hard-body and live happily 
ever after. 
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We can't guarantee the 
record deal and fringe 
benefits, but we can make 
feedback problems a thing 
of the past. The MAQ" 
Series of dual monitor amp 
have two 15-band graphic 
equalizers with our 
Feedback Locating System 
(patent pending) built in. Al 
LED above each EQ slider 
illuminates when that 
frequency band has the mo 
energy present. Under 
feedback conditions there i 
no more guesswork, just pu 
down the offending band. 
Save time, save speakers, 
save your ears.., all for less 
than the cost of buying 
separate equalizers and 
power amps. In addition to 
15 bands of graphic EQ, 
each channel has an 
adjustable low cut filter to 
pull rumble and power-
robbing low bass out of the 
monitors. The MAQ 300 
delivers 2x150 W @ 4 ohm 
while the MAO 600 puts o 
2x300 W @ 4 ohms. 

• FIS Feedback locating 
System (pat. pending) 

• Bass roll-off filter, adjustabl 
from 25 Hz to 300 Hz 

• Dual 15-band graphics 
with 45 MM sliders 
500 Hz to 4 kHz 1/3 
octave bandwidth 
160, 250, 400, 6.3 k anc 
10 kHz 2/3 octave 

• Balanced XLR input, 
bal/unbal 1/4" IRS input 

• 1/4" IRS thru out jock 
(only on one channel) 

• 1/4" EQ Out and Power 
Amp In insert points 

• Stereo/Mono link switch 

• MAO 300-2x150W @ 4 

ohms in an XR type 

top box 

• MAO 600-2x300 W @ 4 

ohms in a 5u x 19" 

steel chassis 

e.USEnVEY 
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Digit al•Audio•Wor k stations 

"While mixing a recent project I rented a Soundscape system and in only a few 

hours, with little instruction, was up and running, efficiently continuing my session 
with no down time. I was very impressed with the Soundscape software and it's 
features. The sound quality was great and when I asked the price, well... Very 
Impressive!!! 

Alan Howarth, Sound Designer on such films as Haloween, Stargate,The Mask. 

In this age of global communications 
good new travels fast... especially in this 
industry. Talk to any of our users (there are over 2000) and 
they'll all tell you the same thing. Soundscape's SSHDR1 has the 
creative tools to improve productivity, the software is incredibly 
fast and reliable and saved them a great deal of time and money. 
This is why more and more of the worlds top professionals in 
sound design and motion picture editing are changing to 
Soundscape and the PC for their audio editing. From dialog 
replacement andloley recording to that blockbuster movie 
soundtrack the SSHDR1 has some of the fastest and most 
potycl f ul eilting features available. 

Is your 
existing 

Digital Audio 
editor expandable from 
8 to 128 tracks, with real time editing while chasing time code and 
have fully parametric EQ? Does it give you 18 bit dynamic range 
and volume contours generated in real time, with professional I/O 
and audio quality uncornpromised by noise from your computer. 
With glitchless audio scrubbing for accurate editing and perfect 
placement of sound effects. Soundscape offers all of this at a price 
much lower than you would expect. 

IBM PC or Compatible PC 

Full "chase lock sync" to time code 

8 track expandable to 128 track 116 Units) 

64 virtual tracks per unit 

Edit on the fly while chasing to video 

Pitch shift /Time stretch/compression (optional) 

Sample rate conversion (optional) 

EDL file support with auto conform (optional) 

Automated Punch in/out 

Multi track glitchless Audio Scrubbing 

Real time fades with 18 Bit Dynamic range 

Sample accurate placement of audio clips 

999 nameable markers 

Powerful Noise gate for perfect dialog editing 

Full digital parametric EQ 

Removable Hard Drives (optional) 

Loop recording ideal for foley 

Cut/copy/glue/move/reverse/repeat 

Prices from only $3,250 list (8 track syster 

• -17(;•-zniiin 
»). 

SEE US AT HAMM BOOTH #730 

"Love it - Love it - Love It - Love it - Love it !!! Great box, I've got two of them and session after session I rely on my Soundscapes to deliver the pristine 
sound that our clients demand. It vare-syncs and chases video like a hound dog and believe- it- or- not the owners manual is intelligable. And HEY!! - just do 
it... buy one II" Sunny Lake, Cybersound NYC, sound designer/producer for numerous commercials, records and films. 

We've had the pleasure of using Soundscape for sound editing on 'Ace Ventura: Wien Nature Calls' and 'The Nutty Professor' and found 
it to be very smooth, very fast and very reliable. Soundscape is the only intelligerr choice for your next digital editing workstation. 
Odin Benitez, Randall Guth, Dimension Sound (Burbank). 

It's affordable- it's modular- it's expandable- it's got crash proof reliability!!! We have 3 x 16 track systems at the studio, and 
we've used the SSHDR1 on almost every project that's come through the facility. Soundscape is fast becoming one of the 
top systems around in digital aortic) post production here as well as around the world. Keep it up. guys!" 
Frank Serajine, Sound designer on Star Trek, Virtuosity, Lawnmower man, VR5, Hunt for Red October. 

Soundscape Digital Inc. 4478 Market Street, Suite #704, Ventura, CA 93003 Tel: (805) 658-7375 
Gerr Audio Distribution. 2 Thorncliffe Park Drive, Unit 9, Toronto Ontario, M4H 1H2 Tel: (416) 696 2779 

USE READER SERVICE CARD FOR MORE INFO 
GOUNDSCAILE 010ITAL TECHNOLOGY INC 



at the request of a client. I don't do that 
actively when I mix, but what I do a lot 
is, there are certain people I'm a big fan 

of and I'll listen to their albums a lot 
while I'm driving, and absorb certain 

things that they do. 
Murray: Not necessarily when I'm mix-
ing. Its an instinctual thing that once I 
start working on a song I know what it 
should sound like. I certainly experi-
ment, but I'm not necessarily trying to 
copy something else. I listen to other 
music in the car, or at home. but I'm lis-
tening as a consumer. I don't sit down 
and analyze the snare drum sound of 
Collective Soul or something like that. 
I'm just listening as a consumer and en-
joying the music. But I think I'm influ-
enced by things I hear outside; you 
couldn't help but be influenced. 

MASTERING 
How important is mastering loot!? 

Kahne: Very important. It used to be 
that it just seemed like a guillotine, be-

cause you go in there, and every dream 
you had is—well, you are listening to 
the final product. Now. I think about it 
all the time during mixing. because I've 
found there are some things, like when 
you are getting a vocal to be brighter, 
and the track will start to sound funny. 
And I'll think, I'm going to put one 
down like this, where I know its not 

quite right but I think Eging during 
mastering would be better than me 

working on the vocal here, because of 
the way that it changes the relation-
ships in the track. And that's been real-

ly helpful to nie. 
I also usually like to get somebody's 

impression of the mix and see what 
they do, and then get really intensive 
about what I want changed. And, on 

the production side, I think about mas-
tering in terms of how the songs fit— 
what they mean going from one to the 

other. And volumes, coming out of one 
song that ends a certain way and going 
into another—the dramatic effect of a 
change in volume or a change in key. 
All that stuff is really important to me 
from my musical background. So, now, 

even if I'm just mixing something, and 
not producing. I find myself thinking 
about it a lot. Like Presidents [of the 
United States of Americal—most of 
their songs are in C sharp. They use 

that because they get this different kind 
of rhythmic thing going by playing in 
those open tunings. But the songs end 

up almost all in that same key, and it 
was real interesting sequencing. 
Schilling: I think it's crucial. I've been 
using Bob Ludwig for 16 years, and I 

always try to go. I learn a lot about my 

own work when I go to Bob—it's a 
good experience for me because I see 
what he needs to do to my work, and I 

hear it in a different environment. My 
goal is that he doesn't do much to my 
work, but by the same token, there's 

generally something that you need to 

do. and something that I want to tell 
him about. Especially if you've got ten 
songs and vou kind of want them to 
match. you're gonna need to make 
some adjustments to those ten songs to 
make them work as a group. So, if 
nothing else, even if you were cutting 
your stuff flat, you still have to deal 
with changes in volume and things like 

that to make it work. 
So. I love Maine [where Ludwig's 

studio is]. I get to eat lobster, and I get 
to learn a lot! A lot that we've done in 

the facility here is stuff that I've learned 
from Bob, especially about digital. I 
pick his brain every time I go up there. 
I see a new box or rack and it's, 'Well, 
why do you have this? I'm kind of like 
a pest. 
Murray: [Laughs] Well, it will make or 
break the record! It's extremely impor-
tant, and a really difficult part of the 
process. You have a 2-track master that 
you've been listening to in the studio 
that sounds right to you, hopefully. 
You're happy with the mixes, but you 
want what you are happy with in the 
studio to carry over to what people are 
listening to when they put the Cl) on at 
home. I've worked at Capitol for 
maybe 18 years, with \X'ally Traugott. 
and his room there is my standard of 
reference. I go in to work with him, we 
just sit down and, at this point he basi-
cally lets me EQ. I ask him his opinion 
on certain things. I take a personal role 
in the mastering. and Wally is basically 
my partner in this step. A lot of times 
there will be new A-to-I) converters or 

other new things that are out, and we'll 
check things out, experiment and A/I3. 
He has access to any new piece of 
equipment so we'll go in there and try 
things. 

It's also a fun part of the process be-

cause it's my final tweak—after that 
there's nothing more I can do with it! To 
add a little bit here, adjust the levels— 
also overall level—we have to make 

sure that were right there with every-
thing else on the market, that it's loud 
enough. So we compare levels between 
our product and other product. 

Maureen Droner is Mix's Los Angeles 
editor. 
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Introducitig the new Alesis 
NanoVerb- 18 Bit Digital Effects Processor. 

We packeditixtern of the best sounding, 

most usable effects into a compact, 

gpe-third rack space package. 

4 

NanoVerb offers lush reverbs, 

potverful delay, shrmmering chorus arid fletnge, 

stunning retaryi speaker simulatiop and big, 

fat multieffects. 

r 4 
Plus, you can tweak each program to perfection 

with the front-panel Adjust knob. 
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Oh yeah...NanoVerb costs $179*, 
so it's actually the most 

affordable Alesis digital effects 

processor ever made. 

For more information about NanoVerb, see your Authorized Alesis Dealer or all 310-841- , 
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tvister, the tuost talked about, The \Warner lees. re-

hotly anticipate visual effects fee lease is an Mublin 
since dinosaurs roarned tbe scree , feertaineent production, 

is not your typical sureraertirne action- and Steven S ielberg served as one of 

ad-venture fare. There are no gun bat- the CleCtItiVie producers. The is even 

tles, no explosions, no squealing car a little Indiana 3oees tbrown e the 

chases or exploding planes, no aliens or unassureng, ragtag collection of storra-

orbiting spacecraft. Reduced to simple chasers tee oe heroic qualities in their 

tetras, livister is elan -against nature, race against a well-funded but sinister 

and in tb.at respect it re-creates a style corporate gottp to better -understand 

of tensioe and fear not seen on this and predict tornados. 'The different 
scale since Jaws trade a splash on a July twist is disector 3an De wet, who es-weekeedtablished a raore heightened sense of 

The coniparisons in the previous heraediacy in his «lain character the 

paragraph will riot be lost on feagoers. computer-generated series of tornados. 
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De Bont, a director of photography 
whose credits go back to The Fourth 
Man and include such action flicks as 
Die Hard, Robocop, The Hunt for Red 
October and Basic Instinct, made his di-
recting debut last summer with Speed. 
Visual effects certainly played a large 
role in the success of .Speed, but as 
event-specific filmmaking magic, not as 
a min character. In the same way that 

De Bont and the visual effects team at 
Industrial Light & Magic had to create a 
different identity and quality for each of 
the five twisters that roar through the 
film, the audio post-production crew 
had to establish different voices. 

"Each tornado has i:s own charac-
ter...- says dialog re-recording mixer 

Steve Maslow over lunch at Moe's in 
Hollywood, "...and whether they're a 
watery, high-frequency tornado, or 
ground-pounding, earth-shattering 
twisters, they all sound different,- inter-
jects Maslow's partner in crime for 

more than a decade now, effects re-
recording mixer Gregg Landaker. "We 
didn't want to reveal all our cards right 
off the bat in reel 1 or reel 3. We knew 
we had to get to this'finger of God' de-
struction, the last one. the F5. so we 
couldn't design it so big that it made 
the F5 seem small in comparison. With 

the winds and low frequencies that 
Kevin [O'Connell, music re-recording 
mixer and 'helper guyl and I had in 
hand, we built the characters up to the 
large one, the payoff." 

An individual tornado's intensity is 

The Twister mix crew in front of the Otan  Premiere on Universal Stage 3. From left, executive music produc-
er Budd Carr, dialog/lead re-recording mixer Steve Maslow, director Jan De Bont, film editor Michael 

Kahn, effects re-recording mixer Gregg Landaker, music re-recording mix& Kevin O'Connell, supervising 

sound editor Stephen Hunter Flick, music editor Zig Gran. 

measured on the Fujita scale, from 1 to 
5. Twister deals with F3s and F5s, and 
when you stop to consider the number 
of audio elements that went into any 
one reel, especially the climactic- F5 in 
reel 11. it's somewhat surprising that the 
film didn't turn into a wall of sound. 
More than 600 DA-88 tapes worth of ef-
fects were delivered to the mix team at 
ILIniversal's Stage 3; reel 11 contained 15 
predubs just for the tornado: three 16-
channel Pro Tools 3 systems—for ef-
fects. ADR and music—handled changes 
at the mix, with a fourth offline in a cut-
ting room ( effects units were duplicated 
on 1-gig 'omega Jaz drives for easy load-
ing): some of the twisters were made up 
of as many as 250 tracks: and the 
recordists in the machine room— Brion 

Paccmssi, Brad Biggart and Kevin 
Brooks—who have done monstrous 
pictures, including Watenradd less than 
a year ago, said it was three times as 
many elements as any film they'd seen. 
But you know what? It won't even be 

the loudest film out this summer. And 
that achievement can be credited to 
both tasteful editing and a delicately bal-
anced mix. 

THE TRAILER, THE DESIGN 

-We didn't start with a script, we started 

with a visual effects test," explains su-

pervising sound editor Stephen liunter 
Flick, who won an Oscar for Speed 
"That was March 1995, and it was spec-
tacular. So I went in with Gregg and 
Steve for a couple •)f hours, and we did 
a 4-channel mix that subsequently 
ended up in the trailer and TV cam-
paigns. The reason it's important to talk 
about the trailer campaign is that we 
weren't able to do any temp dubs on 
this picture because the [computer-gen-
crated! opticals were due in late Janu-
ary—very close to our mix time. So the 
trailers allowed me to play with the 
sounds of the tornados and develop 

concepts that would be approved by 
the studio, and they allowed me to go 
into the mix with a point of view. By 
the tinte we did ;he second trailer, we 
had essentially acquired the dragon 
characteristic of the tornado, which is 
prevalent all the way through. 

"I think of pictures, in terms of 
sound:racks, as mythological, - Flick 
continues. -What kind of fable or story 
are we telling? To me, fairy tales are 
dark and gripping pieces that move our 
subconscious. But we don't have any 
sort of European folklore of lep-
rechauns and elves and fairies. \Ve ba-
sically have man against nature. We 
have the literature of the new world. 
We have Whitman and Jack London 

48 MIN. ftlY /9% 



How do you change 
your thinking about recording? 

Just UNDO it. 
We knew musicians would need 
a lot of reasons to consider 
changing their attitudes about 
the way they made music. So 
we started with 999 levels of 
undo and kept on going. 

As a recorder. the VS- 880 
has everything you need.With 
64 virtual tracks to play with, 
you can record multiple takes, 
choose, edit and compile the 
best parts to create the perfect 
track. Of these 64 instantly 
accessible tracks. you can 
choose eight for final mixdown. 

With non-destructive editing. 
you can copy, move, exchange. 
insert, cut and erase tracks with 
the press of a button. If you're 
not satisfied with that edit, just 
undo it to return it to its original 

With 64 virtual tracks, you'll never 
run out of room for creative input. 
Record a solo multiple times. keep 
tracks you bounce for re-mixing 
later, edit several versions of vocal 
tracks for instant comparisons, or 
keep a " dry- version of your guitar 
part for adding different effects later. 

state. Locators markers 
and advanced editing 
functions like Scrub Preview. 
Time Compression or Tima 
Stretch take full advantage of 
the VS- 880's power. 

In addition -a all of these 
editing features, the VS-880 
comes with a 14-channel digital 
mixer that's fully automatable 
via MIDI. And a VS8F-1 Effect 
Expansion Boed can be easily 

Measures, beats, time readouts. 
play lists, fader/ pan positions, wave 
forms, EC/ curves, and more can be 
viewed on the VS-880 display to give 
you a comprehensive look at your 
work in progress. 

Just a few of the 
can be added during 
ing, bouncing or during 
mix in realtime are ,everb. 
3D RSS' stereo delay, chorus. 
flanging. phase shifting, 
Roland's COSM-based 
distortion/overdrive and guitar 
amp emulation, vocoder. 
pitch shifter and more. 

QI TRACK 

Track Copy 
• Mae 

- treed 
• C..4 
- Erase 

T,rhe ComptEe 

user- installed, giving you two 
totally independent stereo multi-
effects processors. 

There are several ways to get 
to know more about the VS- 880. 
You can try it at your Roland 
dealer. You can call ( 213)685-
5141, ext.798 to order a free 
demo video. You can visit one 
of our online sites or use our 
fax- back number. But don't wait. 
because this is one decision 
you won't 
change your 
mind about. 

11(1_2 Roland 
VS-880 Digital 
Studio Workstation 

Do things that are impractical with 
tape- based digital recorders. Move 
percussion parts instantly. Exchange. 
copy and paste multple guitar solos. 
Erase and insert new endings. And 
just about anything else. 

Roland Corporation U.S.. 7200 Dominion Circle, 
Los Angeles, CA 90040 (213) 685-5141 
Roland Canada Music Ud . 5400 Parkwood Way. 
Richmond, B.0 V6V 2M4 (604)270-6626 
Fax-Back Information: (213) 685-5141. ext. 271 
COMPUSERVE*: GO ROLAND A 
http://www.rolandus.com jkr 

1 With Scrub Preview, edit points 
are easy to find because you hear 
them at their original pitch. With 

editing resolution for finding edits at 
1/3000th of a second, you can make 

edits precise enough to remove 
even the tiniest breath or guitar pop. 

The locators and 1000 markers 
take full advantage of the VS-880's 
random-access capabilities. Just 

choose a point and you're instantly 
there. Every aspect of the creative 

process is faster and easier. 

USE R &Wei- SERVICE CARD FOR MORE INFO 

• 

SCENE 

MUM 

Every mixer setting. 
including virtual tracks and 
effects, can be saved as a 

scene. Store a snapshot of a 
mix when you're bouncing 
tracks. When you need to 

re-bounce the tracks to 
adjust some of the levels, 
you still have the originals 

saved on virtual tracks. 
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and Hemingway and modern writers 

dealing with man living on the face of 
this Earth, with realistic issues of weath-

er and natural disasters driving the 
drama in our lives. Look at earth-
quakes, look at tornados. They kill lots 
of people every year. I'm looking at this 
as a mythic adventure of Western and 
Midwestern America. So I can call the 
tornado a dragon. 

"The entirety of the work is based on 
naturalistic, documentary recordings of 
the Midwest. You start real, and then 
you ask, 'What do I remember and what 
am I afraid of about a tornado? So we 
talked to people who had seen torna-
dos, and we watched lots and lots of tor-

nado documentaries and listened to 
every time they discussed the sound. I'm 
not looking to them to listen analytically; 
I was looking for people who are not 
sound or audiophiles to tell me stories 
about how they felt. 

"One person said, 'A thousand pigs 

squealing.' Other people said repeated-
ly, 'freight trains,' sounded like a jet,' I 
heard pops and booms.' Then I had 
looked at how my naturalistic sounds 

worked and how traditional methods of 
musique concrète preparation worked 

Axiom is the finest Digital Production System in the world 

DIGITAL PRODUCTION SYSTEM 

• Digital Mixing 

• Digital Editing • Project Management 

• Digital Recording • Routing Management 

• Random Access Video option 

with animal voices. Then I looked at the 
essential sonic literature of radio and 
film, mainly The Wizard of Oz I looked 
at all this to figure out what people re-
acted to when they thought about toma-
dos and what made them afraid." 

In many senses, Twister provided 
Flick and his team with a chance to re-
examine what sound effects are. It was 

a time to re-assess, he says, a return to 
his roots. After the long, hard year of 
Speed and Apollo 13. Flick stepped 

back to study the nature of wind and 
how physical acoustic devices could 
make and control the sound. Before he 
could talk about dragons and monsters 
and the audience's collective id, how-
ever, he needed original material. 

In the summer of 1995, Flick sent 
sound recordists Eric Potter and Wayne 
Bell to Texas to gather authentic prairie 

ambiences. At the same time, he met 
with Foley artist John Roesch and 
sound recordist/designer Ken Johnson 
about collecting wind sounds. They de-

cided to build two wind machines— 
one brand-new in the traditional 

spindle style, and one that fit in the 
back of a pickup truck to capture and 
manipulate real wind. One generates 

Digital production has come of age — and here it is. 

The operator will find that Axiom looks and feels 

like its analogue predecessors, and has the enhanced 

quality, control and instant repeatability that only an 

integrated digital system can deliver. 

For the Chief Engineer the system offers 

unsurpassed reliability and is an excellent long term 

investment without the hassles of purchasing an 

untried system. 

wind, the other sort of captures and 
manipulates real wind. There is a dif-
ference. 

"Wind machines don't make wind," 
Flick explains. "They make the sounds 
that people conventionally understand 
as wind. We built one of those. Then 
Ken built this wooden box—he called 
it Dr. Marvel—and he strung piano 
wire and fishing line, hunger cords, 
wood strapping, metal strapping, loose 
and hard, tuned and out of tune, Coke 
bottles full of fluid, all sorts of things. 
We put it in the back of a pickup and 
drove it down hills in the desert at 70 
miles an hour with a pair of mies well-
wind-screened in the back. Every time 
we added something to modulate the 
wind, it sounded different. And we 
could control the pitch by the accelera-
tion of the vehicle, and by having some 
fast stops. A mobile aeolian harp. 

"We had already done about six 
months of documentary-style record-
ing, and we had all these great growls 
and grumbles and naturalistic winds. 

What we needed was that core pitch 
shift. And the only way you can get that 
is to build a controllable device, or by 
varispeeding it. We found we were 

Instant access and faster throughput translates into 

greater project productivity and profitability. Add to 

this the benefits of networking, flexible integrated 

routing, quick SSL commissioning and the inclusion 

of the finest customer support and training in the 

industry — the case for change is solid! 

From 'on air' IV production to live broadcasts of 

music, the quality and excellence of the SSL Axiom 

Digital Production System has no near challenger 

anywhere in the world. 

U.K. Headqua 'd S 

p . 

OX5 I RU England: (01865) 
CA 90028, USA Td: (2(3)463 4444 Fax: (213)463 6568 



able to change the pitch and 
create the sound of accelera-
tion, because drama, as we 
know. conies with a pitch shift 
and a change in volume. Vol-
ume is a piece of cake. But to 
create winds that would physi-
cally shift pitch on cue, you 
have to manipulate them in 
some way. And it has to have a 
realistic place to start acoustical-
ly... 

The amount of material. 
nearly all of it organic. that 
went into any one tornado is 
staggering. Animal voices, real 
winds. train-bys, whistle-whines, buf-
feting thumps—all of it layered and as-
sembled in Pro Tools, most of it by 
sound designer John Pospisil. He was 

the tornado guy who delivered finished 
voices to the editors for placement and 
further manipulation. There were angry 
winds, soft winds, gentle winds, per-
cussive winds, monster winds, growl-
ing winds, high winds, low winds and 
midrange winds. Much of the process-
ing took place in Pro Tools or with a 

Lexicon PCM-HO. The only dictate was 
that the wind had to keep moving. Sta-

A view from the machine room. 

At left, reels of Foley; at right, boxes containing 

the 600 DA-88 cassettes for effects alone. 

tic winds are death. 
-You can't have constant wind," 

Flick explains. Some of the people we 
interviewed said the tornado pulsed. so 
John took some low-end tones of ani-
mal voices and created a low-frequency 
undulating tone that wasn't in the pitch 
area of rumble, one that would pulse 
and undulate—kind of like a more ag-
gressive soft ocean wave. And it had to 
he arrhythmic, because rhythm be-
comes music. That doesn't mean our 
sounds don't have rhythm and meter 
and structure. It just means that we deal 

- and it satisfies the needs of both! 
Operational Benefits include: 

• Reliable and proven 
proprietary hardware 
and software 

• Up to 2296 remote and 
local assignable 
sources/destinations 

• Easy to operate digital 
mixing and total automation 

• Integrated MTR offering unique "free play" 
cartridge style playback 

Axiom System Implementation 

• Integrated VisionTrack" 
random access 
video option 

• Audio Preparation Station 
(APS) efficient project 
management and 
off-line editing option 

• Fast and easy background 
file back up - gives 
peace of mind 

• Built in channel effects, delays and dynamics 

with rhythm and meter and 
structure only as it relates syn-
chronously to visuals. This is a 
5/4 tornado in a 4/4 movie." 

THE EDIT 
Despite the large number of 

units, this was not a large audio 
post crew by blockbuster movie 
standards. At most, there were 
25 editors, including assistants, 
working on the film at Creative 
Cafe, Flick's new editorial 
house that he co-owns with his 
wife, Judee. To ensure consis-
tency, editors were not just as-

signed reels, they were assigned 
responsibilities. And in addition to hard 
effects, they delivered multichannel 
premixes to the dub stage. Gregory 

Hedgepath and Charles Maynes took 
on the moniker of "Twister Twins." 

"I would say Charles was a little 
mi re synthetic in his treatment, where I 
was going with animal sounds," 
Hedgepath says. "But any effect we put 
in had to have movement, because if 

you put in a steady and play it loud, it 
may sound great, but then ten seconds 
later, you say, 'Okay, what next?' Con-

So, if you are an Operator who is keen to 

know more about the new digital age or a 
Chief Engineer who is looking for a 'future 
safe system' call now for more data. 

0 1 8 6 5 8 4 2 3 0 0 

Solid State Logic 
Broadcast 8( Post Production 
Begbroke, Oxford, OX5 1RU, England 
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sequently, we both tended to do more 
premixing on this film than I would 
suggest an editor do when I supervise 
films. I would duck effects and swell 
them up, hut never the same move-
ment on every track. 

For example, I put together a 4-
channel mix where a tornado comes 
right up on the characters and begins 
to stroll around," he continues. "I 
recorded my fader moves on my CS- 10 

MIDI mixer at half-speed and swirled 
them around the room—picking up 
speed as it got close to them and slow-
ing down as it moved away. Then I 

would take those four tracks and 
maybe do two other groupings of dif-
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ferent wind sounds—like maybe a nice 
constant wind, where the faders give 
you the movement, and maybe a buf-
feting wind. One is high, one is low, so 
you pick up three colors. Start with the 
high, add the medium as they get clos-
er to it, then when it's really upon 
them, the low wind swells up. Then 
they go away and you reverse it." 

Automated or volume-mapped edits 
are not recommended, especially with-
out consultation with the re-recording 

team. Because of the time constraints 
on the final and the massive number of 
elements, it worked on this film. "One 
of the pivotal experiences for both 
Greg and me was the sweeteners on 

1 :SE HEWN? SERIXE CARD FOR .11011E 1,\1.Y 

reel 1 tomados for the final, because it 
was the first time we had done heavy 
automation to the point of predubbing 
in our systems. 

"Charles and I are both mixers as 
well as editors," intercuts Hedgepath, 
"which gave us the confidence to pre-

mix without tying the mixers' hands in 
the final." 

"We needed more movement," con-
tinues Maynes, "but we found it diffi-
cult to convey our intentions by just 
laying the units up and doing fades. 
There was plenty of discussion at the 
shop about whether we should do this. 
Old-style editors said we were trying to 
do the mixers' job for them. But we just 
felt there was too much information, 
and we didn't think we could make up 
units that would play to the degree of 

activity we were looking for. Steve 
Flick is big on having an editor go to 
the dub stage to dub their reel. He is 
one of the finest supervisors because 
he has his ego in check." 

The 4-channel treatments worked 

well on the wind, and there was plenty 
of swirling at the final. But this story is 
also allout layers. When cutting the first 
tornado effect for the film, Maynes was 

working on Mulholland Falls and came 
across a fast-hut-smooth merry-go-
round sound in the DAT library, 
recorded from the Scream Machine in 
Santa Monica. Run through a PCM-80 
(with some modifications on the Finish 
Line patch, a sort of multivoice 

Doppler), it became a subliminal build-
ing block for the tomados. 

Meanwhile, Martin Lopez of Digital 
Sound Design in San Diego came up 

with some stunning 4-channel record-
ings of train-bys, which were "massive-
ly limited" in Li, a Waves plug-in for 
Pro Tools, then dropped in. Hedgepath 
came across a very slow diesel freight 

train that added a crunchy sound, 
which he described as "wind made of 
razor blades." Maynes also made regu-
lar use of the Focusrite TDM plug-in, 
which allowed him to notch out and 
boost certain frequencies to place indi-
vidual colors or sparkles inside a much 
larger and more violent wind sound. 
The Li became key, and distortion 
ruled the day, replacing revert) as the 

treatment of choice. Warren Hamilton, 
who the Twister Twins referred to as 
their Godfather of sound effects, would 
walk by and tell the two: "We need 
more grit. Grit it up." 

"When the twister is upon you, like 
in reel 4, it's always great to add the old 
constant-acceleration effect," Hedge-
path says. "You take some sort of whine 
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that increases in pitch and you lay it 
over itself so it appears to keep going 
up. It's a tension-building device that 
was used in the trench war in Star 
Wars—the x-wing fighter was always 
accelerating. Ben Burn taught me that. 
So I got an inertia starter out of the li-
brary—similar to the effect used on the 
cartoon Tasmanian Devil when his feet 
start moving. I pitched it down two oc-
taves, then four octaves, then overlaid 
them on top of each other, then ran it 
through two Lis, and you get this 
tremendous, increasing, distorted whine 
that goes up in pitch. Something really 
had is coming at you." 

"I'm a big fan of Li," adds Maynes. 
"We figured out that when we put two 
of them in a line with maximum limit-
ing, it made the most ungodly distor-
tion. You could run an interesting 
moving wind through it and end up 
with something that sounded like the 
world ending. Then we put that into 
our spinning automation and it ended 
up fascinating." 

"That's something I got from Randy 
Thom up at Lucasfilm," Hedgepath in-
terjects. " His famous saying when I 
used to work up there was Distortion 

equals art.'" 
So much energy and so much of the 

drama is focused on the tornado that 
some excellent Foley work, ADR and 
music may appear to get short shrift in 
these and other pages. Flick, who has 
edited some big films, including cutting 
on Raiders of the Lost Ark, says this was 
by far the biggest Foley show he's ever 
done. Wind, by itself, is not that interst-
ing, Flick maintains. It's the dust and 
debris it whips up that adds the color. 
Not to mention flying objects—from 
truck crashes to knives and shards of 
glass being flung by the main charac-
ter's ears and into a barn wall. Kudos 
to Foley artists John Roesch and Hilda 
Hodges. 

Judee Flick cut more than 1,200 
lines of ADR for the film, which isn't at 
all surprising considering they had two 
jet engines on the back of a flatbed 
during production to generate wind, 
along with ice machines to shoot hail, 
regular wind machines and lots of dia-
log in cars. ADR was recorded to DA-
88, then loaded into Pro Tools for 
editing. 

Music was composed by Mark 
Mancina, who also scored Speed. There 

is actually a surprisingly small amount 
of music for such a big "quest" film— 
roughly 44 minutes of score and 32 
minutes of source. But according to all 
sources, De Bont shoots in a way that 
provides effects moments and music 
moments, where by and large music 
will carry a scene until you see the tor-
nado, then effects take over. Mancina 
was invited to a few advance screen-
ings of the trailer last December so that 
he would have an idea of how the 
sound effects were going to be played. 
The score was recorded to 48-track 
analog, then loaded into Pro Tools 
through Apogee converters. 

"Jan is one of the top directors I've 
worked with in terms of being aware of 
the potential conflict between music and 
effects," explains Zig Gron, music editor 
on Batman Forever, Acsassim and Don 
Juan DeMarco, to name just a few recent 
credits. "I'm a music editor who happens 
to believe that if the music needs to be 
lowered or dumped because of the emo-
tion of the scene—which is unusual be-
cause music normally plays 
emotionally—then I'm all for lowering it 
if it will make the film better. I believe 
music can work with effects. 

KIT INCLUDES 

• Label Design Templates (PC & Mac) 
• The Amazing Neato Labeler 
• Complete Instruction Guide 

and Apply CD Labels 

oicroPatent 
preso 

See us at— http://www.neato.com 

ORDER FREE 
Now 100 LABELS 

Perfectly Every rime! 

800-984-9800 • 203-466-5170. fax 203-466-5178 
In Europe + 44 ( 01990 561571 • Fax + 44 ( 01181 932 0480 
MicroPotent • 250 Dodge Ave. 
East Haven, CT 06512 U.S A. ge   
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Worth its weight in gold and platinum. 
Tony Brown discovers the AT4050 studio microphone. 

With 8 gold and 14 platinum records, 
41 number-one singles, and 4 Grammy 
Award winning titles, record producer 
Tony Brown has a reputation for 
knowing excellence when he hears it. 
So it's no surprise that once Tony 
tried an AT4050 multi-pattern capacitor 
microphone, he's been using it ever 
since. 

"I use it every session on something," 
says Tony. "There are several great 
mics that engineers always like to 
bring out—and this is one of them." 

The Audio-Technica AT4050 delivers 
supremely transparent and accurate 
sound without sacrificing warmth 
and ambiance. The large-diaphragm 
design utilizes two capacitor elements 
to provide consistent, superior 
performance in three switchable polar 
patterns (cardioid, omnidirectional 
and figure-of-eight). Transformerless 
circuitry provides exceptional transient 
response and clean output even under 
extremely high SPL conditions. 

And while it's certainly worth its 
weight in gold, the rich, versatile 
performance of the AT4050 is 
available for much less than $400 
per ounce! 

To discover studio microphone 
excellence for yourself, call, write 
or fax: 

Audio-Technica U.S., Inc. 
1221 Commerce Drive 
Stow, Ohio 44224 
(330) 686-2600 
Fax: (330) 686-0719 

U.K.: Audio-Technica Ltd. 
Old Lane, Leeds LS11 8AG 
0113 277 1441 
Fax: 0113 270 4836 

(/) audio-technica. 
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L The alternative workstation. 1 
Okay, granted, there are already a lot 

of digital audio workstations out there. 
Some are so expensive that you can only 
afford one for six editors. Some are little 
more than PC sound cards that can't lock 
to picture without timecode drift. Some 
are so complicated that after you've 
bought a Mac', 5 add-in boards, a bus 
expansion box and 12 pieces of software, 
it almost nearly works most of the time. 

That's why you should explore our 
— - radically different approach. Admittedly, 

we're guilty of spending far more time 
perfecting our products than advertising 

-r them. But today, a growing number of 
major post production facilities and 
recording studios are reaping the ben-
efits of our meticulous engineering. They 
also rave about our great service and 
quick support - available without having 

— - to wait on hold for hours. 
— 

three software solutions.  
One hardware platform; - 

Prisma" is our one-card hardware 
• platform that frees up your CPU by 
I handling all processing and signal flow 

on board. Its DSP capabilities are so 
massive that plug-ins aren't even an issue. 
Invest in Prisma hardware and then 
choose the Windowe'-based software 
package that fits your applications and 
budget. Each has an elegant, hands-on 
interface that's free from frustrating pull-
down menus, and floating window clutter. 

EXPRESr for PRISMA' 
Express presents a simple, 2-panel interface 

with all the tools you need on-screen - instead of 
hidden in a mass of annoying pulldown menus. 
Perfect for broadcast, commercial production, 

multimedia and small home studios. 

8 tracks • Over 250 markers & 99 Auto Locate 
points • 10-level Undo/Redo • Fader automation 
• Directly-draggable fades & cross-fades • Easy 
head & tail trim • Fast bi-polar waveform views 
• Snap anything to markers, current position or 
other sounds • Compatible with & upgradable to 

Producer- • Networkable 

111 our marketing department had been 
as talented as our engineers, you'd 

probably be using a Prisma workstation 
right now. 

Express' is a creative tool for broad-
cast and commercial production with a 
no-frills interface so simple to use that 
even a program director could learn it. It 
uses Producer's hot-key shortcuts to re-
duce the learning curve if you upgrade. 

Producer" t takes the software 
recording studio paradigm to a new 
level. Its studio-friendly look and feel 
removes the impediments to creativity 
found in many current workstations. 

StudioTracks' XP has the tools you 
need for serious, hardball film and video 
post production, sound design, dialog 
editing and Foley work. XP stands for 
Cross Platform: StudioTracks runs on 
both Prisma and Spectral's even-more-
powerful AudioEngine' hardware, too. 
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PRODUCER- for PRISMA"  

Radically different than any other workstation 
software, Producer" is a"virtual studio"with 
direct access to familiar audio tracking and 

mixdown tools including an automated mixer. Free 
from pull-downs and nested windows,Producer's 
direct interface boosts productivity & creativity. 

99 virtual tracks,each w/4 layers • 8/1612C 
or more tracks • 4 sends & returns + 2 remix 
tracks • Rich DSP features • 10 Undo levels 
• Automated fades, pans, mutes, aux sends • 2 EQs 
per mixer channel • Default cross-fades & butt-
splices or custom via built-in editor • Markers 
• Snap anything to anything • 3 waveform views 
incl. fast bi-polar waveform display • Grid can be 
set to bars/beats,frames etc. • Direct VITC lock 
• Can add timecode burn-in to video • Networkable 

"via linked CPUs 

Get the whole, hitherto untold 
Spectral workstation story.  

Prisme, Express", Producer" and 
StuclioTracks" are just part of our product 
line. They all come from an established 
company that specializes in digital audio 
workstation and connectivity solutions. 
Call, fax or e-mail for complete, detailed 
information on our practical approach to 
enhanced productivity. 

We've been keeping it a secret for far 
too long. 

t The software program Formerly Known As Prisma 
Music. Our previous Marketing Department did it. 

Above S whoTracks Ma sere n: below segment edam dynamics DSP 

Spectral's advanced, cross-platform solution for 
film & video dialog editing, sound design and 
other edit intensive workstation applications. 

256 virtual tracks • 12 tracks w/2 sends & 
returns • Internal track bouncing • Auto-Conform 
• Direct VITC lock • Drag & drop SFX & dialog 

snips from library to project • Spectrum 
analysis • Flexible dynamics processing 

• Silence-stripping • Envelope editing • 2 EQs 
per channel • Digital patchbay • Textual play list 
for mix-to-pix or mastering • Machine control 

• Networkable 
'Runs on Spectral's Prisma " & AudioEngine " hardware 

SPECTRAL 
A Euphonix Company 

18800 142" Ave NE,Woodinville,WA 98072 
http: //www. spectralinc. cont 

info© spectralinc.com 
Tel: 206.487.2931 Fax: 206.487.3431 
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"Mark delivered the music separated 
onto 16 tracks of Pro Tools—left-cen-
ter-right orchestra, left-center-right per-
cussion, left- right brass, left- right 
synthesizer. left-right guitar, left-right 
choir, left-right woodwinds." he contin-
ues. "That gave us control, because we 
didn't really know what we were up 
against sound effects-wise. So if sound 
effects were going crazy, percussion is 
one of those things that can get 
drowned out. So we ended up boost-
ing the percussion about 2 dB all the 
way through the movie, just to give it 
some drive. In another scene, we 
ended up going with choir to cut 
through the big effects." 

"On Speed, there were a lot of very 
literal visuals working with sound," Flick 
adds. "See something, hear something. 
But in this picture, there is a lot of sound 
driving the drama—we hear a tomado 
offscreen, and it moves the drama for-
ward, or in the house sequence, we 
hear noises and the characters react. It's 
in the writing and in the way it's pho-
tographed, and by having sound more 
entwined with the drama, as opposed to 
being sound with the drama, he's be-
come a much more complex filmmaker. 
which is a delight for me. 

"When I started to think about 
soundtracks in a whole sense in the 
early '80s, as opposed to earlier, when I 
was just cutting sound effects, I realized 
that with any modern picture where 
you have lots and lots of sound, and 
the score is dynamic, you have to trade 
licks. You have to be able to produce a 
unified, whole process." 

TRADING LICKS AT THE MIX 
niusi(.' inetapilor oi the tornado is 

not a stretch, and in many ways, the 
sound of the individual tornados can 
be thought of as jazz pieces, fluid and 
arrhythmic, with complex tonal layers. 
While the editors are essentially con-
cerned with making "musical" effects— 
in fact. Flick says, he only hires editors 
with a music background—the re-
recording team strives for that delicate 
balance between dialog, effects and 
music, the unified whole referred to by 
Flick. 

You won't find a better re-record-
ing threesome than Maslow, Landaker 
and Kevin O'Connell, who was 

brought over to help on Twister from 
his regular gig as a lead mixer at Sony. 
It's not just the technical chops, or the 
awards or nominations—though they 
each have plenty of both, with Lan-
daker and Maslow holding three Os-
cars and O'Connell with nine 

nominations. It's more in the way they 
can put an entire club stage at ease 
and inspire complete confidence. Uni-
versal's Stage 3 is their house, and de-
spite the pressure of a big film and the 
fatigue of three months of 12- to 16-
hour days, they are relaxed and jovial 
just two days before the print master. 
The three can create an entire comedy 
routine out of the curly fries at lunch, 
trading licks in the same manner they 
do behind the Otan i Premiere (with 
Concept 1 sidecar) on the stage. 

"We knew going in that this had the 
potential to be a loud movie. - says 
Maslow. "So we went in with the 
premise of letting me set the dialog to 

what I felt was a comfortable level, and 
that gave me a frame of reference. 
Everything was based around that 
level—all the tornados and winds and 
music—everything was bobbed and 
weaved to facilitate hearing every 
word. Kevin came in next with the 
music, and then Gregg supported it 
with effects." 

"At no point is Gregg trying to over-
ride until it's time to let him go," ex-
plains O'Connell, who in addition to 
mixing music served as an extra pair of 
hands on the effects premixes. "If we 
tried to do this film the old-fashioned 
way, with effects trying to overdo it, 
we'd still he mixing the movie. It took 

INTELLIGENT 
IN EAR MONITORING 

the world's a stage and the stage could 
be anywhere in the world. Only one in- ear 
monitoring system is truly international. 

• Garwood's Radio Station I.D.S. will select 
• the right operating channel from its on-
board database of UHF frequencies between 
510-900MHz. Perfect for big tours, little 
tours and smart engineers everywhere. 

L_   
SEE US AT NAM BOOTH #1340 

FOR FULL DETAILS OF THE 
RADIO STATION I.D.S. AND 
OTHER GARWOOD IN- EAR 
MONITORING SYSTEMS 
CALL: 215 860 6866 
GARWOOD COMMUNICATIONS INC. 

PO BOX 1505, NEWTOWN, PA 18940 

TEL: 1 215 860 6866 FAX: 1 215 968 2430 

GARWOOD COMMUNICATIONS LTD. 

136 CRICKLEWOOD LANE, LONDON NW2 2DP 

TEL: 44 181 452 4635 FAX: 44 181 452 6974 

it 
GARWOOD 
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Control the WARAITh 
with True 

rue P4.1.11) 
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Aardvarks AD / DA 
A perfect Companion! 

The abl 
audio warm 
in the studio is price 

- 
.-Especially when that warmth is based on 

actual anak% tape  characteristics. The breakthrough 
True Analog' "1 technology not cely duplicates these 

characteristics, it lets you control them. 
Full Control. Analog Tape Warmth. No Tape Hiss. 

The AardScape: The most powerful analog processor available! 

Dealer Inquiries Welcome. Aardvark 
31 l• 66 3 • 10199 • Fax i I 3 • 66 • 0694 • 202 E. Washington Ste 306 • Ann Arbor 6, MI • 48104 
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earthworks 

A New Standard of Accuracy 

'erif et-101We /.4 not.enou humans perceive 

significant information both above and below the range 
which we can hear as tones. Earthworks' mks offer you 
a window of unprecedented realism. 

Accuracy beyond description. 
Earthworks' microphones achieve the goal of truly 

capturing the experience of live sound! 

TC3OK . 3Hz to 30kHz — $499 -each 

TC4OK /Hz to 40kfiz — $899 each 

- 

us 150 films to get to this point," he 
says, and they all laugh. 

Bobs and weaves, peaks and val-

leys—this particular film mix was all 
about movement. "We picture Jan's 
films as roller-coasters," Lindaker says. 
"You take an audience, have them grip 
aholcl of their seats and say, 'Omigod! 
Here we go!' They go through the falls, 
through the terror, and then relax. Speed 
was a quick-hitting roller-coaster; this is 
1 t( ire about long undulations into terror. 
And at the mix. that's mainly done by 

not playing all 800 units at once, even 
though you have them. It's built from 

maybe five units here, then another 30 
to 40 feet in, you introduce something 
else, then something else. It's constantly 
moving on the sliding scale of intensity. 

"l approach sound effects mixing 
thinking that I want to have the audi-
ence walk out and say, 'What a ride! 
That was worth seven-and-a-half bucks.' 
I want to create a 3-D theater environ-

ment illusion for them, something they 
can't get at home. I want the sound of 
that twister 15 feet in the middle of the 

room. I want them to feel what they see. 
If we just play it flat-screen, then it be-
comes simply watching a movie. I want 
the audience involved; I don't want to 
be invisible." 

Certainly, the 5.1-channel digital film 
sound fonnats (Driver was released in 
DTS, Dolby Digital and Sony's SDDS) 
play a large part in creating the 3-D en-
vironment. But all three mixers are 
adamant that the 5.1 channels are not 
about making a film loud; they're for en-
veloping the audience. The surround 
work is not overdone, though it does 
provide the swirls. And surprisingly, 
Lancktker, perhaps influenced by O'Con-
nell, is a recent convert to the use of the 
subwoofer—he did not employ it on 
,Specyt 

"After Crimson Tide, I really got to 
know subs." O'Connell says, pun in-
tended. "From the second the tomado 
arrives until the second it leaves, you 
could literally drive the subwoofer at 
100 dB and it would be fine—most 
mixers would have clone that. We 
never did that. We modulated that sub-
woofer in and out, and what we put in 
the sub is not a steady rumble track, no 
pink noise clown at 20 Hz. It was a 
modulated, very dynamic track that 
would make the sub key on and off, on 

and off. Same with the surrounds. We 
never played things straight." 

"This picture deals with a lot of 
mid- and low-frequency information," 
Lanclaker cuts in, "so we can create a 
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It all boils down to making choices or reserving 

options. You wouldn't cross a bridge that was con-
nected only at one end, so why purchase a mix-
ing console connected only a: one end. 

Harrison's revolutionary Anak)g/Digital Transition 

ArchitectureTm (ADTAil spans the chasm between 
analog and digital audio with its SeriesTwelve'MPC 
system. ADTArm is the first open-aThitecture audio 
console which allows for 4ree:y intermixing ana-

log, SP/DIF, AES/EBU, MADI, ADAT, and Y2 input 
modules on the same console. Harrison's intu-

itive, fully automated control surface controls 

each channel transparenuy to the mixer. 
Unsurpassed control and flexibility are available 
from the only manufacturer capable of delivering 
a 280-input * analog, digital or hybrid console. 
With the Harrison SeriesTwelve/MPC system, the 

option is always yours. 

Harrison... the revolution continues. 

INI 
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CONTROL 
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Source 

Source 

Source 

Source 

Source 

Source 

Automation 
Mainframe 

* 

Analog 

SP/DIF it) 
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SP/DIF 

• Harrison's THREE 280-input fully aut ated' 
M PC's installed in the Cary Grant, William 
Holden a.nd Kim Novak Theaters at SONY ar 
the largest audio consoles in existence. 

Harri 
0 n, 

by GL,y1/ Incorporated 

7104 Crossroad Blvd • Suite 118 • Brentwood, TN • 37027 • FAX (615)370-4906 • (615)370-9001 
UK Office • 11 Chapel Street • Berkhamsted, Herts • HP42EA • 44 1442 875900 

EMAIL us at: mailto:sales@glw.com Visit our Web Site: http://www.glw.com 
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octavia 
MODULAR DIGITAL EDITING 

Studio Audio Digital Equipment, Inc. 

1808 West End Avenue, Suite 1119, Nashville, TN 37203. 
Tel: 615 327-1140 Fax: 615 327-1699 

' - 
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e SADIE turnkey 

industry standard. 

three years SADiE has 
, ghiiinunrivagled product 
development 'and outstanding 
customer care. 
' e 

- 

e SADiE Mobile will record, 
playbadk and monitor like any 

ther giortable field recorde!ye 
But, uniquely, the file formal--
is fully compatible with SADiE 
requiring zero up-load time. 
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by Chris Michie 
& Sarah Jones 

all it what you will—conso e, 

mixer, desk, board—the sir gle 

mosl expensive piece of audio 

gear in a 24- or 48-track recordinc 

facility is likely to be the console 

Though acoustics, monitoring sys-

tems and even wiring can have 

g'eater effect on the actual and per-

ceived sound of a recording, the con-

sole often Dccupies a disproportionatel\; 

large space in a studio client's merlta 

picture. Ergineers become addicted to 

particular models, and musicians oiter 

remember which board they last 

recorded through. Some of this exag-

gerated respect for brand names 3'..c 

model numbers is justifiable—the sonic 

and operatonal differences among con-



sos are c ten significant—but often 

the choice a console has as nuch to do: 

with markeinç as audio specs. A 

"narre" ccr- sole may bring in business 

that a technically more sensible choice 

may not. 

Scrne s7udio owners select a con-

sole Jn purely technical grounds; for 

most price- s a serious conside -ation. 

But there ara other factors to consider: 
Who owns :he company and what are 

their long term -goals? VVhare-is the 

neatest techhical support resoutce? Is 

the console flexible enough tc cope 

with zominc technology or is it upgrad-

able? Whs-. automation options are 

there VVha: resale value w it have i 

five wars? 

More thlr an other piece of equt 

ment a co-sole reflects the taste and; 

values of its owner. Some studio own-

ers are praclical and econombal, others 

are larnbaeant and idiosyncratic, even 

eccentric. Some are devoted to " clean' 

circuitry anc ow noise floors, others to 

ope -ational flexibility and sophis-icated 

functionalite. Fortunately, console man-

ufacbrers are a eiverse bunch and there 

are console designs and prices to fit. 

every requircr ieht. 

• 



"THE SOUND IS UNBEATABLE" 
Stephen Bray,'96 

Stephen Bray, who gained world wide recognition as producer and 

co-writer of Madonna's " Express yourself" and " Into the Groove," 

along with engineer Tony Shepperd,yistalled a Euphonix CS2000 

console in his Los Angeles based studio, Saturn Sound. Why a 

Euphonix Stephen?... 

"From tracking to mixing, the speed of the CS2000 SnapShot 

Recainm and the instantaneous access to hard disk is amazing." 

"We are attracting producers and engineers who require infinite 

flexibility. With the EupillNeu save at least an hour or two 

every time you change projects. We can go from mixing a TV show 

va a music album mix in seconds." 

'We've jcined a thriving community of artists, producers and 

engineers who understand the beauty of digital control and the 

advantages of networking with the many talented 

Euphonix users. 

Coes this sound familiar to you?.... 

It you are tired of waiting for old technology to 

keep up, if you want to get 

'sound from out of this world," 

:ontact the Euphonix office 

ssaorert you. 

Headquarters Los Angeles 
(Palo Alto, West US) (West US & Intl) 
'AI 1', Lute .1..ctute 11112 Ventura Blurt 
tilo Alto CA 94306 Studio City CA 91604 
(415) 855 0400 (018) 766 1666 
Fax (415) 855 0410 Fat (818) 768 3401 

New York 
(East US) 
2 West 45th St Sude 605 
New York NY 10036 
(212) 302 0696 
Fax (212) 302 0797 

Nashville 
(Central US) 
1102 17th Ave Suite 202 
Nashville TN 37212 
(615) 327 2933 
Fax (615) 327 3306 

Sound 
from 
out of 
this 
world 

• 

London 
(Europe) 

16 Beughern Mews. Blythe Rd 
London W14 OHN 
(171) 602 4575 
Fax ( 171) 603 6775 

Tnew 
(Japan) 
1-19-3 Kamiocho 
Shiniukuku Toyko 161 
(81)30-340-5623 
Fax (03)3950-6283 

SatureSaund Pm ILIV15 
iory Shepoeri and Stephen 
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GENERAL NOTES 
All consoles listed are 24-bus ( and 
higher) configurations and are analog 
designs, unless otherwise noted. Most 

models are offered in a range of frame 
sizes; expansion capability is not al-
ways noted, although most can be or-
dered in a short-loaded version, and 
additional modules can he added as 
channel requirements ( and budgets) 
grow. Most consoles offer a combined 
bus addressing scheme whereby chan-
nels are assigned to either buses 1-24 
or buses 25-18 in two or more banks. 
Some consoles assign to each bus dis-
cretely, some only in pairs; some allow 
assignment to both banks at once 
(though with limitations). Some con-
soles offer onboard dynamics process-
ing. Specific circuitry features and 
automation options are not described 
in depth. 

MARK 
Designed by Rupert Neve, the TEC 
Award-winning 9098 from Amek ( U.S. 
offices are in North Hollywood, Calif.) is 
a large-architecture console that can be 
configured to customer requirements for 
recording, broadcast and post applica-
tions. The 9098 is supplied with Amek 
Supermove moving fader automation, 
Amek RECALL, Amek Virtual Dynamics, 
Amek Visual FX outboard equipment 
control software, and Amek Superloc 
machine control. The 9098 is a radical 
departure for Amek—it's the company's 
first console targeted at the up-market 
sector that Rupert Neves designs have 
traditionally been associated with. 

The 9098 console building blocks 
include 24- and 32-module chassis sec-
tions, single- and double-bay jackfields, 
and an eight-module monitor section. 
Three input modules are available: the 
9098A mono, the 9098K dual and the 
9098L stereo input module. These may 
be combined in a variety of ways, and 
the 9098 may be configured in split or 
all-input format. Input modules offer 
48-bus addressing through two banks 
of 24 switches, plus an additional four 
stereo bus assigns. The A and K input 
modules are also designed to act as 
group masters, and the A module offers 
comprehensive stereo, quad and LCRS 
panning facilities. EQ on the 9098A 
module is 4-band, with the two mid 
bands sweepable ( I1F and LF EQ sec-
tions offer six switched frequencies). 
and there are additional variable high-
and lowpass filters. Various switches 
and pots allow for selective notching in 
the mid frequencies and alternate filter 
slopes in the HF and LF sections. EQ 

for the K and L modules is comparable. 
if less extensive. The 9098 offers 16 
auxiliary buses that are variously ad-
dressed by stereo cue and mono aux 
send pots on the input modules, and as 
many as 18 switches can be controlled 
by automation. Amek's Virtual Dynam-
ics package allows for the insertion and 
automated operation of compressors. 
limiters, gates, expanders, etc. on each 
channel. And so on: the 9098 is not 
short of features. A 72-input 9098 costs 
approximately $625,000, depending on 
configuration. 

Galileo is Amek's latest console and 
is designed for music recording, video 
post and film-dubbing applications. An 
in-line design available in 40- and 56-
input frame sizes, the Galileo is sup-
plied with Supertrue VGA or Supermi VC 
nu wing fader automation, Amek Super-
loc machine control, timecode read-
er/generator, Amek Visual FX, Amek 
Recall, and Amek Virtual Dynamics. 

Input modules contain two signal 
paths; the Galileo can handle twice as 
many inputs on mixdown as there are 
input modules—with full EQ on each 
channel. The input stage includes a Ru-
pert Neve-designed TLA ( transformer-
like amplifier). The 24- track bus 

assignment is via 12 switches that ad-
dress the buses in two banks. EQ sec-
tions for the channel and mix signal 
paths are 4-band parametric with bell 
and shelf switches for HE and LE sec-
tions and additional swept high- and 
lowpass filters. The EQ may be reas-
signed, in sections, to the module's 
other signal path. There are 16 aux 
sends, of which eight may be ad-
dressed in pairs at one time. Pricing for 
the Galileo stalls at $ 177.327 for the lo-
channel model and rises to $277,065 for 
the 56-input version with Supermove 
automation. 

The Rembrandt is a dual-path con-
sole available in 40- and 56-input frame 
sizes and is supplied with Supertrue 
VCA automation, Amek Recall, Amek 
Virtual Dynamics and Amek Visual FX. 
As on the Galileo, input modules con-
tain two 4-band sweepable EQ sections 
for channel and mix signal paths, effec-
tively doubling the number of inputs 
for mixdown. There are 16 aux and 24 
routing buses. Pricing for the Rem-
brandt starts at $99,153 for a 24-input 
model in the 40-input frame. A 56-input 
configuration starts at $ 146,895. Prices 
include patchbay and stand. 

The new Angela II is a lower-cost 
dual path production console. The 40-
channel version provides 80 inputs, 
each with 4-band EQ and automated 

fader and mute. The console has eight 
aux buses, 2a routing buses and 
includes a jackfield. The console is sup-
plied with the Supertrue VGA automa-
tion system, which includes Amek 
Virtual Dynamics and Amek Visual FX 
programs, all of which reside on a Pen-
tium computer, supplied with a 14-inch 
color monitor. The standard model is 
$74,750. 

AMS Neve Capricorn 

AMS NEVE 
The Logic 2 by ANIS Neve ( Burnley, 
UK) is a large-scale automated digital 
recording system-) that integrates a fully 
featured mixing console with an AMS 
AudioFile. Like other digital consoles, 
the Logic 2 is highly flexible and may 
be configured in a number of NVayS for 
rec•ording, post and film applications. 
Up to 60 channel strips with fur-layer 
operation provide 240 fully equipped 
mono/stereo channels plus as many as 
• +8 aux and 64 multitrack record buses. 
Featuring a 32-bit all-digital signal path. 
the Logic 2's signal processing resources 
are determined more by available digital 
processing horsepower than input strip 
layout; EQ is 4-5anci wIth 2-band filter-
ing and full dynamics on each channel. 
Many complex functions may be as-
signed and controlled at a central con-
trol panel. Among the Logic 2's many 
notable features are total dynamic mix 
automation plus setup recall automa-
tion, comprehensive n'achine control, 
moving faders. 32-bit 1)SP and a rela-
tively compact profile. Contact manu-
facturer for pricing. 

The Capricorn is Neve's flagship 
digital console. Three standard 48-track 
recording configurations are offered, 
but a wide degree of customization is 
possible—the console is to some extent 
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modular and may be expanded in 24-
channel increments to its upper limit of 
256 signal paths. A typical configura-
tion, the System 112, offers 32 mic/line 
inputs, 24 AES/EBU stereo digital in-
puts and outputs, 48 track sends, 64 
track returns, 16 auxiliaries and eight 
cues. Signal processing is selected and 
assigned via a screen and trackball, and 
selected parameters are controlled 
through multipurpose rotary controls. 
The Capricorn thus provides enough 
tactile controls for quick seize-and-twist 
operation without hopelessly cluttering 
the control surface with dedicated 
switches and pots. Contact manufactur-
er for pricing. 

The Neve VR Legend is a large-ar-
chitecture analog console with a fully 
discrete control surface and is available 
in recording, post and film-
scoring configurations. In-
cluding all of the channel 

features of the V Series con-
soles, the VR Legend offers 
assignable Neve Fonnat Spec-
trum EQ, eight aux buses, 
and full 48-track routing plus 
48 additional sends. Meter-
ing is VU or PPM, and dis-
crete dynamics metering is 
available for each channel. 
Flying Fader and Recall automation 
packages are optional, as is Neves En-
core automation system, a Windows 
NT-based system, which provides con-
sistent automation functionality and in-
terface for all Neve consoles. Contact 
manufacturer for pricing. 

/MAUCH 
The VCM-32 from Anatech Systems Ltd. 
(Cambridge. UK), a division of Martin-
sound Inc. ( Alhambra, CA) is a 32-input, 
24-bus in-line console for recording and 
broadcast ( the console is also available 
in 48-channel and larger formats). The 
fist product from a new company, the 
VCM-32 is based on a design philoso-
phy that emphasizes ergonomics, flexi-
bility, extensively auditioned electronic 
design and value for money. The VCM-
32 features dual-path input modules for 
a total of 64 inputs at mixdown, and 
there are 24 multitrack buses, which are 
assigned via individual switches. Both 
mix and monitor signal paths are 
equipped with automatable 100mm 
faders, and there is an integral compres-
sor/gate on every channel. EQ is 4-band 
parametric, switchable between mix 
and monitor signal paths, and a sepa-
rate filter section may he inserted in ei-
ther path or the dynamics sidechain. 
Twelve aux buses may be used in vari-

ous configurations; the first eight aux 
sends are normaled as four stereo cue 
buses. Master control and monitor select 
functions are comprehensive, and there 
are two programmable mute circuits. 
Price is $ 75,000 for the base model. 
$93,000 including Audiomate moving 
fader automation. 

API 

The API ( Wheaton, Ill.) Legacy is an 
all-discrete, fully modular console de-
signed with functionality and transpar-
ent operation in mind. The board is 
based on a vintage '70s design, both in 

appearance and in circuit design. Each 
channel strip is made up of sections 
rather than solid, one-piece input strips, 
and a modular frame design allows ex-
pansion of channel buckets and multi-
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masters, talkback and meter select. 

The Legacy series is available in 
various frame sizes, based on a 16-
channel input section and a 24- or 48-
channel monitor section. Prices start at 
around $ 100,000. 

DAR 
The Cinemix from Dutch manufacturer 
D&R (Weesp, Holland) is a customize-
able recording, film and post-production 
sound console available in 32- and 48-
input frame sizes, with 816-point patch-
bays. Notable features include dual 
signal path input modules with duplica-
tion of almost all features, 360-degree 
LCR, Front/Rear pannes, two automat-
ed VCA (standard) or motorized faders 
per channel, comprehensive routing 
and automation features including 

assignability to automated 
6-channel joysticks, and op-
tional dynamics on both 
signal paths. ARM routing 
matrix allows preset and re-
call of routing and switching. 
The dual input channel archi-
tecture offers 96 mono in-
puts for mixdown on the 
48-input console; all mod-
els feature ten stereo effects 
return channels. EQ for 

both sections of the input module is 4-
band sweepable. The ten discrete aux 
sends may be routed to up to 34 aux 
send buses at mixdown. The six-output 
(LCR, Surround L, Stint )und R, Sub bass) 
monitor section is under digital control, 
allowing for preset and recall of listen-
ing levels appropriate to the various fill)) 
sound playback formats. Prices start at 
$44,422 for a 24-input Cinemix and rise 
to $68,358 for a 48-input configuration. 

The Merlin recording, mixing and 
post-production sound console is avail-
able in two frame sizes, 40- and 56-
input, with a standard patchbay, though 
D&R will customize to suit clients' re-
quirements. Each dual input module of-
fers two 4-band EQ sections. The mix 
path also features variable Q in the mids 

and a highpass filter. Both signal paths 
feature comprehensive automation in-

cluding 100mm automated faders and 
six automated switch functions. The 12 
discrete aux sends may be routed to up 
to 36 aux send buses at mixdown. 
D&R's PowerVCA Automation package 
for the PC is supplied standard, and 

VCAs can be switched out of the signal 
path while retaining full fader control. 
Motor faders are optional. ARM automa-
tion provides instant recall of all digitally 

controlled signal routing and switching 
functions. Metering is 25-segment bar 
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API Legacy Series 

- - 

track monitor sections. The standard 
channel input strip is macle up of pre-
amp. EQ, input and fader modules; sig-
nal processing modules can be added 
later, and the channel strip can be spec-
ified without preamp/EQ modules, pro-
viding a cleaner signal path to tape and 
a cost savings. Many modules are com-
patible with API's modular rackmount 
systems. 

The channel input module ( model 
768) directs signal routing functions, 
including bus assignment, aux and cue 
sends, pan. solo, mute and mic/line 
switch. The signal path is a discrete op-
amp circuit. The mic preamp module 
is API's model 212L, the all-discrete, 
op-amp circuit used in the vintage API 
5121) preamp. The 550 EQ module is a 
simple, passive-filter design, offering 
four bands, with API's proprietary Pro-

portional Q. which varies bandwidth 
proportional to boost/cut. Monitor op-
tions include split or in-line formats. 
The standard monitor module configu-
ration consists of the 868 monitor mod-
ule and a separate fader module, 
which is wired for automation and fit-
ted with a P&G fader. A center master 
controller section includes bus trims, 
aux send trims, mix bus matrix, peak 
reference, master solos, talkback, cuts 
and dim, 11-frequency oscillator, cue 
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''-'"SC has tested many high-end audio 
misotes and we find that Rupert Neve's 
91998 has the best technical 
specifications of any we have measured. 

Noise floor, dynamic range and 
aistortion characteristics are absolutely 
superb and far exceed the requirements 

cegital recording technology as it 
presently exists'. 

Tony Du Boyce 
Senior Engineer 

Pniduction Technology 

CBC Engineering 
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' The 9098's sonic perfornaan:ce is 
stunning, be,ng sient, transparen7 and 
noiseless an-d with that unbeatable 
masterAul character which is the 
hallmark of 3 traditional Ruper Neve 
design. This :onsole is a dream to ,use 
and is the standard to which all other 
audio equipment manu facttjrers 

shou;d aspire'. 
Don Penn-.neon 

Tecimiud ikireclor 
CBC Radio British 

(u.ned km9d..) (44) 161 834 6747 
lUnited StateS) (1) 818 508 9788 

(Ger...y) (49) 6721 2636 
C5ingapore) (65) 251 1629 



graph at the channel and VUs for mas-
ter outputs. Prices start at S67.210 for 
a 24-input ( 68 automated inputs at 
mixdown) and rise to S101,780 for a 48-

input ( 120 automated inputs at mix-
down) configuration. 

EUPHONIX 
Thu (S200() from Euphonix ( Palo 

Alto, Calif.) is a highly modular, digi-
tally controlled analog console avail-
able in a variety of configurations for 
different applications. The CS2000's 
audio electronics are housed in a re-
mote Audio Tower that connects via 

serial links to the MixController. The 
Digital Studio Control ( l)SC") module 

is a central assignable control surface 
that combines with a digital control 
surface that is expandable from eight 
to 104 faders, from four to 52 sends, 
up to 120 dynamics channels and from 
one to three operators. The DSC pro-
vides access to channel functions, 
such as EQ. dynamics, surround pan-
ning, channel routing, snapshots, mas-
ter control facilities, automation, aux 

sends and machine control. An active-
matrix color screen displays signal 

routing and processing parameters. 
Each channel has two universal input 
(mie/line) amplifiers and four fixed-
input gain line inputs; either channel 
fader can accept any of these six in-

Sennheiser's ME 64/K6 system meets the stringent demands of digital recording.The ME 64 cardioid capsule is 

perfect for capturing the subtle nuances of acoustic instruments and cymbals. Its high output and quick tran-

sient response yield superior signal-to-noise ratio with extremely low distortion. Plus the K6 power supply is the 

heart of a modular system which accepts other mic capsules: from omni to long shotgun and even lavaliers. 

Now you can expand your collection to handle any studio or field recording application. 

ett ML 6L1-/ K6 
MODULAR (ONDEMER MICROPNOHE 

11111:40SrALTNENNHEisEFel 
SENNHEISER ELECTRONIC CORPORATION, 6 VISTA DRIVE, P.O. BOX 987, OLD LIME, CT 06371 • TEL: 203-434-9190 FAX: 203-434-1759 

CALIFORNIA: 4116 WEST MAGNOLIA BLVD., SUITE 100, BURBANK, CA 91505 - TEL: 818-845-7366 FAX: 018-045-7140 
MEXICO: PALENQUE NO. 663, COL NARVARTE, 03600 MEXICO, D.F. MEXICO • TEL: ( 5)-605-7686 FAX: ( 5)-60S-6473 

CANADA: 221 LABROSSE AVE., PTE- CLAIRE, PC) H9R 1A3 - TEL: 514-426-3013 FAX: 514-426-3953 

Manufacturing Plant: Am Labor 1, 30900 Wedemark, Germany 
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puts, and either fader functions as ei-
ther a mono or stereo fader. All signal 
processing is centrally adjusted from 

an assignable rotary control set. Au-
tomation includes Snapshot Recall'," 
which resets all functions in less than 

1/30 second; SnapShot Automation'," 
which fires SnapShots at cue points or 
timecode locations as part of an auto-
mated mix; and dynamic automation 
of two faders, two mutes, two panpots 
and four aux sends per channel. 

Although many CS2000 system con-
figurations can be created by combin-
ing different options, Euphonix offers 
custom systems targeted to specific ap-
plications. The CS2000D is the basic 
system, fitted with 24 multitrack buses, 
the Digital Studio Controller ( I)SC) with 
color display and lx)th Snapshot Recall 
and Total Automation systems. The 
CS2000M, configured for music record-
ing. includes the Euphonix ES108A dy-
namics processor, DSC and 16 aux 
sends per channel, expandable to 48. 
The CS2000113 is designed for television 

broadcast and production applications, 
with SnapShot Recall, 12 mix-minus 
buses (expandable up to 48), six stereo 
subgroups and surround mix capability. 
Optional are redundant power supplies 
and crosspoint audio router/switchers. 

The CS2000P is aimed at television 
post, and is configured with SnapShot 
automation and 12 mono/stereo mix 
buses per fader ( ideal for stereo mix 
stems). The CS2000F is designed for 
surround sound re-recording, featuring 
Euphonix's new surround panning soft-
ware with 12 (expandable to 48) multi-
format mix buses per fader. These 
buses can be configured as single or 
multiple film mix stems; the system also 
accommodates an optional PicMix sys-
tem for various surround monitoring 
formats. Multi-operator systems are also 
available. Pricing for the CS2000 system 
starts at around 5100,000. 

FOCUSRITE 
Thu Fr u>rite Studio Console, or F2, 
by Focusrite ( Boume End, UK) features 
neither a traditional split nor an in-line 
design, but is instead what Focusrite 
ternis an " all input" console—each 
module can serve as an input or tape 
return. Modules do not therefore in-
clude a small fader and separate moni-
tor chain, as is typical for in- line 
designs. The F2's no-compromise elec-
tronic design revolves around simplici-
ty and high quality, and the console is 
entirely FET-free. Local bus summing 
ensures that large-format consoles 
maintain low bus noise. Available con-
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MORE HITS ARE MADE 

ON STUDER TAPE MACHINES. 
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¡he A 827 analog er' D 827 digital recorders show that 
open-reel is an excellént business investment — and results 

demonstrate that Studer is the smartest choice ed. 

IT'S THAT SIMPLE. 

T
AKE A LOOK at the produc-
tion credits for Billboadi 
No. 1 singles, almost any 

week of the year, and you'll see the 
same story: more hits are produced on 
Studer tape machines than on all other 
open-reel recorders combined*. 

Perhaps it's hardly surprising. For 
almost 50 years, Studer machines 
have been a vital part of literally thou-
sands of hits. And today, when more 

'Based on an analysis of Billboard's Production Crerets 
charts for 1.995, Studer machines are used on many more 
bit words than any other open-reel recorder ("Other?' 
includes bath open reeZ MDMs and disk-based systems). 

Hits Today — Hits Tomorrow. 

than ever before, quality, reliability 
and compatibility count, Studer 827 
Series tape machines are more in 
demand than ever. Analog or digital, 
there's a Studer recorder for your hits. 

There's never been a better time 
to invest in your studio's future — by 
starting your own Snider track record 

It really is that simple. 

STUDEF1 
PROFESSIONAL AUDIO EQUIPMEN 

H A Harman International Compan 

¡he Billbodirl logo is (0 1995 NI Counmatiailions, Inc. 
Used with permission firm Billboard magazine. 

Los Angeles: 8181703-1100. Nashville: 6151391-3399. New York 2121807-037Z Toronto: 4161510-134 
London: +44 (0) 181 207 5050. Worldwide Distribution: Stride Regensdmfi Switzerland +41 (0) I 870 75 I 
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Leading edge performance has been a defining 
feature of Audio Precision products since the 

inception of our company in 1984. Thousands of our 
System One audio analyzers are in use worldwide, 

selected by design engineers for high performance 

and by test engineers for our comprehensive pro-
grammable analog and digital audio measurement 
capabilities. 

Now our System Two true Dual Domain audio ana-
lyzer joins the System One, setting a new standard 
for performance and flexibility in audio frequency 

test & measurement. 

System Two is a true Dual Domain analyzer. Other test 

instruments may have both analog and digital inputs 
and outputs ... but they're not true Dual Domain! 
They rely on performance- limiting converters to pass 

analog signals back and forth to a DSP core of digital-

only hardware. Passing signals through aid or dia 

converters for every measurement robs the test 

instrument of performance. System Two includes 

Audi 
preas on 

separate, independent hareare for direct audio 
measurements in both domains, plus additional and 
extensive interface measurement capability in-

cluding jitter measurements, eye patterns and all 

other parameters described in AES3, the serial audio 
interface standard. 

The new standard of System Two is represented by 
performance specifications such as guaranteed 
analog generator and analyzer residual THD+N 

of - 108 dB, guaranteed analog signal flatness of 

.0.01 dB for the generator and analyzer; and 24 bit 

digital signal generation with 48 bit FFT dynamic 
range. 

From aircraft to automobiles, satellites to cell 
phones, headsets to hearing aids, System Two 

represents a new standard for audio frequency test 
& measurement applications. Compare for yourself - 
our worldwide force of representatives will be 

pleased to provide comprehensive specifications 
and a true Dual Domain on-site demonstration. 

Audio Precision 
PO Box 2209 
Beaverton, Oregon 97075-3070 
Tel: (503) 627-0832 FAX: (503) 641-8906 
US Toll Free: 1-800-231-7350 

INTERNATIONAL DISTRIBUTORS: Australia: IRT Electronics Pty. Ltd.. Tel: 2 439 3744 Austria: ELSINCO GmbH, Tel: ( 1) 815 04 00 Belgium: Trans European Music NV, Tel: 2 466 5010 Brazil: INTERWAVE LTDA.. 
Tel (21) 325-5351 Bulgaria: ELSINCO Office Sofia, Tel: (2) 58 61 31 Canada: GERRAUDIO Distribution. Tel: (416) 696-2779 China, Hong Kong: A C E (Intl) Co. Ltd.. Tel: 2424-0387 Czech Republic: ELSINCO Praha spot. s 
Tel: (2) 49 66 89 Denmark: npn Elektronik aps. Tel: 86 57 15 11 Finland: Genelec OY, Tel: 77 13311 France: ETS Mesureur, Tel: ( 1) 45 83 66 41 Germany: RTW GmbH 8 Cu KG.. Tel: 221 70913-0 Greece: 
KEM Electronics Ltd., Tel: 1-6478514/5 Hungary: ELSINCO Budapest KFT. Tel ( 1) 269 18 50 India: Electra Dynamics, Tel: 512 364713 Israel: Dan- El Technologies. Ltd., Tel 3-647 8770 Italy: Link Engineering s r.I.. 
Tel: 521 648723 Japan: TOM Corporation, Tel: 3 (5688) 6800 Korea: B8P International Co., Ltd.. Tel: 2 546-1457: B8P (Kumi Office), Tel: 546 53-7347/8 Malaysia: Test Measurement 8 Engineering Stilt.. Tel: 3 734 1017 
Netherlands: Heynen b.v, Tel: 485 496 111 Nesv Zealand: Audio & Video Wholesalers, Tel: 7 847-3414 Norway: Lydconsult, Tel: 47-69.178050 Poland: ELSINCO Polska sp. z o.o., Tel ( 22) 39 69 79 Portugal: 
Acutron Electroacustica LOA, Tel: 1 9414087 / 9420862 Singapore: TME Systems PM Ltd., Tel: 747-7234 Slovakia: ELSINCO Bratislava spol. s no., Tel: ( 7) 784 165 South Africa: SOUNDFUSION MFG.. Tel: 11 477-1315 
Spain: Telco Electronics, S. A.. Tel 1 531-7101 Sweden: TTS Tal 8 Ton Studooteknik AB, Tel: 31 52 51 50 Switzerland: Dr. W.A. Gunther AG, Tel: 1 910 41 41 Taiwan ROC.: Cha Wei Electric Trading Co.. Tel 2-561.2211 
Thailand: Massworld Company Ltd., Tel: 2-294-4930 United Kingdom: Thuriby Thandar Instruments, Ltd., Tel: ( 1480) 412451 

Dual Domain, is a registered trademark of Audio Precision 



figurations are multiples of eight, with 
a maximum of 96 channels feeding 
24 or 48 multitrack buses. The center 
control section is 12 inputs wide. The 
input module is based on the renowned 
Focusrite ISA 110 equalizer and features 
4-band EQ with two bands parametric, 
and high- and lowpass filters. Features 
include 12 aux buses, two stereo cue 
buses, and three stereo mix buses in 
addition to the multitrack recording 
buses. Optional modules include stereo 
line return modules and stereo com-
pressor/gates. Automation is third-
party, with GML's moving fader system 
preferred. Contact manufacturer for 
pricing. 

HARRISON 
Harrison ( I3rentwood, Tenn.) offers a 
range of 24-bus (and above) consoles 
for various studio applications. The Se-
riesTwelve/MPC is Harrison's flagship 
console system, available in any config-
uration of analog or digital I/O, includ-
ing hybrid combinations. Based on 
common audio processing hardware, 
the MPC desk interface is designed for 
film re-recording, while the Series-
Twelve desk offers user-customizable 
configurations for film, broadcast, post-
production and music recording/mix-
ing. Both systems are available in frame 
sizes from 24-input to more than 300-
input configurations and offer a Mac-
based full automation (both snapshot 
and real-time dynamic) system. Also 
available is an automated joystick for 
surround panning. The control surface 
is designed for flexibility in configura-
tion to control as many as 244 audio 
channels, either analog or digital: The 
Traditional control surface has the k)ok 
and feel of a traditional large-scale mix-
ing console, with familiar channel con-
trols and large and small faders. The 
layered control surface allows a single 
input strip to control up to four differ-
ent audio channels; layering may he 
switched locally or globally. An Assign-
able control surface is also offered. Con-
tact manufacturer for pricing. 

The TV950 is available in up to a 64-
position frame and is designed to be 
customizable for use in both television 
and post-production applications, as 
well as in music recording, with multi-
track buses available in up to 24-bus 
configurations. Inputs may he specified 
as mono mic/line, stereo line or dual 
stereo group modules; other available 
modules include program master, com-
munication, control room, studio moni-
tor, mix minus, master tally, group 
fader, program output, cinema switch-

ing/monitoring and film 
panning. Contact manufac-
turer for pricing. 

The Series-3 and Se-
ries-4 consoles are both 
available in either TV (tele-
vision) or MR (music re-
cording) configurations. 
The Series-4 offers VCA 
fader and group fader au-
tomation and is available in 
either 24- or 48-bus formats. 
The Series-3 offers VCA 
fader automation and is 
available in a 24-bus config-
uration. Contact manufac-
turer for pricing. Harrison SeriesTwelve 
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POWER TEAM MARKERTEK. 
America's Largest Systems & Equipment Catalog. 

312 PAGE 
CATALOG 
FREE! 

REQUEST IT 
TODAY! 

Featuring Custom Cables • Custom Patch Bays • Custom Paten Panels • 
Video & Audio Cabres • Connectors • Bulk Cable • Patch Cords • Fiber Optics 
• Svntchcraft • Neetrk• Audro Adapters • Parch Bays • Audio Interface 
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PLUS 400 OTHER 
TOP LINES AT LOW 
PRO-NET PRICING! 

WE'RE HOME OF THE UNIQUE & HARD-TO-FIND 

SALE! APLDUNSFIRVEEE ES! 
MARKERFOAM- ACOUSTIC FOAM iv- GIANT 54"x54" 

Immediate Shipping  
2" Reg. $29.95. Now $19.19 
3" Reg. $39.95. Now $29.99 

KILL NOISE OUICK! High performance. Bull size sheets of 
uper high density Markerfoam. EZ mint Blue or gray 

Super-effective sound absorption for strdios. Markerfcam 
offers best value, looks professional and is proven in stu-
dios worldwide. Request Foam-Buyers Guide/Catalog, 
specs and free samples today. VISA, MC. AMEX, COD, 
POs. QUANTITY DISCOUNTS. 

MARKERSTIK foam adhesie. FREE with any 
foam purchase in this ad. Limited Otter. A 55.95 per tube value. 

MARKERTEK 
BLADE TILES 

HIGH PERFORMANCE 
LOW, LOW COST! 

83.49 per tile, 16x1 6x2". ArnericaS best 
acOuStiC tile value, only from Markertek 
harcoal. Also available 16x1 6x3" as 

shown $IM each. 

A" ir'111  PLUS GREAT PRICES! 

MARKERTEK JUMBO 
SOUND ABSORB BLANKETS 

Heavy duty 72« r 10 padded blankets 
absorb sound whenever they're hung or 
draped Fabulous tot Sage studio and held 

Top professional quality at a roper 
sayer pone Weigle 61Ps Black $ 19 99 

 SUNEX 
ALL THE COLORS & SIZES 

IVIARIN,ERTE1C° 
VIDEO SUPPLY 

800-522-2025 • 914-246-3036 • Fax 914-246-1757 
4 High Street, Saugerties, NY ( USA) 12477 

Browse Markertek on the World Wide Web: http://www.markertek.com/ 
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LAFONT 
The La font Chroma (distributed by 

Sascom Marketing in Toronto) is an 
analog console geared toward post-
production applications. Circuit topolo-
gy is an in-line design, configured for 
high-speed use in mix-to-picture and 
multitiwmat film/video post. Two stan-
dard frame sizes are .available, the 
Chroma 40 and the Chroma 64, ex-
pandable in 12-channel buckets. 

The Chroma accommodates any 
combination of dual-line input modules 
equipped with gates or compressors, or 
mie input modules with built-in mic 
preamps and compressor functions. 
EQs are . 1-band with sweep highs and 
lows and parametric mids; the EQ can 
be inserted into either the channel or 
monitor path. Each module features 4-

channel LCRS panning with six-way 
surround monitoring. Two busing con-
figurations are available, a convention-
al stereo Mix mode and Surround 

mock.: in Mix mode, access to the 24 
multitrack or submix buses is via a 
bank of 12 buttons, linked to a pan 
control that operates between odd/ 
even buses. In Surround mode, the 
channel pan operates with true LCR 
pan laws, while the monitor pan con-

trols front/back balances. The integrat-
ed TT patchbay provides insert points 
for surround encoders, or enables the 
console to interface directly to DTS and 
SR.1) mastering systems. A master 
bus/tape switcher panel enables arrays 
of I/O modules to be assigned to one 
of three master groups, then flipped 

between bus sources and off-tape relay 
as a multichannel/multistem mix is 
being made. 

The console is supplied with Opti-
file Tetra VCA-based automation that 
controls channel faders and mutes; op-
tional are Uptown, Flying Faders or 
GML moving fader automation systems. 
Prices for the Chroma line range from 
$85,000 to about $ 185,000. 

MALCOLM TOFT ASSOCIATES 
MTA ( Ash, UK) offers the Series 980, 
900 and 990 large format consoles, all of 
which are based around four different 
module types. The 980 and 900 series 
have input or channel modules, group 
master modules, line-level effects return 
modules and a master module. The 990 
drops the group output module and 
adds a stereo bus master module for 
three additional stereo mix buses. 

The MTA Series 980 is a split de-

sign available in 32-, .40-, 48- and 56-
input frame sizes; Mosses and Mitchell 
patchbays and P&G faders are stan-
dard. The 980 features 4-band EQ on 

all inputs and monitor and line-level re-
turns. This results in 62 equalizable 
channels available at mixdown on the 
32-input console, 70 inputs for the 40-
input configuration. Input modules 
offer 24-bus routing in pairs ( panpot al-
ways in circuit) and a second line input 
that may be routed direct to the remb( 
groups; there are eight aux buses. EQ 
is 4-band sweepable with overlapping 
ranges and a switchable highpass filter. 
Three mute switches allow for three 
separate mute programs. P&G faders 
are standard; most VCA and moving 
fitder systems can be fitted. 

Monitor modules combine monitor-
ing facilities for two output groups, 
each provided with 4-band EQ. Three 
echo return modules are provided, 
each containing two line-level return 
modules with 4-band EQ and aux 
sends. The single master module con-
tains aux bus send masters, oscillator, 
studio and control room monitor con-
trols, mute group masters and talkback. 
Prices range from $50,000 for a 32/24 
to $80,000 for a 5-1, 24. 
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The MTA Series 900 is a split de-
sign available in 32-, 40- and 48-input 
frame sizes, with or without Mosses 
and Mitchell patchbays and P&G 
faders. Essentially a lower-cost version 
of the 980, the 900 shares the same ar-
chitecture and similar modules but 
drops a few features. For example, 
channel EQ is 4-band sweepable, as on 

the 980, but monitor module and ef-
fects return EQ is two band. AFL, l'FL 
and Solo facilities are provided, but 
there is only one programmable mute 
circuit. Third-party automation pack-
ages can be supplied by MTA or retro-

fitted. l'rices are $32,500 for a 32/24. 
$48,500 for a 48 24 with patchbay. 

The MTA Series 990 is what the 
company describes as a "Virtual Split" 
design: the monitor sections are locat-
ed above the inputs, combining the 
compactness of an in-line console with 
a split topography. The 990 is available 

in 32-, 40-. 48- and 56-input frame 
sizes, with Mosses and Mitchell patch-

bays and P&G faders supplied as stan-
dard. Channel EQ is 4-band sweepable 
with a highpass filter, and may be 
switched into the trumitor, gr( up output 

path. The channel provides three stereo 
sends to the eight aux buses, switch-

able to mono and pre- or post-fader. 
The stereo effects return modules have 
4-band switchable EQ with a highpass 
filter. As with the 980 and 900 Series. 
various automation packages can be 

supplied by MTA or retrofitted. Prices 
start at 555,000 for a 32-input. 24 group, 
32 monitor console. A 56- input, 24 
group, 56 monitor configuration costs 

$81,000. 

NEOTEK 
The Élite console system from Neotek 
(Chicago. Ill.) is designed for music 
recording, broadcast and post applica-
tions. It offers 24 multitrack buses, two 
stereo buses and 32 aux buses; frame 

sizes accommodate 32 to 64 inputs. Sig-
nal routing features include Neotek's 
Dual Channel Architecture, with two 
discrete audio paths per input module, 
which are controlled by separate chan-
nel faders and operate independently. 
in parallel or in series. The channel 
highpass filter. patchbay insert point 
and 4-band parametric EQ may be in-
dependently assigned to either path for 
further flexibility, and channel output 
signals can be routed to the multitrack 
buses, which include a second stereo 
bus, or to the main stereo mix bus 

through a logic-controlled mute func-

tion. A single switch reverses these two 
delegations, effectively doubling the 
number of configuration options. The 

Élite accommodates most VGA and 
moving fader automation systems. 
Neotek also offers VCA faders and MIDI 

Direct mute automation. 
An optional fader module for broad-

cast applications produces a fader start 
pulse, mutes studio or control room 
speakers and accepts mute remote 
commands. Also offered is a new Mul-
timedia module based on design fea-
tures of Neotek's Encore and Essence 
film consoles. The module provides a 
full set of features for monitoring in a 
multichannel environment, such as 
LCRS or 5.1 channel formats; features 
include volume, mute and dim for 
three-speaker systems with up to six 
loudspeakers; reference monitoring of 
encoded and mono-encoded signals; 
and the capability to insert an en-
code/decode processor. Prices for the 
Élite start at $44.000 for a 32-input con-
figuration; a 64-input model is S79,000. 

Neotek's Élan series is a scaled-
down version of the Elite, designed 
mainly for use in project and artist-ori-
ented studio applications. The Élan is 

MOUT 1-1 RAP 
BETTER EQ section 
with each band covering 20-20K 
with filters in series. 
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and aux to feed 2 devices or a stereo input. 
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CDs IN 3 WEEKS' 

Complete package includes: 
• FREE Deluxe Graphic Design 
• Insert film and printing 
• Proof Positivee Reference CD 
• Major Label Quality 
• No-Fine-Print Guarantee 

300 CDs 
with block & white ins, 

for only $ 1,590 

604444 

Ce' The people at 
Disc Makers are fast and 
good. I was impressed with 
their willingness to work 
with me until I was 
completely satisfied with 
my finished product. » 

— Ralph Brande 

Call today for your FREE, 
1996 full color catalog: 

1-800-468-9353 
24 HOURS TOLL FREE 
Outside USA call 609-663-9030; FAX 609-661-3458 
http://wvowdiscmakers.com 

DISC MAKERS 
AMERICA'S A I MANUFAC7URER FOR THE INDEPENDENT MUSIC INDUSTRY 

USE NADER CARD FOR MORI:* INFO 

Everything You Hear is True. - 
"I used the MD3 for Taj Mahal's vocal 
and the MD! on Eric's (Clapton) amp 
..everything was fat, warm., perfect!" 
JOHN PORTER, PRODUCER 

"I've recorded a wide range of artists: 
Kenny Rogers, Dionne Warwick, Natalie 
Cole, Reba McEntire, Boyz II Men, 
Paul McCartney...It's the most flexible, 
best sounding mic I've ever heard." 
MICHAEL LLOYD, PRODUCER 

"The low end was tight, the highs crisp 
without being harsh, but most of all the 
presence was stunning." EDDIE KRAMER 

"When Jeffery Osborne heard your 
new MD3, he put his favorite U47 back 
in the car..." CHRIS PATONONGA, MICHAEL 
SEMBELO STUDIOS 

Phenomenal tube sound. State-of-the-art 
technology. For about half what you'd 
expect to pay...and that's the truth. 

MD3 GROOVE TUBES 

World class tube mies and electronics, 
featuring the TIM (Hs comp/limiter 

12866 Foothill Blvd., Sylmar, CA 91342 U.S.A. 818/361-4500 FAX 818/365-9884 

designed with the same components, 
quality frame and interconnect system 
as the Elite, hut the architecture is 
pared down, with simplified equalizers 
and meters, reduced frame sizes and a 
smaller list of order options. It offers 24 
multitrack buses, 4-band sweep EQ, in-
place solo and up to 30 auxiliary buses; 
its architecture doubles the number of 
inputs when mixing. Prices start at 

around $27,500 for 32-inputs. 

ORAM PROFESSIONAL AUDIO 

Sold direct in North America by Pelonis 
Sound and ..\coustics ( Santa Barbara, 

Calif.) the British Equalisation Series' 
consoles from Oram Professional Audio 
(Gravesend, UK) come in 24-, 32-, and 
40-input standard configurations ( cus-
tom configurations are available). Cre-
ated by veteran designer John Oram, 
the BEQ Series consoles feature a non-
dedicated split topology that allows un-
used submaster outputs to function as 
additional inputs. Thus a 32-input con-
sole can actually mix down 96 inputs. 

Oram's extensive use of surface-mount 
technology and robotics in manufactur-
ing the BEQ Series has resulted in sig-

nificant cost and performance benefits. 
High electronic packaging densities 
allow potential sources of hum and 

crosstalk to be widely separated on 
input strips, and crosstalk between ad-
jacent channels and groups is 80 dB @ 
lkHz. The BEQ Series also features ten 
aux sends per channel, and a master 
aux matrix allows for 30 discrete aux 

sends. Prices are $28,000 for the 24-
input model, $34,500 for the 32-input, 
$44,000 for the 40-input. Larger config-
urations are priced accordingly. 

OTARI 
The Concept I from Otan ( Foster City, 
Calif.) is a digitally controlled analog 
console, geared toward music record-
ing and video and film post-production 
applications. The system has a tradi-

tional interface, available in frame sizes 
accommodating 32, 40 or 48 channel 

modules, plus a master module and in-
tegrated patchbay. At the heart of the 
system is the central CCS ( Concept 
Control System), which digitally con-
trols signal nmting, switching functions, 
snapshots, automation and other con-
sole parameters like grouping func-
tions, SoftKeys and channel function 
parameters. These functions are ac-
cessed by the centrally located Digital 

Master Module (DMM), which controls 
all module routing functions. Each 
channel has two separate inputs, and 
features two 100mm long-throw faders 
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It's uncanny. 

The precision and 

sheer musicality of 

Ghost's EQ will take 

your breath away. 

Drawing on 22 years of 

Soundcraft experience, 

Ghost's new EQ is perfectly 

tune with today's music. 

Two fully parametric, 

overlapping mid bands 

with shelving high and 

'ow filte-s redefine the 

classic British EQ. 

But there's much more. 

Each channel strip benefits 

from its own dedicated circuit 

board and sLpports both the 

main input plus a mix B path 

for tape or 

other input 

signals. 

Ghost's 

flexibility 

tr 

in 

znd fidelity 

are staggering. 

The signal path (pet, 

true and 

uncompromised. 

And the automated 

mutes, just part of 

Ghost's 

comprehensive 

machine control and 

MIDI 

mplementatioi, 

don't so much cut, as fade 

very quickly.There are no 

thumps and no clicks. 

Ghost's microphone 

preamplifier. ProMic, boasts a 

better gain to noise 

performance 

aringlim fat int 

ef !am 
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4-, ARMAN INTERNATIONAL INDUSTRIES LTD. CRANBORNE HOUSE, CRANBORNE RO., POTTERS BAR 

HERTS. EN6 3.1n.i. ENGLAND TEL .44 40)1707 665300 FAX- -44 10 1707 660482 
SOUNDCRAFT USA. 85C0 BALBOA 134.VD..NORTHRIDOE. CA 91329 TEL 818 217 1800 FAX 88 884 2,74 

you'd expect on 

consoles costing many 

times more. 

We could go on, but to 

appreciate fully the 

ergonomic and audio integrity 

of Ghost you need to see and 

hear one in the flesh. 

So call 818 227 1800 

to find out more. 

e Soundcraft 

H A Harman International Company 
SEE US AT NAMM BOOTH #443 
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E-mu Systems RWIN 
Is the Natural Selection 

Seamless integration into an Alesis ADAT/BRC system, 
providing random access editing and processing of 
ADAT tracks, all in the digital domain. 

Digital audio workstation power without a complicated 
computer interface. 

Price and ease of use comparable to 
multi-track tape machine. 

a modular 

• Records onto inexpensive 1GB Iomega Jaz cartridges 
eliminating the need to back up and restore between projects. 
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Ready to record right out of the box, no cards, 

no computer, no headaches! (no kidding) 

Call for a dealer nearest you at 408.439.0368 
E-MU 

E-mu Systems 
For more information, contact: P.O. Box 660015, Scotts Valley, CA 95067-0015 
UK Office: Suite 6 • Adam Ferguson House • Eskmills Industrial Park • Musselburgh • EH21 7PQ • 44.131.653.6556 
Visit our web site at: http:// www.emu.com (SE READER SERVICE CARD FOR MORE INFO 



Otani Concept 1 

and two 4-hand EQs. Fader and mute 
automation is standard. Stereo mod-

ules, dynamics and mute automation 
are available. Prices for the Concept I 
start in the mid-$50,000 range. 

Otani recently debuted the Concept 
Elite, which is based on the Concept I 
but integrates a host of refinements and 
a set of advanced functions. The Elite 
features Otari's Image Recall'' system, 
which stores and recalls mono input 
module parameters, such as EQ, pan, 
fader and switch settings, at the touch 

of a button. Each module includes two 
enhanced 4-band channel EQs (one for 
the mix path and one for the channel 
path), with swept highs and lows and 
fully parametric mid-bands, and low-

and highpass filters on the mix path. A 
new, symmetrical console frame layout 
allows for customized placement of the 
patchbay and Digital Master Module. 
The Elite also features Otari's new 
M•Pan- multiformat panning option, 
which facilitates panning and assign-
ment for multichannel film formats by 
providing simultaneous dual path as-
signment to track buses and two-

through five-way panning via local pan 
pots or automated joystick surround 
panners. The Concept Elite is priced 

from the mid-$70,000 range. 
The Otani PicMix- surround moni-

toring and panning system, which ac-
commodates all sum nind formats, can 
he ordered as an integral part of either 
console. 

OVER QUALITY 

The OQM 8100 from Over Quality 
(distributed by GML in Van Nuys, Calif.) 
is an analog console designed for supe-
nor audio quality regardless of configu-
ration. The console operates all audio 

inputs at line level and sums all signals 
at line level, to improve quality of 
source to destination and to eliminate 
crosstalk. A remote mic amp generates 
line-level outputs for minimum loss. 
Console input and monitor paths are 
combined in the same module, and cir-

cuits feature ADgear discrete op-amps 
in all audio paths. 

Channel signal processing features 

include a compressor/limiter, expander/ 
gate and 4-band EQ with shelving high 
and low hands and parametric mids. In 
addition, channel strips feature high-
and lowpass filters, aux and bus sends, 
sends to stereo buses, and selection of 
two cut groups. The master section fea-
tures all of the usual controls, including 
levels for six auxes plus an L/R aux, 
three solo modes ( AFL, PFL and Cut 
Solo) and controls for optional remote 

control cue box channel cut. Meters are 
a combination Peak/VU/32-point bar 
graph system. Starting price for the 
OQM 8100 is about $300,000 for a 32-
input configuration with GML automa-
tion; a 72-input system with automation 

is around $550,000. 

SOLID STATE LOGIC 

'file Axiom Digital Production System 

The ZSYS Digital 

Detanglers: 

z-8.8, z-8.8r, z- 16.16r, 

and new the z-32.32r 

anb • 
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If digital was supposed 
to make things easier, 
why do you have a 
snakepit behind your 
rack of digital gear? 
Tired of battling the constant tangle of cables every time you 
need to configure and reconfigure your set-up? Wondering how 
you're going to make this AES/EBU device talk to that S/PDIF 
device or that optical device? Let a ZSYS Digital Detangler take 
care of your digital audio interface problems so you can get on 
with more important things. Whether you need 8, 16, or even 

32 ins and outs... manual, remote, or software control  even 
format conversion and custom configurations.... one of our 
Detanglers is perfect for you. 

ZSYS—The last name in audio engineering. 

Z-Systems Audio Engineering 
4641-F NW 6th Street Gainesville, Florida USA 32609 
Tel: 352-371-0990 Fax: 352-371-0093 
z-sys@z-sys.com http:Ilvvvvvv.z-sys.com 

USE READER SERVICE CARD FOR MORE INFO 
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THE WARMTH OF THE PAST 

THE PRECISION OF THE FUTURE 
SURFACE-MOUNT TECHNOLOGY 

0 1R A IVI 
CONSULTING 

BRITISH EQUALISATION SERIES® 

MIXING CONSOLES 

PELONIS SOUND AND ACOUSTICS, INC. 
P.O. BOX 30491 • SANTA BARBARA, CA 93130 
PHONE (805) 563-0505 • FAX (805) 563-9604 

USE READER SERVICE CARD FOR MORE INFO 



by Solid State Logic (U.S. offices are in 
New York City) is a tapeless digital 
recording/mixing system available in 
frame sizes from 24- to 96-input config-

urations and is capable of recording up 
to 128 tracks on the DiskTrack- hard 

disk system. Motorized faders and famil-
iar channel strip controls suggest the ap-

pearance and feel of an analog console, 
yet the Axiom offers all of the signal 

processing and dynamics automation 
control one would expect from a state-
of-the-art all-digital console. Exact rout-
ings and settings may he instantly 
recalled, digital resources may be shared 

among multiple rooms and consoles, 
and multiple digital and analog sources 
may he integrated and controlled; a va-
riety of digital interfaces are available. 
Contact manufacturer for pricing. 

The 9000 J Series is an in- line 
analog console configurable to accom-
modate a maximum of 120 channel 
modules. SSL has redesigned the elec-
tronics throughout, eliminating elec-
trolytic capacitors in favor of a DC-
coupled design. The J Series automation 
computer has also been designed from 

the ground up and provides a sophisti-
cated user interface, including a color 
monitor/pen and tablet combination, 
and a new version of Ultimation mov-
ing-fader automation and Total Recall, 
including automation of small faders. 

The SL 9000 EQ is 4-band parametric 
with variable Q on the mid bands and 
shelving/bell on the high and low 
bands with selectable E or G Series 
curves. The EQ section can be switched 
to the monitor path and/or the filters 
placed in the channel input. The J Se-
ries Dynamics section is based on G Se-
ries circuits, with the addition of a 
peak-detect option on the compressor, 
and a hold control for the gate. 

Outputs include 48 multitrack buses, 
four stereo buses, a main LCRS bus 
(which is also available as an optional 
LCR panning configuration), plus eight 
aux buses that are configured as six 
mono effects sends and a stereo cue/ 
foldback send. Scoring and Surround 
output options are available. 

When the SL 9000 is equipped with 
DiskTrack, there are a maximum of 128 
audio tracks of disk storage with access 
to up to 96 concurrent record/playback 

tracks. In addition to dynamic automa-
tion, the J Series computer also provides 
a total of 40 consolewide snapshots of 
all automated functions. SSL's familiar 
Total Recall records the position of all 
the switches and rotary controls in the 
console's channel modules, as well as 
the positions of controls within the 

center section. Contact manufacturer 
for pricing. 

SONY 
An all-digital console designed primari-
ly for music production and post appli-
cations, the OXF-R3 "Oxford" from 
Sony (Montvale, NJ) is a collaboration 
between Sony's research and develop-
ment center in Atsugi, Japan, and 

Sony's Oxford Group in the UK. The 
hardware is based on a flexible, scal-

able digital signal processing system, 
and bus structure and processing capa-
bilities are software-defined. Emphasis 
has been placed on A/D conversion 
precision, with Sony 20-bit converters; 

internal processing is 32-bit, using 24-
bit data highways between digital I/O 

ports. The console can be configured 
with up to 120 analog or digital (AES/ 
EBU, SDIF-2 and MADI) inputs, with 
up to 48 multitrack outs (96 optional), 
24 aux send buses and 16 independent 
submix stereo outputs. 

Color front panel LCDs show console 
functions, including EQ response curves, 
dynamics envelopes, multitrack routing 
and subgroup output assignments. Sig-
nal processing includes a 5-hand, fully 
parametric EQ, and sidechain proces.sors 
for gating, expansion, compression and 
limiting, which act simultaneously at 
the sanie point in the signal path. An 
optional multiformat monitor panel pro-
vides control for surround sound for-

mats using up to eight channels. 
A Session Management System man-

ages the multiple audio channels within 
the assignable control surface and han-
dles static and dynamic automation ( in-
cluding snapshot automation of EQ, 

dynamics and I/O routing), automation 
editing, project setup and notes, ma-
chine control and housekeeping func-
tions. The OXF-R3 system starts at 
around $800,000 for a 120-input/48-
fader configuration. 

SOUNDCRAFT 
The 3200 console from Soundcraft 
Electronics Ltd. ( Borehamw(x)d, UK) is 

a split design, 32-bus console available 
in 32/24 or 36/32 frame sizes. De-

signed for music recording, the 3200 
can also be supplied with custom sur-
round film monitoring for film dubbing 
and post applications. Bus assignment 
is via 32 separate push buttons for the 
multitrack buses and offers separate 
stereo bus assigns with pan for mix-
down. The 3200 also features a noise 
gate on every channel, and 4-band 
fully parametric EQ on both input and 
group output modules. There are eight 

mono and two stereo aux sends. Vari-
ous third party automation packages 
are available, including Audiomation 
Moving fader or Optifile VCA. The 
3200 is available with LED or VU meter 
bridge options and a full patchbay. 
Prices range from $ 136,995 for a 32/24 
with VU meters to $ 186,995 for a 36/32 

with LEDs. 

SOUNDTRACS 
The Jade from Soundtracs (Epsom, UK) 
is an in-line 24-bus production console 

available in 24-, 32-, 40-, and 48-input 
versions. The Jade's proprietary 4-band 
parametric channel EQs are contoured 
to compensate for hearing nonlinearity 
at the extremes of the audio spectrum. 
Monitor modules have 2-hand EQ, and 
flexible EQ assignment allows selective 

assignment of the parametric EQ to the 
monitor chain. Standard inputs include 
12 aux sends and dual inputs for mix-
down; additional module options in-
clude stereo line-level input modules 

and 4-channel effects returns modules. 
Assignable dynamics under VCA con-
trol is standard on channel inputs, and 
jade automation offers fader and mute 
automation at 12-bit resolution. Prices 
range from $43,999 for a 24/24 without 
patchbay to $73,299 for a 48/24 with 

patchbay. 
Solitaire is an in-line, 24-bus pro-

duction console available in 24-, 32-, 
and 40-input versions. Features include 
-1-band swept EQ, eight aux sends per 

channel, four stereo effects returns, 
VCA or moving fader control of inputs 
and monitors, and optional dynamic 
processing. Prices range from $ 19,399 
for a 24/24 without patchbay to $40,499 
for a 40/32 with patchhay and VCAs. 

STAGE TEC 
Manufactured by Stage Tec of Berlin, 
hut available in North America through 
QSC Audio Products (Costa Mesa, CA), 
Cantus is a fully automated, all-digital 
console capable of handling up to 480 
inputs from a 7-foot-wide control sur-

face. The latter is fiber-optically con-
nected to any number of rackmount 
"base devices," where the actual DSP 
and audio signal flow takes place; each 

base provides up to 96 input channels 
and 64 mix buses. I/O options include 
any combination of analog mic/line 
sources and digtal formats: AES/EBU, 
S/PDIF, Yamaha Y2, SDIF-2 and MADI 
are all supported. Signal processing can 
be assigned at any point in the system, 
and includes EQ, delay, level change 
and pan. 

The onboard system computer han-
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Stage Tc Conti, 

dies all SMPTE-driven automation func-
tions ( static and dynamic) with near-in-
stantaneous ( 10 ms) recall of any 
console setup or snapshot: data is 
archived to magneto-optical media. A 
central machine panel po vides control 

of two tape transports, with recorder-
style transport keys and a jog/shuttle 
wheel. Moving fader automation is 
standard. 

Cantus can also be combined with 

optional DARIS ( Digital Audio Routing 
and Interconnect System) signal rout-
ing/matrixing/distribution devices, 
which can form the basis of a large de-
centralized, multi-studio system. Or 
used in situations where multiple feeds 
need to be routed to various consoles 
i.e., broadcast mixers, recording mixers 
and sc.nind reinforcement mixers. Obvi-
ously. Cantus pricing depends on con-
figurations and application needs, 
especially as it can handle large sys-
tems with -0)0-plus inputs and more 
than 300 mix buses. 

STUDER PROFESSIONAL AUDIO 
Studer ( Zuri( li. Switzerland) is deliver-
ing its first digital mixing console, the 
D940. The I ),)1) console is fully auto-
mated and features up to 64 buses for 

Studer 940 

use as multitrack sends, 
groups, masters, etc., in any 
combination. Dual input lay-
ered architecture and a high 

degree of modularity allows 
the console to be tailored to 
a variety of needs. For exam-

ple, channel functions can 
be operated from the chan-
nel strip itself and/or from 
an assignable central area, 
enabling the operator to ma-
nipulate signals at the chan-

nel, at the central approach 
(Jr both. An integrated DSP 
routing matrix enables ex-
tremely flexible audio rout-

ing, avoiding the need for an external 

mechanical patchbay. Price for the 
D940 starts :II S500,000. 

TACTILE TECHNOLOGY 
Tactile Technology (Cerritos, Calif.) of-
fers the M4000, a fully automated mix-
ing system. The M4000 digitally controls 
analog circuit elements housed in mod-
ular rackspace units, via an assignable 
hardware controller. Input channels 
provide access to 24 dual-input signal 
paths, for a possible total of 240 chan-
nels. Output modules can be combined 
to provide a possible total of 30 aux 
sends and 40 output 
buses. A disk drive 
loads system up-
dates and snapshot 
automation setups; 
dynamic automa-
tion systems have a 
250MB hard drive. 

The M4000's as-
signable control sur-
face has a bank of 
24 upper and 24 
lower channel fa-

ders strips, eight 
group faders, mas-
ter monitor and two 
mix output faders. Above the bank of 
group faders is a 320x64-pixel LCD 

screen that provides channel status 
with routing assignments; EQ, pan and 
fader parameters; SMPTE timeaxle, etc. 

This information can be displayed on 
external monitors via a video interface 
option. Other features include 3-band 

input strip EQs, assignable to either 
input or monitor signal; and individual 
assignable scene crossfade times. 

Complete automation includes in-
stant recall snapshot/scene automation 
of all routing, level and EQ functions. 
Other automation features include 
merge and undo functions, and the 
ability to write and read fader and 

scene automation either discretely or 
together, depending on the application. 
An optional Fader Link module ties 
event controllers ( relays and TTI,$) and 
MIDI program scene changes to the 
fader automation. A 24-bus M4000 sys-
tem costs about $55,000. 

TASCAM 

The M-5000 from Tascam ( Montebello, 
Calif.) is designed for optimal perfor-

mance in post-production environ-
ments. The console starts at under 
$30,000, and has a 40-input chassis, in-
tegrated patchbay and ships with 32 
I/0 modules, expandable by adding 
single modules, an 8-channel expan-
sion kit, or by optional stereo modules. 

Each channel incorporates two sep-
arate signal paths: The channel path ac-

commodates mic/line input and the 
monitor path accommodates tape re-
turns. The M-5000 features a dual-linear 

channel fader design, factory-setup for 
"mixdown" configuration—long-throw 
faders are normaled to monitor tape re-
turns, and the small-throw fader is nor-
maled to channel input. Channel EQs 
are made up of two shelving bands for 
both monitor and channel inputs, and 
two sweepable bands, each assignable 
to the monitor or channel path. 

Tuscany M-5000 

......... • - -- - • --- • --

The master module has standard 
features such as monitor and COMM-
nications controls, aux masters ( with 
AFL modes), selectable meter input, os-
cillator etc. and also features three mute 
groups. Tascam also offers a VCA-

based channel fader and mute automa-
tion package ( S9,999) with Macintosh 
software. 

TL AUDIO 

Thc FL Audio (distributed by Sascom 
Marketing of Toronto) Classic 1000 is a 
console geared towards music record-
ing. It is designed to combine classic 
design with modem flexibility, and of-
fers a combination of tube, discrete 
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The Price Of Multitrack hording Has Come Way Down. With the l'amaha 101800 [like!' and 
a digital multitrack recorder. you're in Ihe gain(' big time. I lure's a true 8 bus multitrack con-
sole with 16 or 24 channels ( pro iding 40 or 56 inputs in ini\diffini for the price of a 4 bus. 

So now you can afford a dedicated recording board and forgel about orkarounds with your 
(,\isiing mixer. N() \\firkin Ito k \ IRO° has these great re\ i(1\AS, 

44 ...Yqu can't beat the combination of l'attires and quality 
offered here." "Clean and punchy...11w RN1800 does its brand 
name proud..99 Recording Magazine, May 1996 

64 Sound...is exceptional ( particularly the low noise and 
sensitive ('q) for a board in this class." " Inexpensive, great 
sound, very quiet. versatile,' EQ Magazine, December 1995 

YAMAHA 
Ak 

I-8011-937-7171 

800 

Call for more inlOrmation. 
0,1,96 \„„„d„, c,„1„,i.„1,1,0„ turthut'i('a. \who producis. I'll. 0() ., 66(H). 0))).))a park. 90622 (714) 522_9011. 

lantalla Canada Music 1.1(1.. 135 Milner 1‘enue, Scarborough. Ontario \ I IS 3Ri ( 416) 290-1311. *\lanufactutyrs suggested nia11 price. 
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hear 
...and listen! 

Well... "Scratch & hear" isn't 
possible yet. 

But.., you can listen to the 

new DigiTech Studio Vocalist 
demo CD. 

Order your FREE* demo CD 

today and hear for yourself why 
the Studio Vocalist with its Vocal 

Harmony and Pitch Correction is 

your winning ticket to brilliant 

live and recorded vocals - 

instantly! 

DigiTech's vocal solutions... 

hearing is believing. 

To order call: 1-800- 999-9363 

Visit us Gnline at: www.dod.com/harmony/ 

leech 
II A Harman International Company 

8760 S.Sandy Parkway, Sandy, Utah, 84070 
Tel: (801) 566-8800 Fax: (801) 566-7005 

'15.00 charge for shipping and handling. 
Visa and Mastercard accepted. 

Class A transistor and IC tech-
nologies. The Classic 1000 is a 
modular design, built around 8-
channel buckets, and is avail-
able in either split or in-line 
format, or a combination of the 
two. Module types (tube/dis-

crete/IC) may also be mixed, or 
the entire console can be based 
on a single technology. 

Input channels are in-line de-
signs and come in two sections, 
one containing a preamp/EQ 
section, the other containing 
aux sends. The console may be 
ordered with the preamp/EQ at 
the top of the channel, or the 
auxes. All modules may be or-
dered in any circuit type, but the IC 
channels feature a noise gate and a sec-
ond line input. In addition, the IC EQ is 
a fully parametric 4-band design, while 
the valve and discrete EQs are 4-band 
fixed with four turnover frequencies per 
band. All three EQs are split. 

Optional Group-Monitor modules 
required for split operation are dual-
channel designs; the modules may also 
be used as subgroups and to provide 
additional inputs. Like the in-line chan-
nels, the Group-Monitors are also avail-
able in the three technologies. Two 
additional modules are presently under 
development for the console—a stereo 
input module and dual mic-line input 
module. The console is also fully 
equipped for Recall, and faders are 
ready for retrofit of third-party moving-
fader/VCA automation. The Classic 
1000 system starts at about $60,000. 
Also available from TL Audio is the 
Classic Gold series, which is a scaled 
down, lower-cost version of the Classic 
1000 that starts around $35.000 

Trident 90 

TRIDENT AUDIO DEVELOPMENTS 

'Fite Ventura 85, the latest console from 
Trident (U.S. offices in Nashville), is de-
signed as a replacement for the Series 
80 model, which has been in produc-
tion since 1980. The split design Ventu-
ra is available in 32/24/2, 40/24/2 and 
48/24/2 frame sizes. Features include 

bar graph metering, two line inputs per 
channel (both of which may be mixed 
into the input channel simultaneously), 
variable high- and lowpass filters, 4-
band EQ with switchable Q, eight aux-
iliary buses, and two automute control 
buses. Pricing starts at $49,950 

The Trident 90 is an in-line console, 
available in 40- and 56-input frame 
sizes, but can accommodate as many as 
128 or 176 line-level inputs due to the 
dual line inputs on every channel. Each 

signal path has its own EQ, auxiliary 
send controls, automated mute, level 
and pan control and routing to the 
stereo and 24 multitrack buses. Bar 
graph metering is standard. Trimbc au-
tomation controls both channel and 
monitor fader levels—both VCA and 
moving faders are available—and offers 
comprehensive dynamics control, in-
cluding two compressor/limiter/noise 
gates per channel. Individual channel 
and monitor path compressor/limiters 
are set up from a central panel, and pa-
rameters are displayed on the automa-
tion system's monitor. Automation can 
also control up to 12 switches per chan-
nel and associated master switches. Ex-
tensive machine control is provided as 
standard. Pricing starts at $ 115,000, in-
cluding Trimix automation. 

The Vector is an in-line console 
suitable for recording, broadcast and 
post and film applications and is avail-
able in 40-, 48-, 56-, 64- and 72-input 
frame sizes and a variety of configura-
tions. Featuring 32 multitrack buses, 
four stereo buses and eight auxiliary 
buses, the Vector may he supplied with 
almost any combination of the four dif-
ferent input modules—mono and 
stereo input modules; a four-element 
dynamics module; and a three-section 
F'X return module. Channel EQ (which 
may be switched into the monitor path) 
is 4-band parametric. A comprehensive 
center control section contains a mas-
ter stereo bus compressor and controls 
and indicators for studio playback, aux 
masters, monitoring. talkback, meter-
ing, and oscillator functions. An inte-

grated QWERTY keyboard is also 
supplied for the optional fader automa-
tion and/or multiple machine control. 
Automation and machine status are dis-
played separately. Pricing starts at 
$120,350 for a 40/32 and $ 173,150 for 
a 40/32 with Trimix automation. • 

USE READER SERVICE CARD FOR MORE INFO 
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WITHOUT DIGITECH'S VOCALIST 
YOUR 5-PART HARMONY 
MAY SOUND ANIMATED. 
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STUDIO VOCALIST 
Now there's a vocal processor that doesn't make the human voice 

sound so inhuman. Our Studio Vocalist's patented technology lets you 

easily create harmonies with human characteristics like random pitch 

fluctuation, timing imperfections and Gender BenderTM. Gender 

BenderTM allows you to make your background singers sound like a 

mixed group and not just you. Recording those harmonies won't take 

multiple passes, either—just lay down a track, then play it back in 2, 3, 

4 or 5 part harmony. In a variety of styles. Ideas get from your brcin 

to your ears sooner. And the design is just as human as the sound, w-th 

controls, acks and features suggested by thousands of original 

DigiTech Vocalist owners. So choose a vocal processor that doesn't 

sound so processed. Visit a DigiTech dealer today. 

• Natural harmonies and pitch 
correction 
• XLR and 1/4" ins and outs; 
separate outs for each voice 
• 48V phantom powe-
• Intuitive operation 
• Bright, easy-to-reac display 

_ Ilr,memeuT. mm. 

Digital I/O for the Studio Vocalist 

WITH THE NEW MIDI VOCALIST, 

• Full frequency response 
(20 Hz - 20 kHz) 
• VHM-5 and Vocalist ll 
download feature 

• Keystroke MIDI out 
for automation 

The 5V- I/O card is designed for 
Studio Vocalist owners who require 
the sonic purity derived from transfer-
ring signals into the digital domain 
and keeping them there. It offers 
AES/EBU & S/PDIF formats with mul-
tiple sampling rates and it's easy to 
install. 

,RECTIONIC 
MUSICIAN 

GREAT HARMONIES ARE A SIMPLE TOUCH AWAY. 

MIDI VOCALIST 
The MIDI Vocalist makes it easier than ever before to 

achieve soaring vocal harmonies from a single voice. Now 

even the novice can connect a microphone and MIDI 

keyboard and be making fuller sounding music right now! 

All controls have been placed within easy reach so that with 

the touch of a front panel button, a foot switch or a MIDI 

controller, arranging vocal accompaniments can be 

performed when the creative urge strikes. 

Digirech 
• Easier to use than ever 
before 
• Vocal arrangements can be 
created instantly from the 
front panel 
s 4 harmony voices 
e Vocoder, Chordal, Scalic, 
and Detune harmony modes 

• Front panel buttons 
transmit MIDI for sequencer 
control 
• Choice of line or mie inputs 
• All parameters accessible 

via MIDI 
• Footswitch controllable with 

optional FS-300 

H A Harman International Company SEE US AT NAMM BOOTH #1318 

©1995 DigiTech 8760 South Sandy Parkway, Sandy Utah 84070 USA ( 801) 566-8800 Fax ( 566-7005) 
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The city of Nashville has the world's highest 
per capita ratio of churches and recording 
studios, and lately, it has seen the latter out-
pace the former. Studios of all sizes have 
sprung up in the past five years, from small 
bedrooms to mega-facilities. 

Personal recording setups have multi-
plied the fastest; more songwriters—and 
they are the largest single block of clients 
in Nashville—are turning to personal 
recording technology for demos. The 
phrase "eaten from below by ADATs" has 
become a common refrain among commer-
cial studio owners, for whom songwriter 
demos were historically a reliable way to fill 
in the time between record bookings. 

Still, new major capital studio invest-

ments continue at a dizzying pace. The 
trend started about four years ago with the 
refurbishment of several top facilities, such 
as the redesign and upgrade at Woodland, 
which became Woodland Digital. It is just 
hitting its peak now, as three major facili-
ties upgraded within just a few months of 
each other: Masterfonics' $3-million, Tom 
Hidley-designed Tracking Room in Novem-
ber; MOR Music's estimated $ 17-million 
audio/video facility on Dickerson Road in 
January; and Starstruck (Reba McEntire) En-
tertainment's new Harris Grant-designed, 
two-room facility on the Row in April. Several other 
potentially significant facilities are in progress, in-
cluding the three-year joint effort by Allen Sides and 
Gary Belz to build a studio in the old Tony Alamo 
church on the Row, former Petra keyboardist Jon 

Lowry's new studio near Franklin, and 
Cool Springs Recording. 

However, before any envy sets 
in, consider that this comes at a 
time when the 1995 market 
share of country music—the 
lifeblood of Nashville—is 
at 16.7%, according to 
RIAA statistics, well 
below the high-
water mark of 
18.7% in 1993, the 
apex of the boom 
that helped fuel the 
studio expansion trend. 
Overall unit sales of prere-
corded music are down near-
ly 1%; country sales specifically 
are up .04% hut on relatively flat 
dollar sales. And major country la-

bels—which, after all, are one of the 
sources for the RIAA's figures—have cut 
some project budgets and limited new sign-
ings over the last 18 months. This is on top of 
a chronically anemic rate structure that has 
resulted in another first for Nashville: an or-
ganization of studio owners and managers 
who are finding that their common econom-
ic concerns outweigh their competitiveness. 
This explosive proliferation of studios under 

these circumstances offers a snapshot of a city, and 
even the entire entertainment industry, in flux. 

A LITTLE BACKGROUND MUSIC 

It waso.t always like this. When Chet Atkins and 

ILLUSTRATION BY HA\ ),[ 
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with an expert 

The Wizard M2000 comes with free expert: You! 

In designing this multieffects processor, great care 

has been taken to create easy access to all of its 

outstanding capabilities. For example, with the 

Recall Wizard you can instantly 

find the preset that suits your need 

in any situation. You simply enter 

your preferences, such as gentle 

reverb for vocal', and the Wizard 

Ultimate effects is a given when you deal with TC 

Electronic, a company with 20 years of experience in 

the field. For example, among the reverb algorithms 

you will find the CORE. Reverbr", that is built on a 

whole new concept for reverberation, 

which creates a smoothness, 

intensity, and desity beyond any-

thing you have heard to date. 

serves you a short list of presets Contact your local Authorized TC 

ready to compare and use. The single-layer inter- Dealer, and hear more about Ultimate Sounds. Find 

face also ensures that all parameters are always out why this unit is number one in Digital Processing. 

only one menu-level away - no more paging through Check out the Preset Gliding, Dynamic Morphing, 20 

endless menu-levels, bit audio path, and hear the Magic. 

Call 1-800 798-4546 for the dealer nearest you. 

Wizard l M2000 
Art + Science = Magic 

SEE US AT NAMM BOOTH #931 
TC Electronic Inc.. 705-A Lakefield Road, Westlake Village, CA 91361 Phone: (805) 373-1828 Fax :( 805) 379-2648 Email: usinfo@tcelectronic.com WWW: http://www.tcelectronic.com 
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Owen Bradley took over the country 
divisions of RCA and Columbia in the 
mid-1950s—marking the transition from 
New York-based to Nashville-based 
home rule for its labels—country 
records were still regularly being made 
as far afield as Cincinnati and Dallas. 
Castle Studio, located in a downtown 
hotel, was the city's only real urban fa-
cility into the early 1950s. It wasn't until 
Bradley opened Quonset Hut (which 
became Columbia Studios) and RCA 
opened its own facility that Nashville 
got a serious studio base. 

The growth of that studio base came 
about mainly through independent stu-
dios, such as Norbert Putnam's Quad 
Recording, which started in 1970. The 
designs of many Nashville studios of 
the '60s and '70s reflected the question-
able acoustic philosophies that were 
widespread at the time ( i.e., dead 
rooms), but Nashville's facilities stuck 
with that approach long after Los An-
geles and New York had moved on to 
large, ambient spaces. For one thing, 
country's market share was still rela-
tively low, although occasional spikes 
brought it forward in the national con-
sciousness—Glen Campbell's or Kenny 
Rogers' or even Johnny Cash's radio 
crossovers and television shows. But 
those crossover records were often 
done in Los Angeles, where producers 
felt they could get a better shot at pop 
radio and the pop sales market with 
more modem studios and what they re-
garded as hipper players. 

What moved Nashville studios off 
the dime in the 1980s was an influx of 
new blood, mostly from California. Pro-
ducers with pop credits, most notably 
Jimmy Bowen and Jim Ed Norman, 
came to Nashville to head the country 
divisions of Capitol Records and Warn-
er Bros., respectively, and their techni-
cal requirements migrated with them. 
Mitsubishi ProDigi quickly became the 
digital format of choice as a new gen-

eration of facilities sprang up. But early 
acceptance of digital ( facilities faced an 
expensive changeover in replacing the 
multitracks with the now-standard 
DASH format) and a plethora of new 
studios positioned Nashville well to ad-
dress the skyrocketing country sales of 
1989-1993—country's most profitable 
period ever. 

The owners of those studios initially 
saw themselves protected against the 
onslaught of home recording that was 
affecting the Los Angeles and New 
York studio communities for two rea-
sons: The low-end user base in 
Nashville developed late in part be-

cause A&R people still preferred live 
sessions, even for demos; and the lag 
time for revenues from the sales boom 
delayed the entry of many would-be 
home recordists into the market. But by 
1994, both of those conditions had 
changed, and home studios mush-
roomed throughout the Nashville area. 
Project studios came on top of a steady 
influx of L.A. refugees (at one point in 
1994, as many as 750 California driver's 
licenses per month were being convert-
ed to Tennessee licenses in Davidson 
County alone, according to one broad-

cast report), who brought personal stu-
dios with them. The larger studios 
began to be affected by home record-
ing just as country's sales began to level 
off, and country labels ( which num-
bered more than 20 by then) reacted by 
curtailing signings and cutting record 
and video budgets. 

The competition was tighter than 
ever, and rates were static, thanks to 

downward pressure from labels, per-
sonal recording and the laws of supply 
and demand. Then, within the last six 
months, Nashville saw the arrival of 
three large new rooms that had been in 
the planning stages for as much as a 
year—The Tracking R()om and two stu-
dios at Starstruck. Other studios felt 
pressure to upgrade: Recording Arts 
bought an SSL G Plus. and Sound Stage 
ordered its own SSL 9000J in the begin-
ning of 1995; Sound Kitchen installed a 
new Neve VR and planned for a new 
tracking room. And several new mid-
sized studios came on the scene, in-

cluding Seventeen Grand and October 
Studios. 

CROSSROADS 
That brings us to the current situation: 
more studios, better studios, higher 
capital investment aimed at attracting 
more non-Nashville clients. At the same 

time, though, rates have not changed 
significantly in the past five years. The 
players in Nashville's studio drama 
range from Pollyanna optimists to self-
styled realists; all are hopeful about the 
future but unsure whether the current 
cycle of upgrades and expansion will 
be their salvation or lead to their own 
demise. 

General manager of Emerald 
Recording, Milan Bogdan, who has 
chosen to defer technological and 
physical expansion and concentrate in-
stead on adding ancillary businesses 
such as satellite uplink/downlink and 
independent marketing services, says 
the current round of expansion is "pre-
mature, mistimed and based in part on 
egos. It's not just new studios or boards 
that [non-Nashville clients] want, but 
new attitudes. I've had a number of 
out-of-town artists, engineers and pro-
ducers coming through here recently to 
check out Emerald and Nashville. And 
I'm finding that it's how we reflect our 
image to them that's as important as 
anything else. We have to show them 
that we're willing to accept and accom-
modate non-country music. This place 
can still be the music Mecca of the 
world, but we have to do more than 

just put in new rooms." 
Bogdan believes that the addition of 

new rooms will spur a shakeout as 
their added capacity causes a further 
drop in rates. "I'm seeing the effects al-
ready," he says. "Even though we're 
booked well in the short term, I notice 
fewer clients booking as far out as they 
used to. There are more last-minute 
sessions. It tells me that people are 
shopping studios more and more based 
on price. I know that's going to cost me 
five to ten major sessions I would oth-
erwise have had. That's why our re-
sponse is to diversify, to ride this out." 
Simply having more clients in Nashville 
from out of town isn't enough, he 
stresses. "The new clients come to 
town already having been through rate 
wars elsewhere. They know how to ne-
gotiate, as do the production assistants 
in Nashville, who are doing an increas-
ing amount of negotiating for the pro-
ducers and putting pressure on us to 
lower rates." 

The Nashville production assistants 
themselves—for the most part a hand-
ful of independent contractors whose 
fees are performance-based (See the 
July '95 Mix)—deny that they have a 
negative effect on rates. "Certain pro-

ducers always get a certain rate at cer-
tain studios because they do most of 
their work there," says Kelly Giedt, 
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owner of Personalized Production As-
sistance. which performs studio book-
ings, musician scheduling and clerical 
work for producers including Clive 
Brooks and Harry Stinson. In addition. 
Giedt says, a range of rates for the 
same room, depending upon whether 
the same producer brings in a demo, a 
development project or a major label 
master project, is not unusual. " If it's a 
master, then the studio almost always 
gets full rate," she says. 

Lauren Koch, who pet-thrills similar 
services for producers Emory Gordy 
and Josh Leo, says she is willing to pay 
card rates "95 percent of the time." al-
though she notes that not all produc-
tion assistants feel the same. Most of 

the others feel it's part of their job to 
negotiate the rates down, she says. "I 
see my job as getting the project done 
within the budget. It's not a swap 
meet.- Koch says she can justify paying 
*card rates by insisting that the studio 
'provide all-inclusive services. " I'll pay 
S2,500 for The Tracking Room, but I 
won't pay for setup time or a 48-track 
machine.- she explains. Koch also adds 
that she's concerned about the ability of 
the current music market to support 
studio expansion in Nashville. "I'm def-
initely concerned.- she says. "People 

have been talking about music projects 
coming in from outside Nashville for a 
long time, but it has yet to materialize 
in a way that will really significantly 
support the studios to the degree they 

need it now—especially the studios in 
the middle: they tend to get hurt the 
most." 

Recording Arts owner Carl Tatz says 
that in addition to flat sales, shortened 
radio playlists are putting the screws on 
country budgets. "And I personally 
don't see out-of-town business playing 
that big a role here," he says. "You 
can't count on it, and I don't know how 

you can nurture it." Tatz recently re-
placed his Soundcraft console with an 
SSL G Plus—not, he says. as part of a 
pack mentality but rather in response to 
a change from overdubs to mixing. "I 
was too specialized," he explains. " But 

there was an element of having to keep 
up with the neighbors, too. Basically. 
everyone is waiting to see what hap-
pens lin Nashville' after more studios 
like Relias come online. If I have to. I'll 
drop rates to fill holes; everyone does 
that." 

A more oblique perspective comes 
from Dominic Ambrosio, vice president 

in charge of production at the recently 
opened Speer Communications facility 
in the north part of town. This 110,000-

square-foot facility has Speer Commu-
nications' MOR Music channel (a sort of 
Home Shopping Network music video 

channel, founded by Richard Speer, 
son of the FISN thunder) and a local 
television station at its core. Speer in-
stalled eight online and offline video 

editing suites but just a single audio 
room, equipped with a Studer Dyaxis 
Post Trio system. Considering that one 

of its core businesses is music video, 
and that the facility was built in the 
wake of Speer opening a country label, 
Magnatone Records, in town two years 

ago, why is there so little emphasis on 
audio? " It's a service we could get less 

expensively from the existing studios 
than from building our own," Ambro-

sio says flatly. "I don't know how many 

studios there are in Nashville. but I 
know there's a lot of them." 

Dino Elefante, co-owner of Sound 
Kitchen with his contemporary Christ-
ian recording artist brother, Jon, agrees 
that the current level of non-country 
revenues coming into Nashville is not 
enough to warrant business expansion. 
"The idea of Mariah Carey coming to 

Nashville to track, that's a pipe dream," 
he says, adding that it may be the 

upper-level studios that are most at 

risk. "The S2.500-a-day places are going 
to have to compete against L.A. and 
New York; there's only a handful of 
clients in this town that can pay that 
rate," he says. Elefante says studios will 
have to " establish more revenue 
sources, such as producer relationships 
(a common practice historically in 
Nashville) or in-house production and 
other ancillary services. A sizable chunk 
of Sound Kitchen's revenues come 
from the Elefantes Christian produc-
tions—enough to finance a new track-
ing room scheduled to open later this 
year. for which producer Michael 
°martian ( an L.A. transplant. like the 

Elefantes) will be an anchor client. 
"That's the wave of the future here, 
man," says Elefante. "You can't just get 
by with project-based Iievenues1." 

ON THE OTHER HAND... 

Vet for every cautious comment there 
is an optimistic observation. Dave 
Cline, co-owner of Seventeen Grand 
Recording, which opened late last year 
on the site of the former Hummingbird 
(which itself reopened on another site), 
says everything going on in town is 
simply part of a regular cycle, and in 
this case the upgrade and expansions 
are positive in the long term for 
Nashville. "There may be some shake-
out, but I think this will ultimately at-
tract a new clientele to Nashville, like 

rock bands that will camp out at the 
larger tracking facilities,- says Cline. 

"The thing to watch out for is that stu-
dios here are too quick to drop rates 
out of panic. They'd rather discount 
than have a few days open. I'd rather 
take those days and do maintenance. 
The (non-Nashville] clientele may only 
be growing at 5 to 10 percent a year. 
but over time, that's going to make a 
big difference. You have to look at it 
long-term, like the stock market." 

Michael Koreiba, manager at Sound 
Stage, which put in an SSL 900QI earlier 
this year, says the studio was reacting to 
the \\'ave of upgrades, particularly to the 
console installations at mid-level rooms. 
"We needed to continue to stay in the 
upper-level category," he says. " It's a 
scary time, but an exciting one. too." 

Jozef Nuyens, owner of The Castle 
and the first president of the Nashville 

Association of Professional Recording 
Studios ( incorporated in early 1996) is 

optimistic yet practical. "Rates are actu-
ally coming down, and there's not 
enough of a music base here to support 
the expansion," he acknowledges. "I'm 
expecting a mild bloodbath here in the 
next year-and-a-half. The reality is that 
new business isn't coming here in the 
force that's needed. That's the focal 
point of NAPRS; that's where we're 
going to try to make a difference. What 
we're trying to do is avoid the continua-
tion of a blinding kind of euphoria here 
that's based on everyone seeing new la-
bels opening up and thinking that that 
means more work. I don't see that hap-
pening unless we make it happen." 

WATCHING THE UPPER LEVEL 
The two facilities that everyone is eye-
ing are Masterfonics' The Tracking 

Room, which opened late last year, and 
Starstruck Entertainment, which was 
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scheduled to have a delayed opening 
sometime around _July. Glenn Mead-
. ows, Masterfonics' owner, is decidedly 
optimistic about his and Nashville's fu-
ture fortunes, citing non-country acts 
like the Beach Boys and Bad Company 
as recent clients, and the fact that so far 
country producers are accepting The 
Tracking Room's $ 2,500 daily rate. 
Mead )WS acknowledges that bookings 
in the room have mainly been short 
stints, with producers using it for a 
week or less for basic tracks, then mov-
ing on to less costly studios to finish. 
But the rate structure here was de-

signed all along based on that," he ex-
plains. When we were under 
construction, the local record compa-
nies didn't understand that and reacted 
negatively. Now they see how to hest 
use a studio like this, and they love it: 

Meadows also points out that much 
of the expansion of existing studios in 
Nashville is financed by an already-
amortized base; Masterfonics' own ad-
ditions were largely collateralized by 
the studio's ownership of its assets. 
"We were leveraging off a paid-for op-
erating base, and so are some others," 
he says. "Combine that with studios 

that have in-house production revenues 
and new studios coming to town with a 
business base already in place, and the 
future doesn't look so had at all." 
Agreeing with Seventeen Grand's Dave 
Cline, Meadows stresses that "Nashville 
studios have to hold the line in terms 
of rates and not keep making the same 
old back-door deals." And both Mead-
ows and Sound Kitchen's Elefante em-
phasize the idea that, as a new 
generation of more savvy and powerful 
country artists mature, they will have 
more say about the facilities they 
record in, which the owners say bodes 
well for studios on the cutting edge. 

Starstruck's facility, which will house 
the company's publishing, management 
and other offices, as well as two studios 
(Starstruck also operates a jet charter 
service), has been under construction 
on Music Row for more than a year. 
Despite the fact that Starstruck's man-
agement has kept a low profile on the 
facility, its presence has been a source 
of great speculation among area studio 
owners who wonder how much of the 
studio's time will be available for hire 
and what the rate structure will be. Stu-
dio manager Robert De La Garza would 

not comment at press time, except to 
say that no rate structure had yet been 
determined. "Anything you hear on the 
street about what we'll be charging is 
simply hearsay and rumor," he says. 
adding that talk of Starstruck opening a 
film division is also unfounded. "I can 
tell you that the response to the studio 
in advance has been phenomenal from 
inside and outside Nashville." 

Nashville's recording industry has 
undergone such rapid change in such 
a short period of time that it has been 
traumatized in a way, and the land-
scape that appears in the wake of rapid 
expansion and declining rates holds 
both peril and promise. The personal 
relationships that had held the studio 
community together when country 
music was smaller have given way to 
broader-based market forces, in a way 
very similar to the manner in which 
Nashville has shed its own small-town 
tendencies. It will never again be the 
biggest small town in the recording 
world. Nashville is now part of the 
global village, with all the honors and 
liabilities that accompany that status. • 

Dan Daley is Mix's East Coast editor. 
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Owen Bradley, Pttsy Cline aid Paul Cohen 

Nashville's 

G ))/.\   
Engineers 
TOGETHER AGAIN 

It took a lot of phone calls and tracking down. 

But on March 26, 1996, six guys piled into Emerald 

Recording's upstairs offices who between them carried 

approximately 200 years of cumulative—and in Nashville's case, 

formative—experience. They are in their 60s and 70s now; 

they're the people who laid the foundation for the 

recording center that Nashville has become. 

BY DAN DALEY 

ALL PHOTCS COURTESY 0:' THE COUN'R' MUSIC FOUNDATIONt 
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Chet Atkins (left) and 

Bill Porter at RCA Studio B 

These engineers worked with each other da 
in, day out from the 1950s through the 1980s, in 
many cases; and some of them had not all been 
together in the same room for 40 years. There was 
much bantering as they each entered. After they 
got going, this interviewer had little to do but 
check the tape periodically and look forward to 
transcribing some truly vintage stories. 

THE CAST AND CREDITS 
Tom Sparkman: Statler Brothers, Barbara Man-
drell, Tammy Wynette, Jerry Lee Lewis. Patti Page 
Mack Evans: Nashville's first modern mastering 
engineer, founder of Masterfonics. engineered ses-
sions for Ringo Starr and T.G. Sheppard 
Charlie Bragg: Lynn Anderson, Ray Price, Johnny 
Cash 
Glenn Snoddy: Roy Acuff, the New Beats, Johnny 
Cash 
Jimmy Lockert: Righteous Brothers, Marty Rob-
bins, Beach Boys, Conway Twitty 
Ben Hall: studio designer and engineer for Roy 
Orbison, among others 

You guys literally created the engineering com-
munity down here. What were your beginnings? 
Snoddy: I started in 1949. I got into radio elec-
tronics during the Second World War and was in 
the Signal Corps. When I came out, I went to work 

for a little radio station in Murfrees-
boro. I made some contacts because 
twet some people that worked for 
WSM Radio. They knew the second 
recording studio ever in Nashville— 
Brown Radio Productions at Fourth 
and Union iCastle was the first1—need-
ed someone down here to do some 
engineering work, like mixing radio 
programs and so forth. Brown's had a 
total of four microphones and a 4-
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input console, an old Western Electric 
23C, I believe. 

You'd be amazed how much stuff 
we did with four microphones. We did 
radio shows for regional networks, the 
openings of soap operas for radio sta-
tions. We did a show for Jack Spear 
out of New Orleans which was region-
al radio network. We did some kid 
shows for Mutual Broadcasting that 
went nationwide. We did 520 15-
minute soap operas. I had to tran-
scribe them onto disc and do the air 
checks. I think I listened to those 
things about five times each. Later on, 
I went to work for WSM—that's about 
when television came in, about 1955. I 

would say. A lot of the engineers 
moved from radio after TV. and that 
kind of left a vacuum. I went to WSM 
then, worked the Opry for about ten 
years. At the same time, Castle Record-
ing was owned by three of the WSM 
engineers—Aaron Shelton, George 
Reynolds and Carl Jenkins. We used to 
go clown there and work part-time 
doing record takes. I would always be 
the second engineer. I never did any 
mixing; Aaron Shelton did all that. 
Bragg: I started out at a 250-watt sta-
tion around the midstate area. Glenn 
and Frank had moved to WSM. As 
Glenn mentioned, when WSM went 
on the air with TV, they dropped all 
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their audio engineers for the most 
part. So it opened up several openings 
for new personnel. Glenn and Frank 
had preceded me. One or the other 
contacted me and said to leave the lit-
tle station you're working in in Shel-
byville and come to Nashville, so I did. 
Glenn and Frank and Tom and jimmy, 
quite a few of us. I think at one time, 
out of 12 engineers, nine of us at Co-
lumbia had been ex-WSM personnel. 
From WSM I progressed—what you 
may call a progression—to CBS. 
Evans: I came much later than these 
guys. I started out in '59 in television. 
My dad was with the telephone com-
pany, and he knew Aaron Shelton, so 
he got me a job at WSM. Ten years of 
[working at WSM]. I learned my mix-
ing skills and this, that and the other 
from these guys. My first boss was 
Mort Thomason, under Aaron Shelton. 
The first thing I did was count resistors 
because I didn't know anything else. I 
was still in high school, and then I 
went off to college for a while, came 
back and there wasn't anything at TV. 
So I got on with radio and started nine 
years up there, worked with Charlie 
and Tom and Jimmy Lockert. Glenn, 
you had already left I think when I 
came in, I guess it was in '60. Worked 
with these guys, did the waking crew, 
mixed the Opry and such. Charlie was 
at one time editing the Opry delayed 
radio network, and when he left, I in-
herited that job. Then I worked in stu-
dios for Nashville Record Productions 
mastering when I first left WSM. One 
week I was editing the Opry delayed 
radio network, and they were put on 
disc and pressed for distribution to 
radio stations. I went to work the next 
week mastering the Opry delayed 
radio network. I couldn't get away 
from it. Then I worked in several little 
studios, worked for Scotty Moore at 
Music City Recorders for about a year-
and-a-half, and then in '72 I started 
Masterfonics and spent ten years there. 
Sparkman: Very much like Charlie 
and Glenn. I worked at a 250-watt 
radio station in Columbia. A friend of 
mine left there and came up to WSM. 
After he had been here for a few 
months, he convinced me that I 
should follow him, and that pro-
gressed on in to moonlighting. I guess 
when Columbia bought Owen 
[Bradley] out, I was the first engineer 
hired after that. 

One reason WSM supplied so many 
engineers to the recording industry is 
because we were one of the few radio 
stations doing live programming. We 
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had a lot ut Ii e programming, and that 
gave us all cixperience working with 
groups, bands. That's w here most of us 
learned to mix big bands, and of course 
the Grand 01' Opry was a thing of its 
own. It had such a wealth of different 
types of programming that WSM did 
live, including symphonic-type work. 
What about the early studios? 
Lockert: 3radle) .s studio was on 16th 
Avenue in the basement. They buili 
the Quonset Hut out the back. We 
built the damn building by hand to 
shoot pictures in. They did Army and 
Navy recruiting shows. We tried to fi; 
it so it was like a barn out there. We 
had bales of hay out in that Quonset 
Hut there. That was the Quonset Hut 
in the back. and the control room was 
upstairs: vim used to have to go up 
steps. Later on. they built the control 
room in the Quonset Hut. They ac-
quired a console that was supposed to 
be shipped to Hollywood. Somebody 
sidetracked :t into Owens up here. 
and they installed it in the Quonset 
Hut downstairs. First session was !Co-
lumbia Records head! Don Law came 
in that da v and said. -Do you want to 
work downstairs or upstairs?" Ile was 
one of those guys had his 2 o'clock 
watch on: never took a drink until 2 
o'clock. I said. -Let's try the down-
stairs,- so we went downstairs and we 
cut Stonewall Jackson. That was the 
first record cut in that Quonset I lut. I 
think about two weeks later we cut 
Marty Robbins' " Don't Worry About 
Me." IGuilaristl Grady Martin plugged 
directly into the board, and I said, 

-Grady. don't hit that gJitar like that," 
5+) I put a pad in. just as t hit the ccin-
trol room door. Grad). hit the guitar. 
fused the grids on the input on a pre-
amp. burned out the primary trans-
former, and it was arcing inside. That 
was the start of the fuzztone. So the 
first fuzztone record was Marty Rob-
bins' -Don't Worry. - Later on, we got 
too busy to Egure out what to do and 
make little transistor model of that. 
a ad ciibson picked it up. 
What was a typical session like in 
the '50s? What equipment did you 
bare? 
Lockert: When I came to Nashville. 
they were cutting records at Capitol di-
rect to disc. and they had an Ampex 
200 tae recorder that they used for 
backup. Rut the main recording » as to 

disc. They did that for a while until 
they liad some confidence in the 
Ampex tape. and then Eicy started 
using tape to make the re c ord. 
Tape was around but no one really 
trusted it? 
Lockert: it was a way of life back 
then that you just cut to the !disci. and 
that was it. When they started settling 
LPs and so forth, they started relying 
on the tape a lot more. That's where I 
came : nto it. I used to hear stories 
from my bosses about cutting things 
out in the field on field equipment for 
disc, but I never got into that. 
Bragg: When I started at the hotel 
!Castle was in a downtown hotell. they 
still had the wax lathe or the turntable. 
The first session I worked down there. 
I believe, was Grandpa Jones' -Look-

ing Through the Knothole.- We were 
cutting directly to the turntal)le. They 
may have had wire as a backup. I 
can't really recall. There was some sort 
of backup but I don't think it was 
tape. 
On sessions like that, everybody 
was present at once? 
Sparkman: That went on really up till 
the ' 60.: in ' 65. 66 we progressed 
from 3-track to • i-track. and then im-
mediately on into 8 and 16. 
What was the setup back then? 
Bragg: RCA 77s. }- IS, old Altec Lans-
ings. Western Electric 639s, Shure 50s 
and 55s. Maybe five or six mics. 
How were they placed? 
Bragg: Carefully, and where you 
needed them. ! Laughter! 
Snoddy: You didn't have that many 
musicians on there to begin with—v( u 
only had five or six musicians. The 
room was small at Castle, and we only 
used about half the space if 1 remem-
ber correctly. You had a mic on the 
guitar amp, the singer had one—they 
usually used a 639 for the singer, an 
RCA 77 for the guitar. a . 1.1 for the 
bass, a standup double bass. I fOrgc 
what we used on the drums, but we 
used one or two mics for the drums, 
one overhead and one for the bass. 
We used a 77 on the piano. Just open 
the top and lay a mic in there. Owen 
played most of the dates on piano. 
Lockert: There were two versions of 
that. Some of them we'd open the top 
and put the mie on a boom, and some 
of us would open up the top, wrap a 
towel around a 77 and lay it down in-
side the piano on the high end and 
shut the top. 
Had .Nashrille sessions iransitioned 
mainlyfrom the artists' band to stu-
dio MIISkialIS by that time? 
Sparkman: It \\ : ts studio musicians. 
So you knew when Grady Marlin 
¡l'as coming in what mic you would 
be using? 
Sparkman: \ I ( if the time, you could 
set the EQ on 'cm before the musicians 
ever hit a note 'cause you knew what 
they were going to sound like. 
Snoddy: At Castle. they didn't have 
EQ, believe it or not, and that was ( Inc 
of the beauty parts about recording 
those clays, because what you had to 
do was select microphones that 
sounded like vou wanted it to sound 
rather than trying to artificially tailor 
something with an equalizer. I think 
they had one equalizer. That console 
came from a prior radio show that had 
to do with Eddie Arnold. Incidentally, 
it was a very good radio console. 
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Everything back in those days was 
vacuum tubes, but that was the best 
equipment you could buy. We've al-
ways been as good as anybody in the 
country or in the world as far as qual-
ity is concerned in radio or recording. 
Lockert: That's how you got that 
clean sound, you didn't have all that 
crap in there to change it. 
The sessions bad kind offormalized 
by then at three a day. Were they 
pretty routine and would they go 
quickly? 
Snoddy: Not necessarily. One time, 
we did a session in the old Brown's 
Studios. RCA used to come down and 
send their engineer and a tape 
recorder and a producer. [RCA 
Records president] Steve Scholes 
would come down, bring his engineer 
and his own tape machine, and we 
did a Johnnie and Jack session, the 
first record session I was ever involved 
in. They did a record called "The 
Atomic Bomb," this was right after 
World War II. They did 22 takes on 
that song. I thought they never would 
get that thing done. Most of the times, 
it was three to five takes. 

Sparkman: One of my first sessions, 
I was backup engineer at the Quonset 
Hut on Patsy Cline when she cut 
"Crazy." That took four-and-a-half 
hours to get the record on "Crazy," but 
it was worth it. It was cut mono and 3-
track at the same time. 
Did that go on all the time? Cutting 
to different formats at the same 
time? 
Sparkman: From the '50s through the 
'60s, we cut mono and 3-track at the 
same time. And they got the stereo off 
the 3-track, and we put the voice on 
the center track. 
Bragg: You add color instruments ba-
sically to the left and your rhythm in-
struments to the right. At the Quonset 
Hut, we had three big [Altec] Voice of 
the Theater A7s, but you monitored 
monaurally, you didn't monitor stereo-
phonically. The reason was because 
the records were put out in mono and 
you mixed to the mono tape, and the 
stereo kind of fell however you as-
signed it. But you were mixing the 
records, and that's what went out. You 
never remixed anything. The 3-track 
was only a backup. The stereo LPs 
eventually came off that 3-track. When 
you finished that mono mix, which 
you monitored and taped, it was phys-
ically cut out, leadered, and at the end 
of the session, 15 minutes later, it was 
shipped to the plate plant. 
Sparkman: At the Quonset Hut, for 
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how many years, Railway Express, 

their air version of Federal Express 
back then, picked up the tapes from 
the 6, 10 and 2 p.m. sessions every af-
ternoon at 5:30 to go to New York, 
Chicago or wherever. 
Lockert: You guys were lucky. We 
had to finish our sessions up at mid-
night and take them to Union Station 
and ship them out. 
What was the transition like to new 
formats? 
Bragg: Up until the time CBS bought 
out Owen, we were 3-track. Ampex 
300. Then when Columbia bought it, 
they started to expand and bring in 
CBS consoles, and I believe the first 
one was a 4-track and then quickly 
went to eight. 
Sparkman: By the time we got the 8-
track installed and cookin', it was ob-
solete. We went to 8, 16, 24, bang, 
bang, bang. 
Bragg: CBS built their own consoles 
out of New York, and they were very 
good consoles. You couldn't go out 
like you can today and buy a console. 
Nobody was making them. 
Lockert: I built the first stereo console 
that was ever built in Nashville for 
Owen, but it was made out of Ampex 
mixer parts. Had four channels for the 
left, four channels for the center and 
four channels on the right. The only 
trick to doing that was in figuring out 
how to monitor it. We had to build up 
a monitor matrix so that you could se-
lect how you wanted to monitor. 
You'd monitor it 2-track or mono or 3-
track, however you wanted to do it. 
Bragg: Didn't you and Tom design the 
console at Ryman when we took it out 
and put it in down there? Of course, 
you were still monitoring monaurally, 
and you weren't concerned with tap-
ing. I think you guys built that con-
sole. 
Sparkman: We built it. but I didn't 
have much to do in way of design of 
it. That had two or three submasters 
Bragg: Which was a real innovation 
then. 
Evans: Starday [Records] wanted to 
record one of those shows during the 
disc jockey convention, and Jack Lin-
derman actually hauled the 3-track 
down there and we recorded in 3-
track by multing off the submixes. 
Snoddy: Let me tell you a story about 
the Ryman Auditorium and some of 
those things that went on down there 
in the '50s. It seemed like when a na-
tional pop artist would get cold, they'd 
want to come to Nashville and record 
so they could get a hit. We had a lot 

of that going on down here. Some of 
them would record at the Ryman. We 
used it as a studio... 
Evans: It's probably the best studio 
still in Nashville. 
Snoddy:...Archie Gibbs was here, Ray 
Anthony; we did Ray Anthony's 
"Bunny Hop." That record was cut at 
the Ryman with Aaron Shelton doing 
the mixing. That song was cut with a 
total of about six or seven mics. We 
had, I think, six inputs on the console, 
and he brought down a little Collins 
mixer to add about three or four more 
inputs. But that record is still unbeliev-
ably good today. It stands out because 
of the techniques, the acoustics. 
When did the independent studios 
start to come around? 
Sparkman: Late '60s early '70s. 
Snoddy: I think the first independent 
was Sam Phillips' studio. He built one 
uptown in an old lodge hall. A lot of 
good records came from that studio. 
Bragg: There came a point in time it 
seemed that the individual artists like 
Cash, Stevens, the Glaser Brothers de-
cided owning their own studio was 
the thing to do. That, I think, was at 
the point in time when a lot of the in-
dependent studios sprang up as these 
guys like Cash,. . realized that the stu-
dio business was a viable business, 
and you could lose as much money as 
you could invest. After a couple of 
years they decided, we'll let those big 
guys suffer the losses, let's bail out 
while we can. 
Today, engineers have relationships 
with the producers. Back then, if 
someone wanted to use the studio, 
you came with the studio? 
Bragg: To a degree. If you booked 
Columbia studios, you used their engi-
neers. But you booked Columbia be-
cause you liked that studio and 
because you liked those engineers. 
That's why a producer would book 
those studios. 
Who were some qf your favorite 
producers? 
Bragg: Billy Sherrill, Jerry Kennedy. 
Glenn Sutton. 
Did they have their individual ways 
of working? 
Bragg: Most of those guys were very 
conscientious. Of course, then there 
was Shelby Singleton. [Laughter] Shel-
by was. I guess if you looked up 
"character" in the dictionary, his pic-
ture would be there. He was a true 
character, but he was really pretty 
shrewd. 
Lockert: Why so many of us worked 
with those particular producers was 
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because we could communicate with 
and interact with those guys. Charlie 
could work with people I couldn't 
even stay in the same room with, and 
vice versa. All the guys, we were able 
to get along with certain personalities 

and some we couldn't. 
Bragg: There was one particular pro-
ducer that brought in a very top artist 
at that time, Bob Dylan [Apparently 
he's referring to Bob Johnston.] This 
was Dylan's first time into Nashville. 
Maybe Glenn started the session, and 
there was no better engineer at Co-

lumbia. There was a conflict of per-
sonalities, so Glenn lasted maybe 20 
minutes. 

If you already use élites. you will find the 
scene above very familiar. Someone in the 
audience, usually a sound tech or a musician. 
always comes up to ask about the speakers. 
Their trained ears tell them the sound is 
exceptional — balance, clarity, punch, 
volume.., incredible fidelity. 
They want to know more. 
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Snoddy: That's the only session I ever 
got tired of. 

Bragg: They went through the gamut 
of all of us on Dylan. I think I was the 
last one that was told to go up there 

and do the session. He wasn't happy 
with the drum sounds. I told him I 
would set the drums up out in the 
hallway, wherever you want it. I'm not 
going to argue. I'm just an extension 
of this console and an inanimate ob-
ject. But he was an exception. Some 
guys, they would want slap back, re-
verb on the return of the echo. They 
would do all he could to sit there and 
intimidate you over nit-picky things. 
You kept your cool and figured, hey, 

élites are designed and built in North America 
by Yorkville Sound.We've been producing 
ground breaking designs in professional audio 
gear for over thirty years. élites were first 
introduced in 1985 and we've been refining 
them ever since. 
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at the end of this session, I'll be off 
until tomorrow. You knew your studio 
and your equipment, basically the mu-
sicians that were out there, and they 
would leave it up to you unless they 
were wanting a particular sound 
maybe they were trying for or maybe 
something the artist had mentioned. I 
think 99 percent of 'em, and I think 
we'd all agree, they would come in 

and let you do your thing. For in-
stance, Billy Sherrill did not give you 
a hard time unless you just screwed 
up royally. As long as you put the 
steel on the far left fader, so it gives 
them something to do during the ses-
sion. [Laughter] 
Did you everfeel like Nashville was 
becoming a factory? How did you 
challenge yourselves? 

Evans: Sometimes we'd come in on 
Saturday, we'd put down the basic 
rhythm track, then we'd have a lead 
track, a vocal track and maybe back-
ground voices. So on Saturday we'd 
come in, and I'd take that band track, 
split it to two faders, and EQ different-
ly and pan left and right to get a pseu-
do-sounding stereo out of the band 
track. The console I had at the time 
had no panpots; we just had left, cen-
ter, center and right for the four tracks. 
During the mixing, we would have to 

switch the lead instruments from 1 to 
4, 1 to 4, 1 to 4, so they appeared to 
be left and right. We got so good at 
that, that we could start an album, start 
the 2-track, and mix the whole album 
without stopping. That's what you call 
cranking out product by factory specs. 
That was low-budget, and we had the 
exact same band every time, and we 
mixed to the tracks rather than loading 

tracks or doing any of that, so we 
knew what was going to come back 
off that 4-track extremely well. 

What about some of the sessions 
that stand out in your mind? 
Snoddy: I have to tell you a story 
about my relationship with Johnny 
Cash. I got started mixing Cash's stuff 
because he was really kind of low on 

the sales chart at the time I came into 
the picture. They didn't really know 
whether they were going to keep him 
or not, because he was having a lot of 
personal problems and so forth. Don 
Law asked me to listen to a Sun record 
that Johnny thought was so great that 
he cut, and he wanted that sanie 

sound on that record. I listened to it, 
and the only thing I could hear was 
just a lot of slap-back on the tape ma-
chine coming hack on his voice. They 

had cut that down in Memphis, and 
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that's what it was, what it sounded like 
to me. Cash wanted to know if I could 

get that same sound, I said, "Yeah, I 
could get that sanie sound." He said, 
"Well, that's what I want." So we set 
up this session in this small basement 

studio that Owen had, and we put the 
horns up in the reception office up-
stairs cause it was really too many 
people to get in this one small studio. 
[This was the original basement studio 
at Bradley's, prior to the Quonset Hut.] 

We did the session, " Ring of Fire" 
came out of it. If you hear that record, 
you'll hear all this slap-back on the 
voice. 

Sparkman: You'd also hear the trum-
pet player say, "Can you hear?" 
[Laughter] 
Snoddy: I have to tell you about one 
session at Castle Studio I was on that 
was kind of historic, and that was the 
last Hank Williams session that he ever 

cut. We cut four hits, and I was sitting 
here trying to think of all four of them. 
One was Your Cheatin' Heart," anoth-
er was " I'll Never Get Out of This 
World Alive." But we cut four big hit 
records on the night before he passed 
away the next Sunday morning. 

Sparkman: We did a Jerry Lee Lewis 
session one night, and Jerry Lee liked 
to cut with everyone there—strings, 

horns, vocal group, the whole shootin' 
match. The song was"Me & Bobby 
McGee," and they got started on take 
1, and it went for like 7 minutes, 6:35. 
Of course, it was just a rehearsal, hut 
we ended up going back and using it. 
But one of the funny things that came 
out of it, Cam Mullins was doing the 
string arrangements. We went in the 
control room and listened to this thing. 

Jerry Lee was one of these artists that 
would get bored. After about the sec-
ond or third take, you could forget his 
vocal performance because he was 
bored with it. He'd want to go on to 
bigger and better things. But Cam was 
sitting there at the console listening, 

leans back and says, "Man, that really 
sounds great. But I don't hear one 
damn thing I wrote." 'Laughs] 
Did Jerry Lee do his vocals at the 
piano? 

Lockert: Yeah. Him and Sam Phillips 

got mad at me because Sam, at that 
time, had never cut a hit with Jerry 
Lee. I cut at this studio that he had up 
on Sixth Avenue. "What'd I Say" was 

recorded on used tape. Sam'd never 
set up new tape, always used used 
tape. 

Noted you get separation between 
piano and vocal? 
Lockert: Carefully. 

Sparkman: I started working with 
Jerry Lee after he signed with Mercury 
Records. You always have a piano 

tuner come in the morning after a 
Jerry Lee session. That's not being crit-

ical, he just played the piano hard. 
Usually, we used one of the old Neu-
mann U67s on his voice and whatever 
would be in the storeroom on his 
piano. He was a great artist. 
Snoddy: I did a record one tinie with 

the New Beats called "Bread ctez Butter." 
One of the boys that sang with that 
group was a little bit difficult. [Hank 
Williams' publisher] Wesley Rose was 
the producer. This young man didn't 
like anything that any of us were 
doing. He said, " I'm gonna mix the 

next one." I said, "Well, here, have a 
seat." He got in there and he started 
mixing. And he told them to go ahead, 
and they ran through the song. When 
he got through, he said, "Play it back." 

—CONTINUED ON PAGE 218 
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Disc Wizard demystifies 
the CD creation process 
This Wizard al-ows the first 
time and infrequent • • 
to create CDs vieh • •• 
effort. 

Open 
CorelDRAW -6 or 
other Windows 95 
OLE 2.0 graphics 
applications within 
Corel' CD Creator 2 
to edit images for 
jewel case inserts. 

O•  
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Audio can be edited 
using the new 32-bit 
Corel* SOUND 

.044 ,44404,44 application. 
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Corel VCD Creator 
allows users to select 
videos and iIls from 
various sources and 
produce a video CD. OM« 

004 
Software, musical compositions, orneok, photographs, audio-visual WW1, 
television and film clips, textual mate-loi, some collections of data ond many 
other types of works are protected b. mer national copyright laws. 
Unauthorized cupping of those work, in any manner may expose you to civil 

and criminal penalties. 

This product is provided under on emit:nod license agreement thot defines 
what you may cts with this product cru, contains limitations on worronkes 
and your remedies. 

You may not us- • the Corel CO Create product to violate the copyright rights 
of others. Coreldoes not authorize yoe to use the Corel CD Creator product 
and does not license or sell the Core, CD Creator product to you for the 
purposes of violating the copyright nets of others. If you hove any questions 
or doubts concerning your use or cawing of someone cites work, please 
confirm in ads-once that you ore authorized to use and copy the work in the 
manner you intend. 

e 1996 Corel Corporation. AU righru ieserved. Corel is o registered 
trademark of Carel Corporation. 

Microsoft, Windows and the Windova.logo ore eqhe registered trademarks 
or trademarks of Microsoft in the United States and/or other countiles. 

All product and company nomes am trademarks or registered 
trademarks of their respective companies. 
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CD CREATOR 
Fast, Versatile and Easy 32-Bit CD Creation 

"This essential package...blows away the 
competition with its ease of use 
(via wizards) and newly added 

backup utilities..." 

Multimedia World, May 1996 
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• Corel' PCD Creator - Display and select PCD images that are then written to a CD. 

• Corer CD Duplicator - Allows you to easily duplicate CDs. 

• Corer Session Selector - Enables you to select any session of a multisession and/or 
multivolume disc. 
• XingMPEG — Software - Includes XingMPEG Encoder — and XingMPEG Player — 
software for video CD. Encoding boards are not necessary, but can be used if available. 
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• Support for CD EXTRA (Enhanced CD) 

Corel CD Creator2 Beats meat Easy-CD Prol 
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PINNACLE MICRO 
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REVOLUTIONIZING 

The 
Electronic 
Media by George Petersen 

A REPORT FROM NAB96 

ne look at the evolv-

ing Las Vegas skyline and you can understand 

what's happened to the National Association 

of Broadcasters convention. Ten years ago, 

there were no pyramids or Stratospheres dot-

ting the desert landscape, and people won-

dered whether The Excalibur could ever fill 

4,000 rooms. Today, this is eclipsed by even 

larger hotels, and the growth trend has no end 

in sight. Construction is everywhere, from the 

New York, New York complex to the Fremont 

Street revitalization. Whether you're talking 

about casino developments or technological 

developments, bigger, better, faster is the rule. 
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Studio Technologies 

750 audio mixer 

From April 13-18. 1996, a record 92,333 broadcast 

and production professionals descended on Las Vegas 

for the National Association of Broadcasters conven-

tion. With nearly 1,000 exhibitors this year, the show 

has outgrown the cavernous Las Vegas Convention 

Center and expanded into the nearby Sands Conven-

tion Center. Ten years ago, I could see all the new 

audio goodies at NAB in two days. Now, even four 

days doesn't seem like enough, even with exhibits 

opening at the distinctly non-Vegas hour of 8:30 a.m. 

(ouch!). 

The show's theme, "Revolutionizing the Electronic 

Media," was evident to anyone walking the show floor. 

Computer-based desktop production systems were 

everywhere, and many of the systems that offered cuts-

only editing a few years ago were now displaying edi-

tors with comprehensive onboard visual effects 

packages. Companies such as pple, IBM, Miciosoft, 

Macromedia, Adobe and Quark have become major 

players in broadcast. Old-timers beware: It's a brave 

new world, and you better get used to it. 

DVD was a constant topic of conversation at the 

show, and there was genuine optimism about the pos-

sibilities offered by what is now increasingly referred to 

TimeLine MMR-8 

modular multitrack recorder 
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as the Digital Vostilile Disc. Sonic Solutions ran con-

tinual demos of DVD Creator'," the first complete pre-

mastering system for DVD releases, and announced 

alliances with Warner Bros., Warner Advanced Media 

Operations and Thomson Electronics. Leading post fa-

cilities that will use DVD Creator are working with 

Sonic to expand the capabilities of the system. In other 

DVD news, Warner Bros. International Dubbing Oper-

ations in Burbank has been using the new "Media 

Tracks" feature of the Studer Editech Dyaxis worksta-

tion to assemble hundreds of subtitle tracks for DVD 

releases, which can carry up to 32 different subtitle 

tracks and multiple surround channels. 

New alliances have become somewhat of a tradi-

tion over the past few years, and some interesting pair-

ings were announced at NAB. Avid and Lucasfilm, 

working to provide an integrated systems approach in-

corporating elements of Avid's Film Composer, Audio-

Vision, Matador, Media Share, MediaServer and 

Digidesign's Pro Tools, announced the AvidDroid 

hardware controller. Dolby and Digidesign announced 

plans to integrate the new Dolby Drive removable 

media dubber into the Pro Tools and AudioVision envi-

ronments; a Dolby Surround encoder-decoder plug-in 
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Reason #4: Vega's unsurpassed sonic quality nd performance is now within your reach. 

Reasons #5 -#104: An unprecedented choice of 100 UHF channels just a few simple clicks. 
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is also in the works. And the Trinity. the 
powerful. It iw-cast video workstation 
from Play Inc., which debuted last year, 
now offers a palette of Softimage visual 
production tools. Meanwhile, Graham-
Patten has developed the audio editing 
side of Trinity, with some serious hard-
ware and software interfaces, including 
16- and 20-bit digital I/O boards, ADAT 
optical I/Os, disk recording with 16-
record/32-playback tracks, and a DSP 
farm module. 

Speaking of new formats, Panasonic 
showed its DVCPRO, a component dig-
ital videotape production format (with 
CD-quality audio) on a pocket-sized 
cassette and announced a computer 
drive bay-sized player, designed for 
loading field tapes directly into PC-
based edit systems. 

From the audio standpoint, there 
was plenty of action at NAB, so get out 
your shopping list: Digital dubbers were 
hot, with products due later this year 
from Akai, TimeLine, Dolby and Sony; 
Fairlight was showing a working unit. 
Digital consoles have gone from dream 
to reality, as I counted more than a 
dozen digital mixers on display from 
Amek, AMS Neve, Audio/Design, Fair-
light, Graham-Patten, Korg, SSL, Sony 
and Yamaha. 

To go with your digital console, what 
you really, need is a 24-bit, 48-track 
recorder. Sony unveiled the PCM-
3348HR (high resolution), a DASH-for-
mat reel-to-reel machine with 45-minute 
recording capacity on a reel of -inch 
tape. A wide selection of interfaces (in-
cluding MADI) will be offered, along 
with serial and parallel control port op-
tions. Compatibility with existing 24-
and 48-track DASH tapes is assured, ac-
cording to Sony. 

There are times (and budgets) when 
48 tracks is a bit much. To address that 
market, Fostex unveiled the D-80, an 8-
track hard disk recorder/editor in a 
three-rackspace box. Affordably priced 
at $2,195 (including 850MB removable 
hard drive), the D-80 provides 18 min-
utes of uncompressed 16-bit record time 
at 44.1 kHz and the ability to slave three 
units for 24-track capacity. The front 
panel snaps off to double as a remote 
controller, and a 1.3GB plug-in drive is 
optional. 

Anyone with an ENG truck should 
rush out and buy the Model 750 audio 
mixer from Studio Technologies (Skok-
ie, Ill.). This is no repackaged P.A. or 
disco mixer: It's packed with the real 
features that broadcast pros need. 
Housed in a two-rackspace chassis, the 
750 has four mic/line inputs (with 

Exton, PA 19341 

Telephone 610-458-9200 

Fax 610-458-9554 

EMAIL Info@Mediaform.com 

Web Page www mediaform.cor 
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switchahle phase reverse, highpass 
filters and phantom power), two 

stereo line inputs, speaker and 
headphone output controls, me-

chanical VU meters, aux/AFL stereo 
bus, digital tone generator (selec-
table from 50 to 15k Hz), high-
quality onboard limiter, mono 
(phase-compatibility check) switch-
ing and an extensive monitoring 
section for selecting any input or 
output source. A talkhack mic al-
lows routing voice commands directly 
to output buses or to a 12-second digital 
recorder for instantaneous playback of 
channel IDs, site locations, etc. 

Disk-based video recorders are be-
coming more affordable. Two new 
models that are targeted directly at the 
audio post market are the VVCR from 
Drastic Technologies (Downsview, On-
tario) and the V1 from Doremi Labs 
(Los Angeles). Both systems provide 
tape recorder-style front panel controls, 
easy operation, a variety of compression 

ratios, removable media, compact rack-
mount packaging and serial/parallel 
control support. The V1 retails at $5.995, 
but for the same money, the VVCR adds 
NTSC/PAL composite, S-VHS, compo-
nent or 1)1 video I/Os. along with a 

Fostex D-80 hard disk recorder 

large LED timecode display and MIDI 
machine control for simple integration 
into an ADAT/DA-88/sequencer-based 
scoring environment. 

Also on my NAB shopping list is a 
Marantz CDR620 stand-alone CD 
recorder. I already have a CD-R burner 
hooked up to my mastering system, but 
there are times when all you really want 
to do is cut a quick CD of a session, 
without having to deal with a worksta-
tion, and the CDR620 is just the ticket. 
Besides, it has a SCSI port, so if you 
want to do all those slick workstation 
tricks, it can handle those chores, too. 
Best of all, it retails at a down-to-earth 
$3,600. 

But what wowed me the most at 
NAB wasn't an audio product per se, 

but the CamLink 100 video transmit-
ter system from Telex. A tiny trans-
mitter (a variety of directional and 
omnidirectional antennae are avail-

able) mounts between the ENG/EFP 
camera and the battery, and transmits 
the video, audio and timecode to a 
receiver up to 100 meters away. Very 
nice, but a companion CamLink R100 
receiver mates with a Sony handheld 
&run VTR/monitor, allowing the pro-
ducer or director to not only see what 

the operator is shooting, but also leave 
immediately after the shoot with an 
8mrn reference copy (with window-dub 
timecode!). The transmitter also sends 
camera tally signals to put the VTR into 
record when the camera rolls. What? No 
more standing around while some 
whiny producer waits for dubs? (Their 
time is important, you know.) This is 
what technology is all about. 

Mark your calendars now for NAB97, 
April 5-10, 1997 (exhibits are open April 

7-10). In the meantime, the NAB Radio 
Show, October 9-12, 1996, and the 
World Media Expo Television/Video/ 
Film Exposition and Radio/Audio Expo-
sition, come to the Los Angeles Con-
vention Center October 10-12, 1996. See 
you there. 

FBX FEEDBACK EXTERMINATOR®: The Standard in Automatic Feedback Control 

4 Most Frequently 
Asked Questions•  

WHY
Feedback is the number one problem in most sour 

• systems, and the old graphic equalizer solution to 
• feedback doesn't make sense anymore. The FBX 

controls feedback automatically, without taking a big chunk out of your sounl 
Digital FBX filters are ten times narrower than graphic EO filters, so you get 
more gain before feedback and a dramatic improvement in your sound. 

HOW The patented FBX digital signal processor detects 
• feedback frequency and precisely places a super 
• narrow filter directly on the ringing tone, all in less I 

1 second. FBX fitters are automatically set just deep enough to remove feedbi 

WHERE_ FBXs are providing more gain before 
feedback  in mains and monitors aroi 
the world. Theaters, concert halls, 

churches, conference rooms, and sporting venues all sound better with 1 
FBX. Teleconferencing and distance learning centers also benefit from 
automatic feedback control and increased intelligibility. 

WHICH, FBX-SOLO oFres edbChooseack  the FBX-

SOLO for targeted feedback control—one 
SOLO for one input channel: the SL-610 for insert points only, the SM-610 wi 
built-in mic preamp for mixers without inserts. 

FBX-Feedback Exterminators — Use the FBX-901 for single ou 
channel feedback control, or insert one on an input or sub-group; choose th 
FBX-1802 for two-channel applications, or when you want more control. 
The new ADF-liVorkstations — The ADF-2402 is the ultimate feec 
back controller and digital parametric filter set. Control all aspects of the FB 
algorithm, and program each of the 12 filters per channel as parametric or 
adaptive FBX filters. New features include graphic filter editing and Window 
Remote Control Software. The ADF-1201 is the single channel version. 

PBX and FEI5 Feedback Eeterrnmator are reentered trademarks ot Sabme Inc and are Me brand names oIe Ime ot automabc teedbacic 
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It's always been important to make sure 

that the front end of the recording 

chain is as clean and pure as possible. 

Today's digital technology reveals 

any weak link in the chain. This 

• iieweer means you must chose a microphone 
that is quiet (no self-noise) and a 

• • monitoring headphone that 

• will reveal the accuracy of 
• your signal. 

The beyerdynamic MC 834 pure 

condenser with its natural frequency 

response, exceptional signal to noise 

ratio (non existent self-noise) and high 

SPL capability is the answer to digital 

technology. 

Easily outperforming the competition, it 

ensures your recordings contain the original 

sound without any added noise or hiss. That's 

why it has become a regular feature in studios 

around the world just like some of our other 

products. 

For example, the legendary beyerdynamic DT 770 

pro headphone, seen wherever musicians are at 

work. Their exceptionally wide and flat frequency 

response allow you to hear everything in the mix 

(including the hiss). 

So next time you visit your Pro Audio dealer ask for 

a demonstration of beyerdynamic microphones and 

professional studio headphones. 

Unless, of course you want to carry on taping the hiss.... 

• 

USE AiLADER AERIICe cow I-OR WWI 1\1 ,, 

For more information or a brochure call 1.800.293.4463 
56 Central Ave. Farmingdale. NY 11735 
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BRIAN AHERN 
A RARE INTERVIEW WITH COUNTRY'S GREAT 'NATURAL' PRODUCER 

M
milt: is much more than the 
articulation of mathemati-
cally executed notes. It is 

the rendering of the space in be-
tween those notes that helps give 
each performance its unique char-
acter and soulfulness. This may 
seem like a very logical assump-
tion, but most productions tail to il-
luminate and enhance that reality. 

Brian Ahern understands the 
value and beauty of using space to 
create unique soundstages that 
have subtle immediacy, depth and 
color, a technique that can be read-
ily heard on classic recordings by 
Emmylou Harris, Anne Murray, 
Ricky Skaggs, Ronnie Hawkins. 
Jesse Winchester, George joncs. 
Rodney Crowell, Roy Orbison, 
Jonathan Edwards, Johnny Cash. 
Billy Joe Shaver, Albert Lee, George 
Fox. The Woodys. Terry Radigan 
and others. 

Ahern got his start in 
music in his hometown of Halifax. 
Nova Scotia, playing guitar in 
three bands and regularly per-
ft mining on two Canadian televi-
sion network shows. While in 
Halifax, Ahern met a young fe-
male singer named Anne Murray. 
who was performing on a TV 
show where he served as music 
director. That meeting launched 
Murray's incredibly successful ca-

reer, and provided Ahern with the 

Brian Ahern (1.) with Mark Knopfler on the steps of the Enactron Truck outside Bradley's Barn 

impetus he needed to begin a full-
blown production career. 

Ahem moved to Toronto, where 
he produced ten Anne Murray al-
bums and gained national promi-
nence in the Canadian music 
industry. After a string of hits with 
Murray. Ahem's next find was Em-
mylou Harris. After moving to Los 
Angeles, Ahern produced eleven 
classic albums for Harris, includ-
ing Pieces qf the Sky. Elite Hotel. 
Blue Kentucky Giti. Roses in the 
Snow and Evangeline. They 
were also married for many 

years and had a child together. 
-I was very lucky to do all of 

those records with Brian. be-
cause I learned to be com-
pletely relaxed and open to 

the creative process." recalls Harris. 
"I really feel that I became a 
recording artist during that time. 
Brian tends to have a lot of faith in 

the intrinsic instincts of an artist. It 
is because of this empathy 'that' he 
attempts to make the artist blossom 
intact, rather than trying to fit the 
artist into his particular sound." 

Ahem's production sensibilities 
have influenced the cream of 
Nashville's best producers. In fact, 

BY RICK CLARK 

it woulci be fair to say that it is al-
most impossible to hear country 
music of the last 15 years without 
recognizing elements of Ahern's 
sonic vision. 

"Brian Ahem's Emmylou Harris 
albums rank up at the top with the 
great country records that were 
done by Billy Sherrill and Owen 
Bradley," says Tony Brown, presi-
dent of MCA Nashville. "Although 
that seems like a big statement. 
Brian's influence on how records 
are made in Nashville today is more 
prevalent than some would care to 
admit. When I was looking for a 
producer to do the Bradley Barn 
Sessions with George Jones, there 
was onk one person I considered. 

and that was Brian Ahem. The end 
result was a classic 'iones' album 
that will hold up wars from now." 

Over the years, the quiet and 
elusive Ahern has turned down 
many requests for interviews. So 
fans of Ahem's work will no doubt 
enjoy the anecdotes recounted 
here, and those looking to refine 
their production and mixing sensi-
bilities should appreciate the gener-
ous tips offered. Mix is especially 
grateful for the time and care he 
took in helping us make this a spe-
cial interview. 
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No, not direaly — unless you like to plug your headphones right into an AC wall 
socket. You'll hear it in the audio or see it in the video instead. AC line voltage irregularities 
can cause audio tonal changes in analog and tube equipment. Borderline voltage sags can 
cause random data loss in digital and MIDI equipment. When the line dips a volt or two 
lower, equipment ceases funtioning completely. At the other end of the scale, voltage spikes 
and surges can add pops and clicks, and, in extreme cases, cause permanent damage. 

All Furman voltage regulators are designed specifically to protect sensitive audio, video, 
and computer equipment from these catastrophes. We offer tighter regulation and deliver the 
required output voltage over a wider range of input voltages. We use low magnetic radiation, 
efficient toroidal autoformers and switch taps only at voltage zero-crossings, to avoid creating 
glitches in the AC waveform. And not only will a Furman regulator provide clean, filtered, 
spike-suppressed power to your delicate equipment, but if it senses abnormally high or low 
voltage (such as from inadvertently connecting to 220V instead of 120V), it will instantly 
shut down, protecting both itself and the rest of your gear. 

There are seven AR-Series regulators to choose from, providing output voltages of 120V 
for North America or 100V, 220V, 230V, or 240V required elsewhere, at currents of 6A to 
30A. Furman also makes a complete line of power conditioning, power sequencing, power 
distribution, and 60V/120V balanced isolation equipment. Contact us for details. 
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How did you get into production? Were 
you a musician first? 
I remember the first job I had. I used to 
watch a live local television show that 
broadcast from a TV station a couple 
miles from my parents' house. One 
night I noticed the guitar player was 
missing, so the next clay after school I 
went over there with my guitar and told 
them I wanted to do an audition for the 
job and I got it. They made me play a 
live guitar solo in front of some fishnet 
every Saturday night. I was 17 or 18, I 
guess. 

So I started making money playing 
folk and electric guitar. At one point I 
had actually three bands going simulta-
neously. I was working at two different 
television networks, CBC and CTV, at 
the same time with these different 
bands and they didn't catch on. 

One of the bands was called The 
Oftheats, and we played on a national 
television show called Music Hop. 
They were going to play records and 
have kids dance, and we convinced 
them that we could play the hits just 
as well as records and it would be 
much more interesting to have live 
music. I wore sunglasses in that band, 
because the lights annoyed me, but 
the image of the sunglasses became a 
very hip thing and generated lots of 
fan mail. Paul Shaffer wears sunglasses 
to this day. Maybe it is a Canadian 
thing. [Laughs) 

At the same time. I had a band on 
the other network called The Nova Sco-
tians that played totally different music 
like Celtic jigs and reels. I was not rec-
ognized without the sunglasses, and I 
had changed my hair. We wore plaid 
blazers and really itchy gray flannel 
pants. 
I had a third band of totally different 

musicians, called the Bad Seeds. We 
had a record deal in the States on Verve 
Forecast and we put out a couple of 
singles. 
I was also music director on the folk 

music show called Singalong Jubilee. 
That was where I met Anne Murray. 
This was all in Halifax, Nova Scotia. 
Even though I had all the work I could 
handle in Halifax. I got bored. I went to 
Toronto and starved for a while and 
talked Anne Murray into doing a really 
cheap album for $2,500. That was 
around 1968. I used that record to get 
her a deal at Capitol Records, where 
she stayed for 20 years. 
That first Capitol album had the 
international hit "Snowbird." Was 

this album your first major-label 
production? 
Yes. I produced that and I played 
everything except the strings [on that 
track]. It was my first 8-track experi-
ence, and I could only think of six 
tracks worth of stuff, including the 
strings. 
While you were in Toronto, you con-
ceived and built what has become one 
of the legendary mobile studios in the 
music industry, The Enactron Truck. 
How did that come about? 
It was inspired by an image that had 
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come to me in my sleep. One day, 
about 1971, I got up on the garage roof 
at my Toronto home with all the card-
board and plywood I could gather from 
the neighborhood and built the interior 
of a mobile unit. I walked around in-
side this space I was creating and cut it, 
hacked it and changed it until I got it 
the way I liked it. I then called up a 
young architect to come over and draw 
it before the wind blew it down. I want-
ed to make it a real studio, with an 
overdub booth, a control room and a 
shop in the back, with a machine mom. 
So I had this crazy idea and did it. 
Why a mobile unit? 
I had left a successful career in Halifax 
to starve in Toronto. Once I had a suc-
cessful career in Toronto, I assumed 
that I would be moving on. This time I 
wanted to have some tools that I could 
count on that were constant. At the 
time, a typical mobile unit was a cluster 
of equipment strapped clown and wired 
together in a box on wheels. I wanted 
to have a working environment, fixed 
and comfortable inside, but very 
portable. It had to have at least three 
rooms with sound-lock doors. In most 
trucks, the speakers are jammed into 
one end of the vehicle, and the other 30 
feet are behind you. I mounted my gear 
sideways, so you could look in either 
direction and have a 40-foot sight line 

,it all times. I lined it with lead, so that if 
we pulled up next to a radio station, 

power pole or a lighting tower, RF 
would be minimized; although we tell 
clients we did it so we could mess with 
Lois Lane, and Superman would never 
know. 
So you bought the trailer. Did you buy 
a truck with it too? 
No. This thing is making money when 
it's parked. When you buy a tractor, 
you buy it with the idea that you're 
making money while you're rolling. So 
I just rent a tractor and he comes with a 
million dollars of insurance. 
What are some of the more memorable 
sessions in the truck? 
I had an interesting experience in 
Toronto just before I left for Los Ange-
les. I was sweetening an Anne Murray 
album and working on two other Cana-
dian projects at the same time. The trail-
er was in a machine shop having some 
welding clone. I had a big horn over-
dub session to do, so I booked these 
guys into the machine shop—all those 
brass horns in a shop full of steel ma-
chinery. We hung the music charts from 
the lathes, and we sat on crates. It 
sounded like some bizarre steel temple. 
I had a realization that the Enactron 

Truck could stimulate the people and 
enhance the music. I decided to try this 
idea on a big string session. At that time 
in Toronto, most of the string players 
considered it a real yawn to come in to 
studios and overdub on popular music. 
It showed in their attitude and perfor-
mance, until I booked this session at 
their Toronto Symphony home, which 
was an old wooden concert venue 
downtown called Massey Hall. They 
had to play well, because it was their 
place. Their attitude was totally differ-
ent. They played their hearts out. I had 
big speakers on the stage, so they could 
listen back and fix things. We finished 
early, and it was wonderful. That's 
when I realized what magic I could 
work by having a mobile studio. 

Typically, we drag music into envi-
ronments that continue to become 
more sterile and generic. Everywhere 
you go you encounter the same config-
urations and equipment. 
How has the Enactron truck evolved 
over the years.? 
I've just kept turning the gear over and 
keeping the stuff that wasn't neces.sarily 
the most valuable, but had the most 
character and would be difficult to re-
place. I like gear with attitude. Flat is 
boring to me. My favorite EQ is a big 
old stainless steel Lang. I recorded all 
that acoustic Emmylou Harris stuff with 
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PRODUCER'S DESK 

bums that we did had some little rule 
that would serve to set it apart from the 
other records. In this case it was a big 
rule: no drums or electric bass. There 
might have been an occasional card-
board box or foot pedal, but most of 
the rhythm came from that big Gibson, 
and no click track. 
Tell me about some of the most signif-
icant moments in your production 
career. 
The high point for me, as a record pro-
ducer. happened while I was working 
in a studio I built in North Hollywcxxl. 
Roy Orbison called to tell me he had 
won his first Grammy. After all he'd ac-
complished. he finally got a Grammy. 
He was emotional and weeping. It was 
for a song we recorded called "That 
Loving You Feeling Again." 
Do you remember anything about 
those sessions ulth Roy? 
One thing you'll notice about Roy's 
records, especially the old ones, is that 
there are few solos of any kind, or as he 
calls them. "rides." Sometimes he might 
have a ritr, as in "Pretty Woman." Dur-
ing this session, Skunk Baxter was de-
signing an electric guitar solo. Roy took 
me aside and said softly, "B.A., I don't 
like ' rides.' I'd rather we just called a 
break, and you and I sit in the control 
room and we'll write a third part or 
some kind of a bridge just to make the 
song longer, so we don't have to have 
that Tide.- So he bounced stuff off me 
and I told him what I liked. We worked 
it into the arrangement and bang—there 
was another "Roy Crescendo"! So you'll 
notice there's no solo in that record. 
That's why many of the Roy records 
have that huge crescendo—out of des-
peration, because he couldn't tolerate 
solos. You know, he sings very softly. 
Even in those real impassioned parts? 
They sound loud, but it's just what he's 
doing emotionally with his throat. Good 
singers are true athletes. 

The lowest point in my career was 
when I had to file for divorce [from Em-
mylocd. It was more than the break-up 
of a marriage. My identity was caught 
up in being the producer of this quality 
body of musical work, which was 
about to come to an end. The last 
record we did was White Shoes. 
What is your opinion of the sound of 
the CD reissues of Emmy's catalog.? 
Since I've heard the first few CDs, I've 
kind of given up on hearing my old 
analog work remastered. And I wish 
they'd called me. When I made those 
records. I often had three revert) effects 

going in the mix, and they were all 
clearly identifiable and all were making 
their analog contributions. When they 
got to the reissued CDs, they were all 
blurred into one reverb. 
I built a two-story booth off the con-

trol room with non-parallel walls and a 
teak tongue and groove floor. We 
called it The Silo Room. That room typ-
ically was populated with lush Roger 
LS3-5A—my favorite—and edgy NS-10 
speakers on the floor, I panned a stereo 
send to get suitable balance between 
the two. I would often send a kick 

Many people 

are pontificating 

about how they 

masterminded 

country rock. 

We all just did 

the best we could 

with our influences 

and the assets 

around at the time. 

drum through the LS3-5A and a hi-hat 
through the NS- 10. In addition, an AKG 
BX-10 would furnish the brief, initial re-
verb, and I used the Lexicon 224 to 
leapfrog over it. So the effects were in 
constant motion waving outward. I al-
ways attempted a sense of place. I use 
tape speed to alter the delay time of 
rooms. Having recorded a drum or 
vocal. I might speed it up or slow it 
clown and play it back into the room. If 
you speed it up for instance, and run it 
through the room and record that 
sound, when you play the tape back at 
normal speed. you get a larger version 
of the same room. You can go for the 
opposite effect, too. I'll spread the larg-
er version of the same room out wide. 
When I do that, the sound will seem to 
zoom out through the small room into 
the big room. These are time-shifted 
versions of the same room that I've 
recorded in stereo. It's true stereo. so it 
works up in mono. 
What are some other things you have 
done to play with space? 
There's a track on Terry Radigan's 
record. " Never Gonna Fall in Love 

Again." where I had my Neumann 
M50 mics about 60 feet from Eddie 
Bayers' drums. During mixing, I shift-
ed the ADATs to remove the decay 
time. as if they were right in your face. 
Then you have the sound of some-
thing 60 feet away, but not the delay 
that your brain normally expects to 
hear. Spooky. 
Have you bothered to transfer your old 
Emmy masters to DAT? 
I have analog generational safety copies 
that I've transferred to DAT, a frail for-
mat which I mistrust. I'm going to put 
them on ADAT, which is very robust. 
ADAT is like driving alone clown a six 
lane highway. You may only need one 
lane, but you can mess up and not 
worry about it. You can stomp on the 
tape and wrinkle it and it still plays. 
What's even better is magneto-optical. 
It's supposed to last 100 years. Perhaps 
we should carve the numbers into the 
pynimicls. 
Eminy/ou is finally getting the box set 
treatment this year. What input did 
you have on this box set? 
I've got my work in three box sets so 
far, and in all three cases I've declined 
to interview or contribute to liner notes 
because I think my work speaks for it-
self. I'm not about to ramble on and on 
about it. I've also been called by three 
or four different people who are writ-
ing lxx)ks allout country rock and how 
it evolved. There are many people who 
are pontificating about how they mas-
terminded country rock. We all just did 
the best we could with our influences 
and the assets around at the time. We 
never did any masterminding, so I just 
decided not to say anything. It's so un-
conscious. You just do what you can. 
When the Beatle albums were being 
made. I'm sure they didn't sit around 
and say, "They're going to love this in 
1996. We're going to reissue it..." 
[Laughs] 
What is it about country music that ap-
peals to you? 
I'm not a swept away, spellbound 
country music fan. I like a lot of things 
about country music. and I respect 
what has happened historically. How-
ever, there is something about every 
kind of music that appeals to me. The 
George Jones record I produced was 
sort of a dessert tray of country music. 
Only in country music can you have a 
song about a family who are so dirt 
poor that they can't grow anything until 
they bury their mother under it. That's 
what I like about country music. Try to 
put something like that in rap or pop! 
Country music is the only venue for 
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some of those real feelings, and people 
know it. 
How did the George Jones Bradley Barn 
project come about? 
I got hired to do a Dan Seals project 
and was fired halfway through. I got 
angry, so I finished a couple of songs 
with my own time and money to play 
for skeptics. I think that determination 
to finish appealed to Tony Brown [pres-
ident of MCA'. When it came time to do 
the George Jones project. which we 
both knew would be like running 
Desert Storm, Tony picked me. I also 
had one foot in the past and still had 
one foot in the present. I came up with 
that retro concept for George, wherein I 
put him in a sonic time machine hop-
ing to provoke him to sing as in clays 
gone past. It worked. I wouldn't allow 
any electric bass or crashing drums. I 
wanted to transport George back in 
time. It was just an intuition, but I al-
ways thought that singing against an 
acoustic bass seemed to be a part of his 
thing. The bass would strike and then 
fall away, and his voice would and 
swell. It worked, as you can hear. 
George went back in film.. 
So everything um cut just straight on 
the jloor...no overdubs? 

I had assembled a team of superstar 
musicians and did not want to bore 
them. First of all. I would rehearse only 
sections of each song with the band. 
When it came time to play it all the 
way through. I would hit record, and, 
because they knew the song, but 

they'd never really clone it all the way 
through. it was fun for them and the 
sky would open up. There was an ex-
citement and an urgency, a kind of 
presence to it. I recorded that "excite-
ment" first. Then we would do two 

or three more takes that were increas-
ingly more tidy. I almost always used 
the first take, and then I would plunder 
the subsequent takes when needed to 
replace an occasional sloppy passage 
in the magical first take. I used the 
technology to actually avoid overdub-
bing. I think this was the first big 
Nashville ADAT project. Alesis was 
very helpful. 
And the groove was stead.), enough that 
you could lift from the other takes... 
Yes, plus with ADATs you can shift 
things around. Like two trains in the 
night. you can line up the windows and 
look right through them. You can look 
through eight trains. Once in a while 
the bluegrassers. like Marty Stuart and 

Ricky Skaggs, would rush a little. That's 
part of bluegrass, and that's why we 
love that music. The rock guys, like 
Leon Russell, would sometimes lay 
back. The windows on the trains 
wouldn't line up, so I'd slow the 
"grassers" down about 12 milliseconds 
for a few bars, when they got a little ex-
cited, and at that same point, maybe I'd 
speed up Leon Russell about 8 or 15 
milliseconds. The outcome is impres-
sive. That's how you avoid doing over-
dubs. You mine and shift. 
Not only have you done the lion's share 
of your recording in the Enactron 
Truck, but I understand that you do 
your mixing there. 
Two songs on the new Ricky Skaggs 
album were mixed by me in The Truck, 
and it's an "illegal" mixing environment. 
You're not supposed to be able to get 
good sounds there, but we have done it 
for 25 years. It's a poor mixing environ-
ment, according to the rule makers. It's 
only eight feet deep, and when you 
mix you have your back to a wall. 
Some of the bass passes through the 
walls, which I think is good, but that 
too is illegal. We pioneered the use of 
near-fields because we were compelled 
to record, overdub and mix masters in 
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the truck. All those early Emmylou al-
bums were done on Klipsch speakers 
and a single Attratone. 
Are there specific things you like to do 
for mixing? 
I like to continuously do updated rough 
mixes back to the ADAT while working 
on a project. When it is final mix time, I 
instruct the engineer to have my rough 
mix in sync and available at any given 
moment on a 2-track selector button on 
the console. 
What projects were done in that truck 
without you? 
Hundreds. We did The Rose with Bette 
Midler and Barbra Streisand's A Star Is 
Born. We've done symphony orches-
tras, Black Sabbath. Bob Dylan's Hard 
Rain and a lot of television. I've been 
told we have over 40 Gold and Plat-
inum records attributable to work done 
in the Enactron truck. 
One of your most recent productions is 
Terry Radigan, which is still unre-
leased. 
Yes, it's an album I did for Asylum 
Records here in Nashville. I developed 
her and managed her for a while. Got 
her a publishing deal with Tree and 
put together a showcase and that kind 
of thing. When we signed with Asy-
lum, they were going to be the special 
alternative country record label. By 
the time we finished the record to 
their liking, they had experienced 
what record company president Kyle 
Lehning called "mission creep." which 
is a military term. When it was time to 
release the record, they had evolved 
into mainstream radio pursuers. They 
were no longer the company she had 
signed with, and there was a mutual 
separation. 
From your perspective, how is the fu-
ture shaping up? 
I have a Ricky Skaggs single climbing 
the charts right now, with two more sin-
gles in the wings over at Atlantic. I have 
been approached with four record proj-
ects, one of which is pop, and another 
which is a film soundtrack. One of the 
projects is a wonderful duo called The 
Woodys. They sound like Gram Par-
sons and Phil Everly. I am also looking 
forward to the imminent release of 
Terry Radigan's debut. After maxing out 
what Halifax. Toronto and Los Angeles 
had to offer me, I find myself really 
busy in my fourth city, Nashville. • 

Formerly based in Memphis, write,. 
songwriter and producer Rick Clark 
now lives in Nashville. 
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SOUNDCHECK 
HOUSE SOUND FOR THE ACADEMY AWARDS 

In the land of high-profile awards 
shows, nothing quite compares to 
the Oscars. There are bigger-venue 
shows, more demanding shows 
and perhaps even more complex 
system setups. But when the baton 
drops at about eight minutes till air, 
nothing matches the intensity or 
grandeur of Hollywood's annual 
honors. Hell, even the crew shows 
up in black tails. 

Literally scores of stories could 
be written in and around the tech-
nical requirements and applications 
of the Academy Awards broadcast. 
Just from an audio perspective, Mix 
was pitched on stories ranging 
from Whirlwind connectors to 
EAW's house loudspeaker system, 
and everything in between. Much 
has changed in the past couple of 
years in terms of who handles 
audio services for the Oscars; little 
has changed in terms of the 
process. But perhaps the biggest 
measure of consistency has been 
independent engineer Patrick 
Baltzell, who has mixed the house 
for the past eight years. 

"Dialog is king," says Baltzell, 
who has made a career out of FOH 
mixing for live shows ranging from 

Left: Stage setup at the 

rehearsal. Below: In 

the Remote Recording 

Services Silver Studio 

are (seated L-R) 

owner/engineer David 

Hewitt and World 

Studio Group CEO 

Chris Stone; standing 

are assistant engineers 

Phil Gitomer and 

Sean McClintock 
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the Democratic and Republican na-
tional conventions to the Grammys 
(eight years), to the Emmy Awards. 
the Billboard Awards. the Academy 
of Country Music Awards ( 15 live 
performances, seven consoles) 
and, coining up. opening and clos-
ing ceremonies for the Summer 
Olympics—name the show, he's 
mixed it. The Dorothy Chandler 

BY TOM KENNY 

Pavilion is the winter home of the 
L A. Philharmonic: Baltzell mixes 
from the Founder's Circle, or the 
first balcony. "My job is to ride the 
dialog portion of the show right up 
to the edge. Its never quite loud 
enough [in the house], especially 
on the lavaliers when you get soft-
spoken people. Everybody always 
wants it a few dB louder, yet it 
used to be that you were always 

—CONTINUED ON PAGE 128 
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TOUR 

PROFILE 

BOB SEGEq & 
THE SILVER. BULLET BAND 

F
or the past decade, fans have been waiting 
for Bob Seger & the Silver Bullet Band to 
tour. Six shows at the Auburn Hills Palace 

in Detroit sold out in under an hour, breaking all 
records for the building. Later this summer, Seger 
will return to his hometown to appear at three 
Pine Knob shows for an expected audience of 
180,000. 

House engineer Robert "Cubby" Colby is tak-
ing a sabbatical from his duties with Phil Collins, 
a client for the past eight years, in order to mix 
for Seger. Other Colby credits include Prince, 
Janet Jackson, Paula Abdul and The Cure, to 
mention just a few, and he is a perennial TEC 
Award nominee. 

Colby mixes Seger on his very own Amek 56-
channel Langley Recall console, using 43 inputs 
from the stage and 13 effects returns. "I had no 
intention to buy this console originally," says 
Colby. "I'm not in the console rental business." 
If there's any doubt that this console has finally 
arrived, one has only to look at the number of 
acts touring with them this summer. The same 
day I saw the Seger show at Portland's Rose Gar-
den Arena, another Recall was across town with 
the k. d. lang show at Schnitzer Hall. 

L to R: Randy Wille, system engineer; Rob "Cubby" Colby, FOH engineer; 

Kevin McCarthy, stage tech; Randy Williams, monitor engineer 

The Recall console works with a laptop PC that stores 
settings, automates levels and mutes, and can trigger 
MIDI events. The position of all knobs and switches can 
be stored for ten different bands, allowing opening acts 
to share the headliner's desk with a minimum of disrup-
tion. The console can be reset with a choice of coarse, 
medium or fine accuracy, and the operator can choose 
which sets of controls will be recalled or ignored. A win-
dow on the PC screen shows set-
tings for the preamp, routing, EQ 

PHOrD! STEVE JENNINGS 

and auxiliaries, one channel at a time. Rotary controls 
have a red are showing the angle through which the 
control must he turned to bring it to the stored position; 
when readjusted correctly, the control goes gray. As each 
channel is reset, the next one automatically comes up 
on the screen. The Recall system also features Rupert 
Neve's voice through the headphones, telling you which 
controls to change. "We never have to worry about what 
we've got to do for the support act," Colby explains. 
"They can use my effects, do whatever they want, set up 
the desk any way they want, and then the next day the 
same support engineer is really happy because every-
thing's all set for him." After Seger's opening act, I 
watched Colby reset the entire desk and then double-
check it in less than ten minutes. 

The cons( de's Showtime automation allows snapshot 
control of fader levels, mutes, MIDI events, mute and 
  VCA setups, and Virtual Dynamics 

IRY MARK FRI« —CONTINUED Olt' PAGE 132 
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TOUR 

PROFILES 

BUSH AT ARCO ARENA 

B
ritish grunge rockers Bush recently toured the 
U.S. in support of their latest album, Sixteen 
Stone, and were joined by opening bands Goo 

Goo Dolls and No Doubt. Sound for the tour was pro-
vided by Clair Bros.; Mix caught a show in early March. 
at the Arco Arena in Sacramento, Calif. 

FOH mixing was handled by Dave Natale, who has 
been mixing for Clair Bros. since 1978. Natale started 
working with Bush in early 1995, when the traveling 
production consisted of the band, Natale, monitor mixer 
Raza Sufi and a couple of crew guys all in one bus, with 
a monitor system and the band's gear in a trailer. "That 
was about 369 days ago," says Natale on a March after-
noon. "And they went from clubs like the 9:30 Club in 
Washington, D.C., which is about 300 seats, to 113,000-
seat arenas] in a year. 

"When we came in and started playing these clubs," 
continues Natale, "I'd explain to them [things like] if 
you turn the amp down, then it will sound better up 
front, and they tried different things, like turning the 
amp down, turning it around, taking it off the stage, 
miking it and putting it through the monitors; they tried 
everything, and none of it was quite right. If they did 
that, it's not Bush anymore. We were trying to make it 
different so it would be better in clubs, but we just 
didn't have enough horsepower in these club P.A.s to 
make it happen." 

When the tour began, the band 

/-iCTTO STEVE JENNING, 

didn't carry a P.A.—they would use whatever house sys-
tem was available. "Raz had a monitor system because 
you can't rely on house monitor systems," says Natale. 
"So I had like 25-wan house P.A.s, and he had about a 

100,000-watt monitor rig, so it's 
BY SARAH JONES —COATI\ I ED ON PAGE 12" 

K.D. LANG 

Grammy Award-win-
ning Canadian singer, 
songwriter, entertain-

er, and dancer (!) k.d. lang 
is on a whirlwind interna-
tional tour in support of her 
latest album, all you can 
eat. After two North Ameri-
can legs and side-trips to 
Great Britain and Australia, 
she is due to hit summer 
venues back in North Amer-
ica. We caught up with the 
tour at the Paramount The-
atre in Oakland, Calif., and 
the Schnitzer Hall in Port-
land, Ore. 

Grant McAree, who has mixed for lang for nearly a 
decade, used a 56-channel Amek Recall console with 
Virtual Dynamics configured as 48 mono channels and 
eight stereo effects returns. The Re-
call's Showtime automation is a 

pricna STEVE JENNINGS 

DOS program that runs on 
any 486 IBM-compatible 
computer (the Thinkpad is 
recommended for touring 
applications). The ability to 
archive the FOH console's 
settings and performance se-
quences as a computer file 
makes it simple to request 
the same desk overseas— 
simply bring the laptop and 
plug it in. Shows can be pro-
grammed offline ahead of 
time in the comfort of an air-
craft cabin. 

The Showtime automa-
tion display shows inputs 

across the bottom half of the main screen. Each channel 
shows its VCA assign at the bottom, and at the top its 
channel number, mute status and performance mode. 
  The Recall desk runs each channel 

BY MARK FRONK -COAT1NUED ON PAGE 138 
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much better now, because at least I 
have enough horsepower to keep up 
with them." 

Natale mixes on a Yamaha PM4000 

and maintains that although the scope 
of the tour has grown dramatically over 
the past year with Bush's increasing 
popularity, production remains simple. 
"This mix is like 16 channels, 18 chan-
nels," he says. " It's just the way the 
band is. They still have Iguitarl cords. 
There's hardly any effects, the mix is 
loud and there's not a lot of air in it. 

Processors at the FOH rig include 
Aphex 612 noise gates and Yamaha 
SPX1000s, although the reverbs are 
used only if the room sounds dry. No 
compression is used in the mix, says 
Natale. " It's boring if you fuse compres-
sion], because then you don't have to 
do anything. You just sit there and the 
limiters do everything. So I push the 
faders up and down a lot; I figure I'm a 
mixer, so I'd better mix. You could put 
a gate and a limiter on every channel 
and just sit here and it will run itself, but 
no skill is involved in that." 

Monitor mixer Rara Sufi is an inde-
pendent engineer who joined Clair 
Bros. for the Bush tour. "Basically, a full 
mix of everything goes throughout the 
sidefills," explains Sufi, who mixes on a 
Midas XL-3. "Their monitors just rein-
force what they want to hear at their 
'spots,' like this side is guitar-heavy, that 
side is bass heavy. But it is a full mix of 
everything. The only guy that moves 
around anywhere is Gavin IRossdalel, 
the lead singer. 

"There's four guys onstage, and 
we're running 12 mixes, which seems 
like an awful lot, but there's four sets of 
three-way sidefills," continues Sufi. "The 
singer gets his own sidefills, which are 
on a single motor, which allows us to 
angle them just at him. And then there's 
the main sidefills, which consist of four 
R4s and four sub ML18s a side." Every-
thing onstage is basic Clair Bros. equip-

ment: There are double-15s for bassist 
Dave Parsons, guitarist Nigel Pulsford 
and drummer Robin Goodridge; 
Goodridge also has subs in his monitor 

setup, and singer Rossdale has a pair of 
Clair Bros. 12AMs. There are EV XEQ 
crossovers on the four sidefill mixes 
and the drum mix. The monitor system 
is powered by Crest 1004 and 9001 and 
Carver 2.0 amplifiers. 

Microphone selection is straightfor-
ward. Vocals are miked with Shure Beta 
58-As. Drum mics include a Shure SM57 

FOU engineer Dave Natal., (L) and monitor 

engineer Raza Sufi 

(top) and Sennheiser 409 ( bottom) on 
snare; Sennheiser 409s on toms; AKG 
460s on hi-hat, ride and overheads; and 
combination Shure SM91A and Beyer 
M88 on kick. "We use two micro-
phpnes on the kick dnim—I use mostly 
the 91A, and the 88 to get more click, 
depending what the room's like," says 
Sufi. "And Dave ENatalel tends to use 
the 88 more, and a little bit of the SM91. 
We chop and change each day. 

"Their backline is simple—two gui-
tars, two 4x12s, a bass rig and a small 
drum kit. They like to keep it to just 

their raw, bare arrimum." Processing 
includes TC Electronic EQs, Brooke-
Siren DPR 901s and a Yamaha SPX1000 
on the vocal, a Tube Works tube DI 
and dbx 160x on bass and Drawmer 
DS201s on drums, with an SPX90 and a 
clbx 120xp bass synthesizer on the 
snare. "The drummer plays a D \X' 
snare—maple and brass—and he likes 
a really fat snare drum," says Sufi. "To 
tune it that way tends to be too floppy 
for him onstage. so he tunes it to a 
medium tightness, and we use the bass 
synthesizer to add to it. It works—you 
can feel the snare drum, as opposed to 
just hearing it, and I guess that's what 
he likes." Occasionally, Bush will in-
clude a string section in the show. " It 
doesn't change things much," says Sufi, 
"except that you bring a string instru-
ment into the environment of 13,000 
screaming teenagers, so it's hard to get 
th')se subtleties." 

Sufi says he has made an effort :0 
the last year to bring their onstage level 
down by keeping the band informed of 
excessive performance levels on any 
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- Bob James 

"Phenomenal" 
- Jon Anderson 

"Remarkable" 
- Don Murray 

"Blew me away" 
- Nathan East 

"Most accurate" 
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"Terrific" 
- DMP Records 

"A masterpiece" 
GRP Records 
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LIVE SOUND 

given night. At the beginning of the 
tour. Sufi experimented with keeping 
the cabinets and amplifiers offstage so 
that the band could keep the stage level 
down and get a better mix in the moni-
tors, but the band was dissatisfied with 

the results. His suggestion of using in-
ear monitoring systems also met resis-

tance from Bush. " Right now. their vibe 
is to get up there and feel that pressure. 
Its still very old-school, but it works for 
them and they don't seem to have a 
problem with it.-

Sarah Jones is Mix 's editorial assistant. 

-FROM PAGE /22. ACADEMY AWARDS 

riding up against the feedback thresh-
old, so you were dancing all night. 

-But over the years we've been able 

to bring up the level of the diak)g with 
a lot of these black boxes and better 
speaker design.- he continues. "And 
these line arrays that I'm using now are 
a major step fiwward, more so than all 
the black boxes we've added. Every-
thing else has been incremental-good 
filter sets give you 2 dB. the Dolby Cat 
130 gives you another 2 to 3 dB...so 

gradually we've come up 12 to 15 dB 
on the average level of dialog rein-
forcement in the house from what it 
used to be.-

Line-array technology is not new. A 

similar system from French manufactur-
er L'A(.oustic was employed at 1995's 
Gramm \ s and Oscars broadcasts, but 
when Baltzell had trouble finding 
L'Acoustic systems on the East and West 

coasts, he approached Kenton Forsythe 
at Eastern Acoustic Works about build-
ing some new boxes. The first set of 
EAW KF-860 KF-861 cabinets was used 

at the June 1995 Special Olympics in 
New Haven. Conn., the second at the 
Billboard Awards a few months later. 
The proprietary horn design was modi-

fied, and 2,1 boxes were constructed for 
Version 3 at the Grammys in February. 
Further nu)difications were made to the 
high-frequency horns. and Version 4 
was ready by the Oscars. The system 

was supplied by AudioTek of Los An-
geles. The goal all along, according to 
Baltzell, was to have a compact. pow-
erful system in place for the Opening 
Cerenumies at the Summer Olympics. 

-It all starts at the front cluster,-
Baltzell says. "Even though there are 
speakers up in the acoustic'clouds,' 

speakers on the side, speakers under 
the balcony, • 10 to 100 percent of the 
energy that any listener hears is coming 
from the cluster-everything else is fil-
tered and EQ'd to supplement or fit in 

with that. The line array is very simply 
taking the energy from a speaker clus-
ter, and it is so well-defined that pattern 
control holds down to 100 I t z. There is 
very little going to the stage. 

"I don't even highpass instruments 

FROM CRIEC COHCERT TO HOUSE Pit 
I IL:re is a list of the matrix outputs 
from the FOH Cadac Concert mix 
console. 

Matrix 1 Out/Cluster A Left 
(Balcony Rail): EAW KF-860 

Matrix 2 Out/Cluster A Left ( Or-
chestra, Downfill): EAW KF-860, 
KF-861 

Matrix 3 Out/Cluster C Right 
(Balcony Rail): EAW KF-860 

Matrix 4 Out/Cluster C Right 
(Orchestra, Downfill): EAW KF-860, 
KF-861 

Matrix 5 Out/Cluster B Center 
.II3L2A,i5 with 2366 horn 
Matrix 6 Out/Under Balcony: 

Inside-(3) EAW UB842; Outside-
(2) EAW UB842: Sides-( 2) ATK M2 
Wedge 

Matrix 7 Out/Founders Circle, 

2nd Balcony: Founders' Circle, left-
right fill-( 2) 1152 DeltaMax; 2nd 
Balcony, left- right fill-( 2) 1152 
DeltaMax 

Matrix 8 Out/Upper Balcony: 
Distributed Cloud System-(4) 1152 
DeltaMax; Distributed Powered 
Speakers 

Matrix 9 Out/Front Fill: Inside-
(4) Ramsa WSA 200; Outside-(4) 
Ramsa WSA 200 
Aux 1/Subwoofer: Left, Under 

Cluster A-(2) ATK CSW218 Subs; 
Right, Under Cluster C-(2) ATK 
CS'W218 Subs 

Aux 2/Lobby Page System: In-
house Distributed Ceiling Speaker 
System 
Aux 3/Preshow Page System: (6) 

ATK M2 Wedge Speakers 
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Parallel Effects Processor. The effects legacy that 
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now that I used to," he adds. "I used to 
highpass at 150 Hz before I did any-
thing and say that's the way it has to he. 
Now I only highpass if we have pop-
ping, maybe at 80 or 100 Hz. There is 
so little lobing on these arrays, low- to 
mid-frequencies in particular. Systems 
have always been good at controlling 1 
k and above, but that's not where the 

problem is. The problem is always 
below 1 k, or below 1,500. The line 
array gives you the 
same degree of pattern 
control at 200 Hz as at 
6 k, or close to it. Now 
I can turn up the dia-
log with someone two 
feet off the micro-
phone, and my limiting 
factor is not feedback, 
so I don't do all the 
equalization that I used 
to just for gain. Now I 
EQ for tonal distinc-

tion, as it should be. The limiting fac-
tor is actually reflections off the back of 
the room coining back into the mic, 
where the bnmdcast develops an echo 
or a room reflection—it's not feedback 
anymore, and that's a major revelation." 

Room-tuning chores were handled 
on the Tuesday and Wednesday before 
the broadcast by Alexander Yuill-
Thornton II ( Thorny). "He has a Meyer 
SIM system, and he has a couple of his 
own systems, using an HP 3582 dual-
channel FFT that he's had for ten 
years," Baltzell says. "He's also devel-

oped his own software called SMAART, 
which is going to be marketed by JBL— 
it's software written by him and Sam 
Berkow, an acoustician in New York. 
It's a PC-based program that with an ex-
ternal card will give you a dual-channel 
FFT, and you can do similar measure-
ments yourself. You just need an inter-
face like a Pro 01 to do switching. It's 
source-independent, and there's an 
acoustical module and there's a real-
time module—FFT, third-octave, oc-
tave, or anything you want. He did this 
room on that system. 

"He'll do measurements during the 
show, too, just touch-ups," Baltzell 
adds. "He'll have test mics here, up top, 

and down on the floor, look at those 
three regions and do gentle adjust-
ments, nothing radical. Sometimes he'll 
lean over to me and say, 'I'm seeing a 
sag at 3 k to 8 k up in the balcony. Will 
it bother you if I fix it?' And I'll say yes 
or no. In the old days, when I was right 
on the edge with every podium and 

(3) ELEMENT KF 860 SPEAKER ARRAY 
(TYPICAL C)F (-AMSTER A - LEFT/EC - RIGHT) 

21.75 FT FROM FLOOR 

GROSS WEIGHTS. 

EAW KF-860 virtual line array 

lavalier, just starting to kiss feedback, if 

he did do a 3dB boost, I would get 
feedback. So he works with me and 
he'll know already that the low end is 
where it's getting a little loose with the 
dialog, so he'll gently fix it. We all know 
that things change with 3,000 people in 
the audience, and certain frequencies 
will sound duller, or the excitement of 
certain frequencies will go away. So 
you have to put a little back. And 
Thomy's the best." 

The parade of presenters and ac-
ceptors at a three-plus-hour awards 
show—appearing either at left-podi-
um, right-podium or a center pop-up 
stand—keeps Baltzell busy with minor 
adjustments and level-riding. Each of 
the Schoeps mics up front contains 
three elements, with CMC5 preamps: 

MK-4 cardioid, MK-41 hypercardioid 
and an omni Countryman sandwiched 
between the two. Master of ceremonies 
Whoopi Goldberg was fitted with two 
Vega IMF body packs (the second for 
backup, in case one failed), with Vega 
LM210 elements. 

"In years past, I used to put a car-
diokl and an omni lavalier on Billy Crys-
tal," Baltzell explains. "But Whoopfs not 
singing any songs or anything like that, 
and she tends to be more high-end sibi-

lant. This room, in particular, is de-
signed to keep the sibilant splash that is 
meant to keep the high end moving 
with lateral reflections off the walls, 
adding definition to the orchestra when 

you're sitting at the top. But with peo-
ple talking on the lavaliers, that sibilant 

- EXISTING STEEL CABLE POINT 

(1200 LB. LIMIT) 

SPEAKER HANGING FRAME 

(RATED 4200 1-55.) 

STEEL ROPE W/ HARDWARE 

e FT x 10 FT PICTURE SCREEN WITH BORDER 

energy tends to come back and give 
that sssIthhe sound that sounds like a 
splatter, or flutter, of sibilance. The Vega 
210 tends to solve that problem because 
it's slightly directional above 2 k. 
Whether you call it an omni, it actually 
exhibits directionality at high frequen-

cies. But you have to aim it right. You 
can't just pin it on like any other ECM-
50 or Tram, where orientation doesn't 
really matter. Aim is critical, and that's 
the difference between having to EQ or 
leaving it as a natural sound." 

The podium mics, Whoopi and the 
various live announce, taped announce, 
video source, film source and other cues 
come in on the far right 18 inputs of the 

C.aclac live console, which was also used 
on the Grammy Awards. "I picked it for 
its compact size and the automation," 
Baltzell says. " It's the best-sounding 
board I've ever used. It rivals a Neve, 
which you don't usually get in a P.A. 
console." The 24 inputs to the left han-
dle the live band inputs, which Baltzell 
mixes for the house—a split feed is sent 
to the Greene Crowe & Company tele-
vision truck, mixed by Paul Sandweiss. 
A further 20 inputs to Baltzell's far left, 
in a wrap-around, L-shaped layout, take 
in the submixed orchestra feeds from 
David Hewitt's Remote Recording Ser-
vices "Silver" truck. 
Tommy Vicari, a music mixer whose 

credits go back 25 years but in the past 
few years include Parliament Funkadel-

ic, The Winans, Ray Charles and Quincy 
Jones, was picked by show producer 
Jones to mix the orchestra. From the Sil-
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ver Truck's Neve V 48-in console, Vicari 
sent submixes to Baltzell—Drums, Bass, 
Guitar, Keys 1, Keys 2, High Strings, 
Low Strings, Brass, Woodwinds, etc.— 
in stereo pairs. Except for two hours 
during the week before the broadcast, 
much of which was spent positioning 
and optimizing mic setups, the first 
chance Vicari had to get in the Dorothy 

Chandler Pavilion with the 47-piece or-
chestra was the night before the show. 

"My responsibilities really began 

with the prerecord at Paramount's Stu-
dio M," Vicari says. "We recorded the 

entire show on Tuesday and Wednes-
day the week before, mixed it to DAT 

and sent it to the show director so he 
could use it on the staging. They used 
to have the orchestra here for the week 
of rehearsals, but they didn't do that this 
year, so we had some logistical prob-

lems to work out. My brother Danny 
worked as the liaison between me at 
Studio M. the truck and the house. 

David [Hewitt] and I had been talking 
for a couple of weeks before the show, 
and we had everybody in the pit before 
they physically arrived—we had the 
mics coordinated, 24 direct boxes and 
the mic selection. We had to go out and 
find some Schoeps MK-41 mics because 
we thought those would be best for the 
violins, but it turns out there aren't a lot 
of them in L.A. Then we found out ABC 
had some, so we put those in the pit. 

"Then we went in and had the ABC 
prop department build small Plexiglas 
cubicles so the players could actually 
see each other while still giving us a 
shot at separation," he continues. "We 
put Sonex on the bottom and left the 
tops open. I think we did a pretty good 
job preparing for the show, in that the 

orchestra wasn't really here until the 
night before. We had to be very careful 
in our mic selection and positioning— 

like not having the trumpets blowing 
into other instruments; we had to posi-
tion them Sc) the woodwinds are behind 
them, with the French horns off to the 
side and the trombones in front. But the 
horns can't be in front of Torn Scott, the 
conductor, because that's very fatiguing. 
It's not a typical orchestra setup, but we 
did it this way for the house and for the 
comfort factor." 

Vicari readily admits that his experi-
ence is in the studio, and in the weeks 
before the broadcast he was in constant 
consultation with Hewitt. The violins, 
they both knew, would suffer the most 
from contamination, and they needed a 
big violin sound. 

"You have to start with your vulner-
able point," Hewitt says. "All the leak-
age is coming from the drums, from the 
orchestra itself, from the house P.A. All 
these things make it difficult to have a 
large string sound in a live show with-

out creating a 'swim.' Our experience 
has been that these Fishman pickups 
will give us a clean sound without a 
great deal of expense or trouble to the 

players. It takes some effort and a little 
finesse for the players to feel comfort-
able, but you can do away with leak-

age. They are a bit midrange-y, but in 
combination with the warmth of the 
Schoeps, they sound great." 

Mixing for television, as anyone who 
has done it will tell you, involves a se-
ries of compromises, although most 
everyone involved in this year's broad-
cast said audio was given special con-
sideration, mainly because Quincy was 

the producer. In response to the age-
old live broadcast question "Are you 

mixing for the house or the 1 billion 
viewers?" Vicari said, "I'm mixing as if 
I'm making a record. Fin taking into 
consideration that it's a television show, 

but I'm basically mixing a record. Still, 
picture is king." 

"Picture is paramount," Baltzell 
echoes, "so if they want someone far 
off the mic, or they want a small child 
on a lavalier, I can't put the mic in their 
hair, on their beard or hide a flesh-col-
ored wire on their face like in Broad-
way makeup. It's all about the close-up, 

and you have to work around that— 
more like the movies and less like a 
stage performance. And by tomorrow 

night's broadcast, I have to try to make 
it seem like a show I've been doing 
every night for a month." 

-FROM PAGE 123, BOB SEGER 

changes. Hitting "control-C" captures 
the current settings on the console 
and opens the Store Scene window. 
The Edit Sequence window allows up 
to 256 songs, or "scenes," to be 
arranged in the order they will be per-

formed. It shows saved songs on the 
right, and they can be dragged and 
dropped into the performance list on 

the left to make up the set list for the 
night. "If we get a call from backstage 
during the show, Randy Wille [Showco 
system engineer] can go into my perfor-
mance list, remove a song by just drop-
ping it in the trash, and I don't even 
have to think about it," says Colby. The 
main window shows the fader positions 
and assignments, the current cue in the 
list and the next cue to be called. 
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LIVE SOUND 

.1 think that you get a big bang for 

your dollar with the Recall," says Colby. 
"I like all the consoles: Fm a big Midas 
fan and have used them for years. I use 
the [Yamaha] 4K for a lot of production 
stuff I do for TV. I like the Gambles, or 
any of the Mackie products for people 
on a budget. I think the Recall came 
along right when things needed that 
extra effort toward automation." 

Kevin "Tater- McCarthy. whom 
Colby calls "the fifth man on a four-man 
crew," is stage tech, monitor assistant 
and helps crew chief and system engi-
neer Randy Wille hang the main P.A. 
Showco's PRISM system flies four rows 

deep on an eight-column grid. For 
venues with 360-degree seating, two 
Showco four-column rear-fill grids are 

flown three rows deep. When rear-fill 
coverage is not needed, half of it is 
flown as two-column extensions to the 
main rig, allowing it to wrap the sides 
further. Six Showco PRISM sub-bass 
cabinets are down-stage of the side-

stage extensions (aka ego wings), with 
five Showco 450 two-way front-fill cab-
inets arrayed across them. Two addi-

tional 450 cabinets are used for center 
coverage of the front rows, with a sub 
placed beneath them. The system is 
powered by 48 Crown PSA-2 and 66 
MacroTech 1200 amplifiers. System 
drive is provided by the PRISM digital 
controller, with separate control for 
main, front-fill and rear-fill systems. In 
typical Showco fashion, the main sys-
tem EQs are two custom Industrial Re-

search Products DG-4023 Transverse 
Equalizers. 

Colby uses a half-dozen tracks from 
various CDs to tune the P.A. "I'm listen-
ing right now to a band called Blue 
Nile, to Sting's new Mercmy Falling my 
old. reliable Nee a little Peter Mur-
phy because of the way it's recorded 
and the dynamic response on the CI), 
a little Paul Brady, Phil Collins' Face 
Value. and I listen to a bit of my own 
Genesis stuff," Colby says. "Then I use a 

Beyer M88 to check the response of the 
P.A.- To an clown on the fatigue for the 
band during soundcheck, Colby doesn't 
turn on all 16 columns, just the inside 
five on each side. "Then for parts of the 
soundcheck, we bring up the other 
three columns and turn the rear fill on," 
he explains. "The hand knows which 
parts of the soundcheck that happens 
on. I've got to prepare them for the 
worst." 

Five Tascam DA-88s, along with a 
Tascam RC-848 remote control, are in a 
rack next to the console. "I'm not sure 
what they'll do with them. We're just 
archiving for now, but the cost of own-
ing 40 tracks of digital was very afford-
able, and for an artist like Seger, it's a 
good investment," Colby comments. 
"We're able to fit the whole show on 
120-minute tapes, which is about $ 100 
an evening in tape cost." On the Recall 
console there's a dedicated direct out-
put on each channel, and a switch 
changes auxiliary 12 to be the level 
control. "I unplug five multipins from 
the back of the rack, tuck them into the 
doghouse every night and I'm done," 
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not one channel failure! PowerLight 
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in sound quality and reliability 
by which all other amps will 
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providing continuous fail-safe operation. 
> Full compliance with worldwide safety and 
EMC requirements assures trouble free 
system integration. 
All PowerLights now include a data 
port for integration with OSC's computer 
controlled Network Audio Systems. 

For more details, call 714-754-6175. 
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LIVE SOUND 

adds Colby. "Thais how easy it is... 

Four audience mies are used. Two 
AKG "blue-line" CK-98 shotguns at the 
down-stage corners point straight down 
the room. At the outsides, pointed up at 
the sides of the arena, are two C-460s 
with CK-61 capsules. " Bob takes two 

tapes from me every night," Colby ex-
plains. ( One tape is the console mix 
plus the four audience mics mixed in 

with a Mackie 1604. The second is a 
DAT, just using the Sony stereo mie that 
comes with the DATman.) "I don't mix 

for the tape—I don't set up any special 
aux sends or matrixes," Colby contin-
ues. "I believe that if you get your 
sound system set up properly. your 
hoard tapes are going to sound pretty 
close." Because the audience is so in-
volved in the show, it's necessary to re-
ally put the vocal on top of the mix. 
The mie-only mix helps confirm that 
the board tape is the product of a mix 
that's correctly balanced for the dynam-
ics of the room. "I wasn't offered the 
old board tapes. though I would have 
liked to listen to them. I was just told to 
listen to the albums. but don't forget 
that two of his most successful records 
were live. so I got a good indication 
there." adds Colby. 

After trying a variety of both hard-
wired and wireless mies, Seger settled 
on a Beyer NE 700 UHF wireless with a 
TGX-80 capsule. The other vocals are 
hard-wired M88s, and an M160 is used 
for the tambourine that the backing vo-
calists play. Sax player Alto Reed, one 
of the founding Silver Bullet Band 
members and the source of that signa-

ture "Turn the Page" riff, mixes all his 
saxes, from alto on clown to a huge 

bass sax, with his effects from the stage, 
sending a single line to the engineers. 
"It works perfectly," Colby says. "He's 
into his sound and very much on top of 
it." Two mics are used in Kenny 
Aronoff s kick drum: a Beyer TG-X 50 
and an M88. A Shure SM57 is on the 
snare. SM98s on rack-toms and Beyer 
M2Ols on floor-toms. Beyer's new MCE-
83 condenser is used on the hi-hat; the 
overheads are Beyer's MC-834 large-di-
aphragm condensers, which are fixed-
pattern versions of the MC-740. Guitars 

and bass use the Tube Direct DI, except 
for Seger's Boogie. which is miked with 
a Beyer M201, as are the Leslie cabinets. 
Chris Campbell's bass is also 'Inked 
with a TG-X 50. 

Effects include a Lexicon 4801., with 
one machine for background vocals 
and another on snare. A TC Electronic 

2290 is used for vocal delays, and a 
Lexicon PCM-90 is used for Seger's 

vocal. "I really like using all the Lexicon 
devices, but this has quickly become 
my favorite," Colby says. "I'm using a 
preset called Good 01' Vocal Reverb 
and varying the parameters for songs, 
whether they're ballads or up-tempo." 
There are also two PCM-80s—one for 
chorus on the background vocals and 
the other for a reverse-gated reverb on 
the toms. A Lexicon 300 with a Plate al-
gorithm is used for a true stereo drum 
reverb at special moments. 

Monitor engineer Randy Williams 
mixes on a 32-channel Harrison SM-5 
with a 20-channel extender and drives 
28 of Showco's new Stage Reference 
Monitors ( SRM), powered by Crown 
36x12 amps. Loaded with a 12 and a 
two, the SRM low-profile wedge is ver-
tically symmetrical, allowing it to be 
used with the horn to either side by 
turning it 180 degrees. Two Showco B-

1 subs augment the drum mix. Seger's 
mixes are equalized with TEQ 1/3-octave 

Transversal equalizers. There are 12 
more channels of K-T EQs for the other 
mixes, along with a DN-60 RTA. Inserts 
include two dbx 900 Series racks, with 

REMISE 
Southard Audio and Soundworks, 
based in Harrisonburg and Rich-
mond, VA, respectively, each pur-
chased a 12-stack Turbosound 

Floodlight system...Soundcraft re-
ports the sale of a 40-input SM-24 

sound reinforcement console, a 
40-input Vienna board and a K-1 
hoard to Michigan's Thunder 
Audio. . . China's Yellow River Con-

cert, held late last year in 
Guangzhou's Tianhe Stadium, fea-
tured a choir of 15,000 workers, 
farmers, students and soldiers, and 
a 500-plus-member symphony or-
chestra. The concert, which was 

heard by 60,000 people live and 
an estimated 2 billion via China 
Central Television, employed an 
array of gear from ARX Systems: 48 
ARX922 loudspeakers, 30 ARX215 
stage monitors, 30 Maxisplit line 
splitters, 90 SX Series amps and a 

number of EQ60 equalizers... 
Davidson Electronics of NYC has 
been named the authorized re-
pair/warranty center for Stage Ac-
company USA. 
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our kit is as easy as 

01,02,03. 
Getting your kit to sound great takes effort — we believe that 

miking it shouldn't. That's why we've created the Aticfix o-series. 
Designed for the serious percussionist, each microphone has 
unique sonic qualities. It's this uniqueness that ensures 
you'll capture all the snap, sizzle, crash and bottom end 
your kit has to offer — miking with Audix is as easy as DI, 92, 93. 

Unlike some mies that rely on neodymium magnets for high 
output, the 0-series uses VLM" (Very Low NIass) technology. 
An Audix exclusive, VLM is created with a super strong, 
yet very thin and lightweight diaphragm. This lightness 
allows quicker response to acoustic impulses for unequalled 
levels of resolution as well as the ability to handle huge SPI ;s. 

The 01 is ideally suited for snare and smaller high pitched 
toms. The noise rejecting hypereardioid polar pattern and 
naturally enhanced presence peak enables the DI to compliment 
percussion and mallet instruments. 

Because of added warmth to the low end, the D2 is perfect 
for use on low toms and kick drum. The hypercardioid pattern 
greatly reduces the chalice of feedback during live performance 
while allowing the lower frequencies to punch through. 

The ultra linear frequency response and greater dynamic 
range of the 03 make it the perfect choice for use in the studio, 
where every nuance of the drums is critical. Extremely 
compact, the D31 uncolored sound can handle sharp transients 
without clipping. 

All of the 0-series are built for the road as well as the studio. 
A rugged e-coat finish, durable gold XI,R connector and 
precision tooling milled from a single piece of aluminum 
put the DirrieS a class of their own. 

.)on't buy a mic without Iing an itudix. 

AUDIX 
For more information call, 1.800.966.8261 ext. 123 

tre also make a line ohneessianal stud° condensers. 
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uarlentarks or Midis r:orpteraritet. MI tether tradurtarI., are the pe tpert their re.pective owner, Corporate 
Headquarter., .,7311SM I I Suite 101. Wù. .,n, 1)14 •ti.S. ( Iorporate Sail:SFAX 714.588.8172. 
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eight compressors—two each for bass, 
Leslie, keyboards and lead guitar—and 
eight gates on the drum mies. 

Colby ends our discussion by con-
gratulating Shc)wco on their high level 
of tour support. He points out that 
while all P.A. companies are striving for 
consistency and quality, personnel is a 
key ingredient that is often overl(x)ked. 

"I don't think it was really an issue five 
years ago the way it is now," Colby 
says. "With all the improvements in 
technology we now enjoy, it's only log-

ical that the people need to be that 
much better." 

Several songs into the set that night 
the entire audience leaps to their feet 
and comes alive, singing "just take 
those old records off the shelf..." right 
over the top of Colby's mix. I guess it's 
true that rock 'n' roll never forgets. Now 
it also Recalls. 

—FROM PAGE 124, ED. LANG 

in one of three performance modes 
(Safe, Override or Update). In Safe 
mode, only the computer runs the lev-
els, and faders are not active. Override 
places control entirely with the faders. 
Update mode, usually used for au-

tomating touring mixes, loads in the 
stored levels for each scene, and then 
fader moves are used to change them. 
The mutes continue to operate in all 
three modes. 

Typically, each song is recalled in 
Override mode, which sets the faders at 
zero and allows the operator to mix 
through both VCAs and individual 
faders, while at the same time resetting 
levels, effects and mutes, including aux-
iliary send 1 and 2 mutes, which are 
also automated. The Showtime software 
accepts MIDI control; a MIDI event can 
be programmed anywhere in the cue 
list, either with or without a scene 
change. 

McAree's FOH effects include a two-
machine TC Electronic M-5000 for vo-

cals and instruments, a Lexicon PCM-70 
used on tang's vocal, and a PCM-80 for 

snare revert). An Eventide H3000-SE 
was used with an L/R delay and small 
amounts of pitch change, and a Roland 
SDE-3000A was employed for occa-
sional vocal echo treatment. A BSS 
DPR-901 dynamic equalizer was insert-

ed on the main vocal. All other dynam-
ics processing was provided by the 

Amek Virtual Dynamics package, which 
allows configuration of each channel's 

VA to emulate a gate, compressor or 
limiter. There are nine different algo-
rithms, with more due to be released 

this year, including an expandergate. 
Also due to he released this year is Vi-
sual Effects software that will provide 
onscreen control surfaces for popular 
effects by Eventide, Lexicon, IC Elec-
tronic and others. The Showtime soft-
ware will control and document the 
mix's auxiliary effects through MIDI 
sysex messages from the computer. 
which will act as a librarian. 

MEYER SYSTEM 

WITH CREST AMPLIFIERS 
The main FOH system was essentially 
the same one that A-1 Audio's crew 
chief Dave Lawler had out with Anita 
Baker last year. The hang consisted of 
a row of two Meyer MSL-5s for the bal-
cony, with a row of four DS-2 double-

15 bass cabinets underneath, all 
delayed about 22 milliseconds to the 
backline. These were run together as a 
system, along with the Meyer 650 sub-

bass enclosures in the orchestra pit, in-
dividually delayed in .75-millisecond in-
crements to accomplish low-end 
steering. The bottom half of the hang 
was a row of the new self-powered 
Meyer MSL-4 speakers on a separate 
send to cover the orchestra level, with 
MSL-2 speakers on a third zone as front 
fill. Other than the self-powered MSL-
4s, the system relies on Crest Touring 
Series amplifiers. The stage set featured 
lots of red 24-ounce velour, plus carpet 
on the risers and floor ( except for the 
down-stage edge). resulting in relatively 
dead acoustics. 

Lawler operated a SIM System II 
computer to EQ the system. At 
Schnitzer Hall, a late load-in due to a 
morning orchestra rehearsal delayed 
getting the first pieces in the door until 
1:34 p.m. In spite of the delay, Lawler 
was able to perform his daily SIM 
chores, furiously dashing through com-
puter menus and tweaking paramedics. 
Lawler has nearly perfected the art of 
compressing a routine that normally 

011ICHTIP 
All five guitar amps on the 
k.d. lang tour stay inside 
specially designed road 
cases, simplifying setup and 
maximizing isolation on-

stage. An assortment of 
Rivera, Fender, Vox and 
Laney combo amps are in 
custom road eases that have 
a hatch that comes off the 
back to let the open-back 
speakers "breathe" correct-

ly. A lid comes off the top, Rear view and front view of combo amps 
and just enough of the 

amps are exposed to offer 
access to the knobs and 
allow the tubes to ventilate. 
Four extra inches of space 
in front of each amp allows 

a Sennheiser MD-409 
mounted on a gooseneck to 
stay inside the case, and an 
XLR simply gets plugged in 
each day. Not only quick to 
set or strike, the package 
also minimizes the number 
of dead cases each day. The lids and 
hatches store under the risers, and 
the amps are quickly packed up and 

ready for the truck at the end of the 
night. The sound from the amps is 

consistent, isolated and natural. 
There is practically no bleed from 
the amps onto the stage or into the 
audience. 

—Mark Frink 
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STEREO IS DYING. The future is Surround. Video, Film, Records. Enter 
DtStR's legacy lives on with an elegant blend of Digital future and Analog past. 
Designed to meet your needs long after the imminent demise of John Q... 

• Mix and monitor in 2,4, and 5.1 (six channel) formats 
• Moving fader Automation on upper and tower inputs 
• Fully divergent 6 channel automated joysticks 
• Digital ARM Matrix Recall 
• 360 degree panning 
• Optional dynamics 
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TA3F 
(SHOWN ACTUAL SIZE) 

Swi!chorale® 
TINI Q-Ge Miniature Connectors 

These high-quality audio connectors are miniature versions of the 
full-size Q-G line. They are ideal for use with miniature micro-
phones, wireless beltpacks, instrument pickups, and anywhere 
space is too tight for conventional microphone plugs. Features 
are: positive latch lock, secure cable strain relief, integral flex 
relief and nickel finish. Available in 3 to 6 contact styles. 

TA3M 

For Immediate Delivery and Competitive Pricing on the uni Q-G, 
or any of Switchcraft's Audio or Video products, Call: 

CAL SWITCH "Distributor 
if California Svvit.ch S., Signal . Of the 

[800] CAL—SMICH pecadei. 

USE RF:ADER SERVICE CARD FOR MORE INFO 

MUSIC COMPAN 

KU= 
9-6 NI-F 

• GIANT Inventory 
— New and Used 

• Over 30 Years 
in Business! 

Buy with Confidence! 

.CALL NOW 
for the Best Deal Anywhere! 

800 • 219 • 3281 
510 S. Garland, Garland, TX 75040 
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takes at least half a day into an hour, 
using seven BSS Varicurves and three 
BSS TCS-804 stereo delays to equalize 
and align the system. "You can't use a 
SIM in a one-off situation without using 
a Varicurve, because going between the 
computer screen and the knobs on a 
traditional parametric is too time-con-
suming," McAree explains. "Plus, you 
only have time to do one side of the 
system, and you need stereo devices to 
duplicate the moves to the other side. I 
do 60 to 75 percent less knob turning 
on the desk from room to room. When 
there's something you can't dig out with 
a %-octave EQ, you normally start cut-
ting with console parametrics on the 
most offending channels." 

EAR MIXES 
TOO ISOLATING 

Jerry Harvey, who spent the last two 
years out with Van Halen, mixed moni-
tors on a Yamaha PM4000M-52 and had 
the entire band on 'ears,' while lang lis-
tened to 'the room,' plus a couple 
mixes of fill speakers. "She wants to 
maintain intimate contact with the au-
dience," Harvey explains. "The ear 
mixes left her feeling a little too isolat-
ed." Sidefills were a pair of Meyer MSL-
2s for vocal, plus a pair of A-1 Audio's 
single- 12 wedges with band in them to 
give lang more of the show's feel on-
stage. Another BSS 804 delayed the 
sidefills to the main P.A., which hung 
several feet upstage of the proscenium. 

lang's vocal mic was her familiar 
AKG 535, while background singers 
Julie Delgado and Debra Parson were 

using Shure SM87s. McAree split lang's 
vocal mic at the FOH console with a Y 
cable, using the second input for all 
vocal effects, putting them on their 
own fader. Randall Stoll's kick drum 
was miked with a Shure SM91, snare 
top with a 57 and snare under with an 
AKG 535. Ride, hat and overheads 
were Neumann KM84s, and toms were 
SM98s. Sam Sims' bass was picked up 
with two DIs, taking highs above 250 
Hz with the second one. Larry Camp-
bell, who has played for Cyndi Lauper, 
ably replaced lang's longtime band-
member and collaborator Ben Mink, 
who is sitting out this tour due to fam-
ily commitments. Campbell played 
electric guitar through a Vox AC30 and 
pedal steel into a Fender Twin. David 
Barry, previously from Janet Jackson's 
band, played smokin' electric through 
a stereo Rivera Ignitor, which McAree 
called "the best-sounding amp this 
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The Whirlwind PM Story 
Whirlwind's Precision Manufactured 

tubes are designed to exceed original 

type specifications—to perform better 

and last longer without compromising 

the classic tonality of the tubes. How 

was this achieved? 

Several years ago world consumer 

demand for tubes was collapsing and 

western manufacturing facilities were 

shutting down. Believing tubes would 

continue to be important to the audio 

community, Whirlwind began a multi-

year process of developing manufacturing 

capability in China. 

The assembly of tubes has never been 

fully automated. The tiny parts are 

assembled into their glass envelopes by 

hand, like building a model ship in a bot-

tle. As with the Soviet Union, China had 

the workforce available and tube facto-

ries in place—still producing tubes for 

domestic equipment. However, both the 

Chinese and USSR plants used equip-

ment, materials, and procedures that 

were well below the level of technology 

being developed in the West at what was 

thought to be the end of the tube era. 

Compared with the USSR, China's 

strong economic and industrial growth 

made it the obvious choice for this effort. 

One path for tube suppliers is to simply 

buy thousands of tubes from the existing 

factories, throw away most of them, and 

sell the ones that happen to accidentally 

perform well. That system is inherently 

unpredictable, however, and there is no 

way to guarantee that the tubes which 

do pass will continue to perform after a 

few hundred hours of use. 

So with the services of some of the top 

engineers from the world's classic tube 

companies. Whirlwind set out to match 

and surpass the best of the classic tubes 

using selected Chinese manufacturing 

plants. 

Achieving this goal required the modern-

ization of systems at partner factories 

and the installation of equipment capable 

of producing better mechanical connec-

tions and higher vacuums—keys to con-

sistent performance and longer tube life. 

High-tech alloys were brought in for a 

new generation of superior tube designs, 

and rigorous quality control procedures 

were developed. PM staff were placed at 

these factories to work hand in hand 

with their production staffs. The result 

of these efforts was quality unparalleled 

in the history of tube manufacture. 

These superior tubes are final-tested and 

grouped in the U.K. using a computer-

ized multi-parameter matching system 

that compares a range of key parameters 

and organizes power tubes by group 

number. The process is so precise that 

once a power amp has been properly 

biased for a set of PM tubes, new PM 

tubes as much as 10 group numbers 

away from the originals will generally not 

even require rebiasing. 

PM tubes have now restored and upgrad-

ed thousands of classic and current 

amps. Ask your dealer, or contact Whirl-

wind directly for more information. 

WHIRLMTIÑb - 99 uetoas -.-ROCHESTER • NY 2 14612 

PHONE +1 716 663 8820 - FAX +1 716 865 8930 
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side of heaven." John Lowery played 
electric through a Laney; McAree took 

his signal clean with a DI. Electric 
amps were miked in their cases with 

Sennheiser 409s ( see "QuickTip"). All 
three guitar players also doubled 
on acoustic. Musical director Darrel 
Smith played a Yamaha baby grand 
with a Lawler-modified Helpinstill 
pickup, a real Fender Rhodes and ac-

cordion for the signature licks on 
"Constant Craving." 

A double-wide rack at the monitor 
position held substantially more pro-
cessing than was used at FOH. For the 

speaker mixes, there were three Klark-
Teknik DN 3600 programmable graph-
ics, along with a DN 6000 RIA. Inserts 

included K-T DN 504 and dbx com-
pressors, and Drawmer DS-201 gates. 

Also in use were a Summit TLA-100 

tube compressor and BSS DPR-901 dy-
namic equalizer for tang's vocal. The 

901 was used with slight amounts of 
compression at 800 Hz and 3 kHz and a 
wider bandwidth centered at 160 Hz. 
Effects included a Lexicon PCM-70 for 
tang's vocal and an LXP-15 for the 
drums. A Yamaha SPX900 was used 

with its Vocal preset 
on backgrounds; a 

second SPX900 was 
set to Room and 
used for guitars. 

There were also 
four more DN 504s 
used as mix limiters 
on the band's ear 
mixes. Single- 12 
wedges with their 
horns turned off 
were used to sup-
plement low-end in-
formation to the 
hand's ear mixes. 
along with a single-
18 subwoofer for 
the drummer. 

Along with all his other setup tasks, 
system technician Fumi Okazaki was 
responsible for the modular digital null-
titracks used to record each perfor-
mance. Backstage. next to the monitor 

console, a double-wide rack had a 
Mackie 32.8 console mounted on top, 
fed by a third split from the snake. The 
rack held four DA-88s on one side; the 
other had mic preamps and processing 
for critical inputs. An SSL Logic FX G3 
and a clbx 160x were used for lang's 

Monitor engineer Jerry Harvey and FOH engineer Grant McAree 

pfirl 
441 

vocal. A • i-channel John Hardy M-1 was 
used for both background vocals and 
two acoustic guitars. A BSS DPR-404 
was used to compress snare, bass and 
background vocals. A Focusrite ISA 
115HD was used on the two piano 

channels. Audience mics were AKG 
451s with CK-8 shotguns at the prosce-
nium edge and a Shure VP-88 stereo 
mie at the FOH mix position. 

Mark Frink is Mix s sound reinforce-
ment editor. 

Your Microphone Technique Just Got Better 

"Being in the right place 

at the right time, The 

Positioner allows fine 

adjustments of micro-

phones over the strings, 

horns, drums, guitars, 

etc. Great microphone 

technique and finding 

the sweet spot is essen-

tial The Positioner will 

become to audio what 

the remote camera has 

done for television." 

- Phil Ramone 

h Studio 
*Techniques 
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Pm. 

Microphone positioning blows 

EQ away for getting the best 

sound to tape with the least 

processing. Use your ears 

while you position the micro-

phone -- Use The Positioner. 

You'll get better results faster 

by locating that elusive spot 

where the sound really 

grooves. So make your next 

move 7e Pexueeeteteiri.m 

100 Mill Plain Rd 3FL Danbury, CT 06811 
Voice 203.7913919 Fax 203 791.3918 

Talk to Studio Techniques at: 
74131.3350@compuserve.com or studiopos@aol.com 



0E111 SIND REFORCENT PRODUCTS 
RANE GRAPHIC Ea' 
Kane Corporation ( Mukilteo, WA) an-
nounces two new rackmount graphic 
equalizers, the 2-channel, 15-band, 
octave GE 215 
and the mono, 

30-band, g-oc-
tave GE 130. 
Both feature 
Rane's constant 
Q fixed-band-
width filter de-
sign, 45mm 
slider controls 
with center de-
tents for + 12/-
15dB Ixtost/ 
cut, front panel 
level controls, 
overload indi-
cators and hard-wired bypass switches. 
Rear panel XLR and Ettroblock connec-
tors are provided for the active bal-
anced inputs and outputs. Output relays 
provide turn-on delay at power up. 

Grde 212 on Reader Semite Cord 

SPIRIT WI 4 MARK II 
The Live 4 Mark Il mixing console 
from Spirit by Soundcraft (Auburn, CA) 
is available in 12-, 16-, 24-, 32- and 40-
channel configurations, each with an 
additional four stereo inputs ( except 
the 12-channel model, which has two), 
four stereo effects returns and four 
mute groups. An 8-channel expander 
module is available for the two smaller 

mixers, and the 12-channel version 
may he rackmounted. Mono mic in-

puts feature switchable 4-band EQ 
(two bands sweepable), highpass filter, 
48V phantom power, six aux sends 
and Spirit's Ultramic Plus- 66dB gain 
mic preamp, which accepts line 

level. Outputs include a 10/2 A/B 
matrix derived from the four sub-
groups, direct outs from each 

channel, and -10dBv outputs for 
recording. Prices range from 
$2,399 for the 12-channel 
model to $7,299 for the 
40-channel version. 
Circle 213 on Reader Service Card 

RENKUS-HEINZ TFtAP40 SERIES 
leinz ( Irvine. CA) says three-

cabinet arrays of its new TRAP40 Series 
of three-way loudspeaker systems can 

provide perfor-
_ mance equivalent 

to a single point 
source. The 
TRAP40/6 and 
TRAP40/9 systems, 
designed to oper-
ate hi-amplified 
with an associated 
Renkus-Heinz 
X220-TSC con-
troller/ 
crossover, fea-
ture 40" trape-
zoidal enclos-
ures and pro-

vide 120 degrees of controlled hori-
zontal coverage in a three-cabinet 
army. The CoEntrant design pro-
vides tight pattern control in both 

planes down to 500 Hz and ensures 
proper signal alignment and con-
stant directivity and Q through 
crossover. Components include a 
15-inch LF woofer crossed over at 
250 Hz to two 6.5-inch cone MF dri-
vers and a 1-inch HF driver (the 
TRAP42 features two 15-inch 
woofers). Maximum SPL is rated at 
12,) dB; frequency response is 40 Hz 
to 17 kHz. 
Circle 214 on Reader Service Card 

ACE PRODUCTS COO RAGS 
ACE Products (Petaluma, CA) offers a 
range of padded Gig Bags suitable for 

carrying and storing microphones, mix-
ers and effects units, keyboards 

and musical instru-
ments. Constructed 
of luggage-grade 
nylon with thick 
padding. heavy-duty 
zippers and sturdy 
handles, the KEB Se-

ries bags are suitable for 
small mixers and feature 
additional accessories 

compartments. Prices 

range from $24.95 to $54.95. The new 
MB-6 ($89.95) and MB-12 ($99.95) mic 
bags feature precut foam inserts for six 
or 12 mics, plus an accessories com-

partment and adjustable carrying strap. 
Circle 215 on Reader Service Cord 

CELESTION ROAD SERIES SPEAKERS 

Celestion Industries« ( I lolliston, NIA) 
Road Series loudspeakers are virtually 

indestructible, the company says, 
thanks to a new polymer cabinet mold-
ing process that provides exceptional 

acoustic stiffness and light weight. The 
R1220, a two-way system featuring a 
12-inch woofer and a constant-directivi-
ty, horn-loaded ring transmission trans-
ducer, will handle 250 watts and 
weighs 27 pounds. Two other full-
range systems, the R1520 (single 15-
inch woofer, 300 watts power handling, 
29 lbs.) and R1522 (dual 15s, 500 watts, 

46 lbs.) feature a 1-inch compression 
driver on an exponential horn. The 
R1542 is a dual-15-inch woofer system 
(500 watts, 44 lbs.). Full-range systems 
are passively crossed over and feature 
protection circuitry: all Road Series 
speakers feature Neutrik Speakore and 
'.-inch connectors. 
Circle 216 on Reader Service Card 
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RUSSELL AND NATHANIEL 
FAMILY HARMONY 

1 n this Lunching, we are going to investigate two success sto-
ries linked by blood. The fa-

ther, Russell Kunkel, is a renowned 

drummer, songwriter and producer 
with a brilliant career spanning 

more than a quarter of a century. 
The son, Nathaniel Kunkel, has al-
ready proven himself at an early 
age as a top engineer. 

Born in Pittsburgh, Russell 

started as a professional musician 
in the heyday of '60s California 

music. Early triumphs as a session 
and touring drummer with James 
Taylor, Carole King and Jackson 

Browne led to songwriting and 
eventual success as a producer 
with Aaron Neville, Carly Simon, 
David Crosby, Dan Fogelberg and 
Jimmy Buffett, capped off this 
year with Buffett's Banana Wind. 

Join us now for a cappuccino 
in the enchanting gardens of 
L.A.'s Conway Recording Studios. 
Nathaniel has just finished the 
Lovett project, and Russell has just 
returned from Nassau and Key 
West and work on the Buffett 
album. 

Bonze Russ, when did you first 
cc nne to California—the '60s? 
Russ: I actually came earlier than 
that, around 1958. But I pretty 
much grew up, junior and senior 
high, in Long Beach and Southern 
California. 
Bonzai: How was that a formative 
time for you? 

Russ: There was a prevailing feel-
ing in the '60s, along with all the 
music and the great things going 
on, that you could accomplish just 
about anything you set out to do, 
if you meant it and cared enough. 
The Beatles were an influence on 
me in that direction—their music 
was so good and so different that 
I was suddenly aware that a 

human being could achieve those 
kinds of musical heights. It was 
inspiring. I would actually sit 
down and think I could almost 

Russell and Nathaniel Kunkel 

play as good as Ringo if I really 
tried. 

Bonzai: And you were a drummer 
at this time? 

Russ: Yes, I was, and my brother 
played drums. His bands always re-
hearsed around the house while I 
was growing up. When I was 
about four years old, he sat me 
down at a snare drum and put the 

sticks in my hands. Whenever I 
was interested in learning, he 
would show me something new. 
When I got to elementary school, I 
joined the band. 
Bonzai: Why do you think you 
were drawn to the drums? 
Russ: I guess it was because I had 
a jump on it, and I had a brother 

who was a drummer, and there 
were drums around. My first sum-
mer job was at a gas station, and 
after that experience I made a deci-

sion that I would never work a 
normal job again. I decided to be-
come a musician. Getting that first 
S50 for playing one night—that 
was for me. 

BY MR. BONZAI 

Ku.KEL 

Bonzai: When did you first feel 
that it was becoming a reality? 
Russ: I played in a lot of bands in 
high school, and one of them 
made it to Hollywood. We played 
the Whisky-a-Go-Go for a few 
weeks in a row. That was a pretty 
big deal. The band was called 
Things To Come, about 1967, and 
we opened up for Cream. Beyond 
that, the biggest thing that hap-

pened to launch my career was 
being hired by Peter Asher to play 
on James Taylor's first album. Sweet 

Baby James. There was a domino 
effect after :hat. 
Bonzai: Interesting Beatles con-
nection. Wasn't James Taylor the 
first artist signed to Apple? 
Russ: Yes, he was, and Peter was 
on the MR staff. 
Bonzai: James Taylor's In the Pock-
et album has this great photo of 

about 30 people—the bell-Ixeoms 
are so outrageous. 
Russ: Big lapels, collar out. It was a 
Tom Jones kind of time. 
Nate: [Laughter] 

Russ: Are you laughing with me 
or at me? 
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Sound Solutions 
ASHLY has been building world-class equalizers for well over 20 years. 

Our new GQX-Series models take advantage of this experience with some true 

advances in technology. Precision Wein-Bridge filters, and newly designed summing 

amplifiers, provide extremely accurate response, low noise, negligible distortion, and 

excellent immunity to magnetic fields. All filters exhibit true constant "Q" response, 

with absolute minimum ripple. The full-throw faders are a custom-manufactured 

metal-shaft type, with the center detented position being utilized as an "on/ off" 

switch for that filter ( to minimize any possible degradation in signal noise levels.) 

Combine these features with our full Five Year Worry-Free Warranty, and it's obvious 

why ASHLY equalizers are the best solution to your equalization situation. 
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Nate: With you. \\ all you. 
Ronzal: From that period, what work 
FC MU most proud ot? 

Russ: Early '70s? Well, the first album 
with James. When I listen to that. I still 
like it for its rawness, and acoustics. 
And Carol King's Tapestry, which I 
played on a good portion of. And 
Jackson Browne's first album. Saturate 
&fibre I 'sing. Those albums stick out 
for me—pinnacle albums for those 
artists. and I was fortunate enough to 
play on them. 
Bonzai: Were you writing at that time? 
Russ: Very little. I wrote some songs for 

the band I was in. but I was really con-
centrating on being a clmmmer. 
Bonzai: Did you have any heroes in 
ilk. drum world? 

Russ: Ringo for sure. What I heard on 
those records was great. groundbreak-
ing stuff. And, of course, I think every 
drummer has respect for the jazz greats: 
Elvin Jones, Buddy Rich. Roy Haines 
and down the line. At that time, I was 
in awe of the sussion drummers in Los 

Angeles: Hal Blaine, Jim Gordon. I met 
Jim Keltner at that time when we were 
both just getting started. 
Bonzai: How did you move on to be-
come a songwriter? 
Russ: Well. I was working for people 
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who were great songwriters and I start-
ed to learn about the business. It's 
great to be a musician, great to make 
records and go on the road, but if you 
write the songs, it opens up a whole 

new world, financially and also cre-
atively. I knew I didn't want to become 
a singer, so I felt that writing was for 
me. I was inspired by tlic people I was 
working with, and the more I was 
around them I began to feel strong 
enough to go ahead. None of it was 
very good, but I was started. 
Ronzal: Have you had any big hits? 
Russ: One song that got some notori-
ety was written with Jackson Browne 
and Danny Korchmar: "Tender Is the 
Night" from Lauyers in Loa,. 

Bonzai: Do you write music, words? 
Russ: Mostly lyrics. I feel comfortable 

It's great to be 

a musician, 

great to make records 

and go on the road, 

but if you 

write the songs, 

it opens up 

a whole new world, 

financially and 

also creatively. 

— Russ Kunkel 

with that, and I love cu riling and 
working with people who have the 
music covered. 
Bonze You just finished working with 
Jimmy Buffett, someone who brings lit-

erary credibility to the wasteland of 
rock 'n' roll... 

Russ: He is definitely a writer. He 
works on it all day long. He's on his 
computer more than anybody I know. 
Writing books, Broadway plays. songs 
for the next album, keeping a diary. 
He's writing all the time, and he's very 
good. 

Bonzai: He's also a pilot—didn't his 
plane recently get shot up? 
Russ: And he writes about that. There's 
a song on the new album called "Ja-
maica Nlistaica." 
lkwiai: Well, we've covered drumming 
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and writing. How about your career as 
a producer? 
Russ: I'm 47, and somewhere along 
the way I realized that I didn't want to 
he 50 and have to go on the road to 
earn a living. I've been in the studio 
with some of the best producers 
around and seen how they work. I've 
learned what is needed. Not to put 
anybody clown, but I've been in situa-
tions where I felt my ideas were equal-
ly as good, and I might have been able 
to get them accomplished fluster. I de-
cided that being a producer was a log-
ical extension for me. 
Bonzai: When did you first feel you 
had succeeded as a producer? 
Russ: Before I started to work with 
Jimmy Buffett. I had co-produced a few 
projects. Two or three film scores with 
George Massenburg and Bill Payne, an 
album for Carly Simon, an album with 
jimmy Buffett and Mike Utley called 
Hot Water, a song with Bonnie Rain. 
and I co-produced Eviles with Dan Fo-
gelberg. 
I don't think it was until I produced 

Jimmy's Fruitcakes that I really felt like I 
knew what I was doing. He hadn't had 
an album out in six years. and that one 
went straight to Platinum. It was a turn-

ing of the comer for him, and he let me 
know that I was part of the reason why. 
That was the moment for me. 
Bonze Could you tell us about this re-
cent adventure with jimmy in the Ba-
hamas and Key West? 
Russ: It's called Banana Wind, which 
is a wind strong enough to blow the 
bananas off the trees, but it isn't quite a 
hurricane. We did this album much like 
the last one, Barometer Soup. When it 
was time to start that album, Jimmy 
was in the middle of writing the music 
for the Broadway show, Don't Stop the 
Camiral, which is brilliant. It was tak-
ing up a lot of his time, and he and I 
had the idea to put together a little core 
writing group consisting of the players 
in his band, myself and him. We set 
ourselves up in Key West, and the writ-
ing group would write Monday, Tues-
day, Wednesday and Thursday. jimmy 
would come clown for the rest of the 
week to edit everything we had done. 
When Ile came down, he really 
worked. We'd be thinking we had 
something great, and he'd come down 
and make it all better. He'd say, We 
gotta Buffettize this," and it would 
often become more humorous, and 
we'd all end up liking it better. We 

tended to take it too seriously and he'd 
come down and lighten things up. 
I learned so much about song writ-

ing from watching the way he does it. 
For Banana Wind we worked in a 
similar way, with a core writing group, 
but jimmy had a lot more time to de-
vote to the writing of this album. It re-
ally shows—his fingerprints are all 
over it. All we did was create an at-
mosphere, come up with some music, 
and play. 
I watched him sit at his computer 

while we were vamping on some 
changes, and in eight minutes he wrote 
all the lyrics to "Cultural Infidel." And 
while he's typing, he's laughing hysteri-
cally. "Wait'll you guys hear this," and 
we'd stop. He'd say, -Keep playing, 
keep playing—turn the tape on." He'd 
turn around and sing it. In fifteen min-
utes, the song was done. That's how 
the album was made. 
Bonzai: Are you drumming on this 
album? 
Russ: No, just producing. The drum-
mer in his hand, Roger Guth, is a fabu-
lous drummer. His whole band is 
wonderful. 
Bonze Let's move on to Nathaniel. I 
guess you started out in California? 
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Nate: Yes, I was born in North Holly-
wood. 
Russ: And he was driven home in a 
1957 Chevy station wagon that he now 
owns. 
Nate: For my 24th birthday, Russ gave 
me that car, a ' 57 210 with a 10-foot 
Stewart longboard in it, wrapped with 
red ribbon. 
Bonzai: And how old are you now? 
Nate: 25. 
Bonzai: The car is older than you, and I 
bet some of the microphones you use 
are older than you... 
Nate: Almost all of them. 
Bonzai: What was life like around the 
Kunkel household as a kid? What's your 
first musical memory? 
Nate: I remember being in the base-
ment of our house when Russ liad a 4-
track studio set up. He and Danny 
Korchmar were working there. I also 
remember crawling underneath the 
console in the main room at Record 
One and sleeping. These are some of 
my first memories. 
Russ: There were people a lot older 
than you who fell asleep under that 
console, for different reasons though. 
Nate: Maybe they were looking for 
something and they just fell asleep. 
Bonzai: Did you feel that you had a 
musical calling as a kid? 
Nate: Musical, yes. I play drums as well 
and have since I was about four. It 
wasn't until around 1985 that I got real-
ly into audio though. In grade school I 
was very interested in technology and 
lighting, and when I would go on the 
road with my dad, I was really interest-
ed in the lighting hoard. It wasn't until I 
met George Massenburg at the Com-
plex when Russ was working with Bill 
Payne on some films that I really got 
into it. 
I remember George typing SMITE 

numbers into an Eeco Synchronizer— 
seemed big as a washing machine. I 
liked that. I thought to myself, this is 
cool, this is hip stuff. 
Bonzai: How old were you at that time? 
Nate: The summer of 1985, I was just 
out of 8th grade when I met George. 
The very next summer, just before I got 
out of school for the year, I was speak-
ing with Greg Ladanyi on the phone. At 
that time, Greg and George owned the 
Complex. Greg offered me a job—run-
ning basically, hut I didn't have a dri-
ver's license. I was just there and would 
do things like clean the snakes when 
they came in off the road, clean the 
connectors, solder patchbays. There 
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was a great technical staff, and I learned 
how to wire and all that. 

After vacation, I would go back to 
Massachusetts where my mom lived 
and go to school, and then come out 
here for the summers. I did that until 
my senior year, and two days after I 
graduated, I was on a plane and work-
ing at the Complex. That was a great 
time. The second year that I worked 
there was when I really started to learn. 
I was living at George's house, and 
Russ was on the road. I got my learn-
er's permit, and George taught me how 
to drive. 

What was cool was that he was 
doing so much R&D for GML. At the 
end of the day he would go, "Great, 

My secret is 

not so much a secret. 

When anyone asks me 

how I did something, 

I just tell them 

that I do what 

George Massenburg 

taught me to do. 

— Nate Kunkel 

you go in there and mix because I have 
to watch the logic analyzer hooked up 
to the automation computer while it's 
working." He'd put a mix up and say, 
"Don't touch any of the EQ—go for it." 
I would mix and mix and mix. 
Bonzai: So George was your mentor? 
Nate: Unquestionably. I spent a lot of 
time with George, and I was close with 
him until that fourth summer, when he 
ended up leaving the Complex. Greg 
stayed, and Art Kelm was running the 
studio, and in his mind I was not quite 
ready to be put in a room as an assis-
tant because I was young. He told me I 
was capable, but I was just too young 
to put me in the room. 

Two days after I had that conversa-
tion, Ed Wong from Jackson Browne's 
studio called me and offered me a job. I 
worked there for a year or so, and then 
George offered me a gig assisting him 
on the new Little Feat record at Sky-
walker Ranch. From that point on we 
Worked together. 
Bonzai: What was your first solo gig? 
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Nate: The first record I did solo was 
Lyle Lovett's / 1.01v E triTixkly. 
Bonzai: I just heard some cuts from his 
follow-up, the new album, The Road to 
Ensenada. "Long Tall Texan" with 
Randy Newman has such a great guitar 
sound. What was your secret to get that 
or guitar sound? 
Nate: Actually, my secret is not so 
much a secret. When anyone asks nie 
how I did something. I just tell them 
that I do what George taught me to do. 
It was a C-24 on Lyle's guitar. I run the 
C-24 up the neck, not up and down, so 
your left-right is the top and the bottom 
of the guitar. It's as if your head was 
kinda sideways. His vocal mie is a large 
part of that sound. too. He plays and 
sings at the same time, and all of his vo-
cals are keepers. I use a U67 on his 
vocal. Because there is so much leak-
age, I don't really try to isolate the vocal 
and guitar. I just try to get a good blend 
going. I use the C-24 in M-S and fudge 
that around, making the guitar and the 
vocal sit right in an image. 
Russ: So how do you punch in vocal 
parts? 

Nate: You punch the guitar and the 

vocal, which is really difficult because 
Lyle moves so much, and a large part 
of it is just being on top of things. Move 
closer, lift the head of the guitar a little. 
or to the side, lift your head up. 
Bonzai: Sounds very athletic... 
Nate: Very athletic for both of us. But 
we've done some great fixes and Lyle is 
an incredible professional at that. He is 
able to put himself right back where he 
was. 
Bonzai: So that's two of his albums in a 
row for you... 
Nate: We get along well. By the end of 
this record we had our dynamic really 
worked out. He knew what to expect 
from me, and I knew what to expect 
from him. 
Bonzai: Did you also mix the TV spe-
cial? 
Nate: Yes, were just posting the Disney 
special today. 
Bonzai: What's the challenge of taking 
what's great on a record and making it 
fit the TV medium? 
Nate: Mixing for TV is just different. I've 
mixed a couple of Austin City Limits. 
and that taught me a lot about mixing 
for television. You have to mix with a 
more limited dynamic range, and it has 
to be a little edgier. I like natural-sound-

ing recordings. When I was coming up 
as an engineer. I used to listen and go, 
"It's so bright. When I mix records its 
not going to be that bright." After mix-
ing for a few years and getting things to 
compete on televisii in and on the radio. 

I realized you have to push the enve-
lope in that way. For TV, you have to 
get things right up there on the edge, 
getting your levels real hot and getting 
things bright. Weird answer. I guess. 
The most difficult thing is to get it to cut 
through a speaker and sound like 
music. 
Bonzai: Won't that change with in-
creased dynamic ranges. 24-bit record-
ing, fiber-optic cable and new deliveries 
like DVD? Are you anticipating that? 
Nate: Yes. eagerly. Technically, there 
isn't such a bottleneck in getting quality 
audio delivered on a video medium in 
terms of the equipment they use. The 

problem is that it all goes through an in-
finity-to-one dbx 166 stereo limiter as 
soon as it leaves the VTR at the televi-
sion station. And it doesn't matter if 

they digitize it at 16-bit or at 24-bit be-
fore they send it to the dish. What they 
do at the post house or that station to 
make it match levels with that commer-
cial right before is the larger part of 
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what influences the sound. It can end 
up very different—I've mixed things 
and I hear them on one station and 
they sound completely different on an-
other station. 
Bonzai: For you as an engineer what is 
the most difficult—piano, voice, violin? 
Russ: My kick drum? 
Nate: I'd say that of all the techniques 
that I have, the one for piano is the one 
that I am most willing to change. There 
is no instrument where I go, "Oh God, I 
have to record..." 
Bonzai: Well, how do you record a 
piano? 
Nate: With a C-24 M-S. I open up the 
piano lid, and I have the piano player 
play and I move my head around inside 
the piano until it sounds good. I mark 
where the center of my eyes are and 
put the center of the front capsule 
there. 
Bonzai: Have you recorded your dad? 
Nate: Yes, a bunch. 
Bonzai: Is his kick drum a problem? 
[Both laugh] 
Bonzai: This must get into some inter-
esting family dynamics... 
Nate: Actually, on Lyle's last record, I 
was looking for more of a pillowy kick 
drum sound. Russ played on Lyle's last 
two records, so we worked together on 
both of them. It was a great help for me 
on I Love Everybody, because it was my 
first album, and I was so nervous. Hav-
ing my dad on the session was great—I 
could stall for time. 
Bonzai: Could you point out a few en-
gineers who inspire you? 
Nate: I am consistently in awe of mixes 
by Ed Cherney and George Massen-
burg. I hear things that George does 
that just blow my mind, and the same 
with Ed. There's a wam-ith and a texture 
that Ed gets. 
Russ: His mixes are just like he is, 
warm and friendly. 
Bonzai: Your discography, Nate, has 
one unusual artist: Lynni Teekrem... 
Nate: She's a Norwegian mariachi 
singer, and she sings in Norwegian. 
Lynni heard Linda Ronstadt's mariachi 
records that George recorded, and she 
came here to record with that band. 
They called me because I had worked 
on the records, and it turned out to be 
one of the most amazing things I've 
worked on. 
Bonzai: Russ, in looking at your child 
growing up, and seeing where he is 
now, could you pinpoint something 
you provided for your son? What was 
most valuable? 
Russ: First of all, I think Nathaniel has 
done a phenomenal job coming from a 

"broken home," which is true of many 
kids. I didn't come from a broken 
home, but I lost my father when I was 
very young, and it's a hard thing to bear 
in either case. When you have children, 
you need to take that seriously and be 
there for them. Nathaniel has done a 
wonderful job on his own. He learned 
at an early age the value of having a 
job. If I gave him anything, it was that. I 
really wanted him to know the value of 
earning a living. 

He was bussing tables at a restaurant 
in Martha's Vineyard when he was tech-
nically too young to work. We snuck 
him in, and that first summer he made 
$300 per week. I told him he could do 
anything he wanted with the money. 
You can put it in a bank, which is what 
you should do, for school. But it's yours 
and you can do anything you want. 
Well, he bought all of his friends pre-
sents. He went out to dinner, bought 
himself some clothes. He was generous 
with that money. He loved having 
money in his pocket and being able to 
buy his girlfriend a sweater and not 
have to ask anybody for the money. He 
learned the value of being responsible 
and that having a job equals freedom. 
Bonzai: Let's look at the flip side of the 
coin. What was the most valuable thing 
your dad gave you? What makes you 
stand tall today? 
Nate: To find that I would look back at 
the conversations I've had with my dad. 
the ones that stick in my mind as being 
important. It has to do with diligence, 
staying with something, committing 
yourself and following through until the 
end. It means completing what you said 
you would do, in terms of records. 
When it's done, all that will be remem-
bered is how the record sounds. 

My dad taught me to follow through, 
stay consistent, and to always do your 
best. When I think of Russell's reputa-
tion in town—so many people have 
worked with him and everybody asks 
me about him, pretty much everybody 
feels the same—he always gives 100 
percent when he shows up at a session, 
and it doesn't matter if the song sucks 
or the producer doesn't know what he's 
doing. He's right there and gives them 
the best ideas that he can. That ethic is 
the one that has done me the most 
good in engineering, because people 
know that it doesn't matter what the 
budget is—I'm always gonna give them 
everything I can. 

Roving editor Mr. Bonzai learned 
everything he knows from his dad, the 
well-known taxidermist. 
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S
omeone recently suggested that we 
are now firmly in the age of the 
third-generation digital console. The 

first generation was little more than tech-
nology prototypes, where the learning 
curve was steep and often at the studio's 
expense. The second generation was the 
large up-market boards that meet de-
manding specifications while trying to in-
clude nearly every feature you'll ever 
need. The third generation runs parallel 
but recognizes that there is a demand for 
digits in mixing at every level of pro 
audio activity. The high and low ends of 
the spectrum have been addressed; here's 
the beginning of the mid-market. 
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available in standard 24- and 48-fader 
frame sizes, but other configurations are 
not ruled out. The smaller frame would be 
ideal for project studios and tracking or of-
[line prep rooms in studio complexes, 
while the larger frame could fulfill main 
console duties. 

This is the first 
product from AMS 
Neve that shows the 
combined influence 
of their separate com-
pany pasts. Elements 
have been drawn 
from the Logic Series 
and the Capricorn 
digital consoles such 
that if you come to 
the Libra from either 
direction, it will seem 
familiar. But even 
those who have never met either board will find 
Libra quite easy to come to grips with. Internally. the 
A/D converters are the same as in Capricorn, while 
the processing boards are Logic SSPs. 

Libra is essentially an in-line design and is rela-
tively compact. From the operator position on a 24-
frame board, almost every control is 
within reach. The channel strips are BY KEITH SPEN 

OBUBUBUB MMOG 

- 
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split equally either side of the 
central panels, which house the 
automation, signal processing 
and general console controls. 
The two high-res TFT screens 
have differing roles—the right-
hand screen principally handles 
routing while the left one is pre-
dominantly for automation func-
tions. 

The channel strips contain 
the basic familiar controls—mo-
torized faders, cut and solo, out-
put routing of the channel ( bus 
or direct), channel automation 
switching. pan control and an 

assignable control switchable between moni-
tor and any control. It is possible to flip what-
ever is on the control to the main fader either 
locally or on a global basis. Electronic scrib-
ble strips identify the channels and the role of 
the assignable control. Alongside all of the 
level controls are automation status indicators 
that emphasize the total automatability of 
every console function. It is also possible to 
set up VCA grouping functions from the chan-

nels by selecting the desired master fader and sim-
ply touching the faders of the slaves. The channel 
fader legends then display the appropriate faders 
status. 

Immediately above each fader is an Access but-
ton, which assigns all the processing ability of the 

central section to that channel. Run-
CER-ALLEN fling down the side of the fader are 
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APPROPRIATE 
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always had a perverse cu-
riosity about the names manu-
facturers assign their products. 
The Libra moniker was appar-
ently chosen because it re-
flects the music- recording 
relationship with the Capri-
corn. However, for those of us 
who like to read more into 
names than intended, the bi-
diac sign of Libra is a pair of 

scales in balance, which could 
easily be seen as a reference 
to the balanced combination 
of AMS Logic and Neve Capri-
corn influences in a single de-
sign. Also. Libra is the 7th sign 
of the Zodiac, and this is the 

seventh marketed digital con-
sole from the combined AMS 
and Neve heritage. There's 
even more synergy at work 
here, but I'll call a halt while 
noting that Libra is one of the 
few signs of the Zodiac that 
has a convenient but little-
used adjective—Libral—which 
is hound to cause confusion 
should you ever get to use it. 

—Keith Spencer-Alleuu 

illuminated indicators of the central 
functions emp:oved on the channel. 

Before leaving the channel strips, it 
is worth noting that on a 2.i- fader 
frame, each of these strips controls a 
main signal path, a monitor path and a 
sub laver—a third path that may be 
used tin- effects returns or other inputs. 
All paths can have full processing as 
required. which means that even a 2- 1-
fader frame can handle 72 inputs for 
mixdown. 

CONTROL CENTRAL 
The upper (. enti al panel is known as 
the Assignable Facilities I .nit and is re-

lated to the Capricorn AFI T. The facili-
ties are comprehensive and are an 
excellent argument for the power of 
assignability. Through the AFU, each 
knob has a single function—there are 
no multiple functions, which means 
you can use them intuitively without 
having to look ckniely first. 

DEVELO PIN LIBRA 
The Libra concept began al x nit two 
years ago. With a range of four digi-
tal consoles established, AMS Neve 

figured they were well-versed in the 
introduction of digital boards. The 
company determined that there was, 

however, a spot for a midrange 
music recording console that filled a 
slot under Capricorn. A cheaper 
Capricorn wasn't an option, as its 
digital engine could not be shrunk in 
all dimensions. It needed a fresh ap-
proach. 

AMS Neve managing director 
Mark Crabtree, who recently pur-
chased the company hack from 
Siemens, was boking for a mixer to 
set up in a small studio at home for 
his sons. "I took an AMS revert-) 

home. and we had an old analog 
mixer,- Crabtree says. "I hadn't used 

the RMX much since I designed it, 
so we had a lot of fun. I started 
looking around for a better mixer 
and began thinking about what I re-
ally wanted. I needed automation, 
and perhaps it should be digital..." 

He spent a long night sketching 
a design, starting with the Logic 3 
concept and adding bits from the 
Capricorn, such as the Assignable 
Facilities Unit, to develop "some-
thing I would like to use—targeted 
at nie." 

The development continued as 
other criteria were added. Screens 
would be used for display informa-
tion, hut they should be kept close 
to the operator with the controls 
arranged around them. The compa-
ny's experience showed that large 
consoles with screens at a distance 
were tiring for a user, as the eye had 
to keep refocusing. Other features 
were taken from the Capricorn, such 
as the double-push buttons, while 
the Logic Series provided the Logica-
tor controls. These components 
were blended to create a console 
that may draw heavily from these 
existing products but is a distinctly 
separate entity. 

For automation, the established 
Encore system was chosen. AMS 
Neve seems very much aware that 
they have had more automation sys-

tems than most companies, and so it 
seemed wise to standardize Encore. 

Affordability was also a factor, 
and to this end, the basic Libra units 
can he relatively simple—the cus-
tomer just needs to specify how 
much they want in the way of mie 
amps, processing and interfaces. 
There was also a desire that the con-
sole should be usable out of the dc-
lively box, and so it arrives ready for 
use with preprogrammed setups that 
the user can modify as needed. 

—Keith Spencer-Allen 

The most accessible A FU control', 
are the i-band parametric EQ and 
namics section. with expander 
compressor and 
limiter sections 
and a separate 
sidechain con-
In ) 1. Further fea-
tures include 
twin filters. full 
surround pa n-
n i ng. 16 aux 
sends and a gen-
eral control 
panel that offers 
facilities such as 
analog gain, 
trim, delay, mic/line, phantom power, 
phase reverse, insert and general port-
ing controls. It's possible to set up any 

channel as stereo, and A-B M-S selec-
tion is included with a width control in 
the far corner of the AR'. To reduce 
confusion, a readout at the center of the 

AFET identifies the channel 
you are processing and the 
numerical value of the con-
trol you last touched. 

Below the AR T. to the 
left-hand side, is a master channel that 
resembles a channel strip but with a 
few more controls. The engineer has 
the choice of either operating the fader 
strip controls from the allocated chan-
nel or from this central panel. It fol-
lows the AFU, and together they have 

154 \II \ /I )  



IM VV 1.1 MI A 

PERFORMANCE MIXER FOR $349? 

9 uNI 

t_ 

Have Rick look at 
that mic pre... It 
quieter than ours 

and doesn't lose 
bass at full gain! 

The insert jack 
doesn't lose highs 
when I patch in my 
compressor... 

are they buffering 
the return? 

Have accounting see 
what it would cost to 
add two more mic 
channels to ours. 

500.. 

BUT THEY STILL HAVEN'T 
FIGURED OUT THE $349 PART. 

I Liel /oh' 1/1,A7 I \Irr 

True 48V 

phantom just 

like the 13IG 

boys. I can use 

my tube mic 

with that! 

Is that 

$ 349 

dealer cost 
or 

retail price? 

&$#&!!! 
it's RETAIL! 

SEE US AT NAMM BOOTH #934 

The MONITOR Magazine is a publication filled with the latest information musicians want to know. To receive 4 issues for only $5 
(price good in U.S. only) send check or money order to: Monitor Magazine, Peavey Electronics, 711 A Street, Meridian, MS 39301 
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In the Digital Recording 
market there are some things 
you want to get right. 

IT MUST SOUND 
GREAT, 

BE DURABLE, 
FUNCTIONAL, 

USER FRIENDLY, 
EXPANDABLE 8, 

AFFORDABLE. 
That's why you need a 
Digital Audio dealer who 
knows how to ensure that 

the products you buy are 

exactly what you need to get 
the job done - a dealer who 
gets it right the first time. 
Sounds like you're talking 
about MacBEAT. We're not 
some huge sales organiza-
tion. just the best, dedi-
cated sales people 
and technicians in 
the business who 
are musicians them-
selves. Call us now, 
and you too can 
experience what it's 
like dealing with Pros in 
the know. 
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EMagic 
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RT PATCH RETURN — 

Insert your mixer into the 

RPM-48i Insert Patchbay. 

• Hybrid "Y" cables are i 11.1.119.1 
replaced by 1/4" "TRS" - 
patchcords that plug into the RPM-48i. 

• A.P. Audio offers seven Re-an 1/4" patching 
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gained the nickname "The Big Chan-
nel.- In practice, this means that aside 
from being able to set up initial mix 
levels on the individual channel faders, 
the user doesn't actually have to leave 
this central panel, as all processing and 
channel adjustments can be performed 
from the monitoring sweet spot. '1'lle 
rest of this lower panel is dedicated to 
central facilities, master controls, glob-
al automation controls and transport 
controls. The mouse lurking in the 
lower section is a radio-type, which is 
slightly ironic considering the lengths 
that digital equipment manufacturers 
have to go to meet RI' emission pro-
tection regulations. 

This section also contains a Help 
button. Select this, touch a control for 
which you want info, and a help mes-
sage rolls tcross the electronic scribble 
strips. This online manual should give 
a degree of confidence to new users. 

The routing screen displays 
input/output matrix, with the buttons 
surrounding it allowing for easy rout-
ing control. The user can also interro-
gate the screen to show complete 
signal paths with fader levels. Above 
the screen are 16 LEI) meters for the 
console outputs and buttons for the 
record-arming of multitrack channels. 
Outputs beyond 16 are selectable to 
the meters alternately. Should this me-
tering not be sufficient, there will be 
an option of a fully featured meter 
bridge. By centralizing the routing, it 
has been possible to create a quick 
and clear method of ascertaining rout-
ing status that aligns with output me-
ters and the control buttons. Finally in 
this section, and looking slightly out of 
place, are two assignable V11 meters. 

In the far right-hand corner of the 
board lie the master group, aux faders 
and main output faders. It is possible 
to locally select precisely what func-
tions these strips mill control, but they 
have many of the features of the stan-
dard channels strip including the abili-
tv ti) access the Art 

AUTOMATION 
Libra LISCS ti ic c011Ipany's established 
Encore automation system, which in-
cludes modes of operation to make the 
system seem familiar to users of Flying 
Faders or other manufacturers' sys-
tems. Mix data from Encore sessions 
on other AMS Neve consoles can be 
transferred to Libra, depending on the 
data storage device. 

Encore's Total Dynamic Automation 
allows control and reset of every con-
sole function ( the user can also opt for 

the use of snapshot-based automation, 
or mix the two). An operator can also 
select which controls, on a function 
and channel basis, are to be dynami-
cally automated at any stage in the mix 
without having to write that automa-
tion function on every channel. The 
left-hand screen displays full automa-
tion data in a variety ()I- ways but can 
also be used to display signal process-
ing EQ and dynamics curves, signal 
processing paths and timecode func-
tions. 
A QWERTY keyboard is included 

for naming channels and other func-
tions. The far left-hand corner is cur-
rently blank but is available for 
user-specified options such as special 
monitoring or pan joysticks. 

All of the processing electronics are 
stored in external racks. The mic/line 
racks are available in banks of 16 
channels that will select between mic 
or line inputs. These can be positioned 
on the studio floor or remotely in the 
machine room. The analog converter 
racks are all 20-bit and link to the main 
processor rack using MAI)!. This al-
lows the processor to double as a 
router, removing the need of a patch-
ing system. All internal processing is 
32-bit floating point. 
A variety of other inputs are al-

lowed for—analog, MADI, AES/E1111 
and a choice of modular digital multi-
track standards. All digital interfaces 
are 2- 1- bit resolution. ANIS Neve has re-
cently introduced a MADI-to-TDIF box 
containing buffer memory that w ill : lid 
the interfacing of multiple Ml Ms to 
digital consoles with MADI interfaces 
by holding them in phase-lock when 
they are trying to synchronize to both 
word clock and timecode. 

The Libra is an interesting develop-
ment, as it takes the quality and au-
tomation control associated with 
high-end digital consoles and, with 
what seems to be very little compro-
mise ( other than a smaller footprint), 
brings it to a market level that directly 
challenges mid-range analog lxiards. 
Some may feel that the assignability 
functions are not for them, but the im-
plementation of concepts from Capri-
corn and Logic consoles has created a 
hybrid that is intuitive and far from in-
timidating. It's difficult to determine 
w ! tether Libra is just the beginning of 
the digital console middle market, but 
it is certain to be a major influence on 
its future. 

Keith .Spencer-Allen is a freelance 
11v-11(1- based in London. 
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Dynamic Signal Analysis 
with SRS FFT Spectrum Analyzers 

The new SR770 FFT Analyzer 

has the outstanding performance 
and value you've come to expect 
from SRS Spectrum Analyzers — 
90 dB dynamic range, 100 kHz 

real-time bandwidth — plus a 
versatile synthesized source that 
generates clean sinewaves, 
two-tone signals, white and pink 
noise, and chirps. 

The low distortion (-80 dBc) 
source is internally synchronized 

to generate frequency response 
measurements accurate to 0.05 dB. Both the 

SR760 and the SR770 quickly perform 

harmonic, band, sideband and 1/3 octave 
analysis. Additional capabilities including data tables, 
GO/NO GO testing and selective windowing bring performance and versatility to every measurement. 

• 476 ¡.tHz to 100 kHz frequency range 
• 90 dB dynamic range 
• Low distortion source ( SR770 only) — sine, two-tone, 

chirp, white and pink noise 

• 3.5 inch DOS formatted disk drive 
• Direct hardeopy to printers and plotters 

• RS-232 and printer interfaces 

Frequency response - Using the 
SR770's low distortion synthesized 
source, Bode plots of amplitude, 

phase and group delay are quickly 

generated. 

SR770 $6500 (t.s. list) 
SR76() $475() 
IMF 
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Two-tone response - 
1ntermodulation products at -90 

dBc are easily measured with the 
outstanding dynamic range of the 

SR760 and SR770. 

Data analysis - Easy to use 
analysis functions include 1/3 

octave, band, sideband and THD. 

Math limctions and a responsive 
marker provide power and 

fle.vibility. 

STANFORD RESEARCH SYSTEMS 
1290-D Reamwood Avenue • Sunnyvale, CA 94089 
TEL (408)744-9040 • FAX 408744-9049 

l'AE READER SERVICE CARD FOR MORE INFO 



PREVIEW 

Note: We inadt,ertently omitted the Groove Tubes 
Dual 75s from the "Top-of-the-Line Studio Amps -
article in our May issue. Here's what you missed: 

GROOVE TUBES DUAL 755 
Thu Dual -5, from ( , roo‘e Tubes ( Sylmar, CA) is a 
pro 2-channel tube power amp available with a va-
riety of output tubes to suit multiple applications. 
Supplied standard with the Groove Tubes 6550A, 
the 1)75s produces at least 75 watts/channel. At 
least ten currently available tube types will work in 
the 1)75, each producing different power outputs 
and sonic characteristics: e.g. 6L6C tubes will pro-
duce 45 WPC, EI.34Bs output 65 WPC. Front panel 
metering is via a cathode ray VU-TUBE with 
switchable sensitivity. Other features include lock-

ing input controls; stereo/mono switch; separate A 
and 13 channel standby, power switches and fuses; 
and an output impedance selector for 4/8/16-ohm 
loads. Price is S1.800. including user's choice of 
matched tubes. 
Licle 226 on Reader Service Card 

UPTOWN SYSTEM ONE 
,\ quilt ( mu from Iptuwn 
Automation t Boulder, CO) 
is a PC-based, modular 
moving-fader automation 
system that interfaces with 
any console or patchbay. 
The system consists of one 
or more System One Fader 

eight-packs. groupable for a 
maximum of 61 faders; a 
computer kit which in-
cludes intert'acelx)ards, soft-
ware and manuals (system 

requires a - 18( or Pentium 
PC and runs under DOS); 
power supply. one for each 
eight-pack; and audio inter-
face cables. System One is 
derived from Uptown's Sys-
tem 990 pro studio automa-
tion. with many of the same 
features. Each eight-pack 
has conductive-plastic-track 
motorized faders, but is 
available with P&G 3000 Se-
ries Faders. A basic 8-chan-
nel System One is less than 
55,000. 
Circle 227 on Reader Service Card 

SHURE PHONO 
CARTRIDGES 
Situa.' On is. ( Evanston. IL) 
has introduced four new 
phono cartridges, all with 
diamond styli and mounting 
hardware for most tone-
arms ( two models will fit 
P-m)unt tonearms). The 
top-of-the-line N1111E has 
Shure's Dynamic Stabilizer' 
shock absorber and Side 
Guard Protection system. 
Designed to tolerate track-
ing forces of IS grams and 

back-cueing or "scratching.-
the SC36C is suited for DJ 
and broadcast use. Car-
tridges are priced from 
s2 OS to S99.9ç. 
Circle 228 on Reader Service Card 

DORROUGH 
LOUDNESS METERS 
Dorrough Electronics 
(Woodland Hills, CA) has 
announced a new genera-
tion of loudness meters. 
The new 40, 12 
and 400 series me-
ters are equipped 
with XLR and com-
puter-style connec-
tors and feature 
user-programma-

ble alarms that may be trig-
gered by audio dropouts, 
overdriven levels or other 
Limit:sit-able operating para-
meters. The LEI) meters 
may be configured to mea-
sure levels on individual 
cl lannels or the sum of two 
chinnels. 
Circle 229 on Reader Service Card 

SPIRIT FOIJO SX 
4-BUS MIXER 
The Folio SX from Spirit by 
Soundcraft (Auburn, CA) is 
a portable 12-channe1/4-bus 
mixer for live sound and 
recording applications. Fea-
turing 12 Spirit liltraMic-
preamps, which accept mie 
and line-level inputs, plus 
an additional four stereo 
line input channels ( for a 
total of 20 inputs), the Folio 
offers 3-band sweep EQ, 
three aux sends and 1(X)mm 
faders. In addition to the 
stereo mix bus, eight direct 
outs are available, as well as 

two subgroup outs and a 
mono out. The unit may be 
used tabletop or mounted in 
a 101' rack. 
Circle 230 on Reader Service Card 

WAVES REVERB PLUG-IN 
I a. ic\ cil s a new plug-in 
for the Pro Tools environ-
ment from signal processing 
software developer Waves 
(Knoxville, TN). Offering 
2.1-bit digital resolution, 
TrueVerb simulates natural-
sounding rooms by means 
of its two sections, a room 
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simulator and a revert) sec-
tion, which may be used to-
gether or separately. Users 
may define and modify 
room size, frequency re-
sponse and apparent dis-
tance from the sound 
source. TrueVerb is priced 
at $800. 
Circle 231 on Reader Service Card 

ANIEK SYSTEM 9098 
PREAMPS 
The System 9098 Remote 
Controlled Microphone Am-
plifier ( RCMA) from Amek 
(U.S. offices are in North 
Hollywood, CA) is a 4-

channel mic pre with ana-
log and optional digital 
outputs. Each RCMA mic 
channel has a gain range of 
66 dB, adjustable in 6d13 
steps ( with digital output 
option fitted, gain is 71 dli 
in 1(113 steps) and features 
phase reverse, phantom 
power, ground lift, mute 
and monitor functions. The 
input section is identical to 
that on the Rupert Neve-de-
signed Amuck 9098 console. 
Selection, naming, grouping 
and gain-setting for each 
channel is effected via an 
LC1) readout, cursor keys 
and a multifunction rotary 

control. to 16 setup coil 
figurations may be stored 
and recalled. The optional 
digital output replaces the 
distribution circuitry and 
provides 20-bit. 6.1x over-
sampled AES/EBU output; 
both analog and digital Out-
puts are available simulta-
neously. I 'p to 16 RCMA 
units can be remotely con-
trolled at one time. 
Circle 232 on Reader Service Cord 

OPTIFILE 
8-BUS AUTOMATION 
DRAX Automation from Op-

tifile ( distributed by Sascx)m. 

Ontario, Canada) is de-
signed to offer SNIVIE-based 
automation ¡kw all p()pular 8-
bus consoles. Installed inter-
nally and using existing 
faders and mutes. DRAX re-
quires no external fader 
pack and does not LINe o )n-
sole inserts. Priced at S2.995 
f(w a 32-channel system. 
Circle 233 on Reader Service Card 

STRIP/ART PRO 
REFERENCE AMPS 
Stewart Electronics ( Folsom. 
CA) announces its Pro Ref-
erence- Series amplifiers, 
single-rackspace units fea-
turing convection cooling, 

polished chrome face 
plates. gold-plated I/O con-
nectors and a five year war-
ranty. The Pro Reference 
amps 1000 and 500 are 
priced at S1.099 and S799 
respecti‘ely. All Stewart am-
plifiers are based on the 
company's high-frequency 
switched-mode power sup-
ply and include a harmonic 
shift correction circuit to 

minimize the audibility of 
harm( iflic distortion. 
Circle 234 on Reader Service Card 

BSS DPR-901 II 
The DPR-901 II dynamic 
equalizer from BSS I North-
ridge, CA) adds two signifi-
cant functions to the original 
1)PR-901: a Split Band 
switch allows the 4-band 
frequency-sensitive com-
pressor expander to be split 
into two 2-band devices; 
and a Sidechain Monitor 
feature allows the user to 
tune in each compressor 
expander section to exactly 
the frequency required. 
Price is s1.519. 
Circle 235 on Reader Service Cord 

REQUISITE Y7 
TUBE PREAMP 
The 1- Tube Preamplifier 
by Requisite Tube Audio 
Engineering ( Glendale, CA) 
is a pro studio tube preamp 
designed to accept mic, line 
and instrument inputs; out-
puts are +4 balanced and 

-10 unbalanced. Front panel 

controls for the 2U rack-
mount device include 
mic/line input select, phan-
tom power. -20(.113 pad. out-
put attenuation and phase 
reverse. The CELL-BIAS" cir-
cuitry eliminates local feed-
back in the first gain stage, 
and the design features 
point-to-point hand wiring. 
Jensen transtbrmers. p()Iy-
styrene and polypropylene 
caps and gold switches. 
Three configurathms are 
priced from S1.800 to 
52.S00. 
Circle 236 on Reeder Service Card 

APOGEE FC-8 
DIGITAL FORMAT 
CONVERTER 
\ ii igee Electronics ( Santa 
Monica, (;A) announces its 
FC-8 digital f()rmat c()nvert-
er, which allows 8-track dig-
ital transfers between ADAT 
and DA-88 modular digital 
multitracks. The FC-8 in-
cludes a DB-25 c(wineet(w 
for bidirectional Tascam 
Digital I 0 Format (1.1)1F) 
and optical interfaces for 
ADAT in out. A BNC con-
nector allows output of 
word clock to a DA-88 in 

slave mode. The FC-8 is 
fully bidirectional, and ei-
ther machine can be master 
or slave. Price is s 195. 
Circle 237 on Reader Service Card 
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AUTOPAAXX 

AUTOLOG SOFTWARE 
At .1.01.0G tfin11:1u1()NlaxX 

( Burlington. Ontario) is a 
Windows-based software 
pr gran  fin- controlling 
DAT recorders and kffling 
all session data. At TOLOG 

Poun 
prompts the op-
erator to enter ()i-
confirm reel. 
index and take 
numbers. IDs. 
,iart and end 

times: and 
records relevant 
console settings. 
The point-and-
click interface in-
eludes desktop 

session tools ( stopwatches, 

mein )ric mile, alarm), and 
necessary cables to connect 

a PC and Panasonic SV-
3900 and Sony 
PC —030 =10 DAT 

reo wders are supplied. 
Circle 238 on Reader Service Card 

All 8MX2 

PREAMP/MIXER 

NITs ( Columbia. \ SMX2 

8-input stereo mixer allows 

inputs to be assigned to the 
stereo bus selectively. while 
at the same time providing 
limiter-protected direct outs 
hw 8-track NIDNIs. The sin-
gle-rackspace unit has t I-

position detented contn 
h mie gain and limiter 
thresla Ad. mix level and 
pan c()ntr()I pots and • 18V 
phantom power and ground 

lift switches on each input 
channel. Two ten-segment 
LED displays show audio 

level and gain reduction. 
The cue system allows mon-
itoring of tape playback dur-
ing recording. either via 
plumes or rear-panel bal-
anced moniuw output. and 
cues both pre- and post-lim-
iter signals. Multiple 8NIX2s 
may be linked to combine 
cue and mix Ixises. Price is 
S 1,699. 

Circle 239 on Reader Service Card 

HOT Off THE SHELF 
Promusic announces availability of the E-mu Production 
Music Library from England, a ten-CD collection of or-

chestral and small-ensemble music in various genres, and 
four new Digiffects SFX CDs featuring environmental 
sounds and foreign language voices. A '96 Promusic sam-
pler Cl) is available free; call 800/322-7879...Sonic Arts 
has released a dual CD-ROM library of vintage instruments, 

titled Sounds of the '70s. Designed for the Kurzweil 
K2000/2500 running software version 3.0 or higher, the 
disks contain samples for such classic instruments as 
clavinet, Farfisa organ, B-3, and Rhodes keyboards, plus 
drums, percussion, bass and nylon guitar. Call 313/513-
2222 or fax 313/513-7449... The Music Bakery has added 
five new titles to its 25-C1) library of buy-out production 

music. All titles are supplied with AirWorks Media's 
TuneBuilder self-editing music software and a music 
search feature for quick cut selection. Call 800/229-0313 
for a free demo Cl)... BASF offers custom-manufactured 
calibration tapes and films for a range of professional 
audio applications; delivery is approximately six weeks. 
BASF's catalog of more than MO calibration products in-

cludes tapes for IEC I and LEG Il standards, PER 528 for 
broadcast and TV, and MP 6 PE for magnetic film 
recorders. Call 617/271-4197... FWB is shipping its new 
2.6GB magneto-optical (MO) drive, the HammerDisk2600 
for Windows-based PCs. The high-performance, 5.25-inch 
half-height drive adheres to the 4x MO capacity standards, 

is backward-compatible with 1.3GB and 650MB cartridges 
and is capable of sustained transfer rates of 4MB/sec. Call 
415/325-4FWB...Belden Wire ek Cable has a new line of 
flexible low-noise multi-pair audio cables. The Brilliance' 
AudioFLEX- snake cables, available in 2, 4, 6, 8, 16, 24 or 
32 pairs, feature Belden's exclusive French Braid Double 
Shield, a double-spiral bare copper shield tied together by 
one braided strand, which reportedly produces lower mi-
crophonic or triboelectric noise than conventional designs. 
Call 800/BEIDEN-4...Aphex offers a technical white paper 
on Tubessence," the technology at the heart of the Aphex 
Model 107 mic preamp and Aphex Model 661 Tube Ex-
pressor. For your free copy, call 818/767-2929... Ricoh Cor-
poration's Disc Media & Systems has introduced its 
third-generation CD recorder/player at $995. The RO-
1420C writes at single and double speeds, can read at lx, 
2x and 4x speeds and is available with 512Kb, 2Mb and 
ziMb data buffer sizes. The RO-1420C uses the SCSI-2 in-
terface, features a dust-resistant caddy-loading mechanism 
and is Windows *95 and Windows NT plug-and-play com-

patible. Call 201/882-2075...The Sterling Preamp for 
Leslie 122 and 122A speaker cabinets from C.A.E. 
Sound simplifies studio interfacing of any mono 

signal to a Leslie rotating speaker. The unit includes 
tube audio circuitry and is available in a wood cabinet 
($1,195) or as a $950 rackmount unit. A footswitch con-
trols rotation speed via a standard 6-pin Leslie connec-
tor. C.A.E. also supplies footswitches, tubes and 
replacement parts for Leslie speakers. 



Warm up 
your digital... 
WITH THE EE Digirech 
VTP-1 DUAL VACUUM TUBE 

PR EAMP/EQ/ANALOG TO DIGITAL CONVERTER 

The new VTP-1 from DigiTech offers a unique blend of essential 
components that can help you, the digital studio owner, add thai missing 

warmth to your recordings. The VTP-1 incorporates a hybrid vacuum tube mic 
preamp, tube line amp/DI, flexible, 4-band equalizer section. and an 18 bit 
analog to digital converter in an attractive 2U chassis at a price much lower 
than you would expect. 
• Warm up your digitally recorded tracks • Stereo recording direct to DAT 
• Use as tube DI for synthesizer, electric bass and guitar • Adds tube warmth to any microphone 
• Bypass console for optimum clarity • Great for mastering/mixdown 

_mu m 
• al leech 

FEATURES 
• Vacuum tube hybrid mie 
preamp/D1 
• Classic high voltage 
tube input circuits 
• Flexible 4 band EQ with 
dual sweeps 
• 18 bit digital output 
• Balanced or unbalanced 1/0 
• Analog VU meters 
• XLR or 1/4"analog 
connectors 
• 48V phantom power 
• Optional transformer 
balanced mie inputs 

Ili A Harman International Company 

8760 S. Sandy Parkway, Sandy Utah, 84070 Tel:(801)566-8800 Fax: (8011566-7005 Intl. Fax: (603)672-4246 

Visit us online at: www.digitech.com 

SEE US AT NAMM BOOTH #1318 
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FAIRLIGHT F.A.M.E. 
AUDIO MIXER/EDITOR 

rogress is often defined 
when the inevitable he-

.11 the tangible. In the 
case of the Fairlight MFX3 Digital 
Audio Editor, as I related in an ear-
lier " Field Test" ( 10/95 Mix), the 
system is without equal as a digital 
replacement for a conventional 
analog 24-track; my only reserva-
tion was that it lacked internal mix-
ing and related functions. As fate 
would have it. Fairlight was al-
ready working on a then-secret 
project to develop an all-digital 
workstation—a combination ran-
dom-access editor/mixer/recor-
der—that would address all such 
concerns. 

About a year ago, during the 
NAB convention in Las Vegas. 
Fairlight software engineers and 
marketing staff came across a pro-
totype version of Amek's DSP 
Mixer ( since renamed the Digital 
Audio Mixing Console). It was, as 
they say, a marriage made in sili-
con; Amek agreed to supply the 

assignable user interface, cross-
point matrix and related subsys-
tems on an OEM basis to Fanlight, 
which in turn would develop a 
custom protocol to allow the con-
trol surface to communicate direct-
ly with and operate the MFX3 
recorder/editor. 

The MFX3 already boasts sever-
al multifunction Digital Channel 
Cards that handle level adjustment 
and EQ for off-disk playback; all it 
needed was an additional con-
troller board. transcoding of the 
commands coming from the mixer. 
and a means of sending informa-

tion back to the user interface to 
display system status. ( The topolo-
gy is actually more elaborate than 
that. but at least you get the basic 
idea.) 

The bottom line is simple: 
Fairlight has developed a fully inte-
grated workstation, named F.A.M.E. 
(standing for, just in case you 
haven't guessed, Fairlight Audio 
Mixer Editor), that functions as a 
complete system. And, as I discov-
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ered, the MFX3 hasn't just been 
bolted on to an external digital 
mixer: all routing, editing. EQ, dy-

namics and level adjustments are 
made within the main Fairlight DSP 
Tower. which also houses the 

record replay hard drives. The sys-
tem will also directly control exter-
nal MIDI-based effects units. All in 
all, its a remarkable achievement, 
and one that will extend the already 
powerful MFX3 digital multitrack 
into a powerful, full-function work-
station. 

SYSTEM BASICS 

1..\1.E. consists of a 6U MP( 
mainframe that holds the master 
CP11, mixing and DSP boards, tim-
ing references. timecode and I/O 
cards, plus master hard drive and 
choice of removable MO and/or 
Exabyte backups. The mainframe's 
rear panel houses the various ana-
log and digital I/Os. plus MIDI, 
timecode. video sync and other 
ports. Digital interface is via 3'-pin 

BY MEL LAMBERT 

1)-Sill) connectors that handle 
AES/EBU, S/PDIF or Yamaha Y2 
format signals. Analog inputs use 

Crystal 18-bit A-to-D converters. 
External audio/video transport 
control is via 9-pin ports to 
ATR/V7Ks, as well as the normal 
gaggle of timecode boxes. inclutd-
ng MicroLynx. Motion 
Worker, Adams-Smith and others. 

The mainframe connects to 
F.A.M.E, via a conventional exter-
nal 75MHz. Pentium PC that han-
dles automation data and other 
housekeeping chores; a high-
speed 10MHz bidirectional serial 
:ink carries proprietary protocol 
,siunmands between the three sub-

units. Also included in the system 
is a 16xI6 crosspoint assignable 
switcher, which provides selection 
cd monitor sources and other 
switching functions. ( It basically 
provides routing between hard-
ware ports and system sources, 
plus redesignation of system out-
puts as monitor sources.) 

The F.A.M.E. user interface 
comprises a bank of assignable 
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We brought together some of the 

biggest names in the industry to tell you 

about their choice in studio tapes. 

Don Smith 

SIV1 911 

ip Saylor 

900 

Joe Chiccarelli 

soo, sm 468 

John Jennings 

SNI 900, SIVI 468 

Richard Dodd 

9.00, S11.1 468 

"I had lo look to see if the band was in the 

control room or playing live, because this stuff 

has so much dimension to it." -Don Smith 

"The music sounded better coming off the 

tape than it did going on to it." -Skip Saylor 

"I've tried everything else. Once."-John Jennings 

When it comes to capturing sound 

that's crisper, warmer and more alive than 

when it was laid down these guys are of 

one mind: BASF studio mastering tape is 

the best there is. No matter what music 

they record or whether they need the 

normal bias analog, high output analog or 

tape for digital media, BASF is their top 

choice. But don't just listen to what they 

have :o say, use it yourself and see if the 

results don't speak for themselves. 

Dernaancl It. 

bl BASF 

USA 1-800-7.25-4350; FAX: 1-800-446 BASF; Canaom 1-800-,661-3273; Europe (43) 621-59 20-366 



, Es 
moving-fader elements, master controls 
and a color screen. Faders are available 
in buckets of eight; currently, a maxi-
mum of three buckets can be added for 
a total of 24 servo-controlled faders, al-
though this number may be extended 
in the near future. The Master Section 
houses a touch-sensitive, electro-lumi-
nescent screen that displays a variety of 
system modes and extracts commands 
fo nu the user. A centrally located wheel 
and shaft encoder is activated whenev-
er you touch an onscreen icon for a 
knob or rotary control, such as a level-
trim, for example. ( A mouse is also 
available for more digit-intensive oper-
ations.) Also housed here are a bank of 
assignable rotary controls used to set 
up EQ, dynamics and aux sends ( more 
on these later); transport controls for 
video and audio decks; plus dedicated 
system-mode keys. talkback. cxnumuni-
cations and related functions. 

Finally, the mixer control surface 
contains the MI-"X console, a unit I de-
scribed in detail in my previous review. 
(In essence, it provides a small built-in 
LCD screen of current timecode and 
command choices, as well as transport 
keys, edit keys, scrub/shuttle wheel, nu-
meric keypad, alphanumeric keyb(mrd 
for naming projects, cues and other data, 
plus track and bus keys for the disk 
tracks.) The unit built into F.A.M.E, is 
slightly smaller in dimension than the 
current MFX3 version, with a modified 
key layout, but it is functionally identi-
cal. A companion 17- or 20-inch color 
monitor provides simultaneous wave-
form display of all 24 tracks, complete 
with clip names. 

F.A.M.E. prices range from $ 145,000 
for a compact eight-fader system, on up 
to $ 165,000 for a fully loaded 24-fader 
workstation. 

System options include a hardware 
meter bridge that houses eight assigna-
ble meters (the main touch screen also 
can be set up to display multiple levels, 
but there may be occasions when ded-
icated metering is required); motorized 
and nonmotorized joysticks with 5-
channel routing; plus additional EQ/dy-
namics/aux control banks, to enable 
simultaneous control of multiple chan-
nels ( for users who elect to have a 
combination of dedicated and assigna-
ble controls on the surface). Also, more 
16x16 crosspoint assignable switchers 
can be added to F.A.M.E.—up to 17— 
thereby extending the I/O routing flex-
ibility. (On a more esoteric front. 
F.A.M.E. can also he supplied with mul-

tiple channels of Rupert Neve-designed 
mic preamps with remote gain con-
trol—a useful option for Foley and 
ADR stages, where input quality is a 
necessity.) 

The MFX console is fully integrated 
into the Assignable Mixer section, 
meaning that track titles laid into the 
editor appear on the corresponding 
scribble strips; in this way, the entire 
system can be run either from the MFX 
console during editor-intensive seg-
ments of a project—and while laying in 
cues in sync and/or tagging items from 
the built-in library onto the available 
track—or the Assignable Mixer while 
preparing the final stereo or multichan-
nel soundtrack. Transport controls, for 
example, operate in tandem. Also, proj-
ects are loaded into both environments 
simultaneously, with file backup of all 
data relevant to a session to a single 
data file. 

RECORD AND MIX 
Rather than examining the F.A.M.E. 
control surface as a conventional all-
digital mixer, it is more useful to envi-
sion the device as a necessary 
companion to the built-in 24-track 
recorder/editor. In Record mode, 
sound sources can be assigned to a bus 
or patched directly to an MFX record-
ing track. All normal audio monitoring 
occurs through track returns, which are 
outputs (source/replay) fix « the disk 
recorder. In Mix mode, all track returns 
and live inputs are automatically as-
signed to a number of mix buses. 

Each of the mixer channels features 
a 4-band parametric EQ section. All 
hands offer up to 18 dB of boost or 99 
dB of cut (or highpass/lowpass shelv-
ing) from 20 to 20k Hz. ( Recall that the 
MFX Editor uses clip-based EQ; con-
trols on the Mixer can be used to mod-
ify EQ in Record and Playback mode. 
During recording of audio cues into the 
system and to hard disk, the EQ func-
tions like a normal mixer.) Also avail-
able on a per-channel basis is a 
dynamics section, with expander/gate 
and compressor/limiter elements, con-
trolled from the assignable bank of ro-
tary controls and switches. ( Fairlight is 
also planning to develop a clip-based 
version of the dynamics section, so that 
signal processing applied to a target 
cue will be retained even if it is copied 
and/or moved within a project, just as 
EQ data currently tags along for the 
journey.) 

Up to 32 sets of EQ and dynamics 
data can be saved in a dedicated library 
and recalled to the surface; A/I3 coin-
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The mixing screen shows status at a glance. 

pansons of EQ settings are also possi-
ble using Old and New keys. In this 
way, favorite voice-over equalization 
curves, for example, can be recalled 
between sessions for different talent. Fi-
nally, a set of aux controls enables the 
pre/post-fader signal for a selected 
channel to be routed to the selected 
aux bus(es). 

To call up the assignable EQ, dy-
namics and aux sections, you simply hit 
the corresponding INT ( -interrogate") 
button above the channel fader, select 
Solo or touch a fader. A ring of LEDs 
mounted around the skirt of each con-
trol knob displays the recalled system 
data for a particular gain element. A 
Signal Flow key on the user interface 
enables different sections of the mixer 
to be inserted into the signal path in 
any order; you simply choose what you 
need using a simple flow chart. 

In its basic configuration. F.A.M.E. 
will handle a total of 36 input 
sources—normally 21 off-disk replay 
tracks, plus 12 analog/digital inputs or 
effects returns—routing to 12 multitrack 
buses. The dozen output buses can be 
set up from a user screen as stereo L-R 
(leaving a total of ten mono/stereo aux 
buses), 4-bus LCRS, 5-bus LCRSS, 5.1-
bus LCRSS-sub and 8-bus SDDS-for-
mat—the latter leaves just four aux 
buses. (At press time, Fairlight was con-
sidering extending F.A.M.E.'s basic 
36/12 mixing format; more details 
when they become available.) 

Under software control, the input 
sources can be mapped to any channel 
fader location; an alphanumeric label 
can be used as an electronic wax pencil 
to identify the input source or master 
control. Up to 16 fader mappings can 
then be set up and recalled by the sim-
ple press of a dedicated key. This fea-
ture is particularly useful for laying out 
a complex mix with more disk and live 
sources than can he placed on the con-
trol surface at one time—you simply 
hank-switch through the stored setups 
to bring the control you need to a fader 
in front of your to flip between sub-
masters and individual source controls. 
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Instant Video For Audio Post 

Introducing the V i Random Access VTR 

Tired of waiting for the picture to sync up when your Digital 

Audio Workstation is ready to go? Would you like to scrub 

video in sync with audio? - at all speeds? Would you like RS-422 

serial SONY 9-pin control? How about built-in time code reader/ 

generator VITC & LTC? THE V / CAN DO THAT! 

Instant Video for Mem/AM/Foley 
Tired of waiting for the picture to locate and come up to speed 

when you're ready to record or retake? Would you like instant 

picture on locate? How about field accuracy? How about a con-

trol layout that is so familiar you can replace your tape-based 

VTR and be at work immediately. THE V / CAN DO THAT! 

Instant Playback for Ad-On-Demand 
Tired of pre-roll? - or worse still, dead air? How does instant 

play sound? Do you need NTSC or PAL? Would you like two 

channels of 48kHz 18-bit audio? Remote control via a Universal 

serial 9-pin? Would you like the ruggedness and reliability that 

defines the word 'industrial'? THE V / CAN DO THAT! 

Instant Availability - Priced at $5995 

111 
re% 

Doremi Labs, Inc. 

Mme Features 
A Two bays for your choice of 

fixed or removable storage 

A Motion-JPEG (4:1 - 40:1) 

A High resolution (CCIR 601) 
two field picture 

More Applications 
A General purpose recorder 
A Running instant commercials 

or replays for broadcast 

A Lay-off recorder for video post 
A Video surveillance systems 

3631 Cahuenga Blvd. West • Los Angeles, CA 90068 Tel: 213-874-3411 
USE READER SERVICE CARD FOR MORE INFO 

• Fax: 213-874-3401 
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It's a system that is very easy to master, 
and it's a snap to set up and use under 
pressure. 

The pair of pan controls above each 
channel fader are reloaded with the ap-
propriate panning laws according to the 
output designations selected for each 
signal source. In this way, a post-fader 
sound can be set to any of the available 
output ports. In addition, inputs can be 
selected as mono/stereo sources, in 
which case the control becomes bal-
ance and divergence controls. 

If separate monitor buses are re-
quired—beyond hard-assigning a bus 

source to a loudspeaker output—these 
are taken from the complement of 12 
buses available acr()ss the system. More 
complicated source/ destination routing 
is handled via F.A.M.E.'s built-in I6x16 
Remote Program Switcher, which en-
ables analog or digital signals ( AES Ent ' 
format) to be assigned as crosspoints. 
the settings of which can be memorized 
and recalled as necessary. 

Currently, all level, pan and mute in-
formation—plus clip-based EQ—is au-
tomated to timecode: input EQ. 
dynamics and other functions are 
stored and recalled as conventional 
snapshots. ( In the near future. Fairlight 
plans to offer an upgrade that will en-

Change 
the course 
of music 
history. 

Hearing loss has altered many careers in the music industry. 

H.E.A.R. can help you save your hearing. A non-profit organi-

zation founded by musicians and physicians for musicians, 

music fans and other music professionals. 

H.E.A.R.offers information about hearing loss, tinnitus, testing, 

and hearing protection. For an information packet, send 

$10.00 to: H.E.A.R. P.O. Box 460847 San Francisco, CA 

94146 or call the H.E.A.R. 24-hr hotline at (415) 773-9590. 

HEARING EDUCATION AND AWARENESS FOR ROCKERS 

able current snapshot data to be linked 
to timecode.) A total of ten freely as-
signable groups are available and can 
he set up simply by touching the se-
lected fader. Unfortunately, the individ-
ual servo-controlled faders do not 
follow the moves being controlled from 
the master fader ( although levels are 
tracking the combination of channel 
and master fader settings). 

F.A.M.E.'s level/mute/pan automa-
tion is based on Amek's Supertrue sys-
tem. which provides a variety of Read/ 
Write Update modes. with numerous 
take-over and release-to-previous-data 
modes. But anybody familiar with one 
of the more elegant moving-fader sys-
tems would be up to speed within min-
utes of using the system. 

It is a minor restriction that no more 
than 12 live sources can be used simul-
taneously. since in reality, if we are 
building elements to hard drive for sub-
sequent remix. sources will be inloaded 
in groups—dialog, music. effects. Foley, 
for example—rather than simultaneous-
ly. ( Alternatively, up to 2.1 simultaneous 
s(nirces can be loaded directly to a track 

it I a out passing through a group bus.) 
The output restrictions pose more of a 
problem, primarily because you need to 
think carefully about how the sources 
will be blended together, and how 
many aux sends vou might need. Stir in 
the simultaneous monitoring of various 
mix stems and the situation can become 
a shade vexed! 

Fortunately, a Surround Multiplexer 
option allows eight analog. • 1-by-mono 
mixers with mutes and ganged masters 
control to be linked to the system. 
Now, a quartet of 8-channel surround 
mixes can be generated, and their out-
puts set up as composite surround 
sums of up to four sources each. Also 
provided in this S3,850 Multiple Stem 
Mixer option are software-contr()Ilahle 
reassignment of sources, special mono 
sums, insert send/return for Dolby L-R 
encode/decode systems, and multiple 
metering points. 

Also available via the touch-sensitive 
master screen is control of external 
NI11)1-based effects units. A library of 
settings for popular models from Lexi-
con, Yamaha, Roland, TC Electronic 
and other manufacturers can be ac-
cessed via the touchscreen's \TX Page. 
Having set up the corresponding MIDI 
Channel routing. you can now control 
system settings from FAME. and store 
favorite patches and setups along with 
other automation data. It's a very pow-
erful. easy-to-use function, and one that 
I am surprised other workstation manu-
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facturers do not emulate. 

THE BOTTOM LINE 
Although the amount of time I spent on 
F.A.M.E. was somewhat limited, it is re-
markable how soon you adjust to this 
style of working. Having called up a 
screen page that maps physical input 
ports to the 36 available system chan-
nels, and then developed a user-inter-
face map to place physical faders 
carrying selected sources in front of 
you in a sensible layout, you are then 
free to design a signal flow that suits 
your specific requirements. Recalling 
that F.A.M.E. was designed as an ad-
junct to the MFX3 digital 24-track edi-
tor/ recorder, what the mixer section 
brings to the party is dramatically sim-
plified I/O assignments and flexible 
EQ, dynamics and system monitoring. 
The user interface is one of the most in-
tuitive I have come across in recent 
years, and would not intimidate even 
the most neophyte operator. 

As will be appreciated, the built-in 
recorder and segment-based editor is 
well-respected throughout the audio-
post industry for its speed and user-
friendliness. Combined with an elegant 
front end and monitoring section, the 
MFX console hardware controller bris-
tles with well-thought-out, easy-to-fol-
low functions. 

As I stated in my previous review, 
it's no idle boast to say that an average 
user would be up to speed within just a 
couple of minutes experience of the 
MFX3 controller. User keys are easy to 
find and allow a user to confirm actions 
via the LCD screen, built-in keycap 
LEDs, or the dedicated color VDU. 
My only reservations are pretty 

minor. The total number of system in-
puts and outputs might he insufficient 
for more complex sessions involving 
multiple stems and monitoring return. 
although it is possible to use the Sur-
round Multiplexer to reduce some of 
the confusion. Also, the current group-
ing setup is rather odd, but may have 
been sorted out by the time this review 
appears. All in all. F.A.M.E. is a dramat-
ic achievement—a combination of 
powerful functionality that extends the 
audio creativity of MFX3 into a full-fea-
ture workstation. 

Fairlight USA, 3855 Hughes 
Ave., Culver City, CA 90232; 800/4-
FAIRLIGHT or 310/287-1400; fax: 
310/287-0200. • 

Mel Lambert currently heads up 
Media&Marketing, a consulting service 
for pro audio firms and facilities. 

I NI NEWER SERIKE CARD FOR MORE INFO 

jears of 
Exceptional 
Audio 

studio 
consultants, 
inc. 

321 West 44th Street 
New York, NY 10036 
(212.586-7376 

iBmirswamm 
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Westlake 
Audio 

GENELEC 
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Aardvark, AKG, API, Apogee Electronics, 
Audix, B&B Systems, Bryston. Calrec. 
Dravvmer, Eventide, Fairlight, Gefen Systems. 
Genelec, Lexicon, Middle Atlantic, Mytek, 
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SOUNDTRACS TOPAZ PROJECT 8 
ANALOG 8-BUS CONSOLE 

I
I Ile SolindlraLs Topaz Project 
8 replaces the original Topaz 
mixer, but the changes be-

t \\ curl the two consoles are largely 
cosmetic. The body of the Project 
8 is now a dark gray Nextel finish. 
(Nextel resembles a " fuzzy" paint 
look.) Additionally, the garish pas-
tel knobs of the original Topaz 
have been replaced with dark 
knobs for a more professional 
look, and bushings have been 
added to the knob shafts, provid-
ing a solid feel. Other than these 
and a few other minor alterations, 
there are no major feature or per-
formance changes between the 
discontinued Topaz and the new 
Topaz Project 8. 

The Project 8 is an analog 8-bus 
mixer designed for multitrack 
recording that comes in 24- and 
32-channel ( 48- and 64-input) ver-
sions. Because its an in-line de-
sign, the Project 8 has two inputs 
(Channel and Monitor) for each 
channel strip. Generally, the Chan-
nel is used for recording live tracks 
during tracking and overdubbing 
and for tape tracks during mix-
down. The Monitor can be used to 
monitor previously recorded tape 
tracks ( or virtual MIDI/workstatkm 
tracks) during tracking/overdub-
bing and for sending any other line 
input source to the 2-track bus 

during mixdown. 

CHANNEL INPUTS 
Starting from the top of the input 
channel, the Project 8 has a scrib-
ble strip and switches for phase re-
verse, phantom power, flip and 
bus ( more on flip and bus later). 
The gain pot has a 10(113 to 60(113 
range for mic and a -20(113 to 30(113 
range tim- line-level signals. 

The channel EQ section has a 
high-shelving band at 12 kHz, low-
shelving at 80 Hz. and two swept-
mid EQs. MF1 EQ is sweepable 
from 350 to 8k Hz, and the MF2 
EQ is sweepable from 50 to 1k Hz. 
All EQ has a ± 15(113 range and a 
center detent. EQ bypass switches 

Topaz Project 8 console, shown here with optional meter bridge and automation 

are provided. A dedicated 2-band 
EQ devoted to the Monitor input 
consists of high-i' low-shelving EQs 
(80 and 12k 11z), both with a ± 15 
dB range. 

The aux section uses a four-of-
six arrangement, meaning that 
there are six aux send outputs, but 
only four can be used on a chan-
nel at a time. Aux 1 is a pre-fader 
channel send, and Aux 2 is a pre-

fader monitor send; unfi wtunately, 
these cannot be switched for post-
fader use. Auxes 3 and 4 are post-
fader sends and can be switched 
for use with either the Channel or 
Monitor input. Switches allow rout-
ing Aux 3 to the Aux 5 output and 
Aux 4 to the Aux 6 output. 

Each channel's monitor section 
also has a level pot. center &tent-
ed panpot for the monitor, as well 
as illuminated monitor solo and 
mute switches. Finally, there is a 
center &tented panpot and illumi-
nated solo and mute switches for 
the Channel input. Beneath that 
are five channel assignment 

BY DOMINICK J. FONTANA 

switches, one for the L-R bus and 
four for assignment to the eight 
buses in odd/even pairs. Also stan-
dard is a 100mm long-throw fader 
and a peak LED, which illuminates 
about 5 dB before clipping. 

GROUP AND MASTER 
SECTIONS 
The Topaz has four stereo effects 
returns, each with a level pot and 

center &tented balance pot, but-
tons for assignment to its local 
group and the L/R bus, and an illu-
minated PFL ( Pre-Fader Listen or 
Solo) button. The local group as-
signment means that FX1 can only 
be assigned to Groups 1-2: FX2 to 
Groups 3-4; FX3 to Groups 5-6; 
and EX-1 to Groups 7-8. 

The eight group buses have 
long-throw faders; above each is 
an illuminated AFL button and sep-
arate Left/Right assign buttons. 
Pressing both assigns the group 
output to the UR mix bus. 

The six Aux masters have level 
pots and illuminated AFL buttons. 
The master Solo section has a ro-
tary level pot and LEI) that lights 
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TrueVerb, from Waves, is a Reverb/Distance plug-in processor for Digidesign TDM Bus systems.' 
rueVerb produces a high quality, natural-sounding room,byféombining an Early Reflection 
imulator with a Reverb. 
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FIELD TEST 

when any solo button on the board is 
pressed. There is a master monitor mix 
section with a rotary level pot and a 
Merge button. Using the separate Mon-
itor ¡IR outputs, the monitor mix sec-
tion can function as a completely 
independent 24x2 or 32x2 submixer. 
Pressing the monitor mix Merge button 

doubles the available number of chan-
nel inputs by sending the monitor mix 
to the main L/R outputs. 

The studio monitoring section al-
lows monitoring of the main mix, mon-
itor mix, control room source, Aux 1 
and Aux 2. The control room section 
consists of a rotary level pot and but-
tons to monitor the main mix, monitor 
mix, Tape A and Tape B. A mono 

switch provides a quick check for 
mono compatability and phase prob-
lems, and a speaker A/B switch lets 
you to switch between two sets of con-
trol room monitors. The headphone 
jack carries the same signal as the con-
trol room. 

There is a talkback section but no 
built-in talkback mic. You have to sup-
ply your own gooseneck and mic. The 

PROJECT 8 1111TONT1011 
For those who need additional horse-
power, an optional automation pack-
age is available for the Topaz Project 
8. Combined with your Windows 
computer, this option adds $2,200 to 
the retail of a 24-channel board, or 
$2,500 to a 32-channel mixer. 

The Project 8 Automation was a 
snap to install because the VCAs 
were already installed in the review 
Topaz I received. The VCAs, accord-
ing to the manual, are the latest trim-
mable versions from Analog Devices. 
It took about ten minutes to hook up 
the hardware and five minutes to in-
stall the software. I received V1.01 
software for Windows. The Project 8 
automation is controlled through the 
software only and not through the 
faders and mutes on the mixer. The 
software has an attractive user inter-
face and was relatively reliable in op-
eration. The manual was a bit 
sketchy, but it tells you what you 
need to know to get started. I was up 
and running in no time. 

The automation records and syn-
chronizes mixdown events using 
MIDI Time Code (MTC), and it sup-
ports MIDI Machine Control (MMC). 
The frame rates supported are 24, 25, 
30 ndf, and 30 df. The automation al-
lows control of channel fader levels 
and channel mute on/off. You can-
not control monitor, Group or L/R 
fader levels or monitor mutes. 

There are three main windows: 
Main Fader, Group, and Mix File. The 
Main Fader window can be config-
ured for 24 or 32 channels, and it dis-
plays a replica of the mixer faders 
and mutes. Fader and mute levels are 
controlled by pointing and clicking 
and dragging these controls. Howev-
er, the actual hardware mixer's set-
tings do not move. You can put 
either the faders, mutes or both in 

Record mode, which records all your 
fader and mute moves; in Play mode, 
which replays those moves; or in 
Trim mode (faders only), which al-
lows you to record events on-the-fly, 
while the mix is playing back. An 
Isolate mode allows you to mix 
"live," without recording your mix 
moves. In addition, a Safe switch pre-
vents you from accidentally changing 
any settings, and there are stereo 
channel links for locking any two ad-
joining channels into a stereo pair. 
Any changes made to one channel 
affect the linked channel. Master 
channel controls put all channels, ex-
cept those in Safe mode, into Play, 
Record, Trim, Isolate or Safe modes. 
You can also set all channel fader 
levels to 0 dB (nominal level) or off, 
and you can change the view of the 
Main Fader window from small to 
large. 

The Groups window allows you 
to group any number of channel 
faders, controlled by a single fader. 
These virtual software groups bear 
no relation to the 8 group outputs on 
the Project 8. 

The Project 8 automation supports 
both real-time mixing and offline 
editing. That is, you can make 
changes to your mix after you have 
recorded it in real time. Snapshot au-
tomation is also available, which will 
reset all faders and mutes to the the 
positions they were in when you 
took the snapshot. 

Offline editing takes place in the 
Mix File window. Here you can in-
sert, delete, move, copy, join and 
nudge events using a timeline. There 
is also an Undo button and numer-
ous zoom levels. You can also auto-
matically fade the mix out (but not 
in) and save, load and name individ-
ual mixes. There are many other 

ways to edit your mix events, but 
space prohibits me from mentioning 
them all. 

There is also a Notes window for 
writing comments about the mix and 
a very nice Tracksheet. You can se-
lect numerous options and save 
them. There are nine menus consist-
ing of File, Edit, Tools, Snapshots, 
View, Console, Options, Window 
and Help, as well as a Toolbar. There 
is a timecode display window with 
transport controls, for use with MMC, 
that is always visible. It can be 
moved, but not closed or placed be-
hind other windows. I found that this 
window tended to get in the way. 

Using the automation was gener-
ally a pleasure. The software has ex-
tensive online help. Everything 
worked as it should, and the system 
only crashed once. The software was 
intuitive and easy to use. Although 
I've been automating mixes with 
MIDI sequencers for years, this was 
my first time using software to con-
trol a hardware mixer, and the re-
sults were quite satisfying. The 
Project 8 uses dynamic frame-accu-
rate fader and M-frame-accurate mute 
automation. I had no trouble with 
zipper noise, but there was a small 
problem with the end of the faders' 
taper: When I manually faded out a 
track, the sound would he totally 
faded out when the software fader 
was not fully down. Other than that 
problem, the automation worked re-
markably well. 

There is no hardware fader pack 
to control the automation so, to the 
best of my knowledge, all mix moves 
have to be made through software or 
through some kind of third-party 
fader pack. But for software automa-
tion, it did a fine job and I recom-
mend it. — DJF 
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JUST BECAUSE IT'S THE BEST 

IT DIDN'T STOP US 
MAKING IT BETTER 

Independent testing of seven leading DAT tape brands* proves HHB 
DAT Tape is already the clear leader, with consistently lower block 

error rates and superior archival stability. 

Now we've made it even better: 

• Increased tape lengtns at no extra cost. The new HHB DAT125 is 
the longest professional audio DAT tape available. 

• Improved heat resistant shell will not warp, even after 2 hours at 

220 degrees F. 

• Improved anti-static lid discharges static twice as quickly, 

reducing dust contamination. 

DAT15 bmb DAM 

DAT35 DtT65 

• Improved base film enables the tape to mold better to the head, 

reducing surface resistance and head wear. 

• Improved formulation of the magnetic recording layer increases 

resolution, lowers block error rates and extends the secure archival period 
to 30 years. 

• Improved J card and a new shatterproof, reusable Polypropylene case. 

• Shrink wrapping is replaced by a new, eco-friendly 'freshness seal'. 

HHB professional' DAT tape. 

Would you seriously consider using anything else? 
Contact your nearest HHB Advanced Media Products dealer today. 

' Studio Sound • DAT On Trio Idi HHB Communications for a free copy 

NEW 

if0-ERIP10.1 
PACKAGING 

HHB Communications Inc 43 Deerfield Road, Portland, Maine 04101 1805, USA 
Tel: 207 773 2424 • Fax: 207 773 2422 • E-Mail: 75671.3316©compuserve.com 

HHB Communications Ltd • 73-75 Scrubs Lane, London NW10 6QU. UK 
Tel: 0181 962 5000 • Fax: 0181 962 5050 • E-Mail: sales@hhb.co.uk 

Studer Canada Ltd • 1947 Leslie Street. Toronto, Ontario M3B 2M3, Canada Tel: 416 510 1347 • eax: 416 510 1294 
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"The best sound 
effects library is 

The Hollywood Edge 
without a doubt!" 

Oliver Stone, Director 
(J.F.K, Born on the 

Fourth of July, Platoon) 

"Excellent!" 
Martin Scorsese, Director 

(Cape Fear, GoodFella's, 

Raging Bull, Taxi Driver) 

"Nothing else even 
comes close!" 
Shadoe Stevens 
(American Top Forty) 

Hot off the press!!! 

ANIMAL TRAX 

Listen for yourself-
If you buy sound effects 

for your company, 
call us for a 

FREE DEMO DISC! 

Call Toll Free 

800-292-3755 
In CA Call 

213-466-6723 

In Canada Call 
1-800-663-4757 

70611 I lolly\ mod Blvd. • I lollywood. \ 0025 

section consists of an XLR mic jack, ro-
tary level control and buttons for as-
signment to the studio, groups, Aux 1 
and Aux 2. 

The L/R master outputs are con-
trolled by two 100mm long-throw 
faders. Three LEDs indicate the status 
of the power supply rails. Levels for the 
tape inputs and outputs can be inter-
nally switched between +4 and - 10. 
There are ten LED meters for the eight 
groups and the L/R bus. The L/R me-
ters also show solo levels. Each meter 
has ten segments and is calibrated from 
-21 dB to +6 dB, in 3dB increments. 

CONNECTIONS 

All of tile jacks, except for headphone 
and talkback, are located on the back 
of the mixer. The mic inputs are XLRs; 
all others are /'-inch phone jacks. In-
serts are TRS, requiring Y-cables for 
sends and returns. 

Each channel has five jacks: mic, line, 
insert, monitor/tape in and tape out. 
There are separate mic and line input 
jacks, but as there is no mic/line switch-
ing, only one source should be plugged 
into these jacks for each channel. What-
ever is plugged into the mic or line jacks 
is by default routed to the channel input. 
The insert jack (post-EQ) allows you to 
process each channel individually. The 
monitor/tape in jack is routed by default 
to the monitor input section on the 
channel strip. You will non-I-tally connect 
your tape returns here, but you can con-
nect any other line-level source. Press-
ing the Flip button reverses the channel 
and monitor assignments. Whatever is 
connected to the mie or line inputs will 
now be routed to the monitor section, 
and whatever is plugged into the moni 
tor/tape inputs will now he routed to 
the channel section. 

Project 8 employs an elegant float-
ing-bus scheme, which allows you to 
record using direct outputs or the 
group bus, without repatching. The 
tape out jacks connect to your tape in-
puts and serve double duty as both di-
rect outs and group bus outs. These 
work in conjunction with the bus 
switches on the channel strip. When 
the bus switch for a channel is not de-
pressed, that channel's tape out jack 
functions as a direct out. 

In addition to the floating-bus 
scheme, Project 8 has eight dedicated 
Group Out jacks. The rest of the back 
panel contains eight TRS insert jacks for 
the groups, Aux 1-6 output jacks, four 
TRS stereo effects return jacks, control 

room A and B L/R jacks, studio L/R 
jacks, main L/R jacks, main L/R TRS in-
serts, monitor mix L/R jacks, 2-track A 
and 2-track B L/R input jacks, and con-
nections for the outboard power sup-
ply, optional meter bridge and 
automation. Although non-rackmount-
able, the power supply's convection 
cooling does not require a fan and pro-
vides silent operation. 

OPTIONS 

The optional meter bridge contains the 
same type of LED metering that is used 
on the Topaz and has one meter for 
each channel, as well as two standard 
VU meters for the L/R Mix. The meter 
bridge plugs into the connectors pro-
vided for it on the back of the Project 8. 
The 24-channel meter bridge is $849; a 
32-channel version is $949. 

The optional VCA fader/mute au-
tomation consists of a 1U rackmount 
unit, one ribbon cable for each 8 chan-
nels of automation, automation software 
for Windows, and a manual. If you buy 
the Project 8 with the automation, the 
VCAs will already he installed in the 

The Project 8 
sounds fabulous. 
From the moment 
I first heard it, 
I was impressed 

by its sound quality. 

Project 8 for you. If you buy the au-
tomation afterwards, the VCAs will have 
to he installed, which involves taking 
apart the Project 8. (For further informa-
tion about the Project 8 automation, 
please see the sidebar, "Project 8 Au-
tomation.-) 

OPINIONS 

The Project 8 has a nice feature set. Be-
sicles individual phantom power on 
each channel, it has phase-reverse 
switching, which is not commonly 
found on mixers in this price range. 
Project 8 also offers dedicated 2-band 

—COIV77NUED ON PAGE 219 
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FIELD TESeellill" 

SHURE BETA 57A AND 58A 
MICROPHONES 

1
 1 ew audio products are more 

universally accepted than 
Shure dynamic micro-

phones. In one form or another, 
the ubiquitous SM58 and its SM57 
cousin have been with us since 
the cave-painting days when 
sound reinforcement involved lit-
tle more than Altec A-7 Voice-of-
the-Theatres and a Crown DC300 
(or even a Vocalmaster). Who 
doesn't sentimentally recall the 
day they owned their first 58? 

The advent of high-energy 
magnets begat the Beta 58 seven 
years ago. Since then, Shure's con-
tinuing R&D efforts to retain lead-
ership in the field of sound 
reinforcement microphones have 
led to the next generation, the Beta 
58A and its new siblings. While the 
Beta 87 remains unchanged, there 
are two new models, plus refine-
ments to the old standards. 

This is not your father's 58, or 
even your big brother's Beta. I 
would have called them the Delta 
58 and 57, emphasizing the 
changes, but sensibilities prevailed 
in what I imagine was a recurring 
topic around the marketing water 
cooler at Shure Brothers. The new 
Beta 57A and 58A microphones, 
shown for the first time at the 
Winter NAMM show, are now 
shipping. By the time you read 
this, inventories of the previous 
Betas may be depleted as they are 
no longer being manufactured. 
While both earlier Betas listed for 
$266, the new Beta 57A lists for 
$220 and the Beta 58A retains the 
sanie price and profile. Much 
about these mics has changed. 

At first glance the new Beta 58A 
is almost identical to the old one, 
but close examination reveals sev-
eral distinctions. The "Beta 58" logo 
is no longer angled and is now 
written in blue. Also, the new Betas 
have a one-piece body. Both the 
SM58 and the old Betas employed 
the now-familiar two-piece design 
where the capsule screwed onto 

the bottom half of the body. The 
new capsule and its suspension are 
now held within the one-piece 
body by an expansion ring. The 
magnet has been rede-signed from 
the previous toroid to a smaller, 
pill-shaped design, which focuses 
the magnetic field 
more tightly in the 
area of the voice 
coil, and the grille 
slips off more easily 
when unscrewed, 
due to this focused 
flux density. 

Another way to 
note the difference 
between the new 
and older designs is 
simply to listen. The 
polar response of 
the Beta Series mics 
is supercardioici 
rather than cardioid, 
offering better rejec-
tion at the sides of the capsule in 
exchange for a lobe of response 
180° off-axis at the Beta's rear. This 
means that while an SM58 works 
well with a single wedge directly 
behind it, the Beta 58's tighter 
pickup pattern and rear lobe make 
it work better with two floor mon-
itors or, when used with a single 
wedge, parallel to the floor, offer-
ing its least sensitive area, 125° off-
axis, toward it. Sound engineers 
familiar with the old Beta 58 know 
that, although it had more output 
than the SM58, its on-axis frequen-
cy responses are quite similar. The 
old Beta was down 1 to 2 dB at 

The frequency response curves of the new (top) and old Beta 58s. The middle line is 

the difference curve, offset 10 dB. 

BY MARK FRINK 

low mids (from 250 to 800 Hz) 
compared to the SM58, and the old 
Beta had 2 dB less than the SM58 
right at 8 kHz, which was traded 
for a couple dB more at 6 kHz and 
at 10 kHz, giving it more crispness. 
Essentially, the old Beta 58 is soni-
cally more like the SM58 than is 
the new Beta 58A. 

Using the SIM's FFT capabilities 
and a John Hardy mic preamp to 
compare the new and old Beta 58 
against a B&K 4007 SIM reference 
mic, a graphic display showing 
their response was obtained (see 
illustration). The top graph is the 
new Beta. The bottom graph 

shows the old Beta: above that is a 
"difference" curve, offset 10 dB, 
showing the changes in going 
from the old to the new Beta 58. 
When the difference curve ex-
ceeds the 10dB line, it indicates in-
creased output over the old Beta 
58. While many response factors 
are beyond the scope of the meth-
ods employed, this should give 
readers a rough visual indication. 
These graphs were compared to 
LMS sweeps and actual use and 
listening tests with club and festi-
val P.A.s, wedges and earphone 
monitors. 

Soundwise, the new Beta 58A 
represents both a refinement and 
a departure. Overall, the 58A has 
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more highs and less lows, compared to 
the old Beta, at about the same overall 
sensitivity. Turning over at 1 kHz, the 
58A has about 2 dB more response at 
higher frequencies, except at 4 k and 
12 kHz. Up at 16 kHz there's as much 
as 6 dB more, giving the mic an open, 
"airy" response. Below 1 k, there's a bit 
more 600 Hz, but the response below 
100 Hz is lower than the old Beta 58, 
giving the mic a thinner sound, while 
making the 12dB/octave highpass fil-
ters on most consoles more effective. 

The new Betas' gain-before-feed-
back is generally improved, but this de-
pends on the particular monitors and 
their orientation. Off-axis rejection is 
much better from 1 k to 3 k, but a bit 
worse at 700 Hz and at 6 kHz. I recom-
mend carefully considering mixing old 
and new Betas in the same system, par-
ticularly as vocal mics, because of the 
differences in frequency response, both 
on- and off-axis. Shure would be glad 
to have you replace entire inventories 
at once, buying a half-dozen at a time, 
and moving the old ones down to the 
13' system or selling them to a local 
club or summer venue, and this would 
be the smartest strategy. 

Noise handling can be evaluated in 
different ways: the sound that a ring 
makes when it hits the mic's body, the 
vibrations caused by fingers rubbing 
against the mic, or the transmission of 
sound through the mic stand and clip. 
Each of these transmissions has distinct 
frequency response. Noise handling in 
the new Betas is significantly improved 
in the midrange. The familiar "doink" 
found in earlier models is replaced by 
a low-frequency rumble that can be 
heard as a by-product of the new sus-
pension. A highpass filter will eliminate 
this artifact and the stand-mounted use 
of these mics on hollow stages or with 
subw000fers in close proximity will re-
quire it. 

The new Beta mics have a smooth-
er impedance curve, which will provide 
stability in their frequency response 
when used in situations with extra 
snake splits such as multitrack live 
recordings or remotes, and multiple 
monitor desks. The impedance swing is 
about half of that of the previous Betas. 

The new Beta 57A is almost identi-
cal to the 58A, but with a different pop 
filter. The old ribbed-steel grille has 
been replaced with a trim, cylindrical 
mesh grille with the same profile, but 
now identical in styling to the Beta 58 
grille. In these modern times where on-
camera aesthetics are increasingly im-
portant, the Beta 57A will be a hit with 

camera-conscious artists who want to 
maximize the sight-lines to their lips. 
Other than the differences between the 
grilles, the two mics are similar enough 
to be interchangeable, and while either 
one would serve equally well as a 
vocal mic, the lower price for the 57A 
and its trim styling combine to make it 
an ideal all-purpose microphone for 
not much more than the cost of an 
SM58. Sonically, it has slightly more 
lows when used for vocals, due to the 
increased proximity effect available 
from the geometry of the grille's closer 
fit to the capsule. There are, of course, 
purists who will always prefer the pro-
file of a spherical grille. 

The Beta 56 ($240 list) is simply a 
Beta 57A with a 180° pivoting angle-
joint with the XLR connection next to 
the threaded mic-stand mount, similar 
in concept to the old SM56. Beta 56 
users will never have to worry about 
broken mic clips. The angled design 
reduces the visual profile when placed 
in front of drummers and percussion-
ists, and makes it stick out less in front 
of guitar amps. For LP Claw enthusi-
asts, Shure provides a 3-inch accessory 
adapter called the A-26X. This extends 
the mic far enough above the Claw's 
"handle" to he plugged in, allowing 
these rugged mics to be left attached to 
the armature and tossed into the work 
box drawer, but an Atlas LO-2B "quick-
release" will also serve. 

Last, but not least of the series, the 
Beta 52 kick drum mic ($310 list) has a 
fashionable look, and its pre-contoured 
frequency response has most kick 
drums sounding good before any EQ 
is applied. Using the same articulating 
stand-mount as the Beta 56, there's no 
clip to lose or break. An onboard 
equalizer gives the new Beta dynamic 
elements a boost below 100 Hz. Inside 
there's a small PC card with a cap and 
a coil, giving it some phase shift where 
it boosts the lows, but most engineers 
use so much EQ on the kick that dis-
cussions of phase shift are moot. This 
mic works particularly well in two- or 
three-way systems, but there might ac-
tually be too much low end when used 
in systems with "true" subwoofers. I 
found its peak at 4 k to he a little high 
for me, preferring to get my "click" at 2 
k, but this mic will outperform what 
many people are using now. Its pleas-
ing sound will turn heads and save 
several minutes at the beginning of 
every sound check. 

Shure Brothers; 222 Hartrey Ave., 
Evanston, IL 60202. Phone 708/866-
2200; fax 708/866-2279. 
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EARTHWORKS 0Mi AND TC3OK 
STUDIO MICROPHONES 

T
here are certain inalienable 
laws by which all audio de-
vices exist. Great-sounding 

gear must be huge, heavy and 
cumbersome. And very expensive. 
Yet the °MI and TC3OK micro-
phones from Earthworks seem to 
fly in the face of everything we 
were ever taught: Here are two 
mics that are compact, affordable 
and sound terrific. This seems like 
mixing matter and antimatter. How 
is this possible? And just who is 
Earthworks, anyway? 

Let's examine these questions 
one at a time. Earthworks was 
formed by David Blackmer, 
founder of dbx and inventor of the 
VCA system now sold on an OEM 

basis by THAT Corp. He was in-
strumental in the design of some 
early API products and is credited 
as the inventor of conductive plastic 
faders. Other principals at Earth-
works include jazz pianist Danny 
Solomon and Blackmer's sons Eric, 
director of sales and marketing, and 

Michael, a studio designer/acousti-
cian and studio maintenance engi-
neer. 

The $399 0M1 and $499 TC3OK 

share certain similarities: The two 
are small-diaphragm condenser 
mics with identical length ( nine 
inches), weight (eight ounces) and 
response pattern (omnidirectional). 

Both models have a wide frequen-
cy response that extends from 9 

Hz to beyond 30 kHz. The °MI 
has a slightly rising response, start-
ing around 4 kHz and resulting in 
a +2c113 peak at 22 kHz; this peak 
is less pronounced in the TC3OK, 
where the rise begins about 9 kHz 
and peaks about 1 dB at 22 kHz. 
This relatively flat response is not 
typical in studio mics and has 
more in common with certain Eu-
ropean instrumentation mics that 
are priced in the $ 1,500-and-up 
range. 

I was anxious to check these 
mics out in session, but a few 

caveats are in order. Both mics re-
quire at least a minute of warm-up 
time before use, unless you enjoy 
listening to spurious pops and 
clicks at high SPLs—keep your 
monitoring system turned down 
during this warm-up period. The 

BY GEORGE PETERSEN 

two units operate on standard 48V 
phantom power, but the 0M1 will 
not work in a system that uses 
transformer-coupled preamps. 
Today, most consoles and pre-
amps are electronically—rather 
than transformer—balanced, and 
this will not be a problem for most 
users. However, if you're an engi-
neer who uses a variety of systems 
in different studios, the trans-
former-compatible TC3OKs are the 
preferred choice. 

Earthworks says the mics' ultra-
small diaphragms provide excellent 
impulse and transient response. 
They aren't kidding. To check this 
and upper-frequency response, I 
recorded through a Millennia pre-
amp to a Pioneer 96kHz DAT ma-
chine. On percussion (claves, 
cowbells, snare, kit overheads and 
triangle), both the °MI and the 
TC3OK delivered absolutely explo-
sive performance, with stunning 
realism and tight, punchy attacks. 
The first word that came to mind 
was "air." Although the two mics 
are omnidirectional, they are slight-
ly less directional at higher fre-
quencies, and on some sources-
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piccolo trumpet and close-up on 
acoustic 12-string—the mic was some-
what bright. This was remedied by ro-
tating the mic between 45° and 90° 
off-axis from the source. On a string 
session (cello and viola), I chose the 
TC3OK for its more natural, flatter re-
sponse, which still reproduced plenty of 
rosin. 

Compared to high-end studio or in-
strumentation units, these mics have a 
noticeable amount of self-noise, rated at 
27 dB (A-weighted). According to Earth-
works, this was a trade-off: Improved 

impulse response was exchanged for 
the increased noise of a small-di-
aphragm design. There are two ways to 
look at this. As drum mics on a (soni-
cally) busy rock session, the noise dif-
ference won't be noticed, although the 
increased clarity and transient response 
would be a major plus. On the other 
hand, noise could be a problem on a 
delicate chamber piece with exceeding-
ly quiet passages. But once the SPL of 
the source increases, the self-noise of 
the units becomes a moot point. 

Further, as the mics are omnidirec-
tional, they are free of the proximity-ef-
fect problems caused by close miking. 
The mics handle more than 150 dB— 
not unheard of when miking kick 
drums or snares from a few inches 
away—so their maximum dynamic 
range capability (max. SPL minus self-
noise) easily exceeds any 16-bit digital 
system. Over a period of months, I 
never encountered any sources that 
could overload the mics. It should he 
said that the mics are fairly susceptible 
to breath pops and should be used with 
screen filters for vocal applications. 
Speaking of vocals, I wasn't wild about 
the mies on lead vocals; perhaps I'm 
just used to a more heavy-handed pres-
ence boost with a pronounced proxim-
ity effect. However, I liked both mies for 
background vocals, particularly when 
seeking that breathy, ethereal sound. 

Offering extended frequency range 
performance with impeccable transient 
response, the Earthworks OM' and 
TC3OK are quality studio tools that 
would be a welcome addition to nearly 
any mic locker. And as an instrumenta-
tion mic for system measurements in the 
studio, test lab or on the road, the OM1 
and TC3OK are affordable choices for 
anyone seeking to move to the next 
level. Also of note is Earthworks' new 
TC4OK ($900), which is similar but offers 

a 40kHz (±1dB) bandwidth. 
Earthworks Audio Products, 37 

Wilton Road, Milford, NH 03055; phone 
603/654-MICS; fax 603/654-6107. • 
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BY TOM KENNY 

SOUND FOR FILM 

By Larry Blake 
As many of you have no-
ticed, I have broken almost 
all of my promises not to 
write about topics that I felt 
I had run into the ground; 
sorry about that. But there is 
one topic that I wouldn't 
even pretend to close the lid 
on: the benefits of five chan-
nels behind the screen, as 
practiced in the original 6-
track 70mm format. 
I can still remember 

vividly going to the Cinera-
ma Theater in New Orleans 
to see That's Entertainment 
and wondering whether the 
overture was being played 
by an orchestra in the audi-
torium. I recall walking out 
of the Robert E. Lee Theater 
near my house after seeing 
My Fair Lady and having a 
friend, Kevin McDermott 
(who is less technical than 
your grandmother), ask me 
why that film sounded so 
good. While I'll never give 
any credit to technology 
over people's abilities, the 
original 6-track format has 
always had a three-dimen-
sionality that standard LCR 
film mixes can't touch. 
My last two columns (in 

the April and June issues) 
showed why I believe past 
and present film sound 
speaker formats, with three 
main channels, will become 
a prominent force in the fu-
ture of music recording. This 
month the focus shifts back 
to my usual stomping 
ground, movie theaters, and 
yet again I'm pitching for an 
increase in channels, this 
time from three main screen 
channels to five. 

The ultimate, " ideal" 
recording and reproducing 

system has been classically 
expressed as an infinite 
number of microphones 
connected to a infinite num-
ber of speakers. When you 
get to the real world and 
have to contend with a 
proscenium situation that we 

have with movie theaters, 
five main channels has 
proven to be the point of di-
minishing returns. First, a lit-
tle background. 

Five channels is not a 
new fad; it was the first for-
mat to be mated with wide-
screen stereo films. This first 
use of five channels behind 
the screen was for the Cin-
erama process, which pre-
miered with This is Cinera-

ma on September 30, 1952. 
The picture was supplied by 

three projectors (having 
been photographed with 
three cameras) onto a 75-
foot-wide, 146-degree-
curved screen. Sound was 
carried in interlock with the 
projectors on a 7-track 
35mm mag dubber. The ad-
ditional two tracks were 
used for varying surround 
channel applications; they 
weren't just apportioned left-

and right-surround in the 
current fashion. The differ-
ence between this presenta-
tion and the then-standard 
1.33:1 black-and- white 
image with Academy mono 
optical soundtrack was stag-
gering. However, Cinerama, 
like its present-day counter-
parts IMAX/OMNIMAX and 
Showscan, failed to be ac-
cepted for feature-length 
dramatic narrative films. 
(And rightly so, I think; a 
standard 2-D, 35/70mm 
widescreen color image is 
the point of diminishing re-
turns of the technical needs 
of filmgoing presentation. 
The only thing that gets you 
beyond this point is a great 
script.) 

Although the three-panel 

Cinerama process would he 
abandoned in the mid-'60s 
after having been used for 
less than ten films, its sound 
system would live on. Pro-
moter Mike Todd worked 
on This is Cinerama and 
saw the compromises inher-
ent in the 20th Century Fox 
CinemaScope system (intro-
duced in 1953), which tried 

—CONTINUED ON PAGE 180 
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TO YOURSELF 
PRODUCTION 
SOUND FOR 

"MULTIPLICITY" 

by Tun Moshansky 
There are three things that 
I've always wanted to do— 
make myself invisible, freeze 
time and clone myself. With 
all of the recent develop-
ments in DNA research and 
genetic engineering, it seems 
that the latter is the most 
probable in my lifetime. 

In the new Columbia Pic-
tures comedy Mu/Hp/icily, 
Michael Keaton plays Doug 
Kinney, who figures that to 
survive the hectic lifestyle of 
the '90s, he needs another 
him. So he clones himself. 

Dennis Maitland, produc-
tion mixer for the movie, de-
scribes the dialog recording 
as a little out of the ordinary. 
"Let's assume we have four 
Michaels on the screen," he 
says. "When we do a take, 
we have Michael and three 
stand-in actors who know 
the dialog. Now we're 
locked to that take. Then 
Michael goes and changes 
his costume and becomes a 
clone. Then with Pro Tools, 
we edit out the next stand-
in's line. When Michael 
comes back, we give him an 
earwig and we feed the first 
take back to him." Induction 

coil loops were arranged in 
various areas of the set to 
enable the playback of his 
previous lines. Once they 
had completed the second 
take, Keaton would again go 
and change costumes as 
they Pro Tools-ed out the 
second stand-in's line. 

"He did a marvelous job 
throughout them all," Mait-
land continues. "I mean, I 

Michael Keaton driving himself 

in Multiplicity, a Columbia Pictures 

release. Right: Peter Brancaccio 

(with back to camera) takes 

notes from production sound mixer 

Dennis Maitland 

don't know how he did it. 
When you're watching it, it's 
like he's talking to himself. 
He high-fives himself, he 
chests himself, he walks be-
hind himself, he throws him-
self a can of beer and catch-
es it—there's a lot of inter-
esting stuff happening. To 
be honest with you, I would 
be hard-pressed to think of 
anyone else who could do 
it. He just took to it so natu-
rally. Remember, he's hear-
ing in his earwig himself, 
plus the other extras. You'd 
think it would be confusing 
to him. It's a funny movie 
anyway, but he added to it 
immensely." 

When they got a take that 
they locked into (when 
they'd done the four MIchael 
Keaton passes). they did a 
fifth (clear) pass with no one 
in the room, so that the mat-
ting and the green screen 

could be placed on top of 
the visuals. 

Because there were a lot 
of background sounds from 
the motion control camera 
and the laser control, Mait-
land would notch those ob-
jectionable sounds out be-
tween passes and do 
remix each time they did a 
pass. 

"What I discovered some-
times," recalls Maitland, "was 
that one character that he 
was portraying was dramati-
cally dominant over the oth-
ers, so I would remix it with 

that in mind." 
While this sounds like a 

great premise, for the film-
makers it was a huge chal-
lenge. Peter Brancaccio was 
called in as the "digital 
sound guy" on set, and he 
recalls the uncertainty of the 
initial stages of pre-produc-
tion, when everyone was 
trying to figure out the best 
way of approaching such a 
complicated undertaking. 

"I was hired about a 
month before the shoot, 
while they were testing all of 
the computers," Brancaccio 
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says. "The problems that they were 
having were mostly to do with the syn-
chronization of all of the various ma-
chines, such as the motion control 
camera, the laser tracking system as 
well as the visual effects computers that 
were generating animated blue screens. 
We ended up using Pro Tools as the 
master sync clock, generating standard 
NTSC timecode. We would trigger 
everybody at 20 seconds, so for the film 
it was kind of an abnormally long pre-
roll for every shot. It was a smart deci-
sion in the end, because that way 
everybody was sure that their machine 
was locking in." 

Brancaccio used a Macintosh 
Quadra 950 running Pro Tools 3 with 

TDM modules, making particular use of 
the DINR noise reduction software. It's 
one of the first films done with servo-
controlled cameras and sound. The 
noise reduction software allowed them 
to feed samples of sounds such as dolly 
noises and motion control whirring into 
the computer, which would then take 
those sounds out. 

The producer's original intention 
was to simply record 2-track, where the 
new Michael Keaton was always going 
to be on the left track and the compos-
ite track would he on the right side. But 
as Maitland got into it, he began treat-
ing it like any other master with four 
people talking. 

The master track was recorded 
onto a Fostex PD-2 DAT machine, as 
well as a Fostex RD-8 8-track digital 
recorder, in case they needed to go 

into the individual tracks. Maitland 
also took advantage of the Mackie 
1604 mixer and was particularly happy 
with that machine's direct outs. Pro 
Tools timecode was striped onto one 
track of the 8-track; he had used a 
similar method of recording on Die 
Hard With a Vengeance. 

"When you get a scene like in Die 
Hard where you have eight people in 
an ad-lib scene and fighting, you don't 
know where anybody's going to go," 
explains Maitland. "When somebody 
grabs someone's mic and eight people 
are talking, if you do it in mono, then 
eight people have to loop. If you do it 
in stereo, then four people have to 
loop. If you do it in 8-track, only one 
person has to loop." 
When viewing the dailies for Multi-

plicity with the director and the pro-
ducers, Maitland says, they were treat-
ing the track as a final master, and he 
was confident that the majority of time 
they would use the composite master 
he created. "When you don't hear any-
thing in dailies, then you know you 
did okay." 

There were a total of five crew in 
the sound department: Maitland, a 
boom op and a third man; the Pro 
Tools operator (Brancaccio) and one 
person dedicated to the Siemens in-ear 
monitoring system for Keaton. Lec-
trosonics wireless microphones were 
used when needed, and Schoeps for 
everything else. An Aphex gate was 
used for keeping noise down. 

The Maitland family is legendary in 

the sound industry. Dennis Maitland 
began in the "golden days" of live tele-
vision on shows with Ed Sullivan and 
Jackie Gleason. He mixed The Beatles 
when they invaded the States. Once 
videotape was introduced in the early 
'60s Maitland chose to go into film; he 
has since worked on dozens and 
dozens of high-profile features. 

His daughter, Kim, is a mixer for 

Entertainment Tonight in New York; 
Dennis Jr. (who recently finished as a 

mixer for the feature film Diabolique 
with Sharon Stone) resides in Pittsburgh, 
and his other son, Todd, also in New 
York, recently worked on Donny Brass 
with Al Pacino. Todd has been nomi-
nated twice for an Academy Award, 
once for Born on the Fourth ofJuly and 
once for JFK. Maitland took each of 
them on as an assistant for two years be-
fore sending them off on their own. 

After more than four decades in the 
sound industry, Dennis Maitland has no 
intention of packing it in any time 
soon. While he lives in New York, he 
spends a lot of his time in L.A. and 
whatever locations sound interesting to 
him. "I don't intend to retire," he says, 
"because I have so much work coming 
in. My wife will look in the Hollywood 
Reporter for a good location, and we'll 
try for that." 

Tim Moshansky, a freelance writer 
based in Vancouver, Canada, has re-
cently published the second edition of 
The A to Z Guide to Film Production 
Terms. 

-FROM PAGE 178, SOUND FOR FILM 

to bring Cinerama's appeal to the mass-
es, albeit with smaller 35mm negatives 
and 4-track sound. He wanted to retain 
as much of Cinerama's image quality as 
possible, eliminating the grief associat-
ed with the three-camera system. In a 
now-famous quote, he said he wanted 
Cinerama "out of one hole." 

The result was the Todd-AO process 
(the "AO" standing for the American 
Optical Co., developers of the lenses), 
which premiered in October 1955 for 
Oklahoma! Photography was on 65mm 
film, with the print stock 5mm wider 
outside the sprockets to accommodate 
the magnetic striping for the 6-track 
mix— five channels behind the screen 
and a mono surround. None of this was 
totally new, of course: Wider-than-
35mm film had been tried for decades, 
magnetic striping on prints was pio-

neered by Fox for CinemaScope, and, 
of course, Cinerama had started the 
five-screen-speakers sound system. 

But Todd-AO brought it all together 
in a neat package, and for the next 15 
years, 70mm 6-track was as good as it 
got. I say "70mm" generically as op-
posed to Todd-AO because they were 

not the only ones to use the format; 
Panavision made superb 65mm cam-
eras, and 6-track mixing was available 
in the U.S. at MGM and Fox, in addition 
to Todd-AO. All three facilities used 
Westrex consoles and recorders. 
When other studios were making 6-

track mixes, they either had to mix 4-
track in-house and then "spread" the 
final to a 6-track print master (although 
the phrase was not in use then), or, 
preferably, mix the whole film 6-track 
elsewhere. So, there would be the odd 
situation of mammoth productions such 
as Spartacus and My Fair Lady (pro-
duced by Universal and Warner Bros., 

respectively) being mixed at Todd-AO. 
Spreads were accomplished by sum-

ming the left and center tracks to create 
a left-center and summing the right and 
center to create a right-center. It should 

be made very clear that this was a corn-
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promise, and even more to the point. 
an exception brought on by the scarci-
ty of 6-track recorders and consoles. 
But if a film was shot in 65mm and pro-
duced by Fox or MGM, you can be 
sure that music recording, premixing 
and final mixing were done 6-track. 
(This also holds true for a number of 
films blown up from 35mm, including 

The Sand Pebbles and Doctor Zhivago.) 

POST DOTES 
East Side Audio and Video, NYC, 
has named Neil Karsh chief engi-

neer. Also, engineer Tom Jucarone 
recorded and mixed the voice, ef-
fects and music for the new Snapple 
spots featuring the finicky child 
Mikey, of Life cereal fame. Mikey 
was recorded wild into a Neumann 
mie, then the voice was manipulated 

in an NED PostPro...Solid State 
Logic installs: Howard Schwartz 
Recording, NYC, bought the first 
Axiom on the East Coast; First Edi-
tion and Pomann Sound, also of 
New York. each bought an Omni-
Mix; Cliff Hahn Sound, New York. 
bought a Scenaria; and American 
Production Services of Seattle pur-
chased a Scenaria. Meanwhile, 
Video Post & Transfer of Dallas 
added an OmniMix to its Scenaria-
ScreenSound arsenal. Finally. TNN. 
BET and NMT mobile units each 

added SSL 8048 GB on-air produc-
tion consoles...Photomag of NYC 
has added a second AMS Logic 2 
digital console to its reopened Studio 
D. to go with the 24-track Au-
dioFile...A year after opening in the 
San Francisco ad district, audio post 

The difference between real 6-track 
and a spread was deemed substantial 
by those who have mixed both ways. 

The demise of 65mm photography 
and 70mm 6-track release can be traced 
not to any technical improvement but 
to substantial losses by most major stu-
dios in the late '60s. In 1971, almost 
overnight, the format disappeared ( tak-
ing stereo mixing with it), save for the 

house One Union unveiled its sec-
ond room, an all-digital suite featur-
ing Pro Tools III and Northern Cali-

fornia's first Yamaha 02R...Craw-
ford Communications in Atlanta 

purchased the first Amek Angela II 
in the States, a 64-input version that 

is used for sweetening and mixing 
TV shows like Hercules and 
Xena...L2 Communications, a media 
company founded by entrepreneur 
Michael Lewis and director Brett 
Leonard, created a sound effects di-
vision, L2 Sound Effects, headed by 
noted sound designer Frank Ser-
afine.. Encore Video in L.A. just put 
a Graham-Patten Systems D/ESAM 
400 into an all-digital edit suite and a 
D/ESAM 200 into one of three new 
telecine bays.. Warner Hollywood 
has added WorldNet from Audio 
Processing Technology for use on 
remote ADR recording. Meanwhile, 
Audio Rents of L.A. will rent APT 
codecs for $200 a day...Louisiana 
Music Television upgraded its 

audio facilities and put in a 40-chan-
nel Allen & Heath GL4 console and 
a GL2 mixer...0tari Status consoles 
have found their way into post hous-
es on both coasts: C5 Inc. in New 
York and Sound Services Inc. in 
Hollywood. Also, Goldcrest became 

One Union Recording Studios, 

Son Francisco, "Studio Two." 

odd blow-up for a few roaclshow 
prints. 

Thus began The Dark Times for 
stereo films, until, that is, Dolby Labo-
ratories appeared on the scene in the 
mid-'70s with a multitude of improve-

ments for stereo film sound. Dolby's ar-
rival was both the good and, as I'll 
point out in this context, the bad news. 
Primary among the good was A-Type 

the first post house in the UK to take 
delivery of the popular RADAR 24-
track hard disk recorder... Studer 
Editech News: Warner Bros. pur-
chased two Dyaxis sytems with 
VideoMix for DVD mastering of the 
movie catalog; and in Post:Trio 
news, recent purchases have come 
from: Post Edge of Miami. WSB-TV 

in Atlanta. NBC Asia in Hong Kong, 
CBC Toronto (three systems), and 
NDR (the German state broadcast 
organization).. American Zoetrope 
recently put together a second temp 
mix for Francis Ford Coppola's jack, 
cut by Mark Levinson on a Stu-
clioFrame and mixed by Tom John-
son...Charly Brown and Myke Reilly 
of Charly Brown + Co., San Fran-
cisco, were hired to score the Levi's 

jeans commercial "Clouds."...South 
Florida's Walker Fitzgibbon Tele-
vision and Film produced a Gloria 
Estefan music video for the official 

1996 Summer Olympics theme song, 
which will also be the first single 

from her new album. Rhythm qf the 
Games...Composer Johannes Ham-
mer and sound designer Jon Klok 
of Machine Head put together the 
audio for six Intel spots.. Alan EU 
Music Group, which handled the 
music for those campy Robert 
Goulet ESPN college basketball 
spots, hooked up again with Weiden 
8.. c Kennedy and ESPN on a new 
campaign with the unfortunate title 

"It's Baseball, And You're an Ameri-
can." Music by Scott Liggett...Scene 
Three Audio (Nashville) president 
Nick Palladino completed audio 
post on a theater trailer in Dolby Sur-

round for Carmike Theaters...Final-
ly, Soundwave ( Arlington, VA) 

recorded and mixed a 20-piece or-
chestra and several ethnic-music en-
sembles to convey a musical tour of 
the U.S. through its folk traditions. 
The campaign was for the American 
Association of Travel Agents. 



noise reduction on prints and third-oc-
tave equalization of screen speakers, 
two large factors in Dolby's stated quest 
for bringing to the theater what the di-
rector heard on the re-recording stage. 

By 1975, 6-track mixing was pretty 
much dead, and what films were re-
leased in 70mm were probably spreads 
from original 4-track mixes. The first 
few Dolby 70mm films reflected this 
scattershot approach: Logan 's Run was 

mixed for true 6-track, while Barbra 
Streisand's remake of A Star Is Born 
was spread. Then, in the spring of 
1977, came Star Wars. 

From the get-go, it had the look of a 
film that would go the way of a stan-
dard 6-track spread, as it was mixed at 
re-recording rooms equipped only for 
4-track (first The Burbank Studios, and 
later at Stage D at Samuel Goldwyn Stu-
dios). As the mix progressed, two 
Dolby employees, loan Allen and Steve 
Katz, came up with what appeared to 
be an elegant solution to a number of 
problems: Instead of using the left-cen-
ter and right-center channels for a full-
range spread, use those channels only 
for information below 200 Hz. In this 
manner, the theory was, you would be 
helping the Altec A-2 and A-4 speakers 
where they most needed it, on the low 
end; the official name in Dolby litera-
ture was Bass Extension. 

Another " problem" that it solved 
was that theater owners were spared 
approximately $3,000 by not having to 
purchase two additional channels of 
noise reduction (left- and right-center, 
tracks 2 and 4, were not A-Type en-
coded) or third-octave equalization. 
This undoubtedly helped the sales of 
the Dolby CP-100 (and later CP-200) 
cinema processors. 

With regard to sound quality, the 
folks at Dolby felt that this was a better 
solution because with theaters getting 
smaller and smaller (true), there was 
less of a hole between the center and 
the sides that required additional 
speaker channels. Furthermore, the 
benefits of bass extension were consid-
ered to he an improvement over the 
then-common practice of full-range 
spreads. And last but not least, a 4-track 
composite master (or, later, stems) 
could easily be converted to both 6-
track and 2-track print masters. 

For the next 15 years, this Dolby 
"baby boom" format became the de 
facto standard for 70mm release, with 
less than a half-dozen films using all 
five screen channels the old-fashioned 
way. In many ways it was a golden age 
for film sound (cue the music), espe-

cially sound effects. But the original de-
sign of the 6-track 70mm format was all 
hut forgotten, as it required special 
handling and extra cost—baby boom 
was really the only game in town. Then 
two things happened. 

First, in the mid-'80s the industry 
adopted direct-radiator speakers, which 
had much smoother and tighter low-
end response, thus removing the need 
for doubling up the low end to make 
up for speaker deficiencies. Some the-
aters installed subwoofers for maximum 
LF extension when playing baby boom 
prints, and this caused some confusion 
because there was a large number of 
ways the LF information on tracks 2 and 

4 could be reproduced: with 2 and 4 
only, with subwoofers only, or with 
both. Add to this the variable that a the-
ater might have direct-radiator speakers, 
and the result was that a large number 
of Dolby 70mm mixes didn't use the 
baby boom channels at alL 

And then, in 1992 the Sony Dynam-
ic Digital Sound format was introduced, 
featuring five full-range channels, plus 
stereo surrounds and subwoofer, for a 
total of eight channels. The digital in-
formation is carried outside the sprock-
et holes on both sides of the film, with 
a standard analog stereo optical track 
as backup, as is the case with Dolby 
Digital and DTS. Although it would he 
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two years before production models 
would be introduced, SDDS has taken 
off quite rapidly and is now approach-
ing 2,500 theaters worldwide. 

There are still some practical matters 
involved, although not nearly as many 
as existed when Dolby arrived on the 
scene. Consoles are not a problem, 
with all standard film boards set up for 
8-channel mixing and monitoring. Per-
haps the only exception to this might 
be that few boards have 5-channel pan-
ners on each input strip, although this 
is primarily a matter of convenience 
and can be largely solved with out-
board joystick panners. 

The recorder situation is also essen-
tially a non-issue, what with the ease of 

locking up a digital multitrack to record 
multiple 8-track premixes and stems. 
Studios that still use mag can get to eight 
tracks by using separate pieces of mag 
for the surround tracks. For example, on 
stems you can have three 6-tracks for 
the five screen channels and booms of 
the dialog, music and sound effects, 
with a fourth 6-track carrying three pairs 
of stereo surrounds. It's a bit awkward, 
yet it appears to be the best solution at 
this point; it seems a little late in the 
game for the industry to go to an 8-track 
mag format, especially with 8-track dig-
ital clubbers just around the comer. 

Mixing in the five-behind-screen for-
mat (which in 1996 is the same as say-
ing SDDS, Dolby and DT'S both having 
committed themselves firmly to the 
standard three-speaker layout) brings 
with it a multitude of possibilities to 
sound editors and re-recording mixers. 
Number one in my mind will always be 
its unparalleled ability to reproduce the 
sound of a 120-piece orchestra. This is 
the one area where the mixes in the 
early days of 70mm 6-track not only 
hold up to present standards, but in 
many respects surpass work being 
done today. 

The other aspect of five screen 
channels that holds the most potential. 
I think, is that mixers are given two 
stereo pairs to work with—one wide 
and one narrow—in creating the pri-
mary sound field. This is the delicate 
side of the use of SDDS, the other end 
being that because it adds two com-
plete full-range screen channels to the 
standard 5.1-channel digital format, the 
ability of mixers to blow people out of 
the theater is even greater. Please, 
brother and sister mixers, things are 
had enough with 5.1 digital mixes; use 
the 8-track SDDS format with care! 

One problem that I have with Sony's 
implementation of the 5-channel format 
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is that the fold-down to three speakers 
is at a fixed ratio: 75% of the left-center 

and right-center channels go to their re-
spective sides, with 25% going to the 
center. While I understand and appre-
ciate their reason for doing so—it helps 
prevent loud scenes from piling up in 
the center, getting in the way of dia-
log—I wish that they had made the 
fold-down ratio dynamic and mixer-ad-
justable on a scene-by-scene basis. 

Regarding practical matters in movie 
theaters, I believe the tide is turning. 
Sony has solved the cinema processor 
issue in that all of their SDDS units 
have EQ for five screen speakers; it's 
not an option. No more do I have to 
put up with people telling me "well, 
you could do it but it would be a real 
pain." Or: "Few theaters have five 
speakers behind the screen." Today, 
the above doesn't apply, with about 20 
percent of the 1,900 SDDS-equipped 
theaters in North America able to play 
a film back in its full 8-channel glory. 
Hallelujah. 

Although even the largest multiplex 
houses will never get to be the size of 
the roadshow 70mm theaters of yore, 
theater chains are building larger and 
larger rooms, certainly big enough for 
the extra screen channels to he notice-
able. Last summer, I saw an SDDS film 
in a small screening room equipped for 
five speakers and later saw the film in 
a 300-seat theater equipped with only 

three screen channels. Not only were 
the high-res aspects of five channels ev-

ident in the screening room, the holes 
between the sides and the center were 
painfully obvious in the 300-seat the-
ater, which was not big even by today's 

standards. 
If you don't think the added channels 

behind the screen make a difference, 
well, then, a) you have either never 
heard one of the great 6-track 70mm 
mixes or have never mixed in the for-
mat, or, b) we'll just have to agree to dis-
agree. I think there is simply no com-
parison between five and three channels 
behind the screen, and since the format 
is here for me to use, I don't have to try 
to convince anyone again. 

Let me know your favorite 6-track 
mix by writing to PO Box 24609, New 
Orleans LA 70184, fax (504) 488-5139, or 
via the Internet: swelltone@aol.com. • 

Larry Blake is a sound editor/re-
recording mixer who lives in New Or-
leans for reasons too numerous to 
mention, althoup,h one of them would 
have to be that it's in the Central time 
zone. He is easily amused. 
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BY BLAIR JACKSON 
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DAUGHTER" 
by Robin Tolleson 
Before Lonnie Plaxico's mas-
sive acoustic bass begins 
the slow, steady groove of 
the Billie Holliday vehicle 
"Strange Fruit," before Chris 
Whitley's resophonic guitar 

interjects its slightly scary, 
disjointed song and Butch 
Morris' comet takes the ac-
tion heavenward, you can 

hear Cassandra Wilson light-
ing a cigarette, a gesture set-
ting a symbolic spark to the 
smoldering air of her top-
selling new jazz-pop-folk 
album, New Moon Daughter. 
"I have a tendency to roll 

tape all the time, so stuff 
gets caught," says producer 
Craig Street. Engineer Danny 
Kopelson adds, "I think we 
might have pulled that 
match strike up a little bit, 
but it was in front of the 
tune just as she laid the 

vocal. It was hard to resist 
that, especially given the 
context of the tune." 

After working with Wil-
son on her previous Gram-

my-nominated release, Blue 
Let 'Ti! Dawn, Street knew 
that Wilson had few limi-
tations or preconceptions. 
That made it easy to experi-
ment with material (covers 
of Hank Williams, U2, The 

Monkees, Hoagy Carmichael 
and Neil Young accompany 
five Wilson originals) and in-
struments, as Street explains. 

"I felt that Cassandra and her 
audience were ready for a 
more solid move in the di-
rection that we started on 
the last CD, switching from 
standard jazz ensemble in-
strumentation—piano, elec-
tric bass, saxophone—to a 

slightly perverted version of 
that—acoustic guitars, violin, 
mandolin, smaller percus-
sion, upright bass, no key-

board, pedal steel, accor-
dion, slide guitars, banjos, 
pump organ; those things 
are real pleasing to me. 
Along with the cornet they 

make some beautiful music. 
To push this one even fur-
ther, I brought in a second 
guitar player, Kevin Breit, 
and a drummer who isn't 

-CONTINUED ON PAGE I90 
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"POGLIEMIIHORE 
IT'S GAELIC FOR 

"ANOTHER COOL 

POGUES RECORD" 

by Barbara Schultz 
The Pogues have always 
been a great band, no matter 
which configuration of mem-
bers you've managed to 
catch. The group's original 
mix of punk, Irish traditional 
and any number of other 
cultures' music has been a 
blast since they started play-
ing London pubs in the early 
'80s. A breathless history for 
the uninitiated: The Pogues 
(first called Pogue Mahone— 
Gaelic for "kiss my ass") 
were started by a group of 
London friends who shared 
an unbridled enthusiasm for 
punk and also for Irish 
music. The Pogues. in their 
earliest recognizable form 

consisted of Spider Stacy 
(penny whistle), Andrew 
Ranken (drums), Jem Finer 
(banjo), Cait O'Riordan 
(bass), James Fearnley ( ac-
cordion) and Shane Mac-
Gowan (guitar, lead vocal). 
After playing around awhile, 
they gained both popularity 
with the pub crowd and a 
formidable reputation for 
debauched exploits. In a 
book about The Pogues, The 
Lost Decade by Ann Scanlon, 

MacGowan describes those 
early nights: "'We were Hind 
drunk whenever we did 
it, admits Shane. 'We were 
blind drunk because people 
kept buying us drinks! But 
there was an energy there... 
And we just thought, it, 
what we're doing is good 
however badly we're doing 
it, it's good 'cas its based on 
good music. It's emotional. 
It's what songs are about.-

Their first album. Red 

Roses for Ale, was recorded at 
Elephant Studios and pro-
duced for Stiff Records by 
Stan Brennan. Highlights of 
this rough and not-quite-
ready collection include the 
MacGowan original "Streams 
of Whiskey" and the lovely 
traditional song "Kitty." Their 
next record, Rum. Sodomy 
and the lash was also record-
ed at Elephant and produced 
by Elvis Costello. That record 

—CONTINUED ON PAGE 198 

THE [1E1111MS 
"LIFE IS LARGE" 

ON THE ROAD 

by Barbara Schultz 
Life Is Large is the second 
sweet, folky power-pop al-
bum by Fairfax, Va.'s The 
Kennedys. This husband-
and-wife duo—Pete and 
Maura—have been song-
writing (and life) partners 
since 1992, and they share 
an affection for pretty har-
monies and great guitars. 

The title track on the 
album (on Green Linnet's 
Red Bird label) is a sunny, 

clever song with a big, jang-
ly sound. It was recorded in 
five different studios, using 
five house engineers, during 
the course of the Kennedys' 
summer '95 tour. They start-
ed in their home studio, 

Gypsy Wagon, by making 
an 8-track demo on a Tas-
cum DA-88: rhythm guitars, 
a drum machine, bass and 
Nocals, all cut by Pete and 
itlaura themselves. Maura 
Kennedy notes that she 
likes singing into a Mi-
crotech Gefell UM-70 be-
cause of its " nice airiness." 
She also feels good about 
what the comforts of home 
contribute to her relaxed 
singing performance. 

Next, they went over to 
Omega Recording in Rock-
ville, Md., with their drum-
mer (Vince Santoro) and bass 
player (Wade Mathews) to 
assemble the basic rhythm 
track. They laid the original 
demo onto 2-inch analog 
and, keeping the original 
rhythm guitars, recorded the 
bass and drums. The bass 
was taken direct; drums were 

—CONTINUED ON PAGE 222 
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CLASSIC TRACKS 

TIMM? 11J'irETES 
"STOOD BY YOUR Er 
by Blair Jackson 
She was born and bred deep in the 
heart of Mississippi, but Tammy Wynette 

was the undisputed Queen of Nashville 
in the late '60s and throughout the '70s, 
when she landed a whopping 29 songs 
in the country music Top 10, with 17 of 
those hitting Number One. And the 
biggest of all those smashes was 1968's 
"Stand By Your Man," which remains 
the best-selling single by a female 
country singer to this day. The song 
was produced and co-written (with 
Wynette) by another country music leg-
end, Billy Sherrill, an Alabama native. 

Let's talk about Sherrill first. He was 
born Phil Campbell, the son of travel-
ing evangelists. His initial musical ex-
periences were mainly playing piano 
for his parents' prayer meetings, hut as 
he got older he took up the saxophone 
and began playing secular music in 
honky-tonks throughout the southeast. 
He grew weary of life on the road 
after a while, however, and settled in 
Nashville, where he worked as both a 
songwriter and as an engineer in the 
Nashville studio of Memphis-based 
producer Sam Phillips. It wasn't long 
before Sherrill had carved out a good 
reputation as a producer and song-
writer, and in the mid-'60s he signed 
on as a staff producer for Epic Records, 
which was just getting a foothold in 
Nashville. His early successes included 

records by David Houston and Andy 
Griffith, and then along came a beauti-
cian and would-be country singer 
named Wynette Bird... 

Actually, she was born Virginia 
Wynette Pugh in 1942 near Tupelo, 
Mississippi ( Elvis' birthplace). Her fa-
ther died when she was less than a 
year old, and her mother moved to 
Birmingham, Alabama, to find work, so 
Tammy spent the first few years of her 
life living on her grandparents' Missis-
sippi farm. When she was old enough 

to chop cotton and bale hay she did, 
but at least she was paid for her efforts. 
Her mother came back into the picture 
following World War II, and it was she 
who paid for Tammy's guitar and piano 
lessons while she was still a pre-teen. 
All during high school she played 
music casually with friends whenever 

Tammy Wynette and Billy Sherrill 

the opportunity arose, hut she put her 
dreams of a career in music aside when 
she dropped out of school at 17 to get 
married. Shortly after that she had her 
first child and, to help support the fam-
ily, she took a job as a hairdresser. She 
had a second child in short order and 
was pregnant with a third when she 
split up with her husband. 

At this point, Tammy moved to 
Birmingham and worked in a beauty 
shop until the baby was born. When 
her newborn developed spinal menin-
gitis, medical hills landed Tammy seri-
ously in debt, so to augment her beau-
tician's salary, she managed to get a job 
as a performer on a local TV show, The 

Country Boy Eddie Show. That led to 
other opportunities to sing at clubs in 
Tennessee and Alabama. At the same 
time she developed a writing relation-
ship with a man named Fred Lehner, 
who helped her hone that aspect of her 
craft. The next step was a record deal, 
so naturally Tammy headed to 
Nashville. She had been turned down 

by four labels there when Billy Sherrill 
at Epic heard some of her songs and 
decided to take a chance on her. She 
signed with the label (as "Tammy 
Wynette") in 1966 and by the end of 
that year she had her first hit, a version 
of Johnny Paycheck's song "Apartment 
*9." It was only a matter of months be-

fore she landed her first Top 5 song, 
"Your Good Girl's Gonna Go Bad," and 
that was followed in close order by "My 
Elusive Dreams" (a duet with David 
Houston), "I Don't Want to Play House," 
"Take Me to Your World" and "D-I-V-
0-R-C-E," all of which hit Number One 
on the country charts. 

Most of the early Wynette-Sherrill 
sessions took place in Studio B at the 
old Quonset Hut in Nashville, built 
originally by Owen Bradley, but owned 
and operated by CBS by the time 
Wynette's career was rolling. Although 
the newer Studio A already had a 16-
track by the time the session for "Stand 
By Your Man" took place in late '68, 
Sherrill often opted to work on the 4-

C
O
U
R
T
E
S
Y
 C
O
U
N
T
R
Y
 M
U
S
I
C
 F
O
U
N
D
A
T
I
O
N
 

188 MIX, JULY 1996 



VV 

See if you can match the Digital Multi-track machine on the 
left with its ideal recording companion on the right. 

#2 Soft Lead Pencil only. E:e realt. work slowly, keep lines straigh:. No erasinig! 

ALESIS 

TASCAM CA-88 

kr!ijill!!!!!! 

ROLAND CM-800 

All 8MX2 Preamp/Mixer 

of All's hallmari< igfl oltage Ic Preamps, each with a 
Variable Threshold Limiter, 48v Phantom power switch and 
Ground Lift switch 

All 8MX2 Preamp/Mixe 

-Simultaneous 8x2 mixer for monitoring the recors ing or or 
playback mixing to the stereo buss. Mix assign/Mute switch. 
9 pin Master/Slave ports for multiple unit connection of the 
Cue and Mix busses 

All 8MX2 Preamp/Mixe 

Comprehensive cue system, Input and Gain Reduction meters, 
Headphone and Monitor Out. Rear panel 2 Track Returns, DB25 
Multipin Mic pre Outputs, and D e Returns 

- All 8MX2 Preamp/Mixe 

Frequency response: + z, 20dB of head-
room throughout, THD: 0.008% at +4dBm, Residual Noise: 
-86dBm, total voltage gain 65dB, ONE RACK SPACE 

ANSWER: All's new 8MX2 Preamp/Mixer is the ideal companion to ANY of the many digital multitrack 

machines in use today! Loaded with features, the 8MX2 allows the highest quality recordings to be 

made, either in the studio or on the road. Hitch an 8MX2 to the front end of each of your Digital 

Multitrack machines and start doing some serious recording! 

USE READER SERVICE CARD FOR MORE INFO 

Here's now you win. Just buy an 8MX2 Preamp/Mixer and receive a case of blank recording tapes AMITum (either :3-VHS or Hi-8) absolutely free from ATI! Free tape coupon included with every 8MX2. Coupons 

redeemed by September 30, 1996. One coupon per 8MX2 purchased. Get to your pro music dealer 

today and ask for the 8MX2, or call PkTl at 1-800-642-8063. 

(If you own a hard disk recorder, you're already too cool. We'll send you the tapes for your VCR!) 

All • Audio Toys, Inc. • 9017-C Mendenhall Court • Columbia, MD 21045 • Phone: 410-381-7879 • Fax: 410-381-5025 
Products and trademarks shown are the pronely of the; respective owners. 1.pecihcations, features and performance of this system may be chaned or improved without prior natice. 1996 Audio Toys. Inc. 



track in B, a room noted for its excel-
lent acoustics, and that was the case 
with this session. Engineering the ses-
sion was veteran Tom Sparkman (see 
Dan Daley's roundtable discussion with 
"Nashville's Original Engineers" on 
page 92) who had been onboard for 
"Apartment *9" and other Wynette-
Sherrill sessions in between. 

"Billy Sherrill was just a super dude," 
Sparkman said recently. "The thing 
about him was that he was always very 
easy to communicate with. He knew 
what he wanted and he knew how to 
get it without it being a big hassle. He 
had done some engineering work for 
Sam Phillips; that's where he got start-
ed. Not only did he know a bit about 
engineering and mixing, he was also a 
fine musician, a good arranger and a 
heck of a songwriter. So he had it all 
rolled up into one. We got along very 
well together." 

Wynette's appeal 

came from her image 

as a plain-spoken 

working-class girl 

who'd risen to 

the heights of stardom 

through her God-given 

talent and hard work. 

At that time, the control room in Stu-
dio B was equipped with a console that 
had been custom built for Decca some 
years earlier. " It was basically a 3-track 
console," Sparkman says. Typically, 
he'd use 15 or 16 inputs on a session: 
"In that era with that type of song, we 
might have only two or four mics on 
the drums, whereas later on we might 

put nine or ten on a drum kit. In those 
days, country stuff didn't use a lot of 
tom-toms, so you'd mic the bass drum, 
the snare and the cymbals. If we did an 
over-the-head-type miking, we'd prob-
ably use a [Neumann] U67, turn it 90 
degrees and have it pointing down." 
Sparkman says he also used various 
Electro-Voice mics on the drums. 
Among Sparkman's other preferred 

mics were a U67 for lead vocals— Tm 
certain we would have used that on 
Tammy," he says; a Western Electric 
639 on piano; Neumann U47s on vocal 

groups and sometimes strings; and RCA 
77 on stand-up bass. Depending on the 
requirements of the track, he would 
sometimes go direct on lead guitar 
and/or pedal steel. "Actually, we didn't 
have hard and fast rules; we just did 
whatever worked." The studio had 
eight EMT plates; reverb was usually 
the total extent of the processing on 
most tracks of that vintage. 

Playing on "Stand By Your Man" 
were several of the town's A-list regu-
lars, including lead guitarist Jerry 
Kennedy, Ray Edenton on rhythm gui-
tar, Bob Moore on bass, Pete Drake on 
steel guitar and Buddy Harman on 
drums. 

Sherrill once commented, "The 
'Nashville Sound,' in my opinion, is 
what you get when you turn the ses-
sion over to the musicians. In order to 
really sell, a record has to be different 
rather than just pretty." 

As was SheriII's preference then, the 
song was cut completely live. "General-
ly speaking, you might have a few false 
starts or mistakes and end up at take 12 
or take 17 or something like that, and 
occasionally you might actually put the 
song together out of four or five pieces. 
But with 'Stand By Your Man' it's a 
good chance that it was a complete 
take and it was probably between 
[take] six and ten," recalls Sparkman, 
who notes that Tammy Wynette "was 
always very professional. She cooperat-
ed and didn't act like she was big stuff. 
She was always really a part of it; nice 
to work with all the way around." 

Clearly much of Wynette's appeal 
came from her image as a plain-spoken 
working-class girl who'd risen to the 
heights of stardom through her God-
given talent and hard work. "D-I-V-0-R-
C-E" was one of the first popular coun-
try songs to deal so explicitly with that 
subject, and "Stand By Your Man" was 
enormously controversial when it was 
released, during the first major wave of 
what was then commonly known as the 
Women's Lib movement. "I have had so 
much criticism for that song," Wynette 
once said, "but the line that [the femi-
nists] complained about—'If you love 
him, you'll forgive him/After all she's 
just a woman' they took it the wrong 
way. I didn't sing the song to say You 
women stay home and stay pregnant 
and don't do anything to help your-
selves. Be there waiting when he comes 
home because a woman needs a man 
at any cost.' That's not what I was say-
ing at all. All I wanted to say in the song 
was 'Be understanding. Be supportive.'" 

Later, the five-times-married Wynette 

wryly noted, "I guess I've proven that I 
don't believe in staying with a man you 
no longer love." Her most famous 
union was with country great George 
Jones from 1969-1974. The ugly details 
of that relationship were chronicled in 
Wynette's 1979 autobiography, Stand 
By Your Man, and a 1981 TV movie of 
the same name. 

Billy Sherrill and Tammy Wynette 

both enjoyed enormously successful 
careers, both together and apart after 
the success of "Stand By Your Man." 
Sherrill produced all of her hits until 
1980, and while the hits haven't come 
as frequently the last 15 years, she con-
tinues to be a force in country music. 
Sherrill went on to work his production 
and songwriting magic with artists like 
Charlie Rich, Johnny Paycheck, Tanya 
Tucker and many, many others. By the 
mid-'70s he was elevated to VP of A&R 
at CBS Nashville, and his place in coun-
try music history was secure. 

-FROM PAGE 186. CASSANDRA WILSON 

primarily a jazz drummer, Dougie 
Bowne [Iggy Pop, Lounge Lizards]." 

Street calls himself a "performance-
oriented" producer, and with that in 
mind, he suggested that Wilson record 
in The Barn at Bearsville Studios in up-
state New York. "I wanted everybody 
in the room at the same time," he says. 
"We were actually the last people to 
use The Barn in its previous incarnation 
as a rehearsal space. Cassandra really 
dug it up there. She's from Mississippi, 
and it was a cool thing for her to be in 
that space. The percussion is a little less 
heavy. In a sense it's almost an acoustic 

Led Zeppelin thing, with the guitars 
and singer out front and the rhythm 
section back a little hit, and everybody 
in the same room." 

There were a lot of live takes on the 
record, according to the producer, and 
just one overdubbed vocal. And thanks 
to the relaxed, rural atmosphere and the 
blocked-out studio time arrangement, 
Street reached his goal of cutting a song 
a day. "Cassandra had recorded some of 
the cover tunes on acoustic guitar, and 
Brandon [guitarist Brandon Ross] did 
arrangements based on her tapes. We 
would go in, have coffee, hang out in 
the morning and just start running 
through things. With musicians as good 
as these, I don't think they should be al-

lowed to practice too much, because it 
gets too studied—it's not as sponta-
neous. We'd start shaping a tune, and 
usually start tracking by the afternoon. 
Most things were done within three 
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takes. So by early evening we'd have a 
basic track that we liked, and we'd do 
any fixes that were absolutely necessary. 
We'd immediately start on overdubs." 
A wary Wilson referred to Street as 

"the saboteur" during the making of 
Blue Light Til Dawn, but she learned to 
trust the producer. "He's got some very 
unusual ideas about instrumentation, 
which are right up my alley," she told 
the New York Times. "I like moving into 
the unknown, so we share that passion 

for creating different stuff. It's a stream-
of-consciousness, intuitive thing. He 
throws ideas out there, and I get inside 
of them. Craig and I have our argu-
ments, but the important thing is that 
our personalities mesh musically." 

"Cassandra's been involved for a 
while with the typical jazz instruments," 
Street says, "and it took a little time for 
her to understand how useful it might 
be to approach improvisatory music 
with instruments, like guitars and ban-
jos, that are even more traditional. I 
think Cassandra likes the way her voice 
sits so nicely over those instruments. 

She's got a luscious kind of contralto, 
and those instruments set up a great 
bed for that kind of voice. There's a 
tendency to stick her with a tenor sax 
or trombone, things right in her range, 
as opposed to things that are a little bit 
outside of it." 

Since The Barn had been a rehearsal 
space, not intended for tracking, there 
was only a P.A. mixer in the room (a 
Peavey AMR 2400), which was in the 
end only used for playbacks. Instead of 
bringing in another mixing console, 
Street and Kopelson wound up just 
matching mics to Neve, Daking and 
Avalon mic preamps. "It's really boring 
to just use whatever board is there," 
Street says. "I really like mixing up dif-
ferent pre's with different instruments 
and different mics. You can match the 
Coles mics up with any of the mic pre's 
that are good for getting a lot of gain 
and no noise." 

Kopelson smiles as he remembers 
the setup. "It was a potpourri of out-
boarded preamps and EQs that were 
just culled together to make a series of 
input chains, which is essentially what 
a console is anyway. But the fun was 
in mixing and matching, and getting 
clear and simple paths to take. So we 
could go straight to a preamp and 
maybe an EQ of our choice, and from 
there to tape, which is a shorter and 
more efficient way to the tape than 
most consoles. It really worked for us. 
The comfort of the musicians, the re-
hearsal vibe of the room, and every-

thing that went down technically had 
that degree of informality and comfort. 
So I think that was a good part of mak-
ing that happen." 

Without any control room isolation, 
Kopelson used headphones. Street 
opted not to use headphones during the 
actual recording. "We'd do basic sounds 
through speakers when we were getting 
stuff ready, and then Danny would go 
under 'phones," says Street. "I'd listen to 
takes out in the room so I could hear 
everybody. From a technical perspec-

tive, the things that are important to me 
are what I listen on, the monitors, and 
the basic beginning of the record chain, 
the mics and the pre's. I almost don't 
care what kind of board it is, or what 
the tape machine is. I like certain kinds 
of tape machines, but as long as I know 
what's going to the tape is starting at 
this really pure end, then I'm happy. 
It allows us to work anywhere." At 
Bearsville, Street and Kopelson record-
ed onto two Studer 800 MkIIIs. 

"What I liked when I started work-
ing with Danny was that he just doesn't 
go in and start turning EQ knobs," 

Street continues. "He'd change a mic 
or move it around or something. You 
can always mess a sound up later on; 
you can always do something with it 
then if you track it in a way that's kind 
of true to what the instrument is. I like 
altering sounds later if I need to or 
want to." 

Street liked the monitor speakers at 
Bearsville so much he took them with 
him when he left. "We did the whole 
record using a set of Pro-Ac Studio 100s 
that showed up in the studio when we 
got there, and I actually told Mark (stu-
dio manager Mark McKenna] I was tak-
ing them. We tracked the record on 
them, mixed it on them. I felt comfort-
able just hearing sounds for a short 
time and then not hearing them 
through speakers until playback. It was 
just coming back so accurately." 

The lack of a control room was re-
freshing change for Kopelson, who en-
joyed not having to communicate back 
and forth through the glass. "It was 
never a case of getting on the talk-
back," he says. "Since we were all in 
the same room, it felt like there was no 
difference between us. We were all 
part of that. If any talking had to be 
done you just opened your mouth." 

"I'm interested in performances that 
are a little more raw than people would 
like them," Street says. "The songs and 
actual performance are more important 
to me than anything else. And some of 
the accidents that happen because you 
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have to set up in a rather rapid way 
and you don't know what's really going 
to go on, those things that happen are 
wonderful. If you listen to the begin-
ning of the Neil Young song you can 
hear coffee cups being put into saucers 
and jewelry rattling. But that song 
worked because it really sounded like 
what it was when it went down." 

On "A Little Warm Death" you can 
hear Wilson's fingers snapping, hands 
clapping and slapping her thighs. "I 
like the way that sounds," Street says. 
"She's so performance-oriented she 
pretty much just sings all the way 
through, and if its helping drive her 
performance, that's a part of it and it 
goes in there." In the evening when the 
studio got quiet, they could hear the 
frogs outside, and even those were 

recorded and folded into the ambient 
terrain of Young's "Harvest Moon." 

The acoustic bass, as played by Lon-
nie Plaxico and Mark Anthony Peterson, 
is beautifully recorded. Street and 
Kopelson miked the instrument with a 

Neumann 67 and a Coles, using no di-
rect signal at all. " Lonnie has a lovely 

sounding bass, and I like the massive 
bass sound, so I've really been pester-

ing Danny with these Coles," says 
Street. "I use them on guitars, drums, 
bass, pianos and whatever else. Danny's 
got a great way of sticking one up and 
one down on bass and capturing how 
the instrument sounds in the air." 

Wilson's cover of the U2 song "Love 
Is Blindness" features some exquisite 
guitars, captured with a combination of 

the Coles mies and a pair of KM254s, 
the old tube predecessor to the KM84 
transistor mic popular today. " It's two 
nice technologies, both of which are on 
the warm side," says Kopelson. "A rib-
bon mic, the Coles, for the bright side 
of the instrument, and the older, slight-

ly brighter tube KM series for the dark 
side." They also used an AKG C-6O for 
some overdubs. 

The producer knew that drummer 
Dougie Bowne was sure to introduce 
some nontraditional drum sounds. 
"Dougie is a real sensitive player who 
has that combination of understanding 
and having played jazz, but also under-

standing and having played rock n' roll 
stuff and ambient percussion-type 
things. He does a lot of weird stuff—he 
might play brushes on a box, or on a 
suitcase. The floor tom on 'Love Is 
Blindness' has a towel on top of it and 
he's just playing it with his hands. On 
'I'm So Lonesome he plays brushes on 
the snare, with his T-shirt over the 
drum. He plays on lampshades and 
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tunings that are really strange. And 
those tunings inspire the other guitar 
players. If jazz by nature is simply the 
willingness to explore and to take 
risks, perhaps a lot of the older jazz 
artists were more daring than the 
younger artists. They had some pretty 
insipid pop tunes in the '50s and '60s, 
but by the time Sonny Rollins or 
Coltrane or Miles got through with 
one, it was awesome. Cassandra is one 
of the few people working in jazz at 
this point who is willing to go into al-
most any kind of tune, completely take 
it over and make it her own. And it's 
funny, on ' Last Train' her singing is 
probably the most jazz-like that it's 
been in a while. 

This is the ideal situation from the 
producer's standpoint," Street con-
cludes, "because Cassandra's an artist 
who can be pushed, hut has the abili-
ty to push back. She's very bold, and 
that makes it exciting for somebody 
like me that doesn't have any particu-
lar boundaries. It really opens it up in 
terms of creative possibilities. It's a 
pleasure to work with someone who's 
not afraid of doing something and 
having it be wrong." 

—FROM PAGE 187, "POGUE MAHONE" 

includes some of the group's most 
rowdy and also sweetest songs, such as 
ORiordan's breathy interpretation of the 
traditional "I'm a Man You Don't NIeet 
Every Day" and MacGowan's tragic -The 
Old Main Drag." MacGowan has always 
voiced an admiration for the great Irish 
writer Brendan Behan, and this record 
captures exactly what Behan represents 
about Irish art and life: that great joy of 
life that's inseparable from life's great 
sadnesses—an emotional intensity that's 
intoxicating on every level. The second 
record also adds acoustic guitarist Philip 
Chevron to the group. Chevron went on 
to write some beautiful songs for the 
hand, a couple of which he offered in 
his own sweet falsetto. 

Costello has said that he wanted to 
produce The Pogues before some 
-real producer" got a hold of them. 
which is exactly what happened next, 
to wonderful ( albeit slicker) effect: If I 
Should Fall From Grace With God was 
produced by Steve Lillywhite and fea-
tures guest vocals by Kirsty NlacColl, 
as well as two more additions to the 
band: multi-instrumentalist, singer Terry 
Woods, and Darryl Hunt, who replaced 

the angel-voiced O'Riordan on bass. 
Next came Peace and Love (also pro-
duced by Lillywhite) and Hell's Ditch 
(produced by Joe Strummer), each of 
which contain some brilliant moments 
and exponentially less participation by 
MacGowan. I read somewhere that 
Shane MacGowan said that when they 
started The Pogues, he became the lead 
singer because it was between him and 
Stacy and, at the time, Stacy "fell down 
more." At some point, those roles radi-
cally reversed, and MacGowan was ex-
cused from the band in 1991. The 
Pogues hung together and went on to 
make Waiting for Herb, with Stacy 
singing, and which included the minor 
modern rock hit "Tuesday Morning." 

Leaving out any number of details, 
this brings us to the present and The 
Pogues' latest release, Pogue Mahone, 
on Mesa/Bluemoon Records, which fea-
tures yet another lineup. Terry Woods, 
Philip Chevron and James Feamley have 
left the band and been replaced by 
James McNally (accordion, piano, whis-
tles), Jamie Clarke ( guitar) and David 
Coulter ( mandolin, violin. percussion). 
The album was recorded and pro-
duced at London's RAK Studios by Steve 
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Brown, whose credits include such di-

verse acts as Wham, The Cult, Alison 
Moyet and Freddie Mercury. Brown also 
recently mixed Shane MacGowan's first 
solo album, The Snake, which is one of 
the reasons he ended up with the 
Pogues gig. "Shane had made his 
album," Brown recalls, "and they'd been 
a long time on it, and I think they got 
last, quite frankly. I went in and fixed it 
up and fThe Pogues1 heard the result. 
They'd heard the album going along hit 
by hit, so when they heard the finished 
mixes, they thought, 'Wow what sud-
denly happened to this album?' and they 
had me in for a meeting. We had lunch, 
and they said, 'Would you like to do the 
album,' and I immediately said yes, be-
cause I love that type of music." 

The songs on Pogue Mahone were 
arranged with a back-to-Pogues-basics 
approach, which means the fast ones 
are pretty raucous, and they all feature a 
fair amount of Irish instrumentation. 
There are compositions by a variety of 
bancimembers and a couple of covers. 
Brown says that he and the band agreed 
that "with Waiting for Herb, they'd gone 
into sort of a world-music thing; they 
weren't doing enough Pogue-y stuff. I 
wanted to get it back into the Pogues' 
foot-tapping beat. We'd go through the 
songs and we'd get to a certain section, 
or maybe a whole song, and I'd go, 'No, 
this isn't it. Just play the ham drum every 
beat: one, two, three, four, and then put 
a little snare drum in the middle, and off 
you go.' And they knew exactly what I 
was talking about. So that was basically 
all the pre-production: getting that sort-
ed out and then making sure the key 
was fine. The arrangements were in 
great shape; they're very clever musi-
cians and writers." 

Brown doesn't like to waste time— 
his or anyone else's—so he used Plexi-
glas partitions to divide RAK's large 
recording room, allowing enough isola-
tion, but also enough communication, 
for all of the members to play at once. "I 
made it a team thing," he explains. "It's 
not good having half the band sitting 
around doing nothing and the other half 
working twice as hard as anybody else, 
so they all had an instrument, even the 
multi-instrumentalists. In the back half, I 
had the drums, and in the front half, I 
had all the acoustic instruments, and all 
the electric instruments were with me in 
the control room. It worked well, and I 
think the only time they really started to 
think, 'Oh, God, why did we get this 
guy?' was when I insisted on cutting the 
backing tracks live. So if one of them 
messed up and threw the others out, it 

was basically stop tape, rewind and start 
again. But I did want to get as much of 
a sort of hand-ly thing as possible. I 
wanted to get to the stage where I could 
just put a lead vocal on the backing 
tracks, and I should have an album in 
place." 

Most of the tracks were recorded 
live; the elements Brown added later 
were instrument solos, such as the 
whistles, uilleann pipes, violins, plus 
Stacy's lead vocal and the Electra Strings 
quartet, who play on "Pont Mirabeau," 
an Apollinaire poem that Jem Finer's fa-
ther translated and Finer set to music. 

There's very little 

I can say 

against microphones; 

compared to 

loudspeakers, 

for example, they're 

quite strong in the 

old chain of recording. 

—Steve Brown 

Brown says that RAK was ideal for 
the project, both because of the large, 
flexible recording space and because of 
the facility's vintage, custom API desk. "I 
happen to think it's one of the best con-
soles in the world. If you're listening, 
API, I wouldn't mind a couple of mod-
ules," he quips. "I believe their mie 
amps to he really good, true, beautiful 
things. This desk is really quite old now, 
but the maintenance guy at RAK, he 
cherishes the thing, and it's in great con-
dition. And it's got that very small mon-
itor section-32-track monitoring—and 
a little fader travel—the whole section 
sounds great." RAK's monitors include 
Tannoy mains and Yamaha NS- 10s 
powered by Quad 520s. 

Brown recorded The Pogues using 
most of the studio's inventory of con-
denser mics. "Anything as old as I pos-
sibly could get," he says. "Mainly, I'm a 
firm believer that you only put dynam-
ics out if you're not getting the charac-
ter out of a good condenser mic. I love 
all Neumann mics. I love most con-
denser mics. There's very little I can say 
against microphones; compared to 
loudspeakers, for example, they're quite 

strong in the old chain of recording. 
"I am also very much one for not 

putting the equalizer straight in," Brown 
continues. " I'll listen to the instrument, 
make sure that's in good shape, and I 
will then make a choice of microphone 
and microphone amplifier, and I will 
change them many times before even 
thinking of equalizing. In other words, I 
like a good, flat sound. I mean, I can't 
honestly say, ` If you've got an accor-
dion, stick an 87 on it,' because it might 
not be the right room and the right ac-
cordion, so I stress to all you young en-
gineers out there, get it sounding right 
at the mie stage first before you even 
reach for that equalizer." 

Brown says he spent a good day or 
two trying out mies and making his 
choices. On Andrew Ranken's drum kit, 
he used a pair of Neumann 1_147s, a 
Sennheiser MD-421 on kick drum and 
an AKG C-414 on the snare. Darryl 
Hunt's bass was led, as were all of the 
electronic instruments. On the acoustic 
instruments, accordion was miked with 
a Neumann U87, banjo was a U84, 
acoustic guitar was a C-414, and on the 
string quartet parts, he says he used 
a selection of Neumann condensers. 
Whistles were sometimes an 84 and 
sometimes a Shure 1158. 

And on vocals, Brown says, "Now 
here's the man who was just telling you 
that everything should be condenser 
mics. For Spider's vocal, I had every 
type of microphone out, and eventually 
we settled on a Shure 1158, which went 
into a Focusrite. I ended up picking that 
because it was kind of in-your-face. It 
was more like his live vocal. He sort of 
growls at the microphone. It made that 
good—a nice edge of distortion to it." 
On backing vocals, Brown used Neu-
mann U87s. 

Brown and The Pogues spent about 
four weeks in the studio, recording on a 
Studer A800 MkIll to 499 tape. Overall, 
he says, the recording process "was 
bloody good fun. Having gone through 
all that technical chit chat, we had an 
absolute party in there. They've all been 
around the block, and they've all got 
great stories, and they're a very tight 
band friendwise. They're also major 
football supporters. That's the only time 
they got at each other, because they all 
supported different football teams. I've 
got to say, I've never had such a laugh 
in my life—early mornings, late nights, 
good food. They eat well. I wouldn't 
have been surprised to see a lobster in 
the control room or something like that." 

Brown mixed the album at Raezor 
-CONTINUED ON PAGE 222 
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I couldn't believe how clear, fat 
and musical my first plavb 
sounded. I am 
designing a po 
on the Vestax. —Tony Visconti 

Foreigner records with whatever 
e want. For my home studio I 
ose Vestax! —Bruce Turgeon 

These HDR units are cost 
effective, functional, stand alone 
hard disc recorders. ...these HDR 
units are the ultimate satellites-for 
any system! — Ronnie Montrose 

Rick Wakeman with his HDR-6 

Vestax Musical Electronics Corp. 
2870 Cordelia Road. Suite 100 
Fairfield, CA 94585 
(707) 427-1920 FAX: ( 707) 427-2023 

Thee of Professionals— 
Hard Disk Recording from Vestax. 

Welcome to the new standard of digitalid disk recording. The 
HDR Series digital .recorders-give you up Èd8 tracks of pure digital 
audio with 10h of e'rnbry. Working as complete, stand alone, digital 
work stations, the R Sees Offer multitrack, editing and fully 
blown mix down fires in a single two pace rack mount system. 
The internal digital mixer has three band EQ with mid sweep on the 
six channel HDR-6 and two band fully parametric on the eight - - 
channel HDR-8. The digital mixer is totally MIDI accessible, 

wing you to automate your mixes with either our:9,e , • ware 
(free to 1[11 HDR ow ners), or most computer sequenC Iins--er î‘jie, - a. on •. ,, 

t 

the market. If you need to expand; any number of HDR-6 or l41)1tA3's 
can be synchronized with only the supplied optical cable. The ont141 
connection also sends the digital master from one machine to 
another, for all digital mixing between units With  room for two -., 
internal hard dies, 18 bit A to D and 20 hit ,the sonic 
quality of the HDR series cannot be beaten. For "te recording, the 
portable mixer controller MX-1 controls the Series parameters 
for digital mixing, transport controls and recorcT track arming through 
MIDI connections. The MX .-1 allows dedicated control of level, pan, 
record arming, mute, AUX sere, AUX master, EQ and pre-EQ level 
for each channel. For up to ittt-7- ack recording on location, four HDR . , 
:Series recorders can be controlled by one MX- 1. - 
functionality, expansion hoards are available to a 
input, SMPTE time code synchirization, on-board ig 
and SCSI interface. Move up to the new standard of digital 
with these cutting edge, all- in-one products from Musical 
Electronics Corporation! .  .e 



LA. GRAPEVINI 
by Maureen Droney 

If anybody knows how to do it right, it would be 
the folks at Mad Dog Studios. After 16 years of 
turning out lots of good music from a cramped store-
front studio in a funky part of Venice, partners 
Michael Dumas and Dusty Wakeman have opened a 
new 3,000-square-foot facility in Burbank. The new 
Mad Dog features a spacious control room, a 1,000-
square-foot recording room with 
three 150-square-foot iso booths, a 
full kitchen and, that always impor-
tant item, ample secure parking. In 
the same complex, and set up with 
tielines to Mad Dog's control room, 
is a 40x60-foot soundstage, used 
for film, video and recording of live 
performances or showcases. The 
console is a 48-in Neve 8108 with 
custom patchbay and Necam 96 
automation, and new/old equip-
ment includes an (Look out, they're 
coming around again!) MCI 2-inch, 
16-track that can be locked with 
the Studer A800 already in place. 

Dumas and studio manager 
Astrid Young showed me around, 
and I can vouch for the fact that 
they've kept the musician-friendly 

—CONTINUED ON PAGE 204 

Mad Dog owners 

Michael Dumas and Dusty Wakeman 
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NASHVILLE SKYLINE 
by Dan Daley 

At a time when rates and profitability have been per-
vasive and troubling issues within Nashville, the musi-
cally fertile areas just south of town are experiencing 
a mini-boom. Though the Franklin and Brentwood 
areas have long been home to a number of elaborate 
personal home studios, the region is now seeing ded-
icated commercial facilities springing up. Already 

Bad Company recently mixed their new album in Masterfonics' The 

Tracking Room (Nashville). Seated at the SSL 9000 .1 Series console 

are (L to R) studio owner Glenn Meadows, engineer Ben Fowler and 
producer Josh Leo. In the back are bandmembers Robert Hart (vocals) 

Rick Wills (bass), drummer Simon Kirk and guitarist Bucket. 

home to the two-year-old Sound Kitchen, owned by 
Jon and Dino Elefante, Franklin has two new facilities 
that opened within the first few months of 1996. 

The Border takes its name from the former Mex-
ican restaurant that sat along Franklin Road. The fa-
cility opened in mid-February with a mix room fea-
turing an SSL G Plus with E modules (formerly at Hit 
Factory and Saturday Night Live), a Mitsubishi X-850, 
Otani DTR-900, Studer A827, Tascam ATR-24 and 
three Alesis ADATs. Hard disk editing is done on a 
Digidesign Session 8 system with an ADAT interface. 

—CONTINUED ON PAGE 206 
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SESSIONS 
& STUDIO NEWS 

SOUTHEAST 
At Nashville studio Recording Arts 
Claudio Cueni was in mixing a 
J'son song with producer Chris 
Stokes for the soundtrack to an up-
coming Whoopi Goldberg movie. 
Producer Scott Rouse was in mixing 
comedian Jeff Foxworthy's next 
LP.. Prairie Oyster tracked for 
BMG/Canada with producer/engi-
neer Mike Poole and engineer Ken 
Hutton at Sound Emporium in 
Nashville. Connie Smith was also in 
with producer Marty Stuart, pro-
ducer/engineer Justin Niebank and 
engineer Ken Hutton tracking for 
Warner Bros... . At Nashville's Mas-
terfonics, Tanya Tucker tracked 
for Capitol with producer Greg 
Brown, engineer Rob Feaster and 
assistant Chris Davie; and Etta 
James was in overdubbing for the 
Private Music label with producer 
Barry Beckett, engineer David Hall 
and assistant Pete Greene.. Jimmie 
Vaughan continued tracking and 
overdubbing on a Sony Records 
project in studios A and B at Ardent 
(Memphis), with producer/engineer 
John Hampton and assistant Matt 

The control room at flatWood Studio features a vintage MCI 428 B with Otan i Disichlix II automation 
and 24 tracks of ADAT with BRC. Located on a secluded 40-ocre ranch in Lebanon, Tenn. (a half-hour 
east of Nashville), the studio has hosted sessions for Australian band Keith Urban and 4WD record-

ing for Warner Bros., IRS arfist Vernon Rust and guitarist Gypsy Cams. 

Martone. Dr. John contributed 
piano to several cuts. Also in the stu-
dio was French R&B artist Eddie 
Mitchell, tracking for Polydor/ 
France. Session players included the 
famed Muscle Shoals Rhythm Section 
of Roger Hawkins and David 

In business 32 years, the recently refurbished Hilltop Studios is one of Nashville's longest-running fa-
cilities. Pictured is Studio 8, featuring a Neotek Elan console with Uptown 990 moving fader automa-

tion. Recorders include Sony APR-24 analog and 3324 digital machines. 

Hood. Ian Taylor produced and en-
gineered with assistant Erik Flet-
trich...At Miami's Criteria Studios. 
chart-topping Japanese act Uffuls 
wrapped up the mixes for their new 
Toshiba/EMI release. The band pro-
duced with Jiro Koyasu, and Tom 
Durack engineered with assistant P. 
Mark Dobson. The indefatigable 
Aerosmith continued work on their 
forthcoming Columbia release. Pro-
ducer Glen Ballard oversa‘‘ the 
sessions in Criteria's Neve 8078 and 
SSL 4096 G Plus rooms. Chris Fogel 
and Francis Buckley split the engi-
neering duties, assisted by Keith 
Rose, Chris Carroll, Shad T. Scott 
and Paul Gordon... 

SOUTHERN 
CALIFORNIA 
Jean Marie Horvat mixed the next 
Priority release for The Truth at The 
Enterprise in Burbank with assis-
tant Jeff Griffin. Bob Brown was 
also in tracking the new Gables re-
lease for Warner Bros. with Dave 
Hancock assisting...The Bee Gees 
have been camping out at Record 
Plant (Hollywood), tracking in the 
studio's Neve 1 room with producer 
David Foster and engineers John 

-CON77NUED ON PAGE 206 
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NY METRO REPORT 
by Dan 1)alcy 

Changes in the New York recording 
market are driving studios into the vir-
tual realm, and I don't just mean digital 
recording. Websites as marketing tools 
are becoming more common. How ef-
fective are they? I talked with some stu-
dios that have pursued the tactic. 

Will Schillinger, owner of Pilot 
Recording, was an early adapter of the 

Website approach to marketing, putting 
his site ( www.interportnet/-pilot) up 
nearly two years ago. He says it has 
been effective in bringing in new 
clients, particularly some jazz clients 
from overseas. It's brought even more 
resumes and in some instances new 
employees, and, via the e-mail option, 
its widened his range of contacts 
everywhere except perhaps within 
New York. "The best thing about it is 
the 24-hour instant accessibility," he 
says. " It's a high-gloss flyer that can be 
updated easily. The thing is, you do 

have to work to keep it current." 
Greene Street Recording studio 

manager David Harrington says the 
studio's site is undergoing a recon-
struction at the behest of owner Steve 
Loeb, who wasn't pleased with the ini-
tial site's appearance. "Steve's demand 
is that the site look as cutting-edge as 

possible," Harrington says. " It's pure 
image you're dealing with here. If your 
site doesn't look cutting-edge and looks 
dated, so does your studio. I'm not sure 
what the ultimate effectiveness of a site 

—CONTINUED ON PAGE 2.39 
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vibe of the old Mad Dog while ex-
panding, upgrading and improving. 

Dumas and Wakeman, Texans who 
met up in L.A., are both engineer/pro-
ducers with combined credits of 
Dwight Yoakam, Jim Lauderdale and 
Lucinda Williams. Manager Young is a 
successful singer/songwriter who has 

worked with Neil Young and Heart. All 
of them have definitely paid their dues, 
and it's that experience that comes 
through in the feel of their facility. 
"We've lived it for so long—we know 
what you need and where you need it!" 
Dumas laughs. "Little things like, the iso 
booths all have high ceilings. And there 
are V.-inch cable feeds through all the 
walls so that you can be in the control 

room and run a cable to the amp or the 
speaker out in the studio, without run-
ning a cable all the way around. The 
headphones all have their own 8-chan-
nel mixes, which really frees up the en-
gineer. And we made sure the wiring 
was right—that's something you just 
can't chintz on. That's where you hear 
the difference." 

Dumas explains that the complex 
had originally been a rehearsal studio 
that he and Wakeman had used in their 
work with Yoakam. "We knew the 

building," he says, "loved the location 
and the layout, and we kind of mod-
eled what we were searching for after 

this setup. We looked for six or seven 
months, at 80 to 100 buildings, but we 
didn't find one that compared to it. 
Then one day. I was driving down the 
street and saw the ' For Lease' sign 
nailed up on the wall and went, 'Yes! 
It's finally available!' 

"We got the building July 17," he 
continues, "and started demolition then. 
On August 1 we started construction, 

and then we worked, literally around 
the clock, until we had our grand 

opening party on Halloween. We took 
the first off to recuperate from the 
party, and started tracking on a Dwight 
Yoakam album November 2." 

Mad Dog has accumulated an im-
pressive selection of mks over the 
years, including tube 67s, C- 12s and a 
C-28 and U47. Other plusses are the C7 
grand piano, the guitar and amp col-

lection ( Silvertone, Vox and Fender), 
along with a few other vintage wxxlies, 
including, for you keyboard mavens, 
the Optigon optical disc player ( circa 
1969). 

All in all, it's happy camping at Mad 
Dog these days. Although you'll fre-
quently find Dumas and Wakeman 
recording at their own studio, both also 
work on a wide range of projects in 
other studios, as well as run Little Dog 
Records. Other engineers who regular-
ly find themselves ensconced in the 
control room are David Leonard, Neal 
Avaron, Ray Blair and John X. Artists in 
since the grand opening include 
Yoakam, Scott Joss, Pete Anderson, 
Reach Around, Dirk Hamilton and 
world-record-holder ( 40 songs in four 
clays!) Phil Cody, recording his debut 
Interscope release. 
Tonewood Studios, part of the 

Power Plant Entertainment Group, 

opened in North Hollywood in Decem-
ber, featuring the only Oramsonics con-
sole in the Los Angeles area. The 32-in 
desk was designed by John Oram 
(known for his preamp designs and for 
his work with Malcolm Toft on the Tri-
dent B and C Range consoles) and is 
described by Tonewood owner Scott 
Gaines as "a fabulous board." For track-
ing, there is a 19x19-foot recording 
space with two iso booths and a Chick-
ering grand piano, along with a worthy 
complement of MIDI gear. 

Gaines, who is a producer and mu-
sician, owns Tonewood with partner 

and engineer Michael Sena. The two 
brought their respective talents togeth-
er from divergent backgrounds: Gaines 
had been a studio owner in Calgary, Al-

berta, and Sena in Kauai, Hawaii, be-
fore teaming up in L.A. to create 
Tonewood. 

Now Sena and staff engineer Franco 
Giovanni keep Tonewood running 
smoothly while Gaines handles pro-
duction chores and coordinates the 
other businesses under the umbrella of 
Power Plant—including the upstart 
management company Williams, 
Gaines & Lowe, which he helms along 
with Chase Williams and Terry Lowe. 
WGL is growing fast, with a roster that 
includes singer/songwriters Lamya and 
Robert Vaughan, The Truants (a band 
of 16-year-olds from Van Nuys High 
who are generating a big buzz on the 
street) and Scottish world music artist 
David Alison, who is working on his 
third album, to be released on U.K. 
Records. Although WGL artists can 
often be found recording at Tonewood, 
the busy studio is definitely open to the 
public, having hosted projects by Rob-
bie Krieger, T. Lavitz from the Dixie 
Dregs, guitarist Marty Rifkin and Coco 
Montoya. 

Also in North Hollywood, One 
Step Up was created by Dan O'Connell 
and John Cucci lie just one purpose— 
creating Foley. It's a digital recording 

stage where Foley artists and mixers 
have everything they need to experi-
ment with sound design and to cus-
tomize effects. A combination of high-
tech recording equipment and a Santa's 
workshop/do-it-your-seffer's garage— 
this place has to be seen to be believed! 

Look for more on One Step Up in the 
September issue of Mix 

Fax your L.A. news to 818/346-3062, or 
e-niai! to MsMDK@aol.com. 
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Owner Jon Lawry, former member 
of contemporary Christian rock band 
Petra and now an established producer 
and artist on his own, started the studio 
as an extension of his own home stu-
dio; he plans to expand it to three 
rooms. (The 56-input Raindirk he now 
uses at home will go into the studio's 
tracking room, scheduled to open later 
this year.) Visitors to the new facility 
have included Allison Krause, Ricky 
Skaggs, 4 Him, Rebecca St. James and 
Boy Howdy. 

Lawry says he was fastidious about 
making the new studio commercial, 
both in terms of its clientele and in 
terms of zoning. "I think it's important 
to operate ethically and 'above ground,' 
so to speak," he says. "But what's hap-
pening in Nashville is that the popula-
tion is increasing, and the traffic's get-
ting worse. So since a lot of the artists 
are living in this area, it's making more 
sense for them to have studios to use 
closer to home." The Border's rates are 
$1,395 per day, and Lawry says he can 
be profitable at that price. "One thing 
about Nashville, everyone's looking at 

rates first," he says. 
Cool Springs Recording was slat-

ed to open this month in the Franklin 
area. General manager Steve Schott 
says the one-room facility, with a limit-
ed-edition custom API Discrete Series 
console, will likely expand by the end 
of the year. "We chose this area be-
cause we wanted to be able to build a 
large room from scratch, not some-
thing you can do on the Row," he says. 
"The opportunities are better down 
here, we think; the people who work 
in Nashville are living down here, and 
you can have access to the business in 
Nashville but have all the amenities of 
a non-urban location." The studio 
owner is John Helvering, former artist 
manager and former owner of Pine-
brook Studios in Anderson, Ind. 

The first marketing attempt by the 
National Association of Profession-
al Recording Services carne with the 
arrival of Impact, a large annual confab 
of Rap, Urban and Gospel music busi-
ness members. The convention was 
slated for May 1-5 at Opryland, the first 
time the convention was held outside 
of its usual site in Atlantic City. NAPRS 

board member Preston Sullivan of Six-
teenth Avenue Sound said NAPRS and 
the Nashville Entertainment Associa-
tion, with whom NAPRS is working 
closely on events like this, became 
aware of the convention too late to se-
cure a hospitality suite at Opryland, 
but said they would try to make a 
showing there in some other way, 
even if they have to throw a tent up 
on the lawn. "It's an incredible oppor-
tunity to do exactly what our mandate 
is: Show the rest of the music world 
what Nashville studios have to offer," 
he said. 

Sullivan cited the fact that Nashville 
is already the recording home for a lot 
of black music, including records by 
Ziggy Marley, Vanessa Williams, Whit-
ney Houston, artists on Atlanta's 
LaFace Records, and local rap and 
urban groups like Christian's D.C. Talk. 
"This is exactly the kind of thing we 
want to go after," Sullivan said. 

Dan Daley is Mix's East Coast editor. 
Fax regional information to him at 
615/646-0102 or e-mail danwriter@ 
aol.com. 

-FROM PAGE 203, SESSIONS & STUDIO NEWS 

Merchant and Felipe Elgueta, as well 
as in SSL 2 with producer Doug 
Rasheed and engineer Brandon Har-
ris. The band mixed in SSL 1 with en-
gineer Mick Guzauski and assistant 
James Saez, and mixed more in SSL 3 
with engineer Jon Gass and assistant 
Kyle Bess... Legendary man-in-black 
Johnny Cash is recording his second 
album for the American label at NRG in 
North Hollywood with producer/label-
chief Rick Rubin, engineer Sylvia 
Massy and assistant Lisa Lewis... 

Cherokee's (L.A.) Studio 1 hosted Vir-
gin Records hand Cellophane, track-
ing on the custom board with produc-
er Howard Benson, engineer Bobby 
Brooks and assistant Devin Foutz. 
Working on the studio's Trident A were 
Robb brothers Dee, Bruce and Joe 
producing and engineering Japanese 
pop punkers Shonen Knife for MCA. 
Josh Achziger and Mike Gibson as-
sisted...Continuing mixing in Studio A 
at Burbank's Encore Studios were 
Tom Lord-Alge and assistant Mauri-
cio Iragorri. Projects included Kenny 
Wayne Shepard live for Revolution, 
Chalk Farm for Columbia and Star 69 
for Radioactive...Producers Charles 
Jordan H, Carl Roland and Al Flouse 
(collectively known as Mo' Kutz Pro-

ductions) and engineer Rob Chiarelli 
mixed MJJ/Sony recording artist 
Brownstone's Don't Sleep at Ameray-
can Studios in North Hollywood. Ross 
Donaldson assisted.. The Plimsouls 
tracked their new release in Studio C at 
Hollywood's Paramount Recording 

with engineer Barry Conley, while in 
studio A, MCA R&B act Immature 
tracked and mixed their latest with pro-
ducer Chris Stokes, engineer Claudio 
Cueni and assistant Susan Herndon... 
Peter White was in Alpha Studios in 
Burbank mixing his next project with 
producer/engineer Paul Brown and 
second Charles Nasser... 

NORTHEAST 
Since The Ramones broke up, they've 
been busier than ever. The band was in 
New York's Baby Monster Studios 
mixing a live record documenting their 
last show (recorded by Ed Stasium). 
Daniel Rey produced the album, 
working with engineer Ian Bryan. The 
band also re-recorded their cover of the 
classic "California Sun" for a Surfrider 
Foundation compilation...Trumpet vir-
tuoso Tom Browne recorded his sec-
ond album for Hip Bop Records at 
New York's Sear Sound with produc-
ers Bob Belden and Milan Simich. 
The album features Larry Goldings on 

keys, bassist Ron Carter, drummer Idris 
Muhammad and saxophonist Javon 
Jackson...The Mighty Mighty Bos-
stones (who appeared in a scene from 
the movie) recorded songs for the TV-
show version of Clueless at Normandy 
Sound, Warren, RI. with engineer Phil 
Greene and assistant Robert Pember-
ton...dbs digital in Hoboken, NJ, re-
cently completed several projects on 
their Sonic Solutions system, including 
Chris Butler's solo venture on Future 
Fossil Records and The Tadpoles Far 
Out LP for Bakery Records.. At Sound 
Techniques in Boston, Cherry 2000 
recorded and mixed an upcoming sin-
gle with producer/engineer David 
Porter and assistants Stuart Sinclair 
and Scott Robertson... Alternative 
folksters Cobblestone worked on their 
forthcoming 22 Records release at Cot-
ton Hill Studios (Albany, NY) with 
producer Sandy McKnight and engi-
neer Robert Turchick... Reprise act 
Love in Reverse completed their new 
I Was Here LP at Pie Studios in Glen 
Cove, NY, with producer Russ Title-
man and engineer Dave O'Donnell. 
Giovanni was also in with producer 
Richard Gottehrer and engineer Jef-
frey Lesser recording and mixing for 
his upcoming Elektra release... 

-CON77NUED ON PAGE 239 
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-FROM PAGE 58, TWISTER 

sound pressure level in the room that 
is not assaulting, where the audience 
shies away from the screen. This crew 
is trying to be very preservative and 
very conscious of levels, of not reach-
ing the point where OSHA is saying, 
'Guys, you are too loud.' This crew, 
and the crew that Kevin works with— 
and there are very few teams out there 
who think this way—are very con-
scious of not hurting the audience. 
There's no need for it. We can make 
apparent loudness without shredding 
someone's ears with digital sound." 

"The way you do that is by lowering 
what's in front of the shock event rather 
than making the shock event so loud," 
explains O'Connell." 

"We're trying to preserve the audi-
ence's ears," adds Landaker. "We want 
to involve them, but we don't want to 
hurt them." 

"I'm going to go out on a limb here 
and say the responsibility of the level 
on the dubbing stage begins with the 
mixer," Maslow says. "Everybody tells 
you it's the director who's forcing you 
to make it louder, or an editor who's 
making it loud. But in the end, it's you 

who has a finger on the console." 
To be sure, there seems to be a back-

lash in Hollywood and across the coun-
try about films being too loud, both in 
the sense that dialog can be buried (the 
ultimate sin, according to most editors 
and mixers) and ears can ring. There are 
loud moments in Twister, hut as Lan-
daker says, its apparent loudness, grip-
your-seat loudness, not an assault. Critics 
may pan the script, but audiences are 
guaranteed a ride—a true audio-visual 
roller-coaster. 

Tom Kenny is a Mix associate editor. 

EN ME 
Stephen Hunter Flick left Weddington Productions and 
his longtime partners in the late-summer of 1995 to 
open Creative Cafe with his wife, Judee. After brief 
stops in the Varitel building, then Director's Sound, they 
purchased 6,000 square feet on Glendale Boulevard 
South in Los Angeles. On October 6, 1995, the day they 
moved in, they began cutting. 

The space is light, open and airy, with a '50s diner 
decor. The first thing you notice on entering is a work-
ing 1946 jukebox that plays 78s. The reception area is 
dominated by the front end of the cherry-red killer car 
from Christine, which has been made into a desk. 
Diner-style chairs and cafe flooring add to the charm. 
There is a gym downstairs for editors to keep fit. An on-
site chef cooks breakfast and lunch for the staff. A 
healthy crew is a happy crew. 

The main room consists of compartmentalized cubicles 
for the assistants. Each station has been designed and op-
timized for specific tasks, with the appropriate computer 
horsepower—one station for Exabyte backup, another for 
printing log sheets, etc. Editing/design rooms surround the 
central floor, with an additional four design rooms and a 
transfer room downstairs. All in all, there are 30 edit bays. 

Creative Cafe is a Pro Tools/Avid house. On the day I 
visited, they were evaluating Pro Tools 3.21 from 
Digidesign, and the Avid Media Dock system had arrived 
in crates. Tour guide and sound supervisor Dean Beville, 
who serves as de facto system supervisor at Creative Cafe, 
says the plan is to convert the entire in-house DAT library 
to sound files that will reside in Media Dock, providing in-
stant access to any station. 

But many are in a position to buy equipment and, with 
the proper financing, open a shop. It's the people that 
make Creative Cafe, and it's the crew that the Flicks most 
like to talk about. So, for Twister, here is that crew: 

Supervising Sound Editor: Stephen Hunter Flick 
Sound FX Editors: Warren Hamilton Jr., Gregory 
Hedgepath, Richard King, Charles Ewing Smith, Marvin 
Walowitz, Teresa Eckton 
ADR Supervisor: Judee Flick 
ADR Editors: Beth Bergeron, Nicholas "Von Loopen" Korda 

ADR Mixer: Bob Deschaine 
ADR Recordist: Tami Treadwell 
Dialog Editors: Rick Freeman, Stephanie Flack, Ben 
Wilkins 
Foley Editors: Solange S. Schwalbe, Charles Maynes. 
David Spence 
Foley Artists: John Roesch, Hilda Hodges 
Foley Mixer: Mary Jo Lang 
Foley Recordist: Carolyn Tapp 
1st Assistant Sound Editor: Linda Yeaney 
Sound Assistants: Catherine Calleson, Baylis Glascock, Jeff 
Etcher, Don Likowitz, Chris Smith 
Special Sound Design and Field Recording: John Pospisil, 
Ken J. Johnson, Eric Potter, Charles Maynes, Martin Lopez 
Recording Assistant: Mollie Gordon 
Sound Transfer: Matthew Beville, Eddie Bydalek 
Temp FX Editor: Bruce Stubblefield 
Temp FX Assistant: Dana Gustafson 
Trailer Editor: Paul Berolzheimer 
Interns: Bill Wagner, Stephen Rafferty 

AND OUTSIDE OF CREATIVE CAFE: 
Re-Recording Mixers: Steve Maslow, Gregg Landaker, 
Kevin O'Connell 
Music By: Mark Mancina 
Score Engineered By: Shawn Murphy 
Score Mixed By: Steve Kempster 
Music Editor: Zig Gron 
Assistant Music Editor: Rupert Nadeau 
Executive Music Producer: Budd Carr 
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• STUDIO SHOWCASE • 

Quad Studios 
1802 Grand Ave. 

Nashville, TN 37212 
(615) 321-4067; Fax (615) 321-0046 

From Neil Young to Amy Grant, 
Quad Studios has maintained its 
legendary status. Our four-studio 
facility consists of two tracking 
rooms with vintage Neve and Tri-
dent consoles, both with flying 
fader automation. In addition, we 
also have two overdub rooms. 
Full-time on-staff techs provide ex-
cellent service for our clients, 
who enjoy working in the heart 
of Nashville's music industry. 

The Castle Recording 
Studios Inc. 
1393 Old Hillsboro Rd. 
Franklin, TN 37069 

(615) 791-0810; Fax (615) 791-1324 

Originally built as a hideout and 
bootlegging site by Chicago mob 
boss Al Capone, The Castle 
Recording Studio rests upon 34 
forested acres only 15 minutes 
south of Music Row. Much of the 
building's character was incorpo-
rated into the studio's design, in-
cluding hardwood floors and win-
dows in almost every room. The 
Castle attracts a wide variety of 
clients, including John Hiatt, 
Steven Curtis Chapman, Pray for 
Rain, Alan Jackson and BR5-49. 

Rockingchair 
Recording Studios 
1711 Poplar Ave., Memphis, TN 38104 
(901) 276-8542; Fax (901) 276-8546 

e-mail: rImcluirevdospk.com 
Imp://www.vdospk.comirluxhair 

Rockingchair Recording Studios, 
cated in the heart of midtown, adds 
to Memphis' rich musical heritage. 
Offering a relaxed and creative ambi-
ence, state-of-the-art equipment and 
an advanced staff, Rockingchair is the 
perfect retreat for today's recording 
artist. Our philosophy is simply this: 
An easygoing atmosphere allows for 
the best performance and maximum 
productivity. Established in 1989, the 
new facility went online December 
1993 with two independent studios 
and an expanded equipment list. 

Recording Arts 
307 29th Avenue North 
Nashville, TN 37212 

(615) 321-5479; Fax (615) 321-0756 

Internationally recognized, Re-
cording Arts has been the recipi-
ent of multiple Platinum and Gold 
records in the 11-year history of 
this beautifully comfortable stu-
dio. Featured is the brand-new 
SSL 4000G+ with Ultimation, ASC 
design control room, NHT SW3 
subwoofer system, Bryston am-
plification, and a great selection of 
vintage and new outboard gear. 
The client list includes Mutt 
Lange, Bill Schnee, Roger Nichols, 
Val Garay, George Massenburg, 
Claudio Cueni and John Jaszcz. 

Sound Kitchen 
112 Seaboard Lane 
Franklin, TN 37064 

(615) 370-5773; Fax (615) 370-1712 

The Sound Kitchen arrived in 
Nashville in 1994 and has become 
a first-call studio for producers 
and engineers nationwide. This 
6,500-sq.-ft. dedicated multimedia 
recording facility is located in the 
Cool Springs area of Franklin (ten 
short minutes from Music Row). 
A Neve VR 72 legend, a Neve V3 
60 Legend and a Sony 48-track 
digital tape deck are the corner-
stones of these superbly equipped 
studios. 

Caravell 
Recording Studios 

2361 Fall Creek Rd. 
Bronson, MO 65616 

(417) 334-7040; Fax (417) 334-2014 

Located in the heartland of Amer-
ica, designed and operated by 
artists for artists. Three recording 
rooms include a Euphonix con-
sole with 56 channels of automa-
tion; Trident 80-B Console; Sony/ 
MCI 24-track analog tape ma-
chines; 48 tracks of Alesis digital 
ADAT machines; Sony PCM 7030 
timecode DAT machine; Pro 
Tools digital audio workstations; 
and a vast array of world-class mi-
crophones and monitors. 
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Sound Emporium 
3100 Belmont Blvd. 

Nashville, TN 37212 

(615) 383-1982; Fax (615) 383-1919 

The entire Sound Emporium facil-
ity was designed around the idea 
of client comfort which includes a 
full kitchen, conference room and 
a full-service staff. The studio fea-
tures a Neve 8128 console with 
Necam 96 automation, Trident 80-
13 console, Mitsubishi X850, Otani 
MTR 9011 & III audio recorders 
and a formula 8 Cue System. Re-
cent clients include Trisha Year-
wood, Pam Tillis, Ricky Skaggs, 
Twila Paris and Yo Yo Ma. For 
more information please contact 
Melissa Brannan. 

MasterMix 
1808 Division Street 

Nashville, TN 37203 

(615) 321-5970; Fax (615) 321-0764 

Located near Nashville's Music 
Row, MasterMix has been provid-
ing mastering and editing services 
for over 13 years. MasterMix 
blends experienced talent with a 
variety of classic analog and the 
latest digital equipment. We strive 
to offer the client the widest 
range of choices in high-quality lis-
tening environments. Our equip-
ment list is always expanding, so 
call for the latest details. 

hen Sound 
introducing_ 

*API All- Discrete 64x64x48 

Console with GML 

Automation 

*Studer D827 48-Track 

Digital and A827 Machines 

*Massive 3,500 Sq. Ft. Main 

Room with 22 Ft. Ceiling 

and Full Lighting Grid For 

Video Production 

*Spacious, Comfortable, 

Control Room - Truly, A 

"Home Away From lome" 

*Convenient, Serene 

Location 

sound 

Revolution Sound 
809 18th Ave. South 

Nashville, TN 37203 

Phone (615) 329-1111 

Our 24- & 32- track facility is lo-
cated in the heart of Nashville's 
Music Row. While our client list 
includes some of country music's 
biggest names, Revolution Sound 
is the studio in Nashville where 
cutting edge music is created. We 
were formed to offer an alterna-
tive to the norm. We are different 
and our philosophy is.. "If you're 
not recording on the edge, you're 
taking up too much space!" Con-
tact Rodney Good or Steve Ledet. 

eally Matters... 

P.O.Box 681787 • Franklin, TN 37068-1787 

Phone 615-790-8000 • Fa> 615-790-8508 • csr19email idt net 

%Lool 

prings 
ecordins 

the Clear Choice! 
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• STUDIO SHOWCASE • 

King Sound & Pictures 
1650$. Orange Grove Avenue 

Los Angeles, CA 90019 

(213) 931-3099; Fax (213) 931-8720 

Emaa: Dobrolimmy@aoLcom 

Grammy-nominated, five minutes 
from Hollywood—West LA's 
newest Neve, Studer, API room. 
Record analog: A827 24-track, %-
inch 2-track; or digital: ADAT, DA-
88, SV3800 (all Apogee A-D con-
verters). Our gear list includes 
Neumann, Telefunken, Pultec, 
Lang, Teletronix, UREI, AKG. 
TAD and Genelec monitoring. 
Clients include: Johnette Napoli-
tano, Clarence Fountain & the Five 
Blind Boys of Alabama, Rule 62, 
Peter Himmelman, Tommy Stin-
son, Lifter, Peter Noone, James 
Intveld, Weezer. 

/14 USICLONE Inc. 

Specializing in compact disc 
and cassette mastering, 

digital editing 

MusicLane Inc. 
110 Konrad Crescent #6 

Markham, Ontario L3R 9X2 

(905) 479-7560; Fax pos) 477-0075 

Located on the outskirts of Metro 
Toronto, MusicLane has been 
serving independent artists and 
major record labels for five years. 
Featuring two studios equipped 
with Sonic Solutions, Harmonia 
Mundi (Weiss Engineering), 
Sony, Studer, State-of-the-Art and 
Stax gear. Full digital mastering 
services available, in 16- and 20-
bit, to PCM 1630, DAT and CD-R 
from analog and digital sources. 
Contact Ted Carson for further 
information. 

g reeeuffle 

Greenhouse Studios 
3955 Graveley St. 

Burnaby, BC V5C 314 

Canada 
(604) 291-0978; Fax (604) 291-6909 

GREENHOUSE STUDIOS. The 
Canadian West Coast premier 
recording facility. An interna-
tional staff. The ambient FLAVOR 
of Vancouver. And of course all 
the gear—SSLs, Neves, Studers... 
This relaxing environment is the 
way the best records in the 
world are produced. Ultra-tech-
nical, super comfy. Highly skilled 
engineers and assistants. The 
advantage of a lower Canadian 
dollar. Great Vibrations. GREEN-
HOUSE STUDIOS. 

FFIO,v) 
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Infinity Studios 
27 Cobek Court 

Brooklyn, NY 11223 

(718) 339-1336; Fax (718) 339-1424 

The only Neve VR60 with Flying 
Faders and Total Recall in NYC 
outside of Manhattan...Newly 
renovated control room...Pro 
Tools DAW...24- or 48-track 
recording on new Studer A-827s 
or ADAT digital formats, at low 
block rates. Studio B...refur-
bished Harrison Raven console. 
MIDI suite for pre-production 
work...Mackie 8-Bus 32-input 
console...ADATS. "All-in" lock-
out...All three rooms for one low 
price! Door-to-door transporta-
tion included from any midtown 
location! 

Savebone Music Inc. 
130 West 42nd St., Suite 952 

New York, NY 10036 

(212) 997-0206; Fax (212) 997-0481 

Recent projects feature former 
Rolling Stones guitarist Mick 
Taylor, Sasha, Carlos Alomar, 
Lenny Pickett, Robin Clark, Steve 
Ferrone, T.M. Stevens, Vivian 
Cherry, and Tawatha Agee. The 
engineer is Nenad Gracanin and 
the producer is Sasha. Studios 
feature SSL 4064, G Series com-
puter, Studer A827, Sony PCM 
3324, Sony PCM 800s, state-of-
the-art recording, mixdown and 
mastering. Highest possible qual-
ity is our main concern. 

Laughing Dog 
Studios 
80 Van Duzer St. 

Staten Inland, NY 10301 

(718) 720-9497; Fax (718) 448-7750 

Located just 25 minutes from Man-
hattan in Staten Island, Laughing 
Dog Studios combines state-of-the-
art equipment with an exception-
ally talented staff to deliver the 
highest-quality final product. 
Equipment includes an 88-input 
Amek Big with SupetTrue Automa-
tion and Total Recall; three Alesis 
ADATs w/BRC; Pro Tools M Digital 
Editing; StudioVision; Lexicon 300, 
Eventide H3000SE; cool tube gear; 
Neumann, AKG, Sennheiser and 
Shure mies; four isolated rooms, 
kitchen, lounge & ample parking! 
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A revolutionary new microphone 
auditioning toot on CD-ROM! 

Allen Sides has recorded and mixed 
sessions for dozens of world-class 
artists such as Ry Cooder, Count 

Basie, Ray Charles, Sinead 
O'Connor and Brian Setier. 

David Schwartz, producer of this 
CD-ROM project, is the founder and 

former editor- in-chief of Mix. 

BE A MICROPHONE EXPERT! 

Allen Sides' 
Microphone Cabinet® 

FROM CARDINAL BUSINESS MEDIA 

also publishers of 

We', ELECTRONIC MUSICIAN and MIX BOOKSHELF 

arm imeeelliall.1111111111 

Microphone Cabinet is 
a required reference tool 
11 of our classes. It really 

students the Impar-
of subtle differences 

mica, but best of all, 
secretly use it tool-

Budd Glimon 
foreake end Chid Administrator 
UMW& Receding had«, 

greet educational tool! 
students can now leant 
technical specifications 
the sonic characteristics 
icrophones which nor-

ly aren't available to 

. With studio time In 
demand, Its a great way 
to know the mice 
going into the studio.-

Wesley Belle 

Curdle*" of Recording Studio 
Curriculum 

Wm* University 

I got the CD-ROM and Ws 
I Finally, you got a 

nce to look In a top ongl-
riprodueorb toolbox tell> 
having to buy ell of the 
s." 

David Mlles Mbar 
Asher sad sissislas 

This unique, fully interactive CD-ROM lines up the top classic and contemporary professional microphones for a series of audio com-

parison tests on dozens of instruments.The disc features: 

• A " Selector Cabinet" of both popular and classic mics for recording each instrument. 
• 16-bit Red Book audio samples of the selected mics and instruments. 
• Allen Sides' "Tips" for getting the best sound from each microphone. 
• A high- resolution color photograph of each microphone and the mic placement setup for each instrument. 

• Complete specifications for each microphone. 
• A color photograph and description of each musical instrument. 
• A " Microphone Basics" section by noted author John Woram. 

• A directory of the microphone manufacturers. 

This amazing disc features tests of 66 mics and 33 different instruments. The microphones were chosen from the world-renowned col-

lection at Sides' Ocean Way/Record One studios in Los Angeles. Sort by microphone to check out the best instruments for each, or sort 
by instrument to see which mics you should use. hem MCI $69.95 plus $9.95 shipping and handling. 

Cc ILL ToU-Free! 
800.233.9604 

IISE READER SERVICE CARD FOR MORE INFO 



"THE PROFESSIONAL'S SOURCE. 
n 

PHOTO - VIDEO - PRO AUDIO 

FOR ORDERS CALL: C,R, FAX 

800-947-5508 800-947-9003 
212-444-6698 212-444-5001 

OVERNIGHT AND RUSH 
SERVICE AVAILABLE 

E- Mail at 76623.570@compuserve.com 

TASCAM 
102 rAKII / 103 

Stereo Mixdown Cassette Decks 

Best values for musicians. studio operators and production 
houses. the 102 :WI and the 103 consistently produce only the 
'nest quality tape recorded output. 
They Feature: 
• 60d13 signal-to-noise rah° combines with wide frequency 
response for high-fidelity sound reproduction using any type 
of cassette tape. 
• Industry-standard Dolby B/C noise reduction and Dolby HO 
Pro sound technology extends high frequency performance up 
to 6d8 and minimizes distortion. 
• Advanced bias -sensing electronics automatically chooses 
optimal recording settings for the type of tape you load in— 
Normal, Metal or Cr02. 
• Record/Mate autospacer automatically Inserts 4 seconds of 
silence between songs or broadcast segments 
• Murtfifunction display clearly indicates transport mode, tape 
counter position, tape type and level indicator 
• Multi-counter with both tape counter and run-time modes 
• Independent Land R stereo level controls and master record 
level control 
Tasum 103 Advanced Features: 
• 3-head system allows you to record on a tape and mondor it at 
the same time, without rewinding. 
• MPS filter button eliminates pilot and sub carrier broadcast 
tones that can interfere with Dolby noise reduction 

202 mKIII 
Dual Auto Reverse Cassette Deck 

The 202 will provides lugld fidelity sound reproduction and a 
wide frequency response, as well as a host of features that help 
you dub, edit. record or playback onto/from one or two cas-
settes easily and efficiently 
• Normal speed and high-speed dubbing 
• Autospacer automatically inserts 4 seconds of silence between 
songs or broadcast segments for pro quality tapes 
• Incorporates Dolby HO Pro sound technology to extend high 
frequency performance and minimize distortion on Mama'. 
Metal and Cr02 tape 
• Allows you to quickly and easily create a professional-sound-
ing composite tape from several sources. Functions like Intro 
Check, Computerized Program Search, Blank Scan and One 
Program quickly find the beginning of tracks you want. 
• Twin two-head cassette decks in a durable rack-mount hous-
ing that can be used separately or In tandem during recording 
and playback for total flexibility' 
-Play material on deck 1 while deck 2 records on one or both 
sides 
-Record simultaneously on both decks from an external master 
-Playback both sides of one or both decks in a continuous loop 
up to five times 
-Auto Remo automafically reverses tape direction during play-
back and record 
-Repeal rewinds tape and allows infinite looping during playback 
-Elm switch for unattended record/playback (timer required) 

New! 302 
Double Auto Reverse Cassette Deck 
All the features ot the 202 mkIII, the new 302 adds even more 
recording and playback flexdfirty Thats because the 302 is 
actually two fully independent cassette decks. Both decks have 
their own set of interface connectors, transport control keys and 
noise reducing functions 
• Auto-reverse capability on both decks 
• Individual/srmultaneous record capability-both decks 
• Independent RCA unbalanced in/out for each deck 
• Cascade and Control I/O let you link up to 10 additional 
machines for multiple dubbing or long playing record and 
playback applications 

CD-601 
Professional CD Player 

Frame-accurate cueing precision. extremely high-fidelity and a 
small form factor make the CD-601 ideal tor post-produchon 
applications where sound effects and music are llown-in" from 
compact discs The CD-601 Integrates with most post-produc-
tion equipment including mixers, urden editors and computer 
studio controllers. 
• Balanced XLR and unbalanced RCA outputs 
• Precrtion cueing control and Auto cue 
• Linear motor-dnven pick-ups eliminate dead an 
• Optional RC-601 remote control adds additional features and 
conveniences 
• Optional BU-2 RAM for instant start and seamless loops up to 
three minutes 

urea Rai Ar 
PMD-101/201/221/222/430 
Portable Professional Cassette Recorders 

The wortd standard for field recording. the PMD line is also the value leader. They all teem, 
RCA line input/outputs. 1/4-inch headphone lack. builtrtn speaker, pause control, audible cue 
and review, tape counter, full auto shut-off and low battery indicator. 

-All models except the PMD-430 
have 1/2 speed playback/record 
capability. Mtn 1/2 speed play-
back, musicians can slow down 
complicated passages for analy-
sis. And when played back at 1/2 
speed. the pitch is lowered by 
exactly one octave. so the notes 
are still musically correct—ideal 
for figunng out complicated 
solos or picking patterns. 
• By recording at 1/2 speed, a 
three hour meeting can be 
recorded on a single tape. A 
built-in microphone and automat-
ic level control make operation 
simple, and built-in speaker 
makes transcription convenient 
• 1/2 speed recording is equally 
ideal for churches. because 90 
minutes can be recorded on a 
single side of tape—no interrupt-
ing your recording to flip the tape 
over. Line inputs make d easy to 
use and connect to your existing 
sound system. 
• Three standard 'D cell batteries 
provide up to 7-1/2 hours of 
operation and the optional R8430 
rechargeable battery delivers up 
to 5-1/2 hours. 

General 
Stereo/Mono 
Heads 

Inputs/Outputs 

PMD-101 
Mono 
2 

PMD-201 
Mono 
2 

PM13-221 
Mono 
3 

PMD-222 
Mono 
3 

PM0-430 
Stereo 
3 

Mrs Input 1/4-inch Momplug Mrnolug MIngXLR 1 4-inch 
Condenser Mrs Built- In Built- In Burg-In Built- In — 
Remote Jack — Yes Yes Yes — 
Modular Tel Jack — Yes Yes Yes — 
External Speaker Jack — Yes Yes Yes 

Record CoMrols 
VU Meters — 1 1 1 2 ( Illuminated) 
2-Speed Recording Yes Yes Yes Yes — 
Dolby B NR _ — — — — Yes 
dbx NR — — — — Yes 
Mc Attenuation — 0.-10013.•2008 0.-10d8, -20dB 0.10d8. -2008 0,-15d8. -30c18 
Ambient Norse Cont. — Yes Yes Yes 
MPX Filter — — — — Yes 
Manual Level Control — Yes 

_ 
Yes Yes — 

Limiter — Yes Yes Yes Yes 
ALC Ves Yes Yes Yes — 
Peak Indicator — — Yes Yes — 

Playback Controls 
Pitch Control :20% z20% :20% :20% z6% 
Bias Fine Adj. — — — — Yes 
Tone Control Yes Yes Yes Yes — 
Hall.Speed Playback Yes Yes Yes Yes — 
Memory Rewind — — Yes Yes Yes 

Telex 
ACC2000/4000 Series Cassette Duplicators 

Designed for high performance and high production. Telex's ACC Series lACC2000/ACC4000) and lACC2000 
XL/ACC4000 XL) of expandable duplicators also offer easy maintenance and unsurpassed ease of use The 
ACC2000 is a two -channel monaural duplicator. the ACC4000 is a four-channel stereo duplicator Each 
produces 3 copies from a cassette master at 16 times normal speed and each can expand up to 27 
copy positions (with additional copy modules) With the extra copy modules. you can duplicate up to 
27 copies of a C-60 orrginal in less than two minutes And they copy both sides at once The XL 
Series feature "Extended ble"cassette heads for increased performance and wear 
charactenstics.They also offer improvements in wow and flutter, frequency response, signal-to-ratio 
and bias. Additionally the ACC4000 XL allows for either chrome or !erne cassette duplication. XL- models are avail-
able in stereo (ACC4000 XL) or mono (ACC2000 XL) versions. 

Fliteerdp 
• Individual rotary audio level controls 
allow for an increase or decrease of 
audio levels as the master translates to 
the copies. 
• Peak reading LED indicators allow 
quick and accurate monitoring of audio 
fluctuations. 
• Side A or A/8 select button let you set 
up for duplication of either 1 side or 
both sides of a cassette at once. 
• Stop all tapes instantly, at any point 
during the copy or rewind cycle. 

Operation 
• Short tape indicators alert you if a tape 
stops before the original does. identify-
ing incomplete copies caused by jam or 
short. 
• Automatic or manual selectron of 
rewind and copy operation: 

-Rewinds tapes to the beginning or end 
automatically (AUTO mode) or manually. 
-In AUTO mode the copy button acti-
vates the entire rewind/copy/rewind 
sequence. In manual it starts copying 
immediately. 

Easy MaInteneact: 

• Slatted work surface and unique "heads-up" 
cassette platform allow less oxide build up on 
the heads and makes cassette loading and 
unloading much easier. 
• Each cassette position has a three point tape 
guidance system that eliminates skew prob-
lems. Plus. when a tape is inserted, each cas-
sette position is activated to prevent unneces-
sary wear and tear on the tape head mechanism. 
• Aucho and bias. along with head adjustments, 
are made easily from the top of the unit and a 
switch on the back engages the head and 
pinch roller for convenient cleaning. 

ACC2000 Mono MasterModule: 
1/2 trackdwo-channel monaural duplicator produces 3 copies 
from a cassette master at 30ips 1160 normal speed). 
Expands up to 27 copy positions by adcfing ACC2000 copy 
modules (four positions each) 
Erase heads in the copy positions automatically erase ertsfing 
audio as new material is being recorded 
Track selectshort tape rnchcators.auto/manual operatron. 
Includes removable power cord and protective dust cover. 

ACC20011 XL Mono Master Model,: 
Same features as ACC2000 plus- Extended life cassette heads 

ACC4000 Stereo Master Module: 
1/4 track, four-channel stereo duplicator Same features as 
ACC2000 Mono Master Module/ 

ACCA000 XL Stereo Matter Module: 
• All features as ACC4000. plus- Extended Life cassette heads 
Can be configured for chrome or term cassette duplication 

ACC2000 Mono Copy Module: 
• 1/2 track. bao-chgnne ,, , , fide 
• Each module has four cop, positmils uns erase heads and 
controls tor side select 
• LED displays intimate end-of -tape status tor each pocket. 
• Includes ribbon cables for connection to ACC2000 master and 
other copy modules 
• Includes removable power cord and protective dust cover 

ACC2000 XL Mono Copy Module: 
• Same features as ACC2000 Copy Module. plus-Extended Life 
cassette heads Connects to ACC2000 XL Master Module, 

ACC4N11 Steno Copy Models: 
• 1/4 track.four-channel copy module Has all the features of the 
ACC2000 Copy Module 

ACC411100 A Slime Copy Module: 
• Same as the ACC4000Copy Module. plus-Extended Life heads 
Configurable for chrome or ferric cassette duplication. 

Copyette EH Series Duplicators 
The popular Copyette series produces high quality. low cost cassettes in large quantities at nearly 16 times normal speed This means 
you can reproduce both sides ot a C-60 tape in less than two minutes. Available in two versions.the Copyettes are capable of duplicafing 
either one cassette or three al a lime In addition each are available in both mono and stereo models. 
They couldn't be easier to use.You simply insert the cassettes, press the START switch and they do the rest. They rewind all tapes to 
the beginning, copy. then rewind to the beginning again before stopping The whole process can be stopped at any time by pressing the 
CYCLE button. Side Select feature allows you to set them up to copy one side of a tape or both steles at once. 

Stereo Copyedit 1.2.1 able 
Weighing only 8 lbs. (3 6 kg). this und 

has a durable, impact resistant 
housing and includes a remov-
able power cord, carrying han• 

• dle and protective cover It 
also has an optical . non-
reflechve end-of -tape sens-

ing system that provides gentle 
tape handling A mono version is also avail-

Stereo Copyette 1-2-3 
This duplicator copies both sides 
of three cassettes at once, yet its 
as small as the 1•2•1. It 
weighs only 12 pounds (54 
kg) and includes a hard 
cover to protect the unit while 
not in use It uses all DC Servo 
motors for the ultimate in reliability A inono 

TASCAM 
112 mKII 

Stereo Cassette Deck 

The classic "no frills" production workhorse. the 112 MK II is a 2' 
head, cost effectrve deck for musicians and production studios 
Extremely rugged and relrable. the 112 mx It is ideal for produc-
tion mastering and mixdown. It also features a parallel port for 
external control an and optional balanced connector kit means d 
is tremble enough to integrate into any production studio. 
• Utilizes Dolby B or C noise reduction with Dolby HO Pro 
• Automatically selects proper bias type, so you Oct optimal 
recording & playbank response with Normal. Metal or Cr02 tape 
• Gear independent input dials let you dial in stereo VU calibration 
wIth one dial. You can also adust for channel specific calibratron 
• Offers MO Autolocator buttons and a MEMO IN control. They 
controls allow you to select two pornts on any tape for one but-
ton forward/reverse to wherever the action is Additionally RT: 
(return to zero) quickly spools the tape back to 0000 on the 
tape counter. 
• Rear-mounted RCA input/output jacks for easy connection to 
high-quality sources 
• Optional LA- 112 connector provides addhional balanced or 
unbalanced 0113 inputs and outputs . Installation is simple and 
requires no special tools. 
• 25-pin D sub connector ( parallel port) on the back, links the 
deck to the optional RC- 134 remote control und or for fader 
start from any mixer that use the same protocol. 

112R midi 
BI-Directional 

Stereo Cassette Deck 
The 112R moll is a sonically uncompromisIng, aLto reversing 
and contmuous play cassette deck. It offers Me finest indepen-
dent head autorteverse design at this price level, plus it has extrg 
dubbing and editing features that make rt ideal for long program 
recording 

All Me Matures et blue 112 au If plus— 
• Three-head transport with separate high-performance 
record and playback heads. Manufactured from resilient 
Cobalt Amorphous materials. the independently-operating 
heads combine with precision FG servo (fired-drive capstan 
motors to provide the highest standards of reproduction 
quality and performance. 
• Frequency response rt 25 Hz to kHz with less than 1% total 
harmonic distortion. 
• Equipped with Hysteresis Tension Servo Control (HTSC) the 
112R kodhortually eliminates wow and Ilutter. HTSC is an 
advanced servo control system that maintains consistent back 
tension on the tape all through the reel, combatting inconsis-
tencies brought on by extreme temperatures ard humidity 
• Super AcculIgn Rotating Head System alllows recording or 
playback tape direction to be changed with one button. A sin-
gle-screw azimuth adjustment makes it easy to maintain the 
head alignment aller many hours of continuous use. 
• For unattended record/playback of material that is longer than 
one side of a tape, there are two features that spare you from 
constantly attending to he deck: 
•Auto Reverse mode plays or records in both directions before 
stopping, switching sides on the fly 
—Continuous Reverse mode allows you to loop the tape dur - 
ing: layback aptos times. or record in both directions. with-
out pausing to flip the tape and re-engage the record mecha-
nism Bothleatures are accessible from the front panel. with 
one-button selection. 

122R mklIl 
3-Head Stereo Cassette Deck 

The standard for production and broadcast facilities. the 122 
rts111 features smooth faultless tape handlIng mechanisms, a 
three head transport with high-performance Cobalt Amorphous 
record/playback heads and precision servo direct-drive capstan 
motors. 

All*. Matures of the 112R M. II ( na reverse ol course) plus— 
• XLR balanced and unbalanced RCA inputs and outputs are 
selectable with the flip of a back-panel switch. There are 1/4-
inch inputs on the front panel for simple and direct plug-in of 
line-level gear 
• MPX filter button eliminates polot and sub carrier broadcast 
tones that can interfere with Dolby noise reduction 
• Bias and level fine tuning for each channel These tuners can be 
used in conjunchon with he one-touch 400 Hz or 10 kHz 0501' 
latos adjustment signals to get proper VU calrtration before or 
during each recording session. 
• Record/mute autospacer automatically rnserts 4 sec. of silence 
between songs or broadcast segments for pro quality tapes 
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BEHRINGER 
MDX 1200 Autocom 
• At laLlf and release times. with Intelligent Program 
Detection, prevents common adjustment errors. 
• Newly-developed, powerful noise gate. 
• Switchable soft knee/hard knee characteristics for varied 
sound pressure levels. 
• Wight illuminated LEDs show gain reduction 

MDX 2100 Composer 
• ItItegtated auto manual compressor expander 6 peas laniter 
• Compresses " musically" in dynamic range without any audi-
ble "pumping" or "breathing". 
• Attack & release times are controlled automatically or manually. 
• nteractive Gain Control ( IC) combines a clipper and peak 
limiter for distortion-free limitation on signal peaks. 
• Servo-balanced inputs and outputs are switchable between 
.4dB and - 10dB 

ALES'S 
3630 Compressor 

The 3630 provides two full-featured professional compres 
sornimiters in one rack space. Ideal for any application 
from studio recording and mixing to live sound reinforce-
ment and broadcast. 
• Dual mono or linkable true stereo operation. 
• Choose between OMS and peak compression styles as well 
as hard knee /soft knee characteristics. 
• Dual 12-segment LEDs display gain reduction and input/out-
put levels. 
• Each channel's built-in noise gate has an adjustable thresh-
old and close rate to ensure clean, transparent performance. 
• Variable attack and release times and a sidechain function 
Inr "ducking" in broadcast applications 

tc.electronic 
Wizard M2000 

Studio Effects Processor 

I he M2000 features a "Dual Engine" architecture that permits 
!multiple effects and six different routing modes. There are 250 
fIclory programs including reverb. pitch delay, delay, chorus, 
lang, phase. ambience. E0. de-nosing. compression. limiting, 
!itension, gating and stereo enhancement The M2000 also fea-
mies 20- bit analog conversion.AES/EBU and S/PDIF digital 
riputs/outputs. "Wizard" help menus. 16-bit dithering tools. Tap 
and MIDI tempo modes and single page parameter editing. 
• The array of enhanced oitch shift ( up to 8 voices), chorus, and 
delay effects are characterized by their precision and versatility. 
Everything from the lire and subtle to the wide and spectacular 
is handled with equal superiority. The algorithms in the dynam-
ics section (compressor. limiter. expander, gate and de-esser) 
are unique as stand-alone effects, but are particularly useful in 
combination with other effects. Those might be de-esser/room, 
gated hall or compressed pitch. The possibilities are endless. 
• Tempo Tap function lets you match effects la the beat. Tempo 
can be adjusted in beats-per-minute and sub-divided any way 
you like-even in triplets. The tempo can also be read from MIDI 
• Preset "Gilding" ( moreung) function ensures seamless transi-
tion between effects. Very useful in live and mixing situations 

Symetrix 
601 

Digital Voice Processor 
• Accept,. OM, of line level 
analog signals, converts 
them to 18 bit- digital and 
then performs 24-bit digi-
tal domain signal process-
ing. 
• Processing includes fully 
parametric/shelving EG, 
notch/dynamic filtering 
dressing, delay. chorus. 
gating, expansion, com-
pression. HOC and DC 
removal 
• Combination of 128 fac-
tory presets and 128 
non-volatile user pro-
grams. 

• Has XLR-balanced me and line inputs. 01R-balanced stereo 
output. Digital XLR-balanced and S/PDIF ( RCA) inputs and 
outputs. MIDI input/output supports connection to virtually 
any type of MIDI control device for programming or control-
ling the 601 in real tine. 
• Ideal for a variety of recording, broadcast, live sound, and 
post production applications 

WE ARE A FULL STOCKING DEALER 
FOR THE ENTIRE SWAETRIX LINE 

XR-5/XR-7 Multitrackers 
OR-5 Features: 
• High-speed (3-3/4 ips) four-track (2-tracks simultaneously) 
recorder with Dolby noise reduction (can be turned off) 
• Pitch controller varies the tape speed within a range of x1216 
• Punch in/out function makes corrections and phrase inser-
tions when necessary, can be done easily with optional 
footswitch. 
• Four inputs accommodate two microphones in channels one 
and Iva Flan convenient insert points for connecting a com-
pressollimiter and other devices for the mic channels. 
• Each channel is equipped with two-point high/low shelving 
equalizers to help shape the sound, and an AUX send function 
for processing anbent system effects. 
• Trim function lets you switch High/Mid/Low input levels for 
channels one and two. 
Alternate Mix mode lets you independently select the signal 
from the input jack or the tape playback. Prefacer effect send. 
inline wonitor 8 other (unctions are also passible using this mode. 
• Post fcldback (monitor) send function routes the foldback sig-
nal to the AUX send. When the foldback is activated you can 
actually mixdown at the same time you add reverb to a tape 

• MIDI/TAPE multi-mix 
mode supports MIDI 
synchronization. 
Together with the 
Alternate Mix 
mode the XR-5 
can simultaruously 
mix all MIDI sound source outpuk 
with tape playback sound and effect outmut while 
monitoring! 

The 211-7 has all the salures piths OR-i plus-
▪ 6 inputs, plus the ability to record tour lacks simultaneously 
• Dolby C noise reduction plus dual speec recording 
• During recording, Channels 5 and 6 are he primary inputs for 
microphones and acoustic instruments. They have trim controls 
and mid-sweep ED. During mixdown, these channels act as the 
main stereo 1/8 bus. 
• Auto rehearsal mode let's you concentrate on the music instead 
of the machine. 

TASCAM 
PORTA 03 mk11 Ministudio 

The easiest way to get into multitrack recording. the PORTA 03 is an extremely economical 4-track re,. ' :- 'hat lets you overdub as 
well as mixdown to standard cassettes. 
• 4-track recorder with integrated two channel mixer • SAFE selection keeps you 
• Two 1/4-inch MIC/LINE inputs with trim control from inadvertently recording 
• Extended dynamic range with Dolby B noise reduction over tracks you've 
• 3-digit tape counter keeps track where you are on the tape recorded earlier 
• Master level control for the entire mix, and the level sent to • Headphone jack for corn-
LINE OJT for stereo mixdown fortable monitoring 
• Track selector indicates which of the 4 tracks you're recording to • RCA output jacks for mixdown ro casAtte 

PORTA 07 Ministudio 
The PORTA 07 packs high-end features into a compact and economical package Achieves great sound with high speed tape trans-
port, high-low E0 and DBX noise reduction. 

• 4-track recorder with integrated four channel mixer 
• Two 1/4-inch LINE inputs and two 1/4-inch MIC/LINE inputs 
with trim control. 
• Separate high and low E0 for each track provides 10d8 of 
boost or cut. 
• dbx nose reduction for improved signal-to -noise ratio. 
• Punch-in/out r manually or with optional RC-30 footsvatch. 
• Effects send with stereo return can be applied in varying 
amounts to all lour channels 

• " Bounce or "ping pang' a suba ix 
of multiple mono or stereo 
tracks onto a single empty 
track, leaving the original 
submix tracks free to over-
dub new material onto. You cari 
even add a "live" track to the submix while 
you're bouncing down, to squeeze in yet another 
track. 

424 anal Portastudio PBM Series II 
Reference Monitors The 424 is premium Portastudio that takes muff itrack recording to the next level. Features superior audio eddy, balanced XLR 

inputs, enhanced equalization and a big-studio style AUX section. 

All the features of the PORTA 07 plus— 
• 4-track recorder with 8-input mixer (4 mono MIC/LINE inputs 
with 1/4-inch and balanced XLR jacks and 2 stereo inputs with 
1/4" lacks.) 
• Separate 3-band E0 section for each of the four mono 
channels with 10dB of boost or cut and sweepable midrange 
• Auto Punch in/out with rehearsal, plus a Repeat switch lets 
you set up a tape loop that goes over the same area of a tape 
while you practice your punch-in/out and overdub moves— 
without committing a single note to tape 
• Two independent dedicated AUX sends let you use more 
effects or use one as tape cue during tracking 

• Dual-speeds, logic-controlledkape 
transport system improves tape 
handling and sound quality. 
Select 3-3/4 inch per 
second HIGH speed for 
the best possible record-
ing quality or NORMAL 
1-7/8 ips speed. 
• Monitor output makes it easy to connect an external moni-
tor amplifier without repatchidg—at mixdown. 
• Tape DIRECT OUTS are provi.ied fa- integration with exter-
nal mixers. 

MIDI Musicians Take Note--If you've got MIDI keyboards, drum machines and sound modes in your set up, you can 
exploit the power of . virtual tracking" with either the PORTA 07 or 424/464/488 Portastudio. You can use a MIDI synchronizer like 
the TaEcam MTS-30 MIDI-Tape Synchronizer to record (stripe) a code onto track 4 (track 8 with the 418). -ust select SYNC mode 
on the MX switch and record the tone to tape After striping the tape with FSK or Song Position Pointer intormation, all your MIDI 
instruments will faithfully follow the tape during playback and recording, even d you slow or speed ffte tape using the PITCH con-
trols. The big benefit is that your MIDI tracks (called virtual tracks) don't actually have to be recordec until ! trial mixdown, giving 
you lots more unused tracks to record on. 

464 Portastudio 
The functionality of a pro recording studio in a small, lightweight package, the 464 Portastudio is a ful -fea-
tured eight input. four-track cassette recorder complete with a 12x2 internal mixer and dual buss desion 
that lets you create separate recording and cue mixes. 
All the features al the 424 mu II plus-
- 4-track recorder with 12-input mixer • Channels 1-4 offer High and Low shelving E0s and a 

(4 mono MIC/LINE with 1/4-inch and sweepable Mid E0. Tracks 5-6 and 6-7 have shelving E0 
balanced XLR jacks. 4 stereo 1/4" only, while 9-10 . 11-12 are best used with input that has iks own 
jack pairs. internal ED.. 

488 midi Portastudio 
When 4 tracks are just not enough, then you need the perfect creative tool— te 488 midi Portastudio. 
The most cost-effective 8-track recorder on the market. the 488 not dnly (liters additional capacity 

but versatile capability and intuitive operation for easy capturing & man II. ulab o n of your ideas. 
Whether recording acoustic or electronic instruments or vocals, tne 488 offers maximum creative 

freedom to produce your best work With all the functionality of a prof! ssional studio. the 488 may be 
the ultimate demo recording machine. 

NUM helm el In 4114 um II Oa— 

• Includes phantom power Ice use with high-quality condenser 
microphoneo. 
• Built-ir mixer features low-noise circuitry, with 12 inputs 
and 2 group busses. There is a separate input for your stereo 
master recorder. 
• Each of the 8 main input channels includes individual 3-band 
equalizers. You get Hi and Low shelving Eas, plus a semi-para-
metric sweepable midrange E0. 
• Unique multi-mix mode with the capability of handling up to 20 
inputs at mixdown 

• The only 8-track cassette that mffers servo controlled tape 
transport complete with electronic braking Equipped with a 
high-performance Hysteresis Tension Servo Controlled (HTSC) 
tape transport, the 488 deliver, bete' sound than the first 8-
track reel-to-reel machines. 
• HTSC maintains precise and consistent tape tension from the 
beginning until the end of the lepolt etually dynamically 
adjusts the back tension on the tape e it moves from one end 
to the other, allowing precise I. icatins capability. 

PBM 5 II 

ALESIS 
Monitor One 

Near Field Studio Reference Monitor 
Designed by engineers with decades of experience, the award win-
ning Monitor One provides the last critical link in the recording 
studio's signal churn: giving you an accurate reproduction of what 
is being recorded 
• Delivers excellent image and transient reproduction, powerful 
bass, and smooth, extended high frequency detail. 
• Exclusive SuperPort speaker venting technology eliminates the 
"choking effect of pod turbulence for solid high-power bass 
transients and extended low frequency response. . 
• Ferrol laid cooled 1" silk-dome driver eliminates the harshness 
and ear fatigue associated with metal or plastic tweeters, making 
it easy to mix on for extended periods. 
• Monitor One's powerful bass incorporates a proprietary 65" low 
frequency driver with a mineral-filled polypropylene cone and a 
1.5" voice coil wound on a high-temperature Kapton former. 
• They come in a mirror-image left/right pair covered with a non-
slip rubber textured laminate for stable mounting. 

Monitor Two 
Mid Field Studio Reference Monitor 
With much of loday s popular music demanding more bass 
louder volumes than a 
small near held monitor 
can possibly produce—the 
Monitor Two delivers—at a 
phce no higher than many 
of these smaller speakers. 
• Utilizes a 10' three way 
speaker design with a 
unique asymmetrical 
crossover la maintain the same accurate tonal balance and 
imaging of the Monitor One—but with a much larger sound held 

• 10'' low frequency driver incorporates Alesis' SuperPort speaker 
technology to provide powerful, extended bass. 

• 5" mid frequency dhver offers exceptional mid frequency detail 
• 1" silk dome high frequency driver delivers a broad but natural 
frequency response from 40Hz to 18kHz. 
• Covered in a non-slip rubber finish. the Monitor Two comes in a 
mirror imaged pair for mixing accuracy. 

The PBM II Series is the industry standard for reference moni-
tors. They feature advanced technologies such as variable thick-
ness, injection molded cones with nitrite rubber surrounds and 
the highest quality components including polypropylene capaci-
tors and carefully selected indicators. With a Tannoy monitor 
system you are assured of absolute fidelity to the source, true 
dynamic capability and most important. real world accuracy. 

• Custom iniection-molded bass driver with a nitrite rubber 
surround for extended linearity and accurate low frequency 
reproduction They are better damped for reduced distortion 
and exhibit more naturally open and detailed midrange. 
• Woofer blends seamlessly with the tr polymide soft dome 
ferro-fluid cooled tweeter providing extended bandwidth tor 
extremely precise sonically-balanced monitoring. 
• Designed for nearfield use, the PBM 5 II cabinets are produced 
from high density medite for minimal resonance and features an 
anti-diffraction radiused front baffle design. 

PBM 6.5 II 
• Transportable and extremely powerful, the PBM 6.5 Ills the 
ideal monitor for almost any protect production environment. 
• 6.5' lowlrequency driver and 3/4- tweeter are fed by a completely 
redesigned hardwired hand selected crossover providing uncore 
promised detail, precise spectral resolution and flat response 
• Fully radiused and poned cabinet design reduces resonance and 
diffraction while providing deep linear extended bass. 

PBM 8 II 
• High tech 1" soft dome tweeter with unmatched pattern 
control and enormous dynamic capability. 8" driver is capable 
of powerful bass extension under extreme SPI demands. 
• Hard wired crossover features true bi-wire capability and utilizes 
the finest high power polypropylene capacitors and 
components available. 
• Full cross-braced matrix medite structure virtually eliminates 
cabinet resonance as a factor. 
• Ensures precise low frequency tuning by incorporating a large 
diameter part featuring laminar air flow at higher pon velocities 

PISE READER SERVICE CARD FOR MORE INFO 
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OVERNIGHT AND RUSH 
SERVICE AVAILABLE 

E-Mail at 76623.570@compuserve.com 

CARVER 
CA-400/CA-900 
Stereo Power Amplifiers 

Designed from the ground up for fixed installation applications. the 
CA-400 and CA-900 are manufactured under the most stringent 
quality control procedures and are backed up with a full five year 
warranty covering all parts and labor. 
• 3-position barrier strip screw terminal inputs can be used with 
balanced or unbalanced lines 
• Independent CH 1 á CH 2 level controls with 11 detested positions. 
• Dual mono mode for operating both channels with a single 
mono input. 
• Bridged mono mode for combining the power of both channels 
into a single higher powered channel. 
• Internally configurable for parallel mono mode, for single channel 
low impedance operation. 
• Internal jumpers to bypass Left and Rght Level Controls. 
• Internal connection points for add-on accessories like the 

optional Balanced Transformer Kit 
• Independent CH 1 and CH 2 speaker relays will instantaneously 
disconnect if fault conditions such as over temperature, short Cll 
cult or DC offset is detected 
• Power Ready, Signal Present and Clip/Protect indicators 
CA-400 features: 130W per channel into 8 ohms, 

200W per channel into 4 ohms 

CA-900 features . 325W per channel into 8 ohms, 
450W per channel into 4 ohms 

Stewart 
Power 

Amplifiers 

PA- 1000 

PA- 1400 

PA- 1800 

• High frequency switch mode power supply fully charges 120.000 
times per second ( 1000 times faster than most power supplies) 
requiring far less capacitance for filtering and storage. 
• High speed recharging also reduces power supply "sagging" that 
afflicts other designs. 
• Incredibly efficient. 5 PA- 1000 or PA- 1400's (4 PA- 1800's) can 
be run on one standard 20 amp circuit No need for staggered 
turn-on configurations or other preventive measures when using 
multiple amp set-ups 
• They produce smooth and uncolored sound, while offering very 

full detailed low end response and tons of horsepower 
• Each amp carries a full 5 year warranty on parts and labor 

PA-1000 weighs 9 lbs, is 15" deep and occupies one standard rack 
space. Delivers 1000 watts into 451 when bridged to mono. 

PA-14110 weighs 16 lbs, is 15" deep and takes 2 standard rack 
spaces. Delivers 1400 watts into 451 when bridged to mono. 

PA-11100 weighs 17 lbs, is 1r deep and takes two rack spaces. 
Delivers 1800 watts into 453 when bridged to mono. 

Performance Series 
Amplifiers 

Performance Series 1 
300 Watt Power Amplifier 

• Measuring only 3.5 inches high and weighing 26 pounds, the 
Series 1 delivers more than 150 watts per channel. 
• Its welded steel chassis is unbelievably strong while a custom 
heat sink extension provides exceptional thermal capacity 
• An internal fan provides quiet background noise levels for critical 
monitoring applications and when pushed hard the cooling sys-
tem insures continuous cool operation even in the most 
demanding situations. 
• Active balanced inputs with both OLA and ve phone jacks 
• Supplied with quality 5-way binding posts for highly reliable 
speaker connection. 
• Front panel handles are reversible for either rack mount installa-
tion or easy handling. 
• LEDs are provided for signal presence and clip indication: the 
detented gain controls have large knobs for easy front panel 
adjustments 

Performance Series 2 
600-Watt Power Amplifier 

• Same as above except the Series 2 weighs 32 pounds and deliv-
ers more than 300 watts per channel 

Performance Series 4 
1200-Watt Power Amplifier 

• Same as above except the Series 4 weighs 53 pounds and deliv-
ers more than 600 watts per channel 
• Has a switch selectable clipping eliminator that prevents damage 
to the speakers 

SAMSON® MIXPAD 9 
Ultra-Compact 9-Channel Audio Mixer 

A remarkably compact 9-channel mixer. the MIXPAD 9 otters professional audio performance and a wide 
range of user-intensive features It boasts low noise and distortion specifications, includes wide-range 
gain trim controls for both mic and line inputs and provides exceptionally low group delay over the full fre-
quency bandwidth for a more transparent, open sound. It also has a very high slew rate—usually found 
only on larger, more expensive mixing consoles—allowing it to react very quickly to transients and main-
tain a crisp, articulate sound. It offers phantom power (48v) for use with condenser microphones and an 
in-line power supply eliminates magnetically-induced hum. 

▪ mic/fine inputs and 3 stereo channels (total 9 inputs). 
•2 auxiliary sends for effects and two Stereo returns. 
-Independent 2-band shelved E0. pan control for mono chan-
nels and balance control for stereo channels. 

-Adjustable mic input trims allow use vath a ode variety or mics 
-Phantom powered SLR due input connectors 
-Peak LEDs for left and right main outputs 
*Extremely durable. extruded aluminum chassis. 

MICRO SERIES 1202-VLZ 
12-Channel Ultra-Compact Mic/Line Mixer 

Usually the performance and durability of smaller mixers drops in direct proportion to 
their price. Fortunately. Mackie's fanatical approach to pro sound engineering has result-
ed in the Micro Series 1202-VLZ. an affordable small mixer with studio specifications and 
rugged construction. It delivers no-compromise. non-stop. 24-hour-a-day professional duty 
in permanent PA applications, TV and radio stations, broadcast studios and editing suites— 
where nothing must ever go wrong. 

• Working S/N ratio of 90dB, distortion below 0.025% across the • Switchable phantom-powered (48v) inputs lc, ccedenser mico. 
entire audio spectrum and .28 dB balanced line drivers. • Every input channel has a gain control, pan pot. low E0 at 80 
• 4 mono channels with discrete, balanced balanced micAine Hz. high EC) at 12.5 kHz and two aux sends with 20dB gain. 
Inputs and 4 stereo channels ( 12 inputs total). • Master section includes two stereo returns. headphone level 
• Line inputs and outputs work with any line level, from Iostro- control and metering. 
ment level, to semi-pro • 10d13, to professional .4dB • Sealed rotary pots resist and other conswninalts. 

MS1402-VLZ 
14 x 2 Compact Mic/Line Mixer 

Mackie's fanatical engineers have done it again Balanced inputs and outputs, 3-band 
AFUPFL and deluxe tape monitor/Control Room feature Nice long 60mm faders. 

six studio-quality mic preamps and extra Alt 3-4 stereo bus—in less than 1.3 square 
feet of space 
• Studio grade mic preamps (chs. 1-6) with high headroom, low 
noise and phantom power. Also incorporate low cut filters to 
cut mic handling thumps, pops and wind noise. Lets you safely 
use low shelving EU on vocals. 
• Trim controls (ch. 1-6) with ultra wide range (. 10 to -40dB) 
handle everything from hot digital multitrack feeds to whisper-
ing lead singers and older. low output keyboards. 
• Pan control with constant loudness and high UR attenuation 
so you can pan hard left or right without bleed-through. 
• Two aux sends per channel with 15dB extra gain above Unity. 

The new MS- 1202. 1402 and 1604 all Include VOZ (Very Low Impedance) circuitry at critical sig-

nal path points. Developed for Mackie's acclaimed 8-Bus console series. VOZ electively reduces 

thermal noise and minimizes crosstalk by raising current and decreasing resistance. 

• 60mm log-taper faders are 
accurate along their whole length of 
travel and employ a new long-wearing ontact 
material for longer fader life & uper resistance ro dust, smoke etc. 
• Control room/phone matrix adds incredible tape monitoring, 
mixdown and live sound versatild y. 
• Mute switch routes channel output to extra ALT 3-4 stereo bus. 
Use if for feeding multitrack recorder channels creating a sub-
group via controlroom/phones matrix. monitoring a signal before 
bringing it into the main mix or creating a " mix minus" 
• Solid steel chassis instead of aluminum or plastic. 

CR-1604 VLZ 
16-Channel Mic-Line Mixer 

The hands-down choice for major touring groups. studio session players, as well as 
broadcast and sound contracting The new CR-1604 VLZ features everything you 
would expect from a larger console, and then some! 24 usable line inputs with special 
headroom/ ultra-low noise Unityplus circuitry. seven AUX sends, 3-bandEO, constant power pan 
controls, 10-segment LED output metering and discrete front end phantom-powered mic inputs. 
• Lowest noise and highest headroom ( 90 dB working S/N and • True 4-bus design with channel assigns to 1-2. 3-4 or main L-R 
108 dB dynamic range). Many drummers consider it the only • 3-band El) with mid-frequency sweep a- id low cut switch. 
mixer capable of handling the attack and transients of acoustic • AFUPFL solo and mute switches with o--erloac andsignal pre-
and electronic drums sent indicators 
• Genuine studio-grade phantom powered, balanced input mic • Rear panel features include insert points and 114-inch /XLR con-
preamps on channels 1-6. Ad CR-1604 VLZ (and optional XLR10 nectors on every channel, as well as RCA tope nputs/outputs. 
for ten mom) discrete input mic preamp stages incorporate four • New, standard size channel trim pots are found at the top of 
conjugate-pair. large-emitter geometry transistors So, whether each channel. 
recording nature sound effects or heavy metal. miring flutes or • Rotary input/output " pod" allowing three ddleient positions for 
kick drums you gel the quietest, cleanest results possible set-up 

TAS CA M 
M2600 FAKII Series 
16/24/32-Channel 8-Bus Mixers 

LOW NOISE CIRCUITRY 
• Combining completely redesigned low noise circuitry with Absolute 
Sound Transparency" the M-2600 delivers high-quality, extremely 
clean sound. No matter how many times your signal goes through the 
M-2600. O won't be colored or altered. The signal remains as close to 
the original as possible The only coloring you hear is what you add with 
creative Et) and your outboard signal processing gear. 
• Double reinforced grounding system eliminates any hum. 
World-class power supply provides higher voltage output for 
better headroom and higher S/N ratio. 

PREMIUM QUALITY MIC PRE-AMPS 
• The M-2600's mic pre-amps yield an extremely low noise floor. 
enormous headroom and an extremely flat frequency response. 
It also increases gain control to an amazing 51dEl. Plus. you get 
phantom power on each channel. 
• Accepts balanced or unbalanced 1/4' inputs, and low- imped-
ance SIR jacks. Better still, the TRIM controls operate over a 
51d8 input range. For the hottest incoming signals, all it takes 
is a press of the -20 dB PAD button atop each channel strip to 
bring any signal down to manageable levels. Plug in anything - 
keyboards, guitars, basses, active or passive microphones. 
samplers and more. 

THE BEST AUX SECTION IN THE BUSINESS 
Versatile AUX section has 8 sends total, 2 in stereo Send signal 
in stereo or mono, pre-or post-fader Available all at once Return 
signal through any of 6 stereo paths 

FLEXIBLE EO SECTION 
Bi-directional split EC) means you can use either or both ED sec-
tions in the Monitor or Channel path...or defeat the effect alto-
gether with one bypass button. Other comparably priced mixers 
will lock the shelving mix into the Monncr path only, limiting 
your EC) application. 

ADVANCED SIGNAI. ROUTING OPTIONS 
Direct channel input switching Assign te one of eight busses, 
direct to tape or disk, or to the master stsreo bus Because the 
group and direct-out jacks are one and tie same, you can select 
either without repatching. 

ERGONOMIC DESIGN 
The M-2600 has a big studio feel. All buttons am tightly spring 
loaded, lock into place and accomodate even the biggest fingers. 
The faders and knobs have a tight, smooth "expensive" feel and 
are easy to see, reach and manipulate. Cnnter detests assure 
zero positions for Er) and PAN knobs. Smooth long throw 
100mm faders glide nicely yet allow you to posibon them secure 
ly without fear of accidentally slipping to another position 

Panasonic 
SV-3800/SV-4100 
Professional OAT Recorders 

Designed for professional applications. the SV-3800/SV-4100 
have highly accurate and reliable transport systems with search 
speeds up to 4000 normal, and 20-bil D/A converters to satishy 
the highest professional expectations both in terms of sound 
and functionality. 

SV-3800 Features: 
• Recording via analog inputs offers sampling rates of 44.1 or 
48kHz. When recording through digital inputs, it automatically 
clocks to incoming frequencies of 32/44.1 or 48kHz. 
• XLR-balanced digital inputs/outputs plus consumer format 
coaxial and optical inputs/outputs. SIR-balanced analog 
stereo inputs/outputs. Output level is selectable between .4db 
and - 10db. The input level is .40b 
• Bunt-in shuttle wheel has two variable speed ranges, 3 to 15y 

in Ray mode and 112 to 3x normal speed in Pause mode . 
• High speed transport enables searching up to 250m normal 
speed. Search up to 400x normal speed is possible once the 
tape has been scanned in Play. FF or REV mode. This ensures 
access to any point on a two-hour OAT in under 30 seconds 
• Ramped record mute and unmute with three seconds fade-in 
and five seconds fade-out provides automatic level changes at 
the start and end of a recording. 
• Comprehensive display includes program numbers. absolute 
time, program time, remaining time and Table of Contents 
SV-4100 Has all the features of the 5V-3800 Plan—. 
Offers enhanced performance required for professional produc-
tion, broadcast and live-sound systems Features such as 
instant start, external sync capability and enhanced system 
diagnostics make the SV-4100 the DAT quality standard. 

FOSteX 
D-5 

Digital Master Recorder 
With professional features and a consumer 

price tag. the D-5 satisfies a lot 
of requirements. It records or 
playsback four hours of music, 
includes optical and digital 
input/output. and TOC func-
tions that are as easy to use as 

a CD player It's also equipped with 
basic pro features such as ID editing func-

tion. GPI and XLR connectors and 3000 speed 
locate and search functions. 

• Playback/record audio w'0632144 f/48 kHz sampling in SP 
(standard play) mode. Equipped with LP (long play) mode, it 
can play/record at 32 kHz up to 4 hrs. on a 120 minute cassette 
• Analog interface includes switchable (.4dB/-10dB) balanced 
and unbalanced SLR inputs and outputs. 
• AES/EBU digital interlace (SIR) for professional use and opti-
cal (S/PDIF) input/output for consumer/semi-pro connections 
• 5-pin GPI input connector allows Play, Stop & S- ID search to 
be implemented through commands from an external source 
• Records CD-0 code sync ID, enabling precise music start up 
When performing digital signal transfer from CD through it's 
optical input, the 05 precisely records S-IDs according to the 
track number and index information of the CD-0 code So even 
if there is a break in the middle of a song or there isn't a non 
recorded section between two songs, you can locate to the S-
ID location leg beginning of song) precisely. 

D-10 
Digital Master Recorder 

• Switchable 44.1 and 48kHz sampling frequecies 
• Analog interface includes switchable SIR-balanced (.4dB) 
and unbalanced RCA -( 10dB) inputs and outputs. 
• Equipped with and OLA-balanced AES/EBU digital interface and 
optical (S/PDIF) inpuVoutput conforming to IEC consumer 
• Built-in 8MB RAM (4 MB x 2) offers instant start as well as 
scrubbing at 1m/second accuracy. 
• Advanced jog/shuffle for precision cueing and monitoring. 
• Auto Cue provides automatic locating to the exact start of 
audio modulation during ID search and tape loading. 
• Universal GPI input/output enables easy and fast assemble 
editing, based on A-time between a pair of D- 10s. 
• Switchable 2-position reference level: - 12dB/-20dB. 
• Start and Skip IDs as well as up to 799 P-NOs can be recorded 
and played back. 
• 10-digit key-pad lets you store and recall 100 cue points 
• Continuous or peak reading level meters can display available 
headroom with an accuracy of x0.1dB. 
• Reads and displays A-time or Pro R-time, also provides PCM 
monitoring. 
• Optional 8333 interface card adds imecode and RS-422 (X 2) 
functionality to the D-10: 

-Reads an external timecode and records on the sub-code area 
-Reproduces and outputs the timecode from sub-code area 
-Switchable RS-422 and ESbus protocols Using the ESbus, up 
to 16 D-10s can be daisy chained 
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TO INQUIRE ABOUT YOUR ORDER 

800 221-5743 • 212 807-7479 

OR FAX 24 HOURS 212 366-3738 

119 WEST 17TH STREET, NEW YORK, N.Y. 10011 

Store & Mail Order Hours 

Sun 10-4.-45 • Mon & Tues 9-6 e Wed & Thurs 9-7 15 • Fri 9-2 • Sat Closed 

EQUIPMENT ILEASING AVAILABLE 
PHOTO - VIDEO - PRO AUDIO 

TASCAM 
DA-PI Portable DAT Recorder 
• Rotary two head du, , 
two direct drive motors • • 
best transport in its class 
• ALP- balanced micrtine input. 
(with phantom power) acceptl 
signal levels from -60.18 to .4013. 
• Analog line inputs 8 outputs ( unbalanced) plus S/PDIF (RCA) 
digital inputs and outputs enable direct digital transfers. 
• Uses next generation AID 8 D/A converters for amazing quality. 
• Supports 32J44.1/48kHz sample rates 8. SCMS-free recording. 
• Included m its design is a MIC limiter and 20dB pad to achieve 
the best possible sound without outside disturbances 
• TRS jack 8. level control to monitor sound with any headphones. 
• Built tough, the DA-P1 is housed in a solid. well-constructed 
hard case It includes a shoulder belt AC adapter 8. 1 battery.  

SONY 
TCD-D8 

DAT Walkman Player/Recorder 
• Long Play (LP) mode allows 4 
hours of record/playback 0112-bit 
audio on a single DAT cassette. 
• Equipped with digital coaxial and 
optical input connector. Also has 
analog Mic and Line inputs. 
• High-speed Automatic Music 
Sensor search function finds 8 plays tracks, skips forward or 
back up to 99 tracks, all at 100x normal speed. 
• Digital Volume Limiter System increases listening comfort 8 
sound quality by automatically adjusting for sudden level changes. 
• Two-speed cue-review lets you hear sound while player is in 
last- wind modes, up to 3x or 25x normal speed 
• LCD display with backlit windows clearly shows recording 
level, track number. operating status and 4-segment battery 
indicator, even re low ambient light conditions. 
• Optional 9M-D3K System Adapter Ka for complete digital 
interlace. It has Input/output connectors for both the optical 
cable 8 the coaxral cable Also includes a wireless remote control. 

TCD-D10 PRO II 
Portable DAT Recorder 

• Has balanced XLR input, switchable 
mic (-60dB) or line (+4OB) 
inputs A 12-pin digital con-
nector provides interlacing 
with AES/EBU digital sig-
nals of 32/44.1/48.0 kHz 
sampling rates. 
• Comprehensive sell-diagnostics func-
tion constantly monitors the rotation of the 
head drum, capstan and reels the tape transport mode and 
load/unload time are continuously checked as well. 
• Up to 99 start lbs can be recorded in the subcode ares When 
the record button is pressed, the start ID is recorded automati-
cally for 9 seconds. During recording, it can also be added 
manually to any position of the tape. Search for start IDs is 
1000 normal speed. 
• 20-segment digital peak level meters include overload indica-
tors Closely tracks input signal for accurate level indicabons. 
• During playback, the date and time of recording is displayed. 
• Has a record-level Inner with a fast attack time of 300ms. Me 
anenuator prevents distortion by suppressing signal level 20 dB. 
• Immediate playback is possible through a built-in speaker 
• Supplied wired remote controller also accepts a ma holder. 
Two min stand screw adapters are also supplied 
• Supplied NP-22H rechargeable battery provides 1.5 hours of 
operation. Optional NPA-D10 battery adapter enables 1 hour on 
AA batt Supplied ACP-88 AC adapter operates on 100-240v 
50/60 Hz. 

PORTADAT 
PDR1000/PDR1000TC 

Professional Portable 
DAT Recorders 

• Direct drive transport with 4 heads for confidence monitoring 
• Balanced XLR min and line analog inputs and two RCA analog 
line outputs Digital inputs and outputs include S/PDIF con-
sumer (RCA) and AES/EBU balanced XLR 
• LOS/Right channel min input attenuation selector(OdB/-30dB) 
• 48v phantom power, built-in limiter 8 internal monitor speaker. 
• Illuminated LCD display shows clock and counter, peak level 
metering, margin display, battery status, ID number, tape 
source status and machine status. 
• Supplied Nickel Metal Hydride rechargeable battery powers the 
PDR1000 for two hours the battery has no "memory effects' 
and is charged in two hours with the supplied AC 
Adapter/charger. 

PEIR1000TC Additional Features: 
In addition to all the features of the PDR1000 recorder, the 
PDRIOOOTC is equipped to record, generate and reference to 
time code in all existing international standards 
• All standard SMPTE/E131.1 time codes are supported, including 
24. 25. 29 97 ( drop frame and non-drop frame) and 30 fps 
• External syncronization to video field sync and word sync 

POWERFUL EDITING 
• Time ..ompresWin. pitch compression 
• Completely non-destructive cutting, 
erasing. copying 
• Very ast looping for music or 
ambiance editing 
• Scrub preview and preview to, 
from and theu 
• Six levels of wrvsform zoom 
• Optional RS-422 interface ( 1310-8000! 
for 9-pin cortnel from video editor 

FLEXIBLE I/O STRUCTURE 
• Full cbgital patch bay 
• Stereo ALX senil buss 
• Two stereo AUX returns 
• Urea: channel mats 
• Made stereo nreut and two digital 
stern' outputs 
• Four "alanced realm) inputs with gain 
contras and feu balanced analog out. 
puts eth option for 4 more 

FULL AUTOMATION 
• Dynaom and snapshot automation of 
leve , pan, 2-band ED, including 
heron ncy seem boost and cut 
• Mimoscope edding of automation dat 
• Phas.. level edoiog of level. crossfade 
and fade in/out 

DM-800 
Digital Audio 
Workstation 

the DM-800 is a compact, stand-alone multi-track disk 
recorder that provides an amazing array of features at 
an unbelievably low price. Whether for music produc-
tion, post production or broadcast. 
the DM-800 will make your work simpler, faster, more 
productive and more profitable. A full function worksta-
tion. the DM-800 performs all digital mixing operations 
from audio recording. to editing. to 
track-bouncing, to final mixdown. It fully supports 
SMPTE and MIDI time codes and also features a built-
in Sample Rate Resolver to synchronously 
lock to any time code. 

TRIGGER FEATURES: 
• Trigger mode to play any combination 
of 8 tracks for vocal fly um or sound 
effects placements 
• Advanced trigger mode tor live opera-
tion with preset or dial up cue of phras-
es to be played one afte- another 

MIDI FEATURES: 
• MIDI machine control 
• Internal tempo maps 
• Accurate editing by bars and beats 
sub-beats 
• MIDI clock and song pm ilion 
pointer output 
• 8 MIDI triggers for instant phrase 
playback HIGH DUALITY SOUND 
• MIDI trigger of record acd punch in/out • Sampling rates of 48/44.1/32 kHz 
• Tempo maps from external sequences. • 18- Bit A/D and DIA with 128 and 
MIDI or tap input. 8 times oversampling 

• 24-bit internal processing 
ACCURATE SYNCHRONIZATION 
• Frame accura:e sync to any time code VIDEO OUT 
• Locks to MTC • Composite, S-video. digital ROB output 
• Generates and reads all types of • All track overvrew with infinite level of 
SMPTE, including 24.25 29.97 (Drop/ project zoom 
non-drop) and 30 frames per second • Views of phrase and waveform editing 
• Incoming SMPTE reshaped to output • Very accurate level mMeters 
lack • Track status and time location 

RECORDING OPTIONS 
• Records to standard SCSI hard drives 
• Up to 24 hours recording time possible 
• Uses Magneto Optical or Syquest dri-
ves for fast protect changeovers 
• Optional internal 2 5-- Drives for 
portable operation 

PROJECT CATALOGING 
• Up to 150 projects on line at once 
• Easy cataloging of sound effects and 
projects 
• Easy transfer of sounds from one pro-
ject to another 
• File compatible with DM-80 

ALESIS adat xt 
8-Track Digital Audio Recorder 

An Incoditly affordable tool the new ADAT-XT sets the standard in 
modul ir digital -rultdrack recording. With new features 8 enhanced 
capaeltes. the ADAT-XT operates up to four times faster than the 
origina ADAT, ems an intelligent software-controlled tape trans-
port and provides onboard digital editing and flexible autolocabon. 

Stunning Audit. 
• Ince.00rates Oddity 18-bit. 128 X oversampling AID 
converters which provide better-than ED audro quail!), 
• For cutouts. toe EVA corverters provide 20-bit. Be oversampling per-
formance for.: ' latter frequency spectrum, improved phase response 
and much less aw-amplitude distorter'. 
• Frequency response is 20 Hz to 20kFt 10.5dB. S/N ratio is greater 
than 92d3, crcstalk between channels is better than -90484 lkHz 

Flexible Inputs and Outputs: 
• Servc-balanc 56- pin [LCD connector operates at .4dB for inter-
facing with cm/roles with .4 dB balanced/unbalanced inputs/outputs. 
Also includes unbalanced - 10c1B inpuls/outputs (phono connectors). 
• Has in electromc patch bay built-in sir it can be used with stereo and 
4-bu: consols. 
• Mu tiple Optic, Digital I/O can carry ap to eight tracks at orce com-
pletely in the digital domain. The diode I/O combined with the ADAT 
Syrchrorntati.a. Interface make it completely compatible with any 
ADA- -format 'acorder or other devices that use Alesis' proprietary 
Merl protocol. 

Digital Editor: 
• Maki- flawless apy/paste digital edits between machines or even 
vothin a single unit. A new Track Copy feature allows you to make a 
digital clone al any sack ( or group of tracks) and copy it to any other 
track (or grow; on the same recorder. Tins allows you to assemble 
corn:mete tracks for digital editing. 
• Use two or m-re ADAT-XTs and the Tape Offset feature lets you copy 
and !waste not any from track to track. but from location to location. 
Tape Offset assembles the elements of a project with a minimum of 
repetitive over dubbing lb changes the relative tape position of a 
slave XT to its ,raster. so you can "ffr audio to different locations on 
earl/lap.. 
• Tram: Delay feature allows you to delay the time reference of a track 
by tin to 170ms With Track Delay, you can easily change the groove 
OID lone Trek Delay is individually admstable on each channel and 

exr ellent for fixing slight timing errors n recorded tracks ( player 
lags belied 01 dishes the beat). In recordings with multiple micro-
phoras. you an time-algo each tract., precisely compensating for 
the spacing 5-tuneen mico with accuricy to 0.0001 seconds. 
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• 
Intelligent Transport: 
• Rewinds and fast-forwards up to to 4X faster than the 
original ADAT. 
• Advanced transport software contrnuously monitors 
autolocation performance and the head constantly reads 
ADAT's built-in sample-accurate time code—even in fast 
wind modes 
• Newly developed Dynamic Braking software allows the 
transport to quickly wind to locate points while taking 
every precaution to treat the tape gently. 

Onboard Autolocator with Auto Record: 
• Onboard 10-point autolocate system provides quick 
access to multiple tape locations. Four specialized locale 
pornts make your recording sessions quicker and easier 
• Auto Play automatically enters Play the moment any 
autolocation point is reached. Auto Return automatically 
rewinds at the end of a loop. 
• Auto Record function lets you automate punch-os/punch-
out times that are accurate to 1/1001h of a second. 
• Rehearse Mode allows you to enter or exit record modes 
without actually laying tracks to tape 
• To record on the fly, you can even use the individual 
Record Enable buttons to punch in and out of tracks. 
• Includes remote control with transport and locate func-
tions, offers a foolswitch lack for hands-free punch-in. 

Optional Accessories: 
• BRC Master Remote Control lets you command up to 128 
tracks from a single location. With 460 nameable locate 
points. SMPTE 8. MIDI synchronizatron 8 extensive digital 
editing power 
• AI-1 Digital Interface offers sample rate and digital format 
conversion between the ADAT-XT's Optical Digital 
Interlace and AES/EBU and S/PDIF formats. 
• AI-2 Synchronization Interface allows synchronization to 
video and film. The Al-2 offers compatibility with video 
recorders and editing systems (including Timeline's Lynx-
2 system) and can issue MIDI Time Code and translate 
MIDI Machine Control commands to the ADAT-XT. 

We Are Also Authorized For the Following... 

AMPEX 

o Apple 
audio accessories ..e 

egeg Sabine RIPeTIE. 

SAMSON' 

Digital 
Multi-Track Recorders 

TASCAM 

The first thing you notice about :he eight channel DA-88 is the size 
of the cassette - it's a small Flellmm video cassette. You'll also 
notice the recording time - up Ii: 120 minutes these are just 2 of the 
advantages of the DA-88's mnoverve use ol 8mm technology. 
• the ATF system ensures that there will be no tracking errors or 
loss of synchronization. The DA-88 doesn't even have (or need) a 
tracking adjustment. All eight hacks 01 audio are perfectly synchro-
nized. What's more, this system guarantees perfect tracking and 
synchronIzatron between all audio tracks on all cascaded decks - 
whether you have one deck or sixteen ( up to 128 tracks!). 
• Incoming audio is digitized by:he on-board 16-bit DIA at either 
44.1 or 48KHz The frequency •esponse is flat from 20Hz to 20KHz 
while the dynamic range exceeds 92dB 
• Execute seamless Punch-ins an Punch- outs. This feature offers 
programmable digital crasstados. as well as the ability to insert new 
material accurately Into tight spots You can even delay individual 
tracks, whether you want to generate special effects or compensate 
for poor timmg. 

Fosrex RD-8 
Based on the S-VHS format, th. RD-8 is designed for the home pro-
ject or professional recording turbo. Features Include up to 40 min-
utes of recording time on a single tape. noiseless punch-in/out, 
selectable sampling frequenue of 44.1 and 48kHz and pitch and 
track delay controls. Systems we expandable from 8 to 128 tracks 
and there are a wide variety of options available. 
• Full transport control is availale via the RS-422 port, providing 

full control right from your video bay. The RD-8 records at either 
44.1 or 48KHz and will perfore Pull-Up and Pull-Down functions 
for film/video transfers, The Track Slip Mature helps maintain per-
fect sound-to-pature sync and the 8-Channel Optical Digital 
Interlace keeps you in the digital domain. 
• The S-VHS transport in the 111-8 was selected because of its 
proven reliability, rugged con: truction and superb tape handling 
capabilities 8 tracks on S-VHS tape allow much wider track widths 
than is possible on other (lanai tape In-mats. 
• With its LCD and 10-digit drsolay panel the RD-8 is remarkably 
easy to control. You can reackly access 100 locate pmts. and 
cross-lade time is fully controllable mn machine to machine editing 
table of Contents data can be recorded on tape. 
• Since the RD-8 is fully ADAT i omphant, your machine can play 
tapes made on other compatible machines, and can be controlled 
by other manufacturers ADAT controllers. Your tapes will also be 
playable on any other ADAT ceck. 

SONY" 
PCM-800 

Based on the success of Sony". mutt-channel DASH-format 
recorders, the PCM-800 is an artordable and expandable 8-track dig-
ital system that employs H18 tape techno'ogy 
• Combines flawless sound quality, outstanding reliability and pro-
fessional audio Interfaung whh AES/EBU digital I/O and XLR ana-
log I/O connections 
• Combines all basic audio functions sum, as precise auto punch 
in/out digital cross fade technology, external synchronization with 
SMPTE/EBU time code and selectable sampling frequencies of 44.1 
and 48kHz. 
• Also features a shuttle dial fo- precise tape control, variable speed 
playback of 6% in 0.1% increments and a flat frequency response 
from 20Hz to 20kHz 
• Up to 16 PCM-800's can be anerated in perfect sync with optional 
RCC-S1 sync cables, providing up to 128 channels of digital audio 
recording and reproductron. 
• Optional DABK-801 Sync Board provides SMPTE/EBU time code 
generation and chase synchronization. It can be locked to the 
incoming time code with subhame accurate offset, which is ideal 
for audio-follow-video applications. 
• The PARC-801 also provides ..omplete video synchronization to 
external video reference egnal. 
• Optional RM-D800 provides comprehensive remote control over all 
functions of the PCM-800. The RM-D800 can control up to six 
units for up to 48 channels oldigital audio 

Minimum Shipping LISA (Except Al( á HI) $7.00, u to 3 lbs. Add tog for each additional lb. For ins. add 40c per $1113. 1996 BAH Photo Video. Not responsible for typogr phical errors. Prices valid suoject to supplier prices. 

USE READER SERVICE CARD FOR MORE INFO 
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-FROM PAGE 28. THE NEW ALCHEMISTS 

signal you want to work with ( if not 
every piece of audio), is still an integral 
part of the process. And even on the 
fastest computers. like Pentiums and 
Power PCs, these processes are s-1-o-w-
w-w. About the best ratio of processing 
time to tile length I've seen is 15 to 1. Of 
course, you never get it right the first 
time, so in real-world terms, you'll have 
to at least double or quadruple that. 

There's also a problem, sort of a 
basic philosophical flaw, in the concept 
of imposing expressiveness—whether 
it's time-, pitch- or level-based—onto an 
audio track after it's been recorded. In 
MIDI sequencing this is clone all the 
time, but to my ears (and this is some-
thing I try constantly to beat into my 
students' heads), an artificially expres-
sion-enhanced MIDI track is far inferior 
to one that was played expressively in 
the first place. When the basic track is 
audio, that problem multiplies. For a 
performance to be expressive, there 
must be audible feedback to the play-
er—singers or instrumentalists who can't 
hear themselves can't make those in-
stantaneous micro-decisions that deter-
mine how to impose their will on the 
instrument physically, and make the 
changes in the sound that we recognize 
as expression. This feedback loop is 
crucial, and it works even if it's highly 
convoluted: A church organist playing 
pipes 50 yards away can, once she gets 
used to the delay, be just as expressive 
on her instrument as someone playing 
a set of tablas in her lap. Interrupt that 
loop, and the performance suffers great-
ly. If you would like to see a pianist 
have a nervous breakdown, make him 
play an electronic keyboard in which 
the attack times of the notes are varied, 
very slightly, at random. 

When the loop is eliminated com-
pletely, performance parameters are in 
danger of losing all of their meaning. 
Do too much to the parameters, and 
they will sever any relationship they 
had to the original track. Reapply them 
to the original, and they will be irrele-
vant. Instead of a real performance, 
you'll end up with a stilted track that's 
neither fish nor fowl. 

But before you go away thinking 
that I consider all this stuff wc )rthless. let 
me say that the idea of putting a MIDI 
front end onto a pitch-shifting algorithm 
is fascinating. You can use it to bring 
new levels of complexity and immedia-
cy to sound editing. For example. if you 
have a sampled sound effect that you 

want to make into a musical instrument 
(a popular technique in commercial 
production these clays), you could put it 
into a sampler and play it from a 
sequencer, but each note will have dif-
ferent timbral. lo()p and vibrato charac-
teristics, and when you go more than a 
certain direction up or down, you will 
invoke the dreaded munchkin effect. lf, 

on the other hand, a pitch-shifting tem-
plate based on a MIDI sequence. com-
plete with volume and pitch-bend 
information, is laicl on the sound, the 
timbral qualities don't change in the 
same ways, and the effect can be, the 
result can still be ghastly, but we're talk-
ing sound effects here, not the New 
York Philharmonic. 

And there's nothing wrong with tak-
ing an audio track of a funky rhythm 
section, or even a piece of The Rite of 
Spring. and imposing a hip hop tempo 
map over it. if that's going to make your 
day. I doubt anyone will worry about 
whether it's being true to Stravinsky. 
When the quest for new sounds is more 
important than the need to preserve the 
fidelity of the original material, this kind 
of processing can be great fun, just 
don't try to make "Yellow Submarine" 

fit the beat of a Ramones track. There's 
way too much to lose there (and you'll 
probably get sued). 

So enjoy the dog-and-pony shows. 
and think about how AMAC can work 
for you—in your fantasies and in reality. 
It won't change your life, but once it 
settles down. and if you have some pa-
tience. it will add some neat tricks to 
your production arsenal. 

• • • 
I saw the movie Mr. Holland's Opus the 
other night, and it will probably be out 
on video by the time you read this. See 
it. The dialog is creaky, you can see the 
plot developments coming a mile away, 
you'll ‘'ant to scream, "Stop whining 
and get a MIDI setup!" at Richard Drey-
fuss' frustrated-composer character, and 
the music ( by Michael Kamen, who 
should know better) is drivel. But the 
point the film makes, that music trans-
forms and inspires people in an infinite 
variety of ways, is of the highest impor-
tance to all of us. And it expresses 
beautifully the fact that snatching music 
away from schoolchildren in phony 

austerity moves is shameful and ulti-
mately self-defeating. As the title char-
acter says, "You can teach them reading 
and writing, but without the arts, what 
are they going to write about?" 

Paul D. Lehrman writes at his original 
pitch and tempo. 
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-FROM PAGE 104, NASHVILLE'S ENGINEERS 

I said. " Play what back?" He said. 
"What we just did." I said, "You didn't 
start the tape recorder." [Laughs] 
What about studio design through 
the '50s and '60s? 
Hall: The dead sound] is what they 
were going for. Instead of natural 
acoustics, they just started dabbing 
things down with carpet on the walls, 
which I never did think was the right 
thing to do. I built the original Music 
Mill. \Ve did the first Alabama records 
there, which turned out to be pretty 
good. I don't think anybody here as a 
whole knew acoustics that well. There 
was some knowledge. but I know the 
guys from New York would come 
down or they would call. I was sort of 
an outsider, so they'd call me wanting 
to know this. I know when RCA Stu-
dio A put that carpet everywhere and 
they called me about it. I said that was 
a bad situation. 
Snoddy: I think this"dead sound" 
happened by accident, to he quite 
honest about it. I know the original 
Castle Studio was simply two hotel 
rooms with a little glass window in be-
tween. The room itself was a pretty 
live room. It just so happened that I 
think the acoustics in there were com-
patible with what they were doing. 
The records turned out to sound really 
good. A lot of that was simply trying 
it—if it doesn't work, you change 
something until you get it to where it 
does sound good. That was even true 
in the Quonset Hut. A lot of things 
were tried over there originally, and fi-
nally Owen decided he'd build a sepa-
rate little booth for the drums and the 
bass and kind of get them away from 
the vocals and the rest of the instru-
ments. It worked. That was a very in-
novative thing that he did in those 
days. 
Sparkman: When Columbia built the 
big Studio A up there [now Javelinal. 
that was probably the first studio in 
Nashville that had an acoustic-engi-
neered design. And it was the worst 
studio. They paid some acoustic engi-
neer out on the coast. The thing about 
it was this man was accustomed to en-
gineering concert halls. The idea in a 
concert hall is that you want to hear 
the sound in the back of the room as 
well as you want to hear it up in the 
front. And that's the way he built this 
studio. And that's not the way a studio 
should be built. You'd drop a nickel 
on one end and it would sound like 
World War III on the other end. 
Lockert: The echo chamber at the 
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Quonset Hut, though, is what got the 
Nashville sound started. The had an 
echo chamber that nobody could 
copy. And they came down from New 
York and everywhere else to listen to 
the echo chamber. You'd take them 
and show them where the echo cham-
ber was, and they couldn't believe it. 
Mort and Owen took a closet and a 
toilet in the back of that basement, 
partitioned it off. They went in there 
and coated that with about 15 coats of 
shellac. There was a wood folding 
chair in there, and I think a 639 mic 
sitting in there. There was an Ampex 
amplifier with tone control so you 
could change the tone of the echo 
chamber. That sat right in the middle. 
Nobody could go up and down the 
steps to the office during the session if 
you were using the echo because it 
would go into the echo chamber. And 
you couldn't flush the toilet. 
Bragg: That was probably preceded 
by dropping those mics down the 
stairwell at National Life. The studio 
was on the fifth floor of WSM. I don't 
know [who it was] decided that if we 
could get a little reverb going, mix it 
in a little bit. So one of them decided, 
well, we'll drop a mic down the stair-
well. There was a stairwell right out-
side the studio. Five floors, and there 
were elevators on each side on each 
floor, and the walls were hard. You 
could get a semblance of revert) by 
dropping that mic down there and 
feeding it on into a spare input on the 

console. 
Snoddy: There was one big hit record 
to come out of that studio at WSM, 
and that was " Near You" by Francis 
Craig. That record was a big hit record 
and later on was the theme song for 
Milton Berle. 
Mack, you founded Masterfonics. 
When did mastering become an 
issue in Nashville? 
Evans: Till 1972, discs would go 
straight to [the Columbia pressing 
plant at] Terre Haute. Plating and 
pressing up were done there. I guess 
the first mastering in this town was 
Mort [Thomasoes old Presto lathe. He 
had it at Bradley's in the Quonset Hut, 
Bill Conner had the lathe down on 
Broad. Mort had the one at Bradley's. 
Disc mastering lathes. CBS and RCA 
both had Scully systems in-house. 
Sparkman: Most of those masters, 
there was nothing much done to it. 
Because something could happen to it 
en route or whatever, you tried to get 
your mix and your sound and EQ and 
whatever you wanted onto your mas-
ter tape. There were some that were 
done where you played with the tape 
between the tape and the disc, but the 
sensible way to do it was to get your 
tape right and then go straight on to 
disc. 
Evans: In the late '60s, I was working 
at Music City Recorders, and they had 
an old Neumann lathe with an Audio-
phone cutting system. We were doing 
the recording for Sound Stage 7 
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Records, which was the R&B division 
of Monument Records. Basically, Scot-
ty would hand me the tape and say, 
"Go make it good." You then were ef-
fectively making changes from the 
original mix. We had equalizers and 
limiting compressors. Basically, that 
was all, but we also had cut-off filters 
to limit the range on disc cutting. The 
scourge of disc cutting is heavy bass, 
because it took up so much space on 
the disc. So if you had something that 
had a heavy bass sound to it, you 
would try to pull your cut-off filter up 
to a point where you were decreasing 
the lowest tone or the lowest frequen-
cy, but not damaging significantly the 
sound of that bass instrument. What 
we were trying to do was get away 
from any possible rumble or anything 
else that was recorded on that tape be-
cause that would create a waste of 
space on the disc. Just the whole con-
cept of mastering is get as much level 
as possible within the constraints of 
time. You can only put so much level 
for a given amount of time until then, 
you start limiting and EQ'ing to try to 
squeeze a little more on. 

CBS is the one that started true 

mastering here in Nashville, to the best 
of my knowledge, in the manner of 
cutting lacquers for a major record 
company. When CBS bought out 
Owen, they moved in lathes; at first it 
was mono, and almost immediately it 
was stereo. They had a tie-in with the 
Scully company where they used Scul-
ly lathes they had modified for vari-
able pitch and variable depth of 
recording. The idea that CBS tried to 
get across was that if you did what 
you were supposed to do in the stu-
dio, when you got it sounding right, 
then we'll bring it to the mastering 
room and we'll make a 1-to-1 transfer. 
The idea was to make that record 
sound exactly like the tape. So if you 
could achieve that, theoretically, you 
would have always the same-sounding 
record. That's theoretically. In practice, 
it didn't work out too well. 
Are you guys listening to country 
radio today? 
Evans: They all sound alike. 
Lockert: There's some feeling in mod-
ern country, but it's a different kind of 
feeling than what was going on when 
we were doing it. The problem is that 
all the artists sound alike. They seem 

to copy one another. Tell me where a 
Lefty Frizzell is today? 
What made his records different? 
Lockert: His sound—not the studio 
sound—is what made it different. 
Bragg: If somebody today blows a 
guitar string, the producer would au-
tomatically have a fit, and we'd have 
to overdub or recut. Back then, a little 
fret noise on the neck or a little ambi-
ence off here someplace often made 
the record. Nine times out of ten, 
they'd ask you how you felt about it, 
and if everybody was in agreement, 
cut that jewel out and send it off. 
Records today are absolutely perfect. 
Today they compile vocals, they'll take 
a piece here and a piece there, even if 
the guy couldn't sing it that way all the 
way through to save his soul. But on 
record it's perfect. I think there's a big 
difference in a perfect record and a 
record that's got some feel to it. Some 
of the records we made by necessity 
sounded more like the onstage perfor-
mances than today's records do. 
Sparkman: Let me tell you some-
thing: We used to have a lot of fun. 
We didn't make a lot of money but we 
had a lot of fun. 

_FIELD TEST - 

-FROM PAGE 1-2 lOPAZ 

EQ for the monitor section, so you 
don't have to worry about splitting the 
main channel EQ. I also liked having 
both Mute and Solo switches in the 
monitor section. Using its Merge button 
feature, you can treat the monitor sec-
tion as an independent submixer or 
merge it with the L/R mix. Having the 
peak LEDs near the channel faders 
makes them very easy to see. 

The studio and control room moni-
toring sections are flexible, with provi-
sions for playback of two tape 
machines without repatching. If you 
have near-field and main speakers, the 
two sets of speaker outputs allow you 
to switch easily between them. Com-
bine this with a flexible talkback sec-
tion, separate headphone level control, 
extensive group assignment capability, 
and a master Solo LED with level con-
trol, and you have a potent set of fea-
tures that make the Project 8 an 
excellent mixer for any project studio. 

The Project 8 sounds fabulous. From 
the moment I first heard it, I was im-
pressed by its sound quality. Even with 
the EQ set flat, I liked what the Project 

8 did to the sound. With virtually any 
signal that I tried with it, the Project 8 
imparted a very pleasing, slightly "com-
pressed," yet natural sound. It tended 
to make all my mixes sound like a 
"record," even with the EQ set flat. So 
yes, the Project 8 does have a distinct 
tonal quality, hut I like it. I felt it im-
proved the sound of my recordings and 
mixes. 

Another major plus for this hoard is 
its so-called " British EQ." Soundtracs 
has a winner with the EQ used on the 
Project 8. I can't say enough good 
things about it. The lows were tight 
without being boomy. The highs were 
crisp and airy, yet not shrill. The two 
mid-hands were well-defined without 
being muddy or harsh. In a word, the 
Project 8 equalization is musical. And 
you get six bands of it! The EQ is a 
standout in this fine-sounding mixer. 

The Project 8's mic preamps were 
very quiet. I used them with dynamic 
and condenser mics, and I was perfect-
ly satisfied with them for a mixer in this 
price range. 

The Project 8 also has plenty of 
headroom. I could always get ample 
gain for any signal I fed to the Project 8, 
yet I never encountered any distortion 

problems. The board is very quiet and 
is particularly well-suited for digital 
recordings. However, there was one 
slight problem. The peak LEDs on each 
channel tend to light at too low a level 
(that is, even though the peak LED was 
lit, I could still increase the gain quite a 
bit without hearing any distortion). The 
manual states that the peak LEDs 
should light 5 dB before clipping, but 
in fact they light at a much lower level. 
For example, when recording kick 
drum, the peak LED would be continu-
ously lit, yet no clipping was present. 

ERGONOMICS 
The Project 8 is attractive and well-laid-
out, with overall good construction. The 
board is raised in the rear and slopes 
down toward you, making most of the 
channel legends visible while providing 
adequate space to operate the controls. 
All the buttons on the board snap into 
place with a reassuring click and the 
height of the buttons makes it easy to 
determine whether a button is up or 
down. One nice touch is that all Solo 
and Mute buttons light up when de-
pressed. The actual buttons themselves 
light up, making it very easy to see ex-
actly what has been pressed. 
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FIELD TEST 

I also liked the feel of the faders. 
They were smooth, but not too loose-
feeling. However, there are no rubber 
coverings in the fader wells. Soundtracs 
said this was a design decision—if the 
rubber warps, it could interfere with 
the fader's travel. The knobs feel a bit 
flimsy, and sometimes it was difficult to 
find the center detents. 

Also, I would have liked the meter-
ing to have better resolution. I found 
the meters to be a bit finicky at times. 
When setting levels, I would be at -3 
dB, and just a slight increase in the 
level would light the OdB LED and 
would cause the +3 and +6 LEDs to 
flash on peaks. I also had a slight prob-
lem with my meter bridge, but Sound-
tracs assured me that the problem 
would be corrected when the final 
units shipped. I have now verified that 
the units that I have seen in stores have 
had the problem corrected. All in all, 
the Project 8 has a good look and feel 
for a mixer in this price range. 
I have a few minor complaints 

about the Project 8. First, there is no 
built-in talkback mic. Second, there is 
no Solo In Place. Third, you can only 
assign the effects returns to their local 
groups. Fourth, the +4/-10 settings for 
the tape ins and outs can only be 
changed internally. But these are minor 
problems, and you can work around 
them. However, I did find the Aux 
Send section to he somewhat limiting. 

As I mentioned, there is a dedicated 
channel cue send and a dedicated mon-
itor cue send. But only two (out of four) 
post-fader effects sends are usable at 
one time. And if you assign one of these 
to the Monitor section, you only have 
one post-fader send for the channel dur-
ing mixdown. With the low cost of 
today's effects units, I think that many 
people have more than two effects units 
available at mixdown, yet Project 8 only 
provides two simultaneous post-fader 
sends. I think a minimum of four post-
fader sends should be available at mix-
down for a board in this price range. 

However, Soundtracs says that fu-
ture Project 8s will be designed with in-
ternal links, configurable to use Aux 1 
and 2 as pre- or post-fader sends, al-
though Aux 2 will still be devoted to 
the monitor. And further, they will be 
set from the factory as post-fader sends. 
So according to Soundtracs, future Pro-
ject 8 units will have 4 post-fader sends, 
with one dedicated to the channel, one 
dedicated to the monitor, and two that 
can be individually split between the 

channel and the monitor, and the first 
two can be internally configured as 
pre-fader sends. But changing the de-
fault settings will involve disassembling 
the Project 8 and either cutting or sol-
dering the links. Other than the limited 
number of post-fader sends, I found 
the Project 8 to be a very well-thought-
out board with a host of useful features. 

The manual is relatively thick, but 
about half of it contains parts lists and 
schematics. Some of the information in 
the feature section is sketchy. For in-
stance, the entire description of the 
phase button states, "The phase button 
reverses the phase of the input signal 
to cancel out-of-phase conditions." But 
no information is given as to when the 
input signal might be out of phase and 
why you would want to cancel out of 
phase conditions. I realize the manual 
is not intended to be a primer on multi-
track recording, but since the Project 8 
is marketed toward the project studio 
market, more thorough descriptions are 
warranted, and a tutorial would be a 
nice addition. However, the manual 
has excellent sections on the principles 
of sound recording and hooking up, 
and technical information, as well as a 
helpful block diagram. 

HOME STRETCH 
The bottom line is that the Soundtracs 
Topaz Project 8 sounds great, has a 
good feature set, is attractive, ergonom-
ic and well-built, offering an optional 
meter bridge and VCA fader/mute au-
tomation, all at a very attractive price. 
But how attractive? U.S. retail pricing is 
as follows: 24-channel Project 8: $3,995; 
32-channel Project 8: $4,995. I would 
recommend the Topaz Project 8 to any-
one interested in a solid analog 8-bus 
in-line recording mixer. If you're look-
ing for an alternative to the Mackie 8-
Bus series of mixers, the Topaz Project 
8 may he just the ticket. 

(Special thanks to Danil Dreger, the 
manager of the Queens, NY, Sam Ash 
store, for loaning me power cables 
when my review unit arrived with ca-
bles, hut no plugs.) 

Soundtracs, Unit 21-D, Blenheim Rd., 
Longmead Industrial Estate, Epsom, Sur-
rey KT19 9XN UK; phone: 44/181/388-
5000; fax: 44/181/388-5050. • 

Dominick J. Fontana, an attorney in 
New York City, is the owner of Studio 
di Fontana, a multitrack/MIDI record-
ing studio. He is also a Sysop in the 
CompuServe MIDI/Music Forum. His e-
mail address is 74766.2154@compu-
serve.com. 
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—FROM PAGE 21, THE GOOD, 771E BAD & 771E UGLY 

of which converters you do use; the 
had is that the whole master word 
clocking issue is still kind of a mess. 
This means that when you need to si-
multaneously use multiple converters 
for such outrageous deviant behavior as 
multitracking, you might find that sys-
tems that claim to deal with this either 
don't, or do it poorly, with jitter and 
other clock troubles. 

The other audible problem is DSP 
code quality. As you search and shop 

A good system is 

so fast and powerful 

that it takes you past 

its learning cycle, past 

the reasons you bought it 

(increased productivity 

and versatility), 

all the way to a 

new plane: creativity. 

your way into this wonderful world, lis-
ten, too. See if the EQs are useful or just 
abuseful. Check to be sure that gain 
changes, fades, pitch changes and any 
other DSP sounds like you want it to. 
Remember, if you don't like it, they will 
fix it. They have to. 

THE UGLY 
\\, ell, most of you know that one of my 
companies designs workstations. Those 
who didn't do now. I have very strong 
beliefs concerning what they should 
look like, how they should work—and 
why. I have tried many design concepts 
and have, of course, done sessions on 
every DAW system that I could get my 
hands on. I am a working producer and 
engineer, so I have a real-world history 
to draw on. 

With that established, I must say that 
some of these DAW's interfaces are 
butt-ugly! Damn! What is the deal here? 
It seems that like so many other things 
in life, DAWs started out with a linear 
distribution of ugly, poorly thought out, 
nonintuitive interfaces, then better ones, 
still better, nice ones, and clever, well-
planned, beautiful ones. Then, as time 

went on, it's as if all the designs were 
thrown in a centrifuge and spun to ei-
ther extreme. There is nothing left in 
the middle, no "kind of nice," no "pret-
ty good." Now it seems there is only 
good or had. 
I am very pleased to say that finally. 

in this last season's offerings, there are 
some very nice interfaces. It's almost 
getting to the point where there is a 
good one for every bad one. While the 
bad ones show that the company could 
not possibly have a single real working 
musician or engineer on staff, the good 
ones show that their company's goal is 
to make a real working tool. They obvi-
ously have staff who care about this 
industry, and they probably tried count-
less interfaces in the real world. 

And while the had ones make that 
artistic statement, "I don't know about 
art, but I know how to ship fast," the 
good ones are solid, physical, tasteful 
and inherently usable. Unfortunately, 
these typically ship a little later. Just the 
field testing alone can take a year or 
more! 

Ah, hut the results. Some of the new 
systems out there are stunning. There 
are finally some people who care and 
understand what an interface must be 
to be useful. 

So if you have tried a DAW in the past 
few years, you might want to take an-
other look this year. They have grown 
up. The computers, their memory and 
the large drives needed for audio have 
all become much faster and less expen-
sive, so buying a home for your new 
DAW is not the shock it was just last 
year. Every DAW I design is better than 
the one before, and the same goes for 
most of the other designers. Strangely, 
only the ugly ones stay the same. 

The converter problem just takes a 
bit of planning to overcome; there is a 
lot of pressure for improvements 
there, and it is starting to show. It's all 
falling rapidly into place, with one ex-
ception: the control surface. Yes, this 
is a call to arms (again). If you go to 
the trouble to rally and demand good 
control surfaces, you will get them— 
from me and the others. And your 
DAW just might thank you by chang-
ing, before your very eyes, from inter-
esting to incredible. 

SSC wants you to demand good con-
trol surfaces so that he can have one 
for his own studio. He can't do it all 
alone (actually, sometimes he says he 
can, hut then be gets better). 

wecianiicome 
PROJECT STUDIOS 

, • 
AU THE BEST PRODUCTS 

AKAI, APHEX, AUDIO-TECHNICA, 
BEHRENGER, CROWN, DIGITECH, 

ELECTRO-VOICE, FURMAN, 
GENELEC, LEXICON, MACKIE, 

MARANTZ, SONY, SOUNDCRAFT, 
STEDMAN, TANNOY, TASCAM, 

TOPAZ, VESTAX 

ALL THE BEST PRICES 
Financing and leases available 

1-901-278-0500 

e  
STRINGS 
&THINGS 
IN MEMPHIS 

16.  la 

1492 UNION AVE. 
MEMPHIS, TN 38104 

UAL 11/:21/1/ CARD POR MORE 1\1 , , 

INC LIAbilsilerRoom 
Sound Isolation Enclosures 
SEE US AT NAMM BOOTH #1348 

Sound Isolation Rooms 
Vocal Booths 

Amplifier Isolation Enclosures 
Practice Rooms 

Tel: 423-585-5827 Fax: 423-585-5831 

116 S. Sugar Hollow Rd. 
Morristown, TN 37813 USA 
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-FROM PAGE 200, "POGUE MAHONE" 

Studios, which he says is quite a bar-
gain. "It goes out for about half the 
price of most London studios," he says, 
"because it's a control room and a stu-
dio. It has one loo, it has an electric 
toaster, a microwave, and that's it." As 
for the equipment, Raezor has an SSL 
4000 E console, with a G Series com-
puter, a Studer A820 tape machine, JBL 
main monitors and, as at RAK, NS-10s 
powered by Quad 520s. Brown has de-
veloped his own way of using all of the 
studio's speakers to full advantage. "We 
all know that NS-10s don't supply great 
information at the low end," he says, 
"so what I did one day is I linked up the 
two monitor systems, and I let the bot-
tom end of the JBLs bleed into the room 
a little hit. Now, if I were to sit you 
down in front of the console with both 
sets of monitors running, you wouldn't 
he aware that the JBLs were actually 
running. You'd just think, God, these 
NS-10s sound good.' Record companies 
love it. They go, 'That Steve Brown gets 
a really ridiculously good sound out of 
his NS-10s,' but I've got the JBLs bleed-
ing into the room as well, which supply 
very high end and very low end, which 
gives me good information." 

Though the recording process was a 

SEPTEMBER 1996 

Editing for the 
Big Screen 

Sound for 
Picture 
Digital Audio 

Workstations 

Orchestral Recording 

Regional Focus: 

Chicago 

Ad Close: 

July 8, 1996 

Materials Due: 

July 15, 1996 

highly collaborative effort, Brown says 
he and his assistant, Steve Musters, 
have little use for bandmembers during 
the mix. "They place the record in your 
hands, and that's it," Brown says. "I be-
lieve all bands should do that. Other-
wise, what's the point in paying some-
body to mix their record? I prefer to do 
five or six mixes and then get the band 
down to listen, and then they can 
spend half a day listening, and they can 
give me written notes as to what they 
think. Then, if I've got the inclination 
and the time. I'll go hack and do a re-
call and fix what they hear. But gener-
ally, I like to get the work done and 
under way and get stuff out to the 
record company and get a buzz going, 
and when you've got a big band like 
The Pogues, they've all got different 
opinions; it's as well not to have them 
all there. I don't mix by committee. 

"It was such a straight-ahead album 
to make," Brown says. "And may I say 
they were very professional—to a point. 
They'd get to about the ten-hour stage 
and then a few beers would start flying 
around. They'd think, well, we've done 
a day's work. Let's have a hit of fun. It's 
important for it to be fun. I'd work them 
pretty hard for days, and then I'd gauge 
how much they were enjoying it, and if 
it was beginning to look like work, I'd 
just throw a party in the studio. On Sat-
urday evening, regularly, we got to-
gether and got down, as they say— 
played the tracks loud, smoked some 
joints, drank some beer and basically 
had fun." 

-FROM PAGE 187, THE KENNEDYS 

miked with 57s on the snare top and 
bottom, an RE20 on kick, 421s on toms 
and 451s on overheads. 

The next stop, with DA-88 in tow, 
was Austin's The Woodshed to record 
another married couple: Peter Holsap-
ple (mandolin and backing vocal) and 
Susan Cowsill (backing vocal). The pair 
sang into a C-12 reissue, sent through a 
Focusrite preamp onto the Tascam ma-
chine. "We found that people we 
recorded were really relaxed and com-
fortable because they only drove 15 
minutes to the sessions," says Pete 
Kennedy. "they were just kind of hang-
ing out at their local studio. We were 
the ones who were doing all the travel-
ing." When they returned to the East 
Coast, The Kennedys went to Bias 
Recorders in Springfield, Va., to triple 
the male vocal part with John Gorka. 

"So at this point, we had almost all 
the ingredients of the song," Pete 

Kennedy explains. "And we had a 
demo guitar solo on there, too. We 
knew that The Byrds had done this 
song called 'She Don't Care About 
Time.' the B side to 'Turn, Turn, Turn,' 
back in 1965, with Roger McGuinn 
playing Jesu, Joy of Man's Desiring' on 
his 12-string. We had decided to use 
that as the solo for this song, too, so we 
got this brainstorm that maybe he 
would be willing to play the solo. 

"We got in touch with his manager, 
and sent the demo and a little cover let-
ter just saying, 'We know that you 
played this melody back in 1965 on a 
song. It's in our song, too. Would you 
be willing to come in and do it. We'll 
go wherever you are.' About a month 
went by, and we were at a tnickstop in 
Montana. We checked our messages, 
and lo and behold, it was his manage-
ment saying, 'Roger likes the song a lot, 
and he's willing to do it.' I don't know 
what the truckers thought—obvious 
East-Coast people jumping up and 
down at a truck stop saying `Roger 
McGuinn! Roger McGuinn!" 

The Kennedys recorded McGuinn's 
solo at Full Sail (Winter Park, Fla.). "He 
came over with his Rickenbacker," Pete 
recalls, "and tuned it by ear. A lot of 
people are afraid to try to tune a 12-
string at all. And in a few seconds he 
had it tuned, and he started playing 
along with the track. He plugged in di-
rect. He told us he played direct on al-
most all The Byrds' stuff. And he said 
his favorite sound with the Rick' was 
with real heavy compression. In fact, 
on his current Rickenbacker, he has 
compression built into it, and we used 
that. He went over his part a couple of 
times and did it perfectly. Then we 
went back and doubled it so we could 
split it into stereo." 

Pete Kennedy says that for most of 
the parts of this song they used Time-
Line Lynx timecode, but a few things 
they just synched by ear. "Life Is Large," 
as well as the rest of the album's 12 
tracks, was produced by Pete Kennedy 
and mixed by Jim Robeson on one of 
the custom API consoles at Bias 
Recorders—after Maura Kennedy and 
engineer Heidi Gerber spent several 
days flying all of the DA-88 tracks back 
onto 2-inch. 

"The DA-88s made the whole con-
cept possible," Pete says. "The masters 
for the whole album fit in a briefcase, 
along with a couple of sandwiches and 
a bunch of paperwork. So it was possi-
ble for us to go wherever our guest 
musicians were, and that helped with 
the whole feel of the album." 
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MAIIKE ACE 
The PML MS 2/8 represents a great 
value in MS stereo microphones' 
Their compact size, light weight, 
and excellent sound quality make 
them perfect for virtually any location 
recording task. All for the very reasonable 
price of $ 1,450. 

Zero THD offers a full range of PML microphones. 

Zero THD • 1710 West Fullerton 2nd FL. 
Chicago, ll 60614 
Phone: 312.665.9066 • Fax: 312.665.9067 
75407,1104@COMPUSERVE.COM 

GENUINF, STUDER. 

Why set& fir a copy when you can 
afford the original? 

TUDFR REM ACEMENT HFADS have always been the be:4 option for 
your Studer tape machine. They offer better frequency response and 

twice the life of third-party parts; they're rigorously testec; and there's 
the confidence of knowing there are real Snider parts in your headblock. 

In the past, Studer quality cost you extra. But now we can offer gen-
uine Studer heads at virtually the same prices as the imitations. Call our 
Nashville office at 615/391-3399 for full details. And get your hands on 
Genuine... STUDER 

PROFESSIONAL AUDIO EQUIPMENT 

H A Harman International Company 

615/391-3399 
Winidwide Distribution: Studer, Regrusdorf Switzerland +41 (Of I 4'70 75 11 

CD 8( Cassette Prices 
That Are Down To Earth! 

CD's 

500 -$ 1070 

1000-$1635 

CD Packages Include: 
Glass Master 
Full Color 2 Panel Booklet 
2 Color on CD Printing 
And Much More ... 

CASSETTES 

500 -$555 

1000 -$745 

Toll Free 

l-800-876-5950 
We Accept VISA/AmEx 

PREMIUM CUSTOM LOADED BULK AUDIO CASSETTES 
HIGH BIAS (TYPE II) CASSETTES FOR MASTERING AND/OR ORIGINAL RECORDING 

TDK PRO SA BULK 
UNLABELLED AND UNBOAED • MAGNETIC MEDIA CLEAR 5-SCREW SHELLS 

Ouantty C-10 C-20 C-30 C-45 C-60 C-90 C-100 

25-99 $0,31 $0.37 $044 $0,50 $0.61 $082 $0.90 

100-999 $0,28 $0.34 $0.40 $0.46 sess $0.77 16.90 

1000 • $0.25 $0.30 $035 $044 $052 $0.76 $0.87 

MAXELL XLII BULK 
UNLABELLED AND UNE19%ED • MAGNETIC MEDIA CLEAR 5-SCREW SHELLS 

OuarnIty 

25-99 

100-999 

1000. 

C-10 

SO 32 
SO 30 

$027 

C-20 

$0.37 

$034 

$0.32 

C-30 

$0.42 

$040 

SO 38 

C-45 

SO 54 

$0.49 

sa47 

C-60 

$0,61 

SO 58 

SO 52 

C-90 

SO 83 

SO 79 

SO 76 

C-100 

SO 90 

SO 90 

SO 87 

PREMIUM ROUNDED-EDGE ALL CLEAR NORELCO BOXES P 10.53 each 
12-up Noels 30e per thee AL, Unan was J.cerche 30. Pe, eh.. 

All oth•r lengths loaded ad aced al nexl News, length Loaded ae.d.,Y 1. Yod, 

NOW! RECORDING SYSTEMS, INC. 
32 WEST 39TH STREET, 9TH FLOOR, NEW YORK, NY 10018 
Telephone 2124E18-7800 • 800-859-3579 • Fan 212-788-9740 

a,:eDt VISA MasterCard • A-A, ta- E.c•ess UPS COD Gas, Only 
° •I ' • 

LEM Equipment Leasing 
DIRECT LENDERS 

SPECIALIZING IN AUDIO - VIDEO EQUIPMENT 

No Down Payment 
Application Only For Up To $50,000 

New at Used Equipment 

CALL: (800) 626- LFC 1 

CALL OUR FAXBACK SERVICE: (803) 363-5936 

APPLICATIONS, Q UALIFICATIONS, LEASE PROCESS 

ALSO APPLY FOR OUR $10,000 CREDIT CARD/ LEASE 
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MARKETPLACE 

LOOK NO FURTHER 
(VVell, just a little further) 

Fully Packaged CD's - $ 1.20 
CD-Audio • CD ROM & CD Enhanced 

Real Time & High Speed Cassette Duplication 
Digital Editing • Graphic Design • Printing 

ve with our Retail Ready Packages 
Label? &Ikea? We offer PRO VOLUME DISC 

AM-tech 
1-800-777-1927 

e- maul: 74043.1473@compuserve.com 

CD and Cassette Prices 
That Are Out Of This MAO 

CD Packages include. 
PMCD & Glass Muter 
2 Color On CD Priiting 
Full Color 2Page Booklet 
And Much More... 

DIGITAL . 010 

CD's Cassettes 

Call Toll Free 500 $1075 s506 
1-800-928-3310 1,000 s1637 s752 

American Clients: No Tax * No Duty * No Problem! 

300 Tapes/300 CDs only Sl,849 
add 200 more of each for only 5300 

• complete retail-ready packages • 

Call Today For Your Free Color Catalog! 

1.800.458.6405 
CD-ROM, B/onk Tapes & Vinyl, Too! 

giants, Packages Includes 

/Free Macintosh" Design 

/Top Quality Duplication 

/Finest Materials 

/Fast Turnaround 

/Satisfaction Guarantee 

r 

•...r rc A Crï) 

1000 

$1799  

FROM YOUR CD-READY MASTER 

INCLUDES: 

• ORIGINATION 

• 4-PAGE BOOKLET WITH 4-COLOR COVER 

• 1-COLOR BACK 

• 4-COLOR INLAYCARD 

• CD LABEL FILM & 2-COLOR LABEL IMPRINT 

• JEWEL BOX & SHRINK WRAP 

DOES NOT INCLUDE, 
TYPESEUING OR COmPOSffE FILM 

Ask for our fiee brochure!!! 

Rainbo Records and Cassettes 
1738 Berkele Street, Santa Monica. CA 90404 • i 310i 829-3476 • fax 13 I fh 828-8765 

ANChOR YOUR SpEAkERS 
WITH 

SOUNd ANChOR STANdS 

yur system wit! perform t.o its 
potential- whim you get your mcmiton-

off cf the meter e, pirperfy positioned. 
an'-

SOUND 

ANCHORS 

• STABLE • RIGID • 
• DAMPED • 

SOliNd ANChORS INC. 

(4-07) 724-1237 

ATTENTION: STUDIOS 
AND BROADCASTERS 
C-10 
Maxell XLII 

294 
C-20 
Maxell XLII 

354 
100 •ii.iiiisOi 

250 BASF Chrome 
Cassettes Duplicated 
$180 McUSMflt 

C-30 
Maxell XLII 

404 
QuEnvite 

1-800-987-6830 
(CA 909/987-6930) 

Better Quality, Lower Prices, Faster Turnaround 

NEW PAlE NEED 

ANT1-JAM SELF-CLEANING 
ENDLESS LOOP 

CHEATING YOURSELF? 
Most likely you are - if you're not producing 
"ON HOLD.' telephone tapes. BIG PROWS 
being made, just ask AT&T for their maithly 
prices. Call or fax fa HOLD-A-CALL info. & 
a sample of our new "ANTI -JAM/SELF-
CLEANING" ENDLESS LOOP. 
Also ask about our Dealer Lead Program. 

ANN ENDLESS CASSETTE INDUSTRIES 
3700 Sacramento, San Franclsco, CA 94118 

TEL (415) 221-2000 
FAX: (800) 683-7569 or (415) 387-2425 
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MARKETPLACE 
• 

r 011 an 
I , CD & CD ROM Manufacturing 

. in Orlando, FL ( 800) 344-4361 

1A1Alr" MASTFRiNg Willi A cAph-Nt M 

Unsurpassed mastering quality by Bob Katz Custom hardware and software, 128x 
Oyersamplinc 20-Bit A to D. Unique Digital Processors, Sonic Solutiois Editing. 

Tube and Solid State Analog Rect,rders. 
CD Mastering is an art. Levels, fades, equalization. spacing... 

everything is important to you and to us. 

CD-ROM Pre-mastering, Replication CD-R Data Storage & Archiving 
Transfer Macintosh or IBM disks (hard drives or removables) to CD-R 

CD REPLICATION... 
1000 CDs at $1.55 w/jewel, shrink, insertion. 2500 at $1.50 and free Glass Master 

CD Booklet Printing and Graphic Design ... 
1000 4-Panel Booklets $0.37/ea. Full-Color Outside & Tray. B&W Inside. 

Internet CD mastering website - httpl/www.,aamx.com/--bobkatz 

(PROTAPE) 
NORTHWEST.' 

Some of QUEENSRYCHE 
our PEARL JAM 

SOUNDGARDEN 
clients 

ALICE IN CHAINS 

BLANK TAPE 
AND MEDIA 

FOR AUD:0, 
VIDEO AND 

DATA STORAGE. 

EVERY MAJOR 

BRAND AND 

FORMAT. 
TOLL FREE: 800-331-6107 or ( 206) 441-8273 

2412 2nd As e.. Seattle. WA 98 12 1 vlsa 

GET IT eiter 

Don't trust your audiophile duplication leeds to anyone else! 
Progressive Music  
Internet: prgmus@aol.com rAtee VISCardA«  

2116 Southview Ave. 

Tampa, FL 33606 

(813) 251-8093 

FAX: ( 813) 251-6050 

Toll Free: (800) 421-TAPE 

"Fastest Turn-Around in 
the Known Universe!" 

All Complete: 

4-Color itkgs, Printed Inserts, Chin-

Tape, ham your DAT or CDr & Film 

500 CD% $1,070 

500 Cam. $610 

1000 CD's $1,599 

1000 Cass $905 

500 CDs + 500 Cass $ 1,680 

1000 CDs + 500 Cass $2,209 

empire records 
1000 Coimrlei-e CD's $2.37s 

Inchules: CDR, 70 min. Cl), 2 colors on disc, layout, filin, .ull color 

tour page booklet & tray card, jewelbox, assembly and ›hrinkm rap. 

VISA 

'.111 hill tree tin a free full coUr hrochide 

1-800-305-DISC 
2(1'7' I 1,7111C • Buffalo, NY • 14216 

Plume: ( 71( ,) ,71 • Fax: ( 71(m) I 9317 
A 

The Wireless Connection 

1-800-999 HAVE 
4 2 8 3 

Call for our 
NEW 

CATALOG 

HAVE, Inc. Dept. MX2 
Hudson, NY 12534 

A Service of Hi-Tech Audio 

The Shure UHF microphone system is now 
available. Finally, a UHF wireless mic with the 

right features, he right capsules (SM58, 
Beta 58, SM87, 3eta 87) and the right price, 
for rental or purchase. Call us. 

tr (415) 742-9166 
Reducing audio stress since 1983. 

HI-TECH 
AUDIO 

C) ntroducin L. 

1 4- the Model 801 

.. 

it 

eight-channel 

microphone 

preamplifier... 

e. 

Made in Boulder, Colorado U.S.A. - 303.443.7454 
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• 

POP-UP 
MIXER CASE 

PROBLEM SOUR 

The Pro's agree! E:o Charge 
rechargeable power sources 
make even the most 
demanding recording situa-
tions a breeze. The ECS line 
of rechargeable battery 
systems is extremely reli-
able, easy to use, and main-
tenance- free. Systcms are 
available for all portable 

ECO 

DAT recorders, analog 
recorders, and portable 
mixers. Battery/case 
systems are available in a 
variety of voltages and 
sizes ad con be custom 
designed for specific 
requirements. Make rower 
problems a thing of the 
past! CcIl Eco Charge today. 

P.O. Box 956 • Boulder, (0 80306 • TEL 303.449.5761 • FAX 303.449.1545 

ORDERS 8C0.361.5666 

e <-4 4ar 41.e :eel I ,e 

eei: • Adjustable Angle 
SKB 194012 A A A - - • Accommodates Most 

Populai f3-16 Channel 

Rack Mount Mixers 

• Lifetime Warranty To The 

Original Owner 

SKB Worldwide Sales 
Sb. art. FL U.S.A. 

407-288-7200 
Fax 407-288-7295 

http://www.skbcases.com 

COMPACT DISC MANUFACTURING 
CASSETTE L. 

F 1E E CATALCDC-

8111111-2119-01Un 
outside U.S. ( 516) 244-0800 

CD REPLICATION 
CASSETTE OUPTICATION 
DIGITAL MASTERING 
GRAPHIC DESIGN 
PRINTING 
PACKAGES 
ONE OFF CDs 

tau!! Dear and Feel Ihe Difference 

CC 
MUSIC 

FACTC:breY 0/1-2ECT AIVE, SAVE ! 

.0,0M 
ime nic) ,,-
80 o st 

TRU 
TOLL t 

• INNOVATIVE MASTERING 

• CUSTOM CO, CASSETTE 

;-q- , 1, 

- .1..1"/ J 

utung Edge 
udio Group/ 

CC 
Sales • Consulting • Training 

(415) 487-2323 
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CLASSIFIEDS  
MIX Classified Ads are the easiest and most economical means to reach a buyer 
for your produa or service. The classified pages ofMix supply our readers with a 

valuable shopping marketplace. We suggest you buy wisely; mail-order consumers 

hate rights, and sellers nuts! comply with the Federal Trade Commission, as well 

as various state taus. Mix shall not be liable for the contents of advertisements. 
For complete information on prices and deadlines, call(8)0) 544-5530. 

Acoustic 
Consulting 

Acoustic Foam, Diffusors & Mord, 
c lin FAILAsteurr WEDGES 
Good gear in a bad room sounds no better than bad gear. We can smooth out 
your room's response, improve your imaging, enlarge your sweet spot & control 
the reflections thafre messing with your sound, no matter whether you work in 
your garage or a big commercial studio. Whatever your budget or sound prob-
lem, we can help. Plus, wee just introduced two proprietary diffusors that out-
perform ones costing hundreds MON & at prices you simply will not believe! 
Wall mount 'em or drop 'em into your suspended ceiling. Easy & cheap to ship, 
easy to paint, easy to mount, incredibly affordable & extremely effective (at 
any price). For once, diffusion is within the reach of EVERY budget. Call us & 
we'll fax you the test data on our new world-class T'FusorTY & MiniFusorTM. 

While you're at it, ask for your own copy of our tree new expanded sample & info kit! Other new 
goodies: Active & Passive Studio Monitors, Mic Windscreens, Headphone Ear Cushions, LI-
BoatnI % Of Floaters, LENRDTe Bass Traps, NS1OM Tweeter Protectors, Rack Hardware, Etc. 

Users: AT&T . NASA. Sony. Shure . ABC Radio Network . NPR • Ford . ShowCo. Kodak . Warner Bros. 
20th Cent Fox . Universal Studios . Maury Poinch Show . Ensomq . Community . Hitachi . Gen I Dynam-
ics . Toshiba . Dennis DeYoung (Styx) . Baldwin . SkidRow • Editel . Paramount . Mike Wanchic (J 
MellencamP) Rockwell • US Gov l• Opryland . Carvin• WhisperRoom . Pat Duke (Voice ut 11cDonalds 
Miller Brewing). Martin Marietta • Manley Labs . Rainbow America (Disney. Microsoft). D Ervasti Mice 
of NFL on Fox). Plus People Who Do Work For ABC News & Sports. NBC News. ESPN. Late Show With D 
Letterman. Cell. One, Texas Instr., Stevie Nicks, The Outfield. Kurzweil, Turner Broadcasting. Walklart 
NFL on Fox. Coke. Taco Bell, Levis. Mattel. Apple Records. Fox TV. 7UP etc (Your Name Herei 

Auralex, formerly USAFoam • 11571 E. 126th, Fishers IN 46038 
Free Tech Support & Advice 317-842-2600 . Fax 317-842-2760 

1-800-95-WEDGE 
r 
MasterCard UMW 

AMERICAN 
EXPRESS 

( 41,.•  Non-tympanic walls 
for better sound 

, 

• High STC walls 
for better isolation 

CALL 1 - 800 - ASC - TUBE 

ACOUSTIC 
SCIENCES 
CORPORATION 

STUDIO DESIGN 
CONTROL ROOMS & STUDIOS 

SYSTEMS • TURNKEY PROJECTS 
ARCHITECTURAL ACOUSTICS 

ROSAT! ACOUSTICS 
INNOVATIVE DESIGN & CONSULTING 

18 YEARS • BOSTON, MA 

617-423-5546 • 800-423-5505  

SIL IV FAX 
OX 
INFO 

58 t\ktnctuck St., Northangon,MA01060 

ORDER ( 800) 583- 7 1 7 4 
silentecrockencom • httpiNnwecrocker.com/-sulent/ 
Acousticon Fabric Panels • Sound Barrier 
Isolation Hangers • A.S.C. Tube Traps 
Silence Wallcovering • VVhisperWedge 

Mutait ex • S.D.G. Systems • Hush-Foam 
R.P.G. Diffusors • Sonex • NoiseMaster 

Sulisrrip 11111ilurst ions? 
ee, 

Call ( 800) 843-4086 

Business 
Opportunities 

LET THE GOVERNMENT FINANCE 
your new or existing small business. 
Grants/loans to $800,000. Free 
recorded message: (707)448-0270 
(NL3). 

Recording studio real estate for 
sale or lease—Jersey City, NJ. 2-
story, 8,500-sq.-ft. multiroom 
facility, fully renovated, 3 control 
rooms, 2 recording rooms, 5 of-
fices, multizone HVAC. 10-car lot, 
10 min. NYC. house on property. 
(201) 656-7023. 

Employment 
Offered 

Sonic Solutions Engineer with 
minimum 2 years studio experi-
ence. Knowledge of analog re-
cording techniques and equipment 
is also essential. New York metro 
area. Send resume to: Mix 
Classifieds, PO BOX 8845-MX, 
Emeryville, CA 94608. 

AUDIO ENGINEER  

Recording Studio, specializing 
in Karaoke production located in 
Charlotte, NC, has an immediate 
need for two Audio Engineers. 
Seeking detail-oriented individu-
als to work in a flexible team en-
vironment. Please forward a copy 
of your resume with a DAT 
tape to: Personnel 600 Towne 
Centre Blvd., Suite 305, Pine-
ville, NC 28134. 

SALES REPRESENTATIVE 
Zonal U.S.A. Inc., wholly owned subsidiary of Zonal LTD., the 
leading British manufacturer of Magnetic Recording Media, 
seeks an expr., self- motivated indiv. to join our sales team. 
Proven track record & ability to work alone + be part of a 
team is essential. Competitive salary, auto allow. & other 
benefits offered. Send resume to: Human Resources, Zonal 
USA Inc., Olympic Towers #200, 300 Pearl St., Buffalo, NY 
14202 USA. 

Required for large world class audio/post 

facility 

Chief AudioNideo Technical 
Engineer 

Experienced 
with comprehensive understanding of 

high end equipment systems and operations 

Salary negotiable 

Exotic location 

Please fax curriculum vitae with references to 
Adrian Yeo at (60) 3 758 7429 

A Member of the World Studio Group 
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Employment 
Offered 

Vice President of Sales 
San Francisco area company seeks experienced sales professional 

to develop and lead sales programs for breakthrough digital record-
ing products. Candidates must have a minimum of 5 years experi-
ence selling in the recording industry. Engineering experience or 
degree a strong plus. Excellent compensation plan includes competi-
tive salary, full benefits and company stock options. Please fax 
cover letter and resume to (510) 644-3559. 

Recording Engineer 
No experience required! 

On-the-job-training in local major Recording Studios 
Part-time, nights. weekends - Free video and brochure tell how 
1-800/295-4433 Ask about our Record Label! 
http://www.sna.com/musicbiz 

audiolechnica 
NATIONAL SALES MANAGER 

Audio-Technica U.S., Inc., a leader in microphones 
and related products for the MI, studio, live sound, 
contractor and broadcast markets, has an immediate 
opening for a key position in our organization. 

Qualified candidates will have demonstrated the 
ability to achieve sales targets and successfully 
manage sales resources; will have wide industry 
contacts, a college education or equivalent, hands-on 
knowledge of audio, and excellent people and 
presentation skills. 

Responsibilities include attainment of U.S./Canadian 
sales and profit goals; creation and execution of 
sales- promotion and product-training programs; 
supervision of internal staff, regional sales managers 
and independent field reps; and direct, ongoing 
contact with national accounts. 

Compensation includes salary plus performance 
bonuses and a full benefit package with profit 
sharing and 401(k) plans. Please send resume with 
salary history in confidence to: 

Human Resource Dept./NSM 
Audio-Technica U.S., Inc. 
1221 Commerce Drive 
Stow, Ohio 44224 

RECORDING ENGINEER 
ON THE JOB TRAINING 
AT A MAJOR STUDIO 

IN YOUR AREA 

Keep your 
present ¡ob. 

No experience 
required 

Train around 
your own schedule 

...... 

RECORDING-

re 1-800-795-5750 

Freelance Technician 

Small cassette-duplicating co. 

in North East seeks techn. 

for steady gig. Must be fami-

liar w/ bin loop duplicating 

systems & should like the 

challenge of trouble-shooting 

w/out a lot of mfg. support. 

We'd like a person who 

would get to know our 

equip. and be freq. avail. Call 

Wayne at (617) 289-6800. 

SOSID 
IMAGIS 

Creative Music  
Composer 

Cincinnati's top music-produc-
tion company is expanding its 
staff and opening a West Coast 
office. Composer/synthesist want-
ed for the Cincinnati facility to 
create music for advertising 
projects of established local, re-
gional and national clients. Mini-
mum 2 years advertising music 
experience required. Clio Award-
winning music studio. Competi-
tive salary with performance bo-
nuses. Send audio cassette, vid-
eo postcore reel and resume to 
Sound Images, 602 Main Street, 
Cincinnati, OH 45202. 

Equipment 
for Sale 

Professional Console Housings for 

MCKIE 8•BUS MIXERS 

clik1. ARGOSY Boo-427-5698 
Oulsrde U.S. 573-346-8549. Fax 573-348-2769 
Ad I • FP 3 Bo, 4374-A • Osage Beach MO 65065 

Soundl 
thinkir1§ 
The Best Prices, 
The Best Service 

you'll ever find on... 

cligicieessigni 

541-386-2682 

BILL BRADLEY MICS 

Neumann, AKG, Telefunken 
BOUGHT/SOLD/SERVICED 

Power supplies for 
most tube mics. 

Visa/MC/AMEX accepted 
(330) 723-6494 

Fax: (330) 723-6595 

Klay Anderson Audio Inc. u PAULO \[) SUIICES 
"Good Sound is the Absence of Bad Sound" 

I .800.FOR.KLAY 
7054 SO 2300 EAST • SALT LAKE CITY. UT 84121 

VOICE 801 94 AUDIO • FAX 80 I 942 3136 
HOMEPAGE http livevw klay corn 

Replacement Faders 
Long-Lasting Conductive Plastic 
faders for all consoles. 
Low prices, mono or stereo 
Replaces: Alps, P&G & others. 
60, 100 & 104mm, & rotary 
888-2-Faders (888-232-3377) 

Apogee 
Electronics 

has a number of 
remonufactured 

AD-500E stereo 18-Bit 
Analog to Digital converters 
we have taken in on trade 
We are offering these units 
at a special price of $ 1,495 
with a one year warranty. 

APOGEE ELECTRONICS 
Phone: (310) 915-1000 

FAX: (310) 391-6262 

Mitsubishi X-800 32-Track digital 
tape machine. Call (404) 876-
2337 for details and price. 

You're not going to pay 
a lot for used equipment!! 

We can help you get affordable 
used Pro Audio equipment: 
PA., amps, boards, etc. We can 
help sell your used equipt., too! 
• Yamaha PM 3000-40 @$19k 
• NEVE 8128 48 x 32 @ $137,500 
• Soundcraft Europa 40 @ $25k 
• Harrison 4032 10x32x40 @ $18k 
Call now for details & FREE catalog. 

H.T.I.C.S. 
(610) 865-9151 

Fax: (610) 758-9999 
E-mail: HTICS@aol.com  

MARQUETTE 
AUDIO LABS 

* RECORDING EQUIPMENT * 
-71 3. s.1-.% E. AUDIX. ',ANGEVIN. 

MILS. PREAMPS, COMP/LN1TRS + MORE 

' • .9 a 4 ' e 

phone/fa. 1510.1 264-1144 to in 10 pq  

OMNIFIAX 
STUDIO FURNITURE or roe ancnrnsnahreg muse•on 

800-332-3393 
P 0 BO% I 792 SAUSALITO, CA 94900 

HARRISON Series 4032 console 
32 bus, 800 pt. TT patchbay, 
producers desk, recapped, exc. 
condition. $13,500 OBO. 
(713) 431-1989 
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FSM Tannoy Speakers 
(2), excellent condition, 
(718) 797-1937. 

MAJOR STUDIO SALE 
Studer A820 24-track, full rem-
ote, auto-align, very low hours, 
pristine, $44,625; 24 Dolby CAT-
280 SR cards, $ 12,400; Klark-
Teknik DN60 RTA w/AKG 451E, 
$1,399; Dolby 360SR (2) NR 
units, $ 1,230; Luxtrol 1800W 
studio dimmers, $350 ea.; Time-
line LYNX units, $ 1,475 ea.; Sony 
V05800 3/4" video deck, $2,328, 
plus lots of other Class A studio 
gear in superb shape. For a com-
plete listing call (802) 862-5184 
from your fax machine. Ques-
tions? Call (802) 658-1270, ext. 
201. 

SINGERS: "vcrau'3 
Unlimited Back_grounds'" 
From Standard Tapes. Records. & CDs 

with the Thompson Vocal Eliminator'. t 
Call for Free Demo Tate. 

111> Phone (404)482-4189-Ext 
LT Sound, Dept MX,- I 

7988 LT Parkway_ 
Lithonia. GA 30058 e Otte . 

29 Hour Demo/Info 
Line (404)482-2485 - Lot 8 
Best Vocal Eliminator", Key Changer, Voice Enhancer! 

FOR SALE: Ampex ATR-102 
with 1/4", 2-track heads. Excel-
lent shape. Can be retrofitted for 
1/2", 2-track. $4,000. Otan MTR-
12, 4-track w/2-track heads, $3k. 

(212) 206-8561 

SSL Screensound, $22k OBO; 
BVU 800, $3k; Ikegami ITC730A 
camera w/Canon 15x zm & CCU, 
$1.8k; Otan i MX5050 w/ctc, 
$1.9k; 2 Kepek wink, $350; Tas-
cam 34 4-tk r/r, $650; Emulator Il 
w/Ilb, $850; Vid DAs, racks, 
Neotek II 16 in. $ 5k. (212) 691-
0633. 

Custom Console Housings!! 
Built For MACKIE 4 Bus Consoles 

Cochait HOuNnÇ 
24 • 4 

Crafted By 

PENNSYLVANIA 
CAM  

gte% 

1-888.751-7770 twirl Lic 

111 a çgfee9 -7,oiffisnyv 
mailable'Weis  ClIM110.4. WV 26331 

BOUTIQUE AUDIO & DESIGN 
Custom racks and power supplies 
for all vintage modules. Qualified 
vintage microphone repair and 
restoration. Guaranteed repair and 
restoration of all vintage recording 
equipment. 414-Tube mic mod, 
sounds great, priced right. E-mail 
boutiquea@aol.com. Web: http:// 
home.navisoft.com/boutiquea. 
PH (818) 708-7716 FAX (818) 
708-7105. 

Anyone who has 
heard it knows... 

_ e: 

:1' re 1t• 

Nelee VT-2 Dual Channel 
Vacuum Tube 

Microphone Preamplifier 

D.W. FEARN 
610-793-2526 

Fax 610-793-1479 

P.O. BOX 57 • POCOPSON. PA • 19366 

Fast, Easy Qualification To Apply or Request 
No Financial Statements Necessary Additional Information Call 

True Lease or Finance Lease Option Jeff Wetter Today. 

Loans By Phone: (800) 699-FLEX 
Fax- (214) 578-0944 

New, Used & Vintage 
MICS,PREAMPS 
COMPRESSORS 
CONSOLES, 
RECORDERS 
& MORE! 

NEVE 
NEUMANN 

TELEFUNKEN 
LEXICON. SSL. STUDER, 

ADL & Much Moret 

Now In Stock: ADL 200G DI 

We Buy Gear 
We Rack Modules 

  Call or Fax 

Sales: (818) 884-8400 or (310)275-4277 
Fax: (818)341:4331 

NEUTRIK TT CABLES 

$ 1 0.99 (24") 
Also: 12/18/36", 5 colors 
THREE year warranty! 

(615) 367-9242 
GREEN DOT AUDI() 

OCEAN AUDIO INC. 
SELLING AND BUYING USED 
EQUIPMENT SINCE 1982 

LOTS OF RARE, OLO A NEWS,SFRANGE AND WM, 

VERY FUNNY PIECES AVAILABLE 

USED EQUIPMENT YOU ASK ?? 
NO ONE DOES IT BETTER! 

WORLDS LARGEST USED LISTINGS 
(310)459.2743 OR FAX (31 0)454 .6043 
(303)4494322OR FAX (303)4498558 
EMAIL DAVMHOMMAOLCOM 

NEVE 8128 CONSOLE 
56-input w/Flying Faders. Com-
pletely rebuilt. Custom VUs. 
All extras! $ 135,000. 
Ampex ATR 102 1/2-inch 
machine. New record head, 
$4,900. 
Call Mike (516) 481-0100. 

R.E.P. 
Professional digital AN 

Recording & editing systems, 
software bundles/plug-ins, CD-Rs, 
hand-drives, outboard gear, etc... 

New or Used. 
Phone: (413) 592-1153 
Fax: (413) 598-8282 

EMT 162-T-S Stereo Solid State 
Plate Reverb: $2k 
Clubhouse Records 

Phone: (707) 575-9552 
Fax: (707) 575-4431 

AUDIO TAPES 
Call for Special Close-out Prices! 
AMPEX 631 1/4" x 1,200' 
3M 808 1/4" x 1,200' 
3M 176 1/4" x 1,200' 
3M 275 1/2" x 4,650' 
AMPEX 407 1" x 3,600' 
3M 226 1/2" x 2,500' 
AUDIOPAK 20 & 30 sec CARTS 
Other tapes available in quantity! 
Call Rudy. 
(800) 331-3191, (516) 678-4414 

DATRAX® 
Originator in DAT Tape Storage Systems. 

• DATRAX 60 Solid Oak in Natural 
or Bleak Finish 

• Nylon DAT Tape Carrying Cases 
• NEW! DAT Tape Storage Drawers 320 

NEW PLASTIC LINE: • DATRAX 40 • Video 
8mm Roo • Cassette Roo • MI 521.95 

Tel: 310.305.0317 • Fox: 310.305.9167 

CALL TOLL FREE: 800.9.DATRAX 

BRYco PRODUCTS, 8701 Falmouth Ave., 
Suite 201, Playa Del Rey, CA 90293 

Our Task Force Prouides The 
Finest In Pro Audio Equipment! 

Major Brands 

Huge Inventories 

Authorized Dealer 

New, Used & Vintage 

Studio Liquidation 

Tel. 818.887.6600 

Interface Questions? 

We Can Help Make The Connection! 
Specializing in Digital Audio System Design 
• All Major Product Lines 
• Mixing Consoles 
• Recorders•DAWS 
• Amplitiers•Preamps 
• Microphones 
• Processing 

• Sales 
• Design 
• Consultation 
• Installation 
• Service 

Communication Task Group, Inc. 
716-873-4205 800-367.2844 702-736-7542 

Major Credit Cards Accepted 
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Equipment 
for Sale 

35mm MAGNETIC DUBBERS: 
Magna-Tech Reproducer Recor-
ders w/Interlock: MD-235, MD-
636, MR- 436 for sale. Call 
Michael Temmer, (212) 206-
1475. Fax: (212) 929-9082. 

Soundcraft 8000 24-ch, frame 
w/matrix config. with 20 mic & 4 
St. line inputs. Mic mod provide 
4-band EQ with sweep 2 middle 
bands, input atten, phase rev, 
phan. power ch selectable, 8 aux 
mixes (jumper config to pre/post 
send). 8 gp out, 8x8 matrix, to 
St. output. H/phone/cntrl room 
mix. 5 yrs old used in fix local. 
New $20k, used $7,500 +ship. 
Contact Jim Evers at Corn Stock 
Theatre, PO Box 412, Peoria, IL 
61651-0412. (309) 676-2196. 

TRUE STEREO! 
Rent the amazing Sound Field 
ST 250 stereo mic and hear 
what you've been missing. 
(415) 742-9166 

Hi-Tech Audio 

SEE OUR AD IN MARKETPLACE pg. 225 

HARD DRIVES 
DIgIdesIgn Approved 

Storage Solutions For 
Protools - Session 8 - Am2 

NEW 4gb REMOVABLES and 
CD-Rom Recorders. From $995 

Don't Settle For Dropouts 
Get Top Performance! 

Tel: (305) 749-0555 
Email: blgdIsc@aol.com 

BIG DISC 
DATA STORAGE SYSTEMS 

3 
America's best disc, tape & 
component storage system 
Stackable, portable oak units 
hold all recording formats 
Free mailorder brochure 

wlea6c mention Mix) 

Per Madsen Design 
PO. Box 882464 

San Francisco, CA 94188 
(415) 822-4883 

SEE OUR AD IN MARKETPLACE pg. 224 

PR AUD 
RELAX... 

WE HAVE WHAT 
YOU NEED. 

î GET SMART! 
The Alan Smart Stereo Compressor 

Now available in the U.S. exclusively from: 
Sunset Sound, Hollywood (213) 469-1186 

• Sales (800) 446-7677 • 
"Electronics for the Real World" 

VINTAGE USED 
CONSOLES: SSL 6056E/G/TR, $155k*NEVE 8128 56 in w/FF, 
$125k*NEVE 8108 48 fr. 36 in w/auto, $45k*NEVE 8058 28x16, 
call*NEVE VR60*Mitsubishi Superstar 52 in w/auto, call*Trident 
Ventura (1995) 40 in w/auto, $50k*Trident 70 24 in, $8k*Trident 
24 36 fr. 28 in* Allen & Heath Saber 24 in, $6k*CAD Maxcon 32 in, 
$7.5k*Neotek Elite 32 in, call*Neotek III 28 in, call' Neotek I 8 in, 
call'Amek Einstein 36 in w/auto, call'Amek Hendrix 56 in w/auto, 
call. RECORDERS: Studer A80, 800, 827, 820, call*Otari 
MTR9011, $ 18k*Otari MX80, $ 14k*Sony JH24, $13k. Sony 3324A, 
$28k*3M M79, call* 16, 8, 2 TRACKS, DATs, etc. call for prices 
and stock. MICS: Neumann U87, 67, 47, 48, M49, TLM170, 
KM84, KM54, call* AKG C414, $725*AKG Tube, call*AKG C12 & 
24, call'Elam 251, call. REVERBS & DELAYS: AMS RMX16, $5k* 
AMS DMX 1580S, $4.5k•Quantec QRS•Lexicon 480L, 300. 
PCM70, PCM80, PCM90, call*Roland R880. COMPRESSORS: 
Neve 83065 stereo, call*Teletronix LA2A, call*Demeter stereo, call' 
Manley "db" mono tube*API 10-space rack w/(2) 512 mic pre's (4) 
550A EQs, call. 

WE BUY NEVE & API MODULES, MICS, LA2As, Lexicon 480L, etc. 
NEW EQUIPMENT IN STOCK 

HARBORSOUND 
180a CENTRAL STREET g« VIDEO 
SAUGUS. MASS. 01906 

Ph: (617)231-0095 Fax: (617) 231-0295 

• CORO-LOU 
Velcro' 

in variety 
st yles. & vtetsy 

,s & colors, plus 

\rtatication! For a tom printing & 

sample & brochure call 

1-800-CORD-LOX 

TUBE MICS 
Neumann U48; M269C; UM57; 
CMV563; AKG C24. Large 
Quantity. Excellent condition. 
Priced to sell. Call (212) 628-

6531 after 6:30 pm wkdys, 
wkends anytime. 

The Studio POP Filter 
A Great Improvement on a good Idea, 

Open up Ilde Sound o yn 
rOG91S and voice oyes 
without annoying 'POP• 
wrung your best lake, 

Only $2400 

• Standard mic stand ;rag:Zeal'. 
adaplor with headed brass inSert 
• Improved. new double screen OM GUARANUI 

Ovo eppng 

AUDIO VISUAL ASSISTANCE 
565 SHE EIWOOD ROAD SHOD WOOD MN 55126 CD 

PHONE FAO 612 481 9715 

Telefunken V72, 76, 77, 78, U73, 
Telefunken Tubes UF14, EF14, 
EF804S, AC 701. Neuman mics, 
many more; for actual list, call 
Christian (212) 674-5712 or Akzent 
Audiotechnik. Germany. 0049-(0) 
721-373622 (0)721-373622. Fax 
373611. 

Looking for new/used record-
ing, keyboard, or outboard 
equipment? We've got tons of 
super clean used, as well as new 
products from Tascam, Alesis, 
Kurzweil, Roland, Mackie, Gen-
elec, Lexicon, Fostex, Yamaha, 
Korg, and hundreds more. Dis-
count pricing and Worldwide 
Delivery! 66 years in business. 
Trade-ins welcome. Visit our 
new 22,500-sq.-ft. location. Call, 
write or fax us today for price 
quotes and details. Also, find us 
on the Internet at sales@f-
caruso.net. Start saving money 
today! Call Caruso Music, 94 
State St., New London, CT 06320 
USA. (203) 442-9600. (203) 442-
0463/fax. 

VINTAGE NEVE-1272 PREAMPS 

Pte.4.1 Avvkal 
E S. I 1- E rePIRISES 

$929.00 Single channel 

$1539.00 Two channel 
14300 Hortense Street • Sherman Oaks CA 5142v 

818 784•2046 FAX 818 784.0750 

HUGE SELECT ION OF 

VINTAGE EQUIPMENT 

API • SSL • TRIDENT' AKG-
STUDER TELEFUNKEN SONY 11.11 

Consoles • Recorders • Microphones 

Compressors • Preamps • EQ's • Effects 

We specialize in precision rediaphragming 
of vintage microphones. 

Let us refit your damaged or sonically 
inferior mic with a brand new diaphragm. 

Highest Quality • Like Original 

All work guaranteed 

We can redo the following diaphragms: 
U47, U48, M49, SM69, UM57, U67, U87, 
SM2, KM54, KM56, KM84, CMV563 

& many more! 
We stock: Capsules, Tubes, Connectors, 

Cables, Mounts, Mic Boxes, Power Supplies 

i lasc 

Custom Racking 

Phone: (818) 992-0999 

Fax: (818) 340-4331 
We Buy & Trade Equipment 
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CUSTOM NEVE 56-INPUT, 52-
BUS CONSOLE WITH GML 
MOVING FADER AUTOMATION, 
$110k œo. Every imaginable 
update & modification has been 
done, incl. doubling the patch-
bay size. This console has been 
well-maintained & is in exclnt. 
cond. Please contact Dave Ro-
sen @ Ocean Way Recording 
(213) 467-,,1375. We would also 
consider taking equipment in 
trade! 

WE BUY, SELL AND TRADE 
VINTAGE EQUIPMENT. 

"this is not a problem" 

(508) 543-0069 TEL 
(508) 543-9670 FAX 

http://www.mercenary.com 

VINTAGE HAMMOND ORGANS 
"Music's Most Glorious Voice" 
B- 3s, C- 3s, A- 100s, and Leslie 
speakers. Quality units, parts, 
collectibles. I ship worldwide. 
Ready Buyers Please! 

Call John O. 
(617) 447-5612 12pm-6pm EST! 

Fax Anytime. 

Trident Series 65 mixing 
board. Split console, 16 
channels per side. $4,900 
or best offer. Call Rick at 
(847) 885-1550. 

ODYSSEY PRO SOUND 

New & Used quality recording 
equipment 

* Buy, Sell & Trade * 

Consoles*TapeMachines*Mics" 

Outboard*Vintage*Tube*Classic 

Quality & Satisfaction Guaranteed! 
Call for new equipment quotes! 
FOR CURRENT LISTING CALL: 

Tel: (508)744-2001 
MC Fax: (508)744-7224 VISA 

E-mail odyssey@pcix.com 

STIJDIEtTECI1 
CA 

WORLD-CLASS QUALITY—COMPETITIVE PRICING 
INSTALLATION • CONSULTATION • LEASING 

AKG AMEK/Langley API Behringer Beyer B&K Brainstorm Bryston 
Calrec Canare DDA Demeter Digidesign Dolby-Pro Drawmer 

Dynaudio Equi=Tech Eventide Focusrite Fostex-Pro Genelec Hailer 
KRK Lexicon Mackie Microtech-Gefell Mogami MRL Neutrik NTI 
Optifife Otani Pro-Co Sonex Sony-Pro SPL Soundcraft Soundfield 
Studio-Technologies Summit-Audio Timeline TL-Audio Tube-Tech 

Uptown Vac-Rac 4000 Z Systems and many more. 
AUTHORIZED SERVICE 

AMEK/Langley DDA Fostex Mackie MCI Otani Soundcraft Tascam 
9982 MONROE #407 DALLAS, TEXAS 75220 

PHONE: (214) 358-0050 FAX: (214) 358-0947 

* New or Used Equipment 
* True Lease or $7.00 
Buyout 

* No Fklancial Statements 
Required for Transactions 
Under S50,000 

to apply or request information contact John McMindes 

1-800477 LEASE 

MERICOM 
LEASING, INC. 

NEW, USED, DEMO 
EQUIPMENT 

BEST SELECTION OF 
DIGITAL/ANALOG 

RECORDERS, CONSOLES, 
DAWS, OUTBOARD GEAR 

Neve VRP48 Mint, Otani DTR900-
1311, Yamaha 02R, Otani Consoles, 
Alesis ADAT, Tascam DA-88, Sony 
PCM800, Otani Radar 24TK, Pro 
Tools Ill, All Digidesign Plug-Ins, 
Mackie 8-Bus, Apogee AD1000, 
Lexicon PCM80/90, TC Elec. M-
5000, CD Recorders, API, GML, 
ADL, Summit, Focusrite, Demeter, 
Lucas, TL Audio, Neumann, AKG, 
Microtech, RODE, B&K, Gene-
lec, Dynaudio. 

Studio and System Design, 
Financing, Factory Service/ 
Installation, Experienced and 
Knowledgeable Sales Staff. 
EAR PROFESSIONAL AUDIO 

(602) 267-0600 
http://www.eannet 

EQUIPMENT FINANCING 

• Fast Approval 

• All Types of Equipment 

• Easy to Qualify 

• Long Term Leases-Fixed Rates 

First United Funding 

(800) 964-3525 

96-pt., TT-BALANCED PATCH-
BAYS. SvvitclIcratt D1634B. 
Not the cheaper imitations. For a 
limited time, available at AVR 
for $229 (cash price only). Quan-
tity pricing upon request. Call 
(617) 924-0660 or (860) 289-
9475. 

SOUTHERN CALIFORNIA 
PRO AUDIO 

NEW, USED AND VINTAGE 
THE LAST CALL YOU'LL HAVE 

TO MAKE! 
Phone: (818) 222-4522 
Fax: (818) 222-2248 

en( Lareig“ Want iiinanici 

f.tfie 

ORIGINAL STYLE VINTAGE SHOGAMOUNTS 

Neumann, U47, U87, U67, 563, 

UM57, SM2, SM69, 582 

AKG C12, C24 

Yokemounts for Neumann M49/M50 

$350.00 ea. plus shipping & COD 

SASE for BLUE Flyer on: 

Vintage microphones, parts and accessories. 
Beautiful custom mahogany boxes available. 

818.986.BLUE (2583) 
FAX 818.784.7564 

RID gour Mill Classified 
510 • 653-8171 

MILAM AUDIO 
"THE SOURCE" 

SINCE 1967 

SPECIALIZING IN 
ALL TYPES OF RECORDING 
EQUIPMENT, SUPPLIES. 
DESIGN. INSTALLATION. 
AND CONSULTATION 

CONSOLES • D.A.T. • MICS 
MULTI-TRACKS 

MONITORS • AMPS 

CALL US TODAY 

MUM AUDIO 
1470 Valle Vista Blvd. 

Pekin, IL 61554 
(309) 346-3161 

ORDER HOT LINE: 
800-334-8187 

FAX 309-346-6431 

TR ADINe POST 
Pro Gear on the Web 

(800) 316-2681 

http://soundwave.com 
(800) 316-2681 

100's of free listings updated daily 

/996. MIX 231 



Equipment 
for Sale 

Elite („Ise Style Speaker Cabinets 
Road Cases • Custom Cabling 
Professional Touring / Studio Quality 
Equipment At Factory Direct Prices 

KATZ AUDIO, PO Box 304, 
Charlottesville, VA 22902-0304 

(800) 243-3671 

AMEK EINSTEIN CONSOLE 

Super E Frame—Supertrue Auto-
mation 32 positions fitted, 64 au-
tomated channels w/EQ @ mix. 
Like new! Used for 1 album, a 
Grammy Winner! Original cost 
$62k; +harness and patchbay, 
$4,500. Sacrifice for $37k for all! 
Call Christina at Living Music. 

(860) 567-8796 or 
Fax (860) 567-4276. 

IN STOCK! NEUMANN U47, U48, M49, KM53/54/254/56/64, 
U64, SM69 tube+FET, M269; consecutive ser. # M49s, AKG 012, 
C24, C12A, 422 stereo, 12x2 tube Beetle board; NEVE 16x2; Kel-
so; NEVE 36x8 (w/33114 EQ. 8 aux); NEVE 8x2 (pre's, 10k, hi-
pass); NEVE 24-chan. mntr. mix, $2k; NEVE 5104 16x4 baby 
V, PULTEC discrete EQ. NEVE 31105 (8078 EQ/pre); NEVE 1079, 
1066, 1081,1064, 1081 stereo mastering EQ. 33115, 33114, 
1279, 2252 comp.; 33314 comp (same as 32264); CALREC AM6-
17A comp., $ 1.8k/pr.; Q-8 PACIFICA, $6.5k; FOCUSRITE RED 2, 
$2.8k; ALAN SMART SSL comp., $3.1k; CALREC PQ14/PQ15/ 
1161 EQ/pre; AUDIX 35102 EQ/pre; V76, $900; V76m, $950; 
V72, $575; DOLBY-A 16-chan. 

VINTAGE KING (313) 965-0645p (313) 964-3338f. 
E- Mail rustbelt@ix.netcom.com 

ruPGFaituE YOUR VOCALS 
•irth Variable Acoustic (:.ompression" 

You choose 1 or 2 screens & dLstance between screens 
l'Icr I Est: N1,11.11, \orb, Son, MuNit'. Sit \ \ tusk'. 
Nlast.11..uu i,, k. 1 BS. SRI In, Broadca.t... 

• h ur F/ 
• ollh eVLESge,, • , vOICF SCREENS SIP 
• mon0 1..., k duppm, PO Box 100 New Pall, NY 12561 
call, fax or write tor FREE brochure (800) 252-1503 or (914)255-3367 

PRO AUDIO 
ALESIS. AKG, DBX. PANASONIC AND 

MUCH MORE 

DISTRIBUTOR FOR ADVANCED 
ACOUSTIC SOUND TREATMENTS 

BEST PRICES NATIONWIDE 

206 624 2424 ASK FOR LOU 

SOUND ANCHOR 
SPECIALTY AUDIO STANDS 

(407) 724.1237 
DESIGNED FOR ULTIMATE souho  
PERFORMANCE BEHIND 
CONSOLE AND FREE SPACE 
APPLICATIONS. 
SIANdARCI &CUSTOM ki(KIIIS ANCHORS 
SEE OUR AD IN MARKETPLACE 

SEE OUR AD IN MARKETPLACE pg. 224 

SONIC BOOM! 
The German V-Amp-Specialist! 
You like tube EQ's & Mic pre's? 
A V72 w. high-frequency shelf is 
the solution. Direct w.+4 out is 
also avail. Call for details. 100% 
money back + 50% of ship.! Call 

(415) 642-8586 
f (415) 642-8589 

e' positioning kv/ mit thread 
'Sr ...".. 

•••'''' 1%-lre'e 1 

I 

- 
ball and socket 

3 
Position 
screen 
holder 

/fill\ 

WIC TIM rthutimii.% 
VACUUM TUBE DIRECT BOX 

The legendary sound and quality 
construction that has travelled 

millions of tour miles. and made 
multi platinum studio albums. 

Stocking vintage refurbished 
Neve and API consoles, modules. 
U-47 tube replacement for low 
noise, plug in installation $175 

212-343-0265 

FACTORY DIRECT CASES 
'4"••••%„..It.t.i.e..t,i2UR PRICES CANT BE BEAT 

- Custom or stock sites 
Call or catalog or quote 

(800)645-1707 
In NY ( 516) 563-1181 
Fat ( 5161563-1390 

Roadie Products Inc. 

MIX Classified e-mail boycemr@elvis.cardinal.com 

AYR SYSTEMS INC. 

AUDIO VIDEO RECORDING SYSTEMS 
Your source for Profeesioruil Audio and Video 

equipment new and used. 

1LJ SE.D arEA_IR_ 
•HUNDREDS Of QUAUTY USED AUDIO, 

VIDEO AND MUSICAL PRODUCTS AVAILABLE' 

• WE BUY, TRADE AND LIST YOUR ITEMS FOR FREE• 
•OVER 100 UNES OF "NEW" 

PRODUCTS• 

BOSTON HARTFORD 

(617) 924-0660 (860) 289-9475 

M I 372 MAIN. ST. WATERTOWN, MA 02172 ea 
  TEL (617) 924-0660 FAX (617) 924-0497 

CONNECTICUT ( 860) 289-9475 FAX (860) 291-9760 

We Sell the MAJOR BRANDS 
of NEW & USED 

SOUND EQUIPMENT as Used by 
TOURING SOUND COMPANIES 

and LIVE MUSIC VENUES 

We Have WHAT YOU WANT 
at DISCOUNT PRICES 

Our SALES ENGINEERS are 
EXPERIENCED SOUNOMEN and 
can RELATE TO YOUR NEEDS 

If you are o SOUNDMAN, get 
on our MAILING LIST for your 

SPECIAL DEALS 

LEASE FINANCING AVAILABLE 
CALL NOW 

oa o la ctions 

1::r] 
800-203-5611 

(214) 351-5373 • Fax 214/351-6782 
Weds Page: http://www.soundpro.corn 

E-mail: andprodaleaol.com 

Professional 
M Audio 

Design 
Inc. 

Premier Dealers for: 
AKG • ADL • API 

Aphex • Audiomate 

Avalon • Beyer 

Bruel & Kjaer • BSS 

Calrec • Chord 

Electronics • Coles 

Daking • dbx • DDA 

Drawrner • Dynocord 

Dynaudio Acoustics 

E- Mu • Eventide 

Focusrite • Fostex 

GML • Groove Tubes 

Hatter • KRK • KIT 

Lexicon • Mackie 

Manley • Microtech 

Getel • Mice • Neefek 

Otan i • Quested 

Rode • Sennheiser 

Soundcraft • Shop 

Shure • Soundtracs 

Troinnoy • TC Bectionic 

Tascarn • Trneine 

T L Audio • Trident 

Tube Tech • Uptown 

Vac Roc • White 

AT R  
Service Company 

The AMPEX Source 

• ATRIO0 sales and complete 
restoration services. 

Ur Two Track Mixing and 
Mastering conversions featuring 
performance selected Flux Magnetics 
precision heads. Performance plots 
provided with each conversion. 
Recontour and wear tracking 
services for all heads we sell. 

• Introducing HDV-2 Modular 
Tube Electronics for the ATR100. 

• Ultra low flutter mastering grade 
Urethane Capstan Assemblies for 
ATRI 00 and ATR124 

Contact: Michael Spitz 

Voice or Fax: 415-574-1165 

Ntw, USED AND VINTAGE EQUIPMENT SALTS 
• REPAIR. REFURBISHING AND IVIAINTF NANCE 

• NEVE CONSOLE RESTORATION SPECIALISTS 
• WIRING & CABLING SYSTEMS. STUDIO INSTALLATICY. 
• MICROPHONE REPAIR AND RESTORATION SERVICE 

• CUSTOM RACK SYSTEMS FOR VINTAGE MODULES 

EQUIPMENT SPECIALS 
API 550B $ 1049 - API 32,24 $65k • NEVE V-III 48FF $ 150K • NEVE 8108 

S75k • NEVE VR60 FF $285K • SSL 4080G/Uur $350k • SSL 4056G 

5185K • AMEN MOZART RN56VD $125K • SONY MXP3036 $38k • 

TRIDENT 808 30x24 w/E0 $35K • NEOTEK ELAN 40-CHL $23K • NEOTEK 
ELITE 40-CHL 556K • SOUNDCRAFT DC2020 CALL • TUBE-TECH LCA-2B 

CALL • m- ANLEY Vo -Mu CALL • IC ELECTRONIC M2000 $1600 • 

SOUNDSCAPE WORKSTATIONS • DYNAUDIO ACOUSTICS BM15 S1495 • 

MACRE 3243- IN STOCK* UREI LA-4 $ 1600 PR • UREI LA-3452400 rw. 

UREI 1176. 1178 CALL • E-Mu SP1200 $ 1750 NEW • RODE NT2 $659 

SHEP/NEVE 1073 $2K • NEVE 1073 $2800 • AKG C12 VR 53500 • AKG 
C12 57K • NEUMANN U47. U48, M49, U67, KM54. 6M56-CALL • AMS 

RMX16 $4.5k • EVENTIDE H3000DSE $2500 • LEA PCM60, PCM70, 
PGM80, PCM90 PCM42. 480L-CALL • TELEFUNKEN V72 RACK SYSTEMS 

FROM $2K • CALL FOR UPDATED STOCK LIST OR TO LIST YOUR GEAR 4 SALE 

acoustics'' 
Specialists O high end active 
and passive monitoring 
systems for recording 
studios, post-production 
surround & mastering. The 
ultimate in high resolution low 
distortion monitoring systems. 

see us online at www.Proaudiodesign.com 

Professional Audio Design, Inc. 
tel 617 982-2600 fax 617 982-2610 

357 Liberty St. Rockland, MA 02370 e 
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DAN ALEXANDER AUDIO 
BUYS, SELLS AND REPAIRS 
RECORDING EQUIPMENT. 

(415) 546-0200 
FAX (415) 546-9411 

da.audio@internetMCI.com 

ADAT UPGRADES— 
MIC MODS 

Component-level upgrades for 
mixing consoles, tape machines, 
mics and all outboard gear. Also, 
high-speed, high-quality mic pre-
amps. 

AUDIO UPGRADES 
6410 Matilija Ave. 

Van Nuys, CA 91401 
(818) 780-1222 

Fax (818) 346-2308 

Equipment 
Rentals 

CLASSIC EQUIPMENT 
RENTALS 

The largest collection of NEW 
& VINTAGE Pro Audio Gear! 

Featuring: 
Tube mics 
Tube limiters, 
NEVE/API modules, 
Vintage outboard gear 
Also in stock: 
Apogee 20-Bit converters, 
Tube Tech CL1b/LCA2b limiters 
Sony PCM 3348 
Tascam DA-88 8-ch digital rcdr 
Sony PCM-800 8-ch-digital 
Timecode DAT Recorders 
Sony 9850 3/4" Deck 
Pro Tools Ill 
Genelec 1031a monitors 

CALL (213) 467-3432 

Equipment 
Wanted 

MERCENARY AUDIO 
WANTS TO BUY YOUR: 

NEVE-SSL-TRIDENT-AMEK 
UREI-TELETRONIX-FAIRCHILD 

PULTEC-LANG-LEXICON 
UNIVERSAL AUDIO-NEUMANN 

AKG-TELEFUNKEN-AMS 
ANYTHING THAT IS 
OF EXCEPTIONAL 
AUDIO QUALITY! 

"this is not a problem" 
(508) 543-0069 TEL 
(508) 543-9670 FAX 

http://www.mercenary.com 

TUBE EQUIPMENT WANTED 
RECORD CUTTING LATHES 

heads, amps, limiters, 16" arms 
Neumann, Westrex, Scully, RCA 
Fairchild, Ortofon, Gotham, UREI 
Pultec, Altec, McIntosh, Marantz 
Grampian, Gates, Western Electric 

related items (612) 869-4963 

We want your used keyboard, 
recording and audio equip-
ment. We'll airmail you $$$ or 
take your stuff in trade toward 
over 350 brands of new and 
used products. Come in or do it 
all through the mail. 66 years 
in business. Worldwide deliv-
ery. Visit our new 22,500-sq.-ft. 
location. Call, write, or fax us to-
day for price quotes and details. 
Also, find us on the Internet at 
salesecaruso.net. Start saving 
money today. Call Caruso Mu-
sic, 94 State St., New London, 
CT. 06320 USA. (203) 442-
9600. (203) 442-0463/fax. 

EQUIPMENT WANTED 
BUY OR TRADE 

YOUR USED MULTITRACK 
RECORDERS 

AND CONSOLES 
EAR PROFESSIONAL 

AUDIONIDEO 
(602) 267-0600 

DAT Recorders: Fostex D-10; 
Panasonic SV-3500; Technics 
SVD-1100, SVDA10: Nakamichi 
1000, DARS, DJ Mixer: UREI 
1620 & extra microphone preamp 
cards. dbx 3bx series Ill, Furman 
AR- 117. Call Jeffrey (914) 691-
7163. 

Instruction 

OMEGA STUDIOS' SCHOOL 
OF APPUED RECORIMG AFITS & SCIENCES 

5609 Fishers Lane • Rockville, MD 20852 
800-93-OMEGA • 301/230.9100 

lernel: nww.omegasludlos corn 

The Omega Stulie School lounded in 1977 otters 
numercus day and evening certiftcate programs in audio 
recordng are] musc business 

Programs: Recording Ertgineenng and Studio 
Tecrnçues, Eectrcnic Musc Synetesaers and MIDI, 
Sound Reinforcement for Le/e Some Audc Production 
Techniques for Advertisng, Essentials of Music Busness 
are Artist Management 
Mormons« appered tar he l5)5ee EducatrcoCcrnrntssco 
rolbu *lama Sena« program Col or «aloe a tee la ordure. 

ThunderBird 
RECORDING 

SCHOOL 

Extensive Training in the 
Recording Arts 

Hands-on, Apprentice-
Style Programs 

Limited Enrollment 

Call for Video & Brochure 

BOOKSHELF 
Call for our free catalog 18001233-9604 

Maintenance 
Services & 
Repairs 

HEAD RELAP/ REPLACEMENT 

multitrack analog specialists 

Lem 
Palatine, IL 

(800) 227-4323 

LI"? Machine 3 E 
- Service Dogdal Auillo 11, 

Fast, expert repairs on all DAT 
recorder brands & models 
including ADAT and DA-88 
Warranty Service on Most Brands 

Over 2000 Machines Serviced! 

UPS Pickup Service Available 
Compare Our Rates! 

Pro Digital Inc. 
DAT Recorder Service Specialists 

(610) 353-2400 

f psi' 

Expert solutions for all 

DAT recorder problems 
• All makes and models 

• Experienced, factory-trained techs 

*Fast turnaround 

• Repairs. overhauls, parts 

"The DAT doctor is in!" 

N XT 
'GENERATION.. 

201-579-4849 Fax 201-579-6021 

Mix Classifieds (800) 544-5530 

New 
Products 

RP-\MP Rf."111IP 

The Rolling Stones, Aerosmith, 
Van Halen, 
Steve Vai, 

Chris Isaak, 
Neil Schon, 
Joe Blaney, 
Andy Johns, 
Tom Size, 

Matt Wallace, 
Charlie Sexton, Joe Chiccarelli 

M IA I MAKI S 1111 Si GUYS SO LOW ? 

Among other things, having the right tools 
for the lob. Enter the ROMITIP" 

With the ve amp, an age old interface 
tiroblem of providing correct impedance and 

level adjustment between all professional 
.iudio equipment to any instrument amplifier 

has been solved. 

The Re amp is designed and built for this and 
other applications by engineer John Combed' 
for records with Joe Satriant George Lynch, 
Michael Manring. and The Neville Brothers. 

GET A RealTIP— TODAY!!! 

Worldwide distribution by: AXI 
T 617 982 2626 F 617,982 2610 
• dealer tn.:lames welcome • 

Recording 
Services 

Custom CDs 
vice 

epe 
CD» - 

1000 CD s- Packages fromS/750 
MASTERING ON SON C SOLUTIONS 
NONOISET. • CUSTOM GRAPHICS 
Call NOW for A Peconal Estimate 

MasterWrks@aoLcum Memphis • 

Your mu5ic on 

Ca ssette5 & Vinyl 

COe from.1 to a million • 
Low prices • fast, friendly service 

Everything included, no hidden charges 

Mastering, Sound Enhancement 

847-945-6160 
Dream b Studio 

CD RECORDABLES 
AS LOW AS $16,00 PER_DISC 

Your Logo/Past Turnaround 

ADVANCE/PRE-RELEASE 
REFERENCE/ ROM BETA COPIES 
CD MASTERING DIGITAL EDITING 

CD PRODUCTION DIGITAL TRANSFERS 

DB Plus DicerAl SERViCES. 
250 W 57th Street., Suite 725 
New York City, N.Y. 10107 
212-397-4099/ 397-2207 Fax 

CO & CD ROM Manufacturing 
The Best CD mastering... 

CD Booklet Printing and 
Graphic Design ... 

lçil 1800)344-4361 ffr I ; (212)369-2932 
Olifilliti - See is In y . virAelpiace 

I SEE OUR AD IN MARKETPLACE pg. 225 

SOUTHERN RECORDING & SOUND 

Bulk Cassette Tapes 

DAT, ADAT, 0-88 Tapes 

Recording Supplies L Accessories 

^' NO MINIMUM ORDER 
Call for Free Catalog 

1-800450-8273 

Sound Restoration/ 
CEDAR Processing 
78, LP, Acetaie, Open Reel 
Transfers/Reasonable Rates 
Allen Lowe Archive And Sound Service 
182 Willard St. New Pawn, Cc. 06515 
Phone:203-381-0915 :ar.203-381-0921 
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Third Weave Media 

Recording 
Services 

CUSTOM COMPACT DISCS 
Affordable single-copy CDs 
starting at $30. Write, call 

or fax for information. 
46 PRODUCTIONS 
42W557 Hawk Circle 
St. Charles, IL 60175 
TEL: (800) 850-5423 
FAX: (800) 203-1725 

email: FortySixP@aol.com. 

SINGLE r% 
COPY V Vs 
Prices start at $29 for one disc! 

Includes: Insert 8. tray cards, disc labeling 
photo on artwork, paper 8. font choices, 
1-2 day turnaround & return shipping' 

Discounts start al 2nd disc, • Call for In! o.pach 

,=`,),M 713-988-6626 

LOWEST PRICES ON 
REAL-TIME DUPLICATION! 

300 Chrome (up to 45-min.) 4-

color J- Card, Imprint, Shrink, 
$649.99 includes P/U + Grnd 
Shipng. Visa/MC/Disc. ACCU-
RATE AUDIO LABS INC. (800) 
801-7664. 

Good Vibrations — RJR Digital 

OUR CD PRICES INCLUDE ABSOLUTELY REID THING 
• SYSIFAI AlASIFKINT. 
• ',PUTT TYPf SLUING Atig UST, /A1 rRSK,S 
• sl <MARATHA, 55'f ( 111,015111111 AR 11 TWIN A 

1000 CDs- $2258 retail ready! 
Call FmIr Atm. Detail, fa,in, is.,. 

Records Tapes DEAL DIRECT WITH THE FACTORY 
CD Services 

COMPACT RISC MANUFACTURING 
CASSETTE MANUFACTURING 

11110-289-9155 
attune US 15161244B/3OG 

CD REPLICATION • CASSE, fE 1 c4c, DUPLICATION • DIGITAL 
MASTERING. GRAPHIC DESIGN a , 

PRINTING • PACKAGES MUSIC 
ONE OFF COs 

. - ' • 

SEE OUR AD IN MARKETPLACE pg. 226 

seeiWaer use 
CD-R4M Replication 

eS with Graphics 
CD-Audio / 
Retail-Ready 

ED CATI 

C LL FOR 

8OO5 55 
Meg forefinclep 

Van' Street New Se 

VINYL RECORDS 

nt, S 1977 

ork 10013.*121226-440 (2121 os 

See our Display Ad for 13,ricingU 

(800) WAVE-CD1 • (213) 931-1746 
RETAIL READY PROFESSIONAL CD REPLICATION FROM YOUR CDR MASTER/SPEC FILM 

1000-$1499/2000-$2599 
Complete w/Glass Master 2 Color CD/4 Color Inserts/Jewel Box /Shrink Wrap 
.75C ea. - 2000 S incite - 2 Color CDs Visa-MC-Disc-AMEX-Diners 
WERE # 1 WHY PAY MORE? 

MIX Classified Department e-mail address boycemr@elvis.cardinal.com 

Don wit breeksfegyouiCDscallus 
1061)»romo CD 

ttEs 875 

I>oloo CD's $100 

DAT/Cas.sette to 74 min. CD 530 

f MAC ()()M Fup Color Packas - 
#1 Wholeser to the Welty 509 C4ssettes • Z.N= 

100 Cassettes X -C-D'; A237, 
, 

'Let Us Enhance yolir Mix with Digital astering 
Digital Mastering foi:›ttle as $ 10 a track 

24 HR 713-781-1963 

Manufacturing Tomorrow's Technology Today 

Music, Software, Games, Interactis 

Multimedia, Education, Entertainment, 
Databases, Photo CDs, Movies and 
Karaoke. Mastering and Pre-Mastering, 
up to 6 color printing, replication, 

graphics, shipping and packaging, and 
fulfillment. 

W I NS 
DIGITAL CORPORATION 

10 Commercial Street • Hicksville, N'Y I 180 I 
Tel. 516-933-2500 • Fax 516-933-2506 

Toll Free: 1-800-WINGS41 

DRT Mastering 
You will have the big, high-impact 
maior-label sound that sells discs 
or the work is free! Custom signal 
chains. First class results. Outrageous 
replication prices. Free brochure. 
800-884-2576 sew« ....aster., conexedrt 

MIX 
MARKETPLACE 
Folt \\ I)1\if ) 1f\I VIIIi\ 

(800) 544-5530 

Begins on Page 223 

1-800-TAPE WORLD or 1-800-245-6000 
Well beat any orcei S PS SHIPPING • FREE CAT 

TAPE WORLD 220 SPRING S, BUMP PA 1,,(X)3 41 412 281 8205 

rGot More Time Than Money?" 
Try the Do-It-Yourself Klarity Kit 

on.y • • •_. se191 00 
Complete Package In(ludes. 300 pollen cassette tapes, 

quality tope duplication E on-shell printing, standard graphic 
design, Norelco clear boxes, printed 1-Cards 8 closure tabs 

1:1 rae(4,/ 

LPOB 160 Mopk M.Vo;:alUO e 04162 1 eee ìse. 6405j 

SEE OUR AD IN MARKETPLACE pg. 224 

CD 
MANUFACTURING 

CASSETTE DUPLICATION 

GRAPHIC DESIGN & PRINTING 

DIGITAL EDITING & MASTERING 

Lber/s, 

ESP 

1-800-527-9225 
EASTERN STANDARD PRODUCTIONS, INC. 

37 JOHN GLENN DRIVE BUFFALO NY 14228 

,716) 691•7631* FAX (716) 691-7732 

'Nth 
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RECORDING 

DUPLICATING 

SUPPLIES 

ARCAL 
TDK AMPEX 3M 
BASF MAXELL 

Cassettes • Reel- to- Reel Tapes 
C- O's • Cassette Albums • Labels 
R- Dais • CDR's • Video Tapes 

Data Storage Media 

ARCAL CORP. 
2732 Bay Rd., Redwood City, CA 94063 

TOLL FREE 1-800-272-2591 
FAX (415) 369-7446 

Visit our web site: http://www.arcal.com 

CD'S FAST 
*300 CD Special 949 
*500 CD Special $999 

with client provided CD [I 
label 1118& inserts 

do% Digital Mastering, CO Rom g, Graphic Design Available 
Silicon Graphics Digital Printing 
Full color inserts from $275 

10 free Posters w/complete package 
Call (800) DIGIDOC 

IDIGIIDOC 
P R 0 DUC T IONS 

NipacifIc 

coast 

Elsound 

workS 

1,000 CD'S FROM: 

e 1, 000! 
110.- ink Muni up- WPM 

MP- Minn 
IMSIBMIC naming 

OW. WI SONY 1 

I-trax —  EN HANCED CD s 

(BOO) .4-2 3-2•1 
15: (2IS) 155-4771 FAX (21 E 
•••• merry Sled, Ste 500 LA, CA 

Ilittp://www.ltrasccem 

Empire IZec9rds 
Call us roll free at 1-800-905-Da 

Phone: (716) 871 -DISK 

Fax: (7)6) 871i 

2635 Delaware 

We'll beat 

lu 

[SEE OUR AD IN MARKETPLACE pg. 225 

NOW! YOU CAN CHOOSE! 
TOK PRO SA BULK MAXELL XLII BULK 

C-60 C-90 C-60 C-90 

$0.58 $0.78 $0.61 $0.83 
MASTER DIStRi&JTOPS or e. .MPE>, • BaSe DENON • DC 

• FUjI E L • SON , • TI:w • TE•Er 

TELEPHONE 212 791 MO OR KO 969 3671 
FAX 212 759 9740 

SEE OUR AD IN MARKETPLACE pg. 223 

I ,eIT 1. 
PRO AUDIO RENTALS 

OFFERING THE FINEST IN 
STATE OF THE ART 

AND VINTAGE 
RECORDING EQUIPMENT 

CALL US, TOLL FREE 
(800) 446-3278 

WEB SITE http://www.dieldispatch.com/dd 

CAPAL DIGITAL DUPUCADON SEIMCES 
an CD-AS & CASSETTES 

Real Time Cassette Duplication 
From A Digital Source 

• Promo" Meatering e • Color Separation 
• Artwork 
• Complace Pickles 

FAST QUALITY SERVICE 
We Accept All Maior Credit Cans 

I-800-541-2214 or (904) 264-8877 

Capal Digttà Duplication Services 

26 Indurnal Loop, Surte 171. Orange Part FL 32073 

Call for a FREE catalog. 1-tome of Capal Records. 

PROMO PACKS FROM DAT 

10 CD's - $175 
10 (30 MIN.) CD'S FROM YOUR DAT - $ 175  

10 (45 MIN.) CD'S FROM YOUR CD-R - $ 150 

TO ORDER CALL: egb FREE DAT 
0- 80684-8071 Pf?EMASTERING 

FOR INFO CALL: ffl 48444.1 SRC 
415-389-1 959 seem GUARANI.= 

RAPDOM ACCESS MEDià 

"Best Mastering Experience I've ever had!" 
• CBS RECORDING ARTIST, JACKIE KING 

GUITAR FOR RAY CHARLES WILLIE NELSON, & CHET BAKER 

M I MIA) ELASS 

MASTERING BY 

SHORELINE 
DIGITOIL 

CD's • CASSETTES • VIDEO 

Complete State-of-the-Art Manufacturing 
Direcl-kom-Osgilal Real Time & High Speed Cassette Duplication 

CD's, CD ROM. CD Plus • Complete Graphic Design. Printing and Packaging 

500 CD pkgs. • VHS Hi-Fi Duplication • Blank Tapes & Accessories • 100% Guaranteed 

1-800-365-TAPE (8273) • 1000 CD Package - $1499Y • Free Color Catalog 
ebtout our 

EASTCO PRO Audiollideo Corporation 
.P.E999t 4C1C11 .194'" (her n decade Nerving lincrin, J, the ;fork! 

40 Gardenville Pkvry kV • Buffalo. NY 14224. Phone (716) 656-1296 • Fax (716) 656-1589 

20thAnniversaryi A l I 4111711@ SI;• •  
Studio Sales 8t Service* 

Full color • CD & Cassette Album Packages Fast 

1000 full color CDs, complete $1,899 
CDRs overnight • CDR blanks • RtP;12 • DATs ADATs • HI8 • VHS 

Blank cassettes • PC/Windows digital audio workstations 

Small to large orders Warehouse prices 
Call 800-483-TAPE for Free catalogue 

fax: 904-398-9683 • Internet: warehous@jax.jaxnet.com 

Visa • MasterCard • Discover 

2071-20mx Emerson St., Jacksonville, FL 32207 • 904-399-0424 

Since 
1975 

TOLL FREE 1-800-835-1362 

COMPLETE FULL COLOR COMPACT DISC PACKAGES: 

500 CD's $ 1099. / 1000 CD's $ 1599 
CD Package includes. color 2 page insert, color traycard, 2 color on CD printing, pre master & glass mastering 

lewel box, shnnkwrap, insertion of graphics. Does not include film or typesetting. 

• 

COMPLETE FULL COLOR CASSETTES PACKAGES: 

500 cass. $ 614. / 1000 cass. $909. 
Package includes 40-50 min high bias tape, 1 panel J-card, digital running master, on cassette printing. set-up 

Norelco box, shrinkNrap, insertion of graphics Does not include film or typesetting 

American Clients: No Tax... No Duty... No Problem! 
Cutting Edge Technology... CD ROM Available! 

HEALEYdisc 
/kldniitctunne7 
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Records Tapes 
CD Services 

PROTOSOUND 
Compact Disc & 

Audio Cassette Mfg. 

(802) 453-3334 
Fax: (802) 453-3343 

!SEE OUR AD IN MARKETPLACE pg. 2251 

Í CUSTOM LOADED 
CASSETTE BLANKS 

all lengths to C-94 
rushed in 100 piece runs 

•••(ebg-
TRUTONE INC. 
310 HUDSON ST HACKENSACK NJ 07601 

I-8813-TRUTONE (87E1-86" 

tit 

Stepping Stone 
Killer Prices - Great Service 

• 1000 CDs wicolor inserts, filmsep, 
layout: $ 1580. Color cassettes $975 
&Call for large qtys, graphics svcs, 
mastering, raw CDs: 888-777-DISC 
or verffl.mv.consibiesteppingstone 

euchocit ion  
Compact Disc 

Cassette 
Manufacturing 

1-800-375-2060 

Call us before you 
order your CDs and 
Tapes, we will save 

you money. 

• :) 

,;::«:t••••• 

• 
Bulk CD's 

as low as, 

60e 

AUDIO & VIDEO CASSETTE 
COMPACT DISC • CD-ROM 

DUPLICATION  
NOW FEATURING THE 

THE LATEST IN DIGITAL BIN 
TECHNOLOGY FROM 

gauss 
man gr• 
»mi.», INC. 

..... 
6737 E. 30th Street 

Indianapolis, Indiana 46219 
317/549-8484 FAX 317/549-8480 

0.6 CI pukka, 

Our CD 8. Cass's are 

CHEAPER! 
(800) 421-8273 

Progressive Music 

I SEE OUR AD IN MARKETPLACE pg. 225  

I'M'« EBRO SA 
Cmoe49/8/erbILarael•ell 

( 2'l 

I_-4i' i I (.1-t 

("4:(t C,tt,1 7,1 

CIIIISSET 0.«. 

.1.1,..CA11101. 

INTER 199711/0•4188 

814194143 
7 CPS3- 7 3 - à 819 5 

te  500 CDs 
500 Cassettes 

°air $2,590 ‘0% 
11.1 •ffl 
• FREE Graphic Design • Include Insert Printing 
• Maje label Duality • Ne-FineTrin, Guarantee 

(all today for your FREE, 
1995 full ( olor rololog 

.t% 3 lee e 

1-800-468-9353 
24 HOURS TOLL FREE 

609-643-9030 
FAX 

601.661-3458 

DISC MAKERS 

CD-Audio & CD-ROM 
• Audio & Video Cassette Duplication 

• Mastering • 1630 • PMCD • CDR 
• Graphic Design & Printing 
• Retail-Ready Packages • Fast Turn 

CD SONIC 
Tel: (617) 424-0670 Fax: (617) 424-0657 

Toll Free 1-888-CD SONIC (237-6642) 

Record & Tape Mfg., Inc. ,qiir 

902 N. Industrial Blvd. e 
Dallas, TX 75207 e-

214-741-2027 
1-800-527-3472 
CD's Starting at 

$900°° 

MAJOR LABEL 
QUALITY & SERVICE 

* VINYL PRESSING 
SPECIAL RADIO & PROMO PACKAGES 

* COMPACT DISCS 
* CASSETTES 

qeteiciee e,,deil 

CD & CASSETTE MANUFACTURING 

tit-1g 

.0 4ceir.,1 Or, ,110111, 

http:Mvww.bltstream.nettopson,c 
ossonic17 bitstrems net 

fax: (6121922-6874 

br.UDIONY0q1(1 
FACTORY DIRECT 

PRICES CDN 
31%1 at AMPEX TAPE 

Custom Mogami Cabling 

BULK CASSI TILS 

1 OYER7OP ESSIONAL 

LINES .; 

ANYTHING YOU NEED FOR 

CASSETTE DUPLICATION 

FEATURING THE SOUTHWEST'S FIRST o ONLY DIGITAL BIN 
CASSETTE SYSTEM & LARGEST REM. TIME CASSETTE FACILITY! 
PIHNTING • GRAPHIC DESIGN • BLANK CASSETTES • MASTERING & EDITING • ONE-OFF CD-RS 

PACKAGES AVAILABLE! CALL FOR FREE CATALOG! 

CRYSTAL CLEAR SOUND/TAPE MASTERS 

1_ 8 0 0 8 8 0 _ 0 0 7 3 

28TH ANNIVERSARY 
FREE CATALOG 

D-RS, HI-8, 

INI DISKS, S-VH 

MASTERING TAPE 

A-DAT, R-DAT, BULK VHS 

RUSTIC REELS, BOXES 

NORELCO, SOFT POLY BOXES 

VIDEO BOXES 8 SLEEVES 

SINGLE 8 DOUBLE CD BOX 

DCC, MOD, DDS2 
AND VOFFEA IN HOUSE DIRECTOR OISSFRE PRINTING, FEATURING 
MORE THE LATEST APEX ULTRA VIOISINKING PROCESS/24.48 HOUR SERVICE 

IN NYC 718-435-7322 • 800-221-6578. 24 HOUR FAX 118.853.2589 

421/ ilTrl AVENUE • BROOKLYN, NI 11119 bilso 

• AUDIO PRODUCTS IN  

. LENGTH 

TYPE 
C-10 C-20 C-30 C-40 C-50 C-60 C-70 C40 C-90 3M 

TDK SA .25 .30.35.39 44.49.53 .58 .63 41/,-T-rx 

MAXELL 
XLII * 27 .32.38.44.47.52.67 70 . 76 M BASF 
BASF 

CHROME 30 38.47 56.65.69.80 137 . 89 AMPEX 
SUPER 

maxell 

THE NAMES YOU KNOW AND TRUST... 
HIGH BIAS BULK-BLANK AUDIO TAPES 

UNBOXED-UNLABELED 

LB4GTH 
*TOR 
9/0.54 
G06417 

maxeli 
XIII 

el BASF 
CHROME 

PI.Us 

el BASF 
CHROME 
SUPER 

C-I0 24 t 256 251 284 
C-15 266 271 304 31( 
C-20 28 t 30 t 311 354 
C-40 336 36 t 35 c 45 c 
C-44 404 45 t 426 586 
C-62 471 506 504 684 
C-80 564 68 t 65 t 85 t 
C-92 62 t 75 t 726 87 t 
C-100 70 t 83 t 76 it 95 t 

FULL UNE OF RECORDING 
AND DUPUCAT1NG SUPPUES 

DIRECT ON CASSETTE PRINTING 
CUSTOM LABELS AND J-CARDS 

ALL LENGTHS AVAILABLE - 1MINUTE TO 126 MINUTES 

...FROM THE COMPANY YOU KNOW AND TRUST 

7645th Avenue, 145 louro Pinero Ave., 
Brooklyn, New York 11232 Cello, Puerto Rico 00735 
In NYC Tel: (7181 369-8273   In Puerto Rico Tel: 

24 Hour Fox: (718) 369-8275 Nanonal Recording Supplies Inc. (809)885-2315 

re' 
rn 

CALL TOLL FREE 1-800-538-2336 
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Our CD and cassette packages are the 

most complete, superior quality retail-
ready packages wadable. Just send us 

your master, photos, and liner notes 

We do the rest! 

ri_r 
_7;_Piluefe,5 

211117) 
yip-) 

TOP QUALITY PRODUCTS 
AT FACTORY DIRECT PRICES! 

CD's - Posters - T-Shirts 
Press kit covers - Cassettes 

Logo Design 

Complete Full Color CD Package 
500 CD's: $ 999.00 

CD package includes: Color 2 page booklet, 

2 color CD Label, all mastering, jewel box, 

shrink wrapping, graphic insertion. 

Film supplied by customer. 

WE DO /TALL! - Package 

500 CD's: $ 1299.00 
CD package includes: Graphic design, film, 

color 2 page booklet, 2 color CD Label, all mastering 

jewel box, shrink wrapping, graphic insertion. 

1E800358206MM 
INDEPENDENT RELEASE SPECIAL -MAJOR LAIEL %AMY 

1,000 CDs • 4-Panel Foldee 4-Color (4/I) 
• 4-Color Tray Card (00) 

Complete Package • 3.Color O Doc Pnuing 
'2 • From YourDAT, 163a, or CDR 

• Color Separaoons. Typesetting, and 
rid  500 cassettes for only '92: more, Graph' Der Included! 

LForThe Most Complete CEI and Cassette Packages Available, Call 1-800 637 9.193 Musicraft 

REUABLE 
"ON HOLD" 
TAPErrPLAVERS 

*MADE IN USA 
CALL OR FAX FOR 
SAMPLE TAPE 

MANN ENDLESS CASSETTE INDUSTRIES 
3700 SACRAMENTO ST., S.F , CA 94118 

TEL: (415) 221-2000 FAX (800) 683-7569 

SEE OUR AD IN MARKETPLACE pg. 2:24° 

AAPEX 
ULTIMATE FIDELITY 

The world's largest Nakamichi 
real-time cassette duplication 
system. Full-service packaging. 
50 to 50,000 qty. Outside CA, 
call toll-free (800) 323-AAPX 

or (415) 492-1300 
—Call AAPEX today! 

• CDS 
• QUICK 

• BEST QUALITY 
• DIGITAL CASSETTES 

• PERSONALIZED SERVICE 
• TOTAL COMPLETE PACKAGES 

• LOWEST PRICES, CALL US LAST! 

Q. (813) 446-8273 "" 

Total Tape Services 
639 Cleveland St / Clearwater FL 34615 

m WORKS 

511-0089 

• CO Ref:Th.1nm •lomplele sego. es 

*CO ROM • 16 TO TOR Transfers 'one Oil's 

Tr, Si.,,.,, hose, ate • 137, mule. lee reln 1,2 I : ef 

C 0M P LAI 0 rN 
get your track on a CO 

NOW! 
30( D',,Radlo,Pon - 
Strn.a.therh. 

$199 
rev 

Make 
your own 

CID 
$80601 or 500 

$ee Offlirer pekLige lockers a). 
Sor 1,000 ambespitcrack.a8 het 79 rrà 

Studios 
Recording Studio For Lease 

Orange Co., Calif. 1,200 SF track-
ing room, control room, 3 isolation 
rooms, lobby/office area, profes-
sionally built. $ 1,990 per month. 
(714(939-2200. 

Dan Powers—Bart Brown 

San Diego County Home Studio 
Pro-designed control rm w/TAD 
tri-amped mains, studio, machine 
rm; quiet rural neighbonood, rolling 
hills & eucalyptuti trees, .55 acre, 
2,429 SF, 4-br, 2.5-ba. $ 1,200/Mo 
lease; $275k sale. (702) 898-2477 
for info. 

Video 
Equipment, 
Services 
Supplies 

VIDEO w/TC FOR LOCKUP. 
Rebuilt 3/4" wNVarr., Betacam. 
1" VTRs: SONY, JVC & AMPEX. 
JVC & SONY Remote Controls. 
SONY VP- 5000, 5600, 5800, 
5850, BVU-800. 950 VO-9800, 
9850. Four- Month Warranty. (212) 
580-9551/ (212) 206 1475. Fax: 
(212) 929-9082. 

Michael Temnier. 

Miscellaneous 

NEW FREE 
CATALOG 
Audio/Video/Data 
Cables & Tapes! 

HAVE, Inc. Dept. MX1 

1-800-999-HAVE (4283) 

SEE OUR AD Ill. MARKETPLACE pg. 225 

Tri c,': ers e co 

CLASSIFIED 
AD DEADLINES 

Sept. ' 96 issue 
July 15  

Oct. ' 96 issue 
August 15 

Nov. '96 issue 
Sept. 15 

Mix Classifieds 
(800) 544-5530 

Or 
FAX (510) 653-8171 

MASTERING 

REPLICATION 

PERSONAL 
EXPERT 
SERVICE 

212 3 3 3 - 5 9 5 3 
digital force@morebbs.com 

TOTAL CD, CD-ROM 
& CASSETTE PRODUCTION 

330 WEST 58th ST 

NY, NY 10019 

The Power of Excellence sm 

GRAPHIC 
DESIGN 

PRINTING 

COMPLETE 
PACKAGING 

POSTERS 

MASTERING MANUFACTURING .• PRINTING 

Duel- RIM 
FOR COMPACT DISCS • CD-ROM 

REAL TIME & HIGH SPEED AUDIO CASSETTES 

ro) 

COMPLETE PACKAGES • COMPETITIVE PRICING 

GRAPHIC DESIGN STUDIO • FAST TURN-AROUND 

PERSONALIZED EXPERT SERVICE 

, 1-800-815-3444 
(21.2) 730-2111 

130 Wrest 4.2rrei Stret New V.ryr k. NV 10036 

DhIH CLFISSIFIEDS 
1110RH! 

Phone: (800) 54-4-5530 

Fax: (510) 653-8171 

boyeemr@elvis_carciirial.ccom 
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MIX CLASSIFIEDS WORK FOR YOU 

Text rate: 

Enhancements: 

Display rate: 

Closing: 

$100 per inch; eight (8) lines per inch (approximately 27-32 character spaces per line); one-inch minimum. $10 per bold line. Each 
space and punctuation mark counts as a character. $100 minimum charge for each ad placed. 

$10 black border, $ 15 for a grey-screened background. $25 for a reverse, $25 for Post Office box service. Charges are based on a 
per- insertion basis. 

$125 per inch ( 1" minimum/half-page maximum). Display Classified advertising must be camera-ready, sized to MIX column 
widths and specs. Frequency discount rates available; call for information. 

Fifteenth of the month, six weeks prior to the cover date (ex: April issue closing is February 15). Ads received after closing will be 
held for the next month unless otherwise stated. Cancellations will not be accepted after the closing date. Copy changes and 
cancellations must be submitted in writing. 

Other requirements: Full street address (PO boxes aren't sufficient) and phone numbers must accompany all requests. All words to be bold should be 
underlined. Copy must be typed or printed legibly in standard upper/lower case. Publishers are not responsible for errors due to 
poor copy. Arrangement of characters may be altered in typesetting process due to space. The publishers are not liable for the 
contents of advertisements. 

The small print: 

Send coupon 
payment to: 

No stated or implied discounts allowed on new equipment sales. Publishers reserve the right to refuse or discontinue any ad 
deemed inappropriate. 

Mix Magazine Classifieds: Attn: Robin Boyce, 6400 Hollis St., # 12, Emeryville, CA 94608, tel. (800) 544-5530 
or (510) 653-3307; fax (510) 653-8171. email: boycemr@elvis.cardinal.com. Payment must be included with copy: check, 
Visa, MasterCard, or American Express accepted. Sorry, no billing or credit available. 

CATEGORIES AVAILABLE (check one) 

J Acoustic Consulting J Multimedia 

J Business Opportunities 

J Employment Offered 

J Employment Wanted 

J Equipment for Sale 

J Equipment Rentals 

J Equipment Wanted 

J Financial Services 

J Instruction 

J Maintenance Services 

J Music Products/Software 

J New Products 

J Records, Tapes 8, 
CD Services 8, Supplies 

J Recording Services 
8, Repairs 

J Studios 

J Video Equipment 

J Miscellaneous 

Attach Your Classified Ad Copy on a Separate Sheet. Typed 
Double-Spaced or Printed Clearly in Capital and Lower-Case Letters. 

Company Name 

Name 

Address 

City 

State 

Phone ( 

Signature 

Zip 

Display ($125 per inch) 

Text ($100 per inch, 
one-inch minimum) 

Bold en additional 

Border @ $10 

Reverse @ $25 

Screen @ $15 

Blind P.O. box @ $25 

TOTAL PAYMENT INCLUDED 

J Visa JMC 

J Check/Money Order 

Card 

Exp 

J AMEX 

MIX 
Reader Service 

For more information 

about products and 

services advertised in this 

issue, fill out and return 

Mix's postage-paid reader 

service card! You'll receive 

information directly from 

the advertisers whose 

products interest you. 

NEW FROM MI XBOOKS 

The Key to the Studio Business! 

AND 1.4•10.1.100 

BY JIM MANDELL 

The new second edition of this widely-

used book is a necessity for anyone run-

ning or owning a studio, whether it's a 

project setup, a midrange commercial 

acuity, or a world-class room hosting the 

stars! Author Jim Mandell gives you in-

depth, detailed, specific information on: 

• Writing a business plan and getting 

funding 

• Choosing and buying equipment 

• Determining monthly expenses and 

setting rates 

• Developing new income sources and 

making contacts 

• Advertising and PR 

• Scheduling and studio politics 

• Managing, hiring and firing personnel 

The Studio Business Book also includes special sections on the legal issues sur-

rounding home project studios and writing an employee handbook, plus a guide 

to terms and technology and other resources. 

Item 1319A, $34.95 plus $4.00 shipping and handling. 
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—FROM PAGE 204, NY METRO REPORT 

is, though. I think the whole computer 
thing can tend to get boring to people 
real fast." 

Loeb, who uses the Net to research 
equipment purchases and conduct day-
to-day business, has high expectations; 
hence, his demand that the site look 
sharper than anything else out there. "I 
won't put it out unless it's absolutely 
over the edge," he says. "That's the au-
dience you're going for with a Website. 
It's a particular clientele that finds you 
that way, not everyone." Greene 
Street's new Website, which Loeb said 
he hopes will be ready sometime this 
summer, will incorporate greetings 
from staff engineers, who will offer vis-
itors the chance to hear work they've 
done. "It's a chance to have prospective 
clients meet the staff," he says. " It's a 
chance to avert any intimidation people 
might feel coming to a new facility." 

Both Pilot's and Greene Street's orig-
inal sites were done by Johnny Ricco, 
owner of Media Streams (www.realitys-
fx.com), a site builder who's done sites 
for several studio clients in Manhattan. 
Ricco says studios are similar to other 
Website clients in that they want to 
show a facility or product to its best ad-
vantage in what is still a two-dimen-
sional medium. "The key thing to know 

is that the graphics on the site are only 
going to be as good as what they give 
me," he says. "I tell clients to make sure 
they have all their materials together 
before they come to someone to build 
a site, and have at least a general idea 
of how you want visitors to manipulate 
their way through the site. It makes the 
whole process go faster." Ricco says his 
fees for Website construction have 
ranged between $500 and $4,000, de-
pending on the site's complexity and 
degree of interactivity. The monthly 
maintenance fees range from $50 to 
several hundred dollars, depending on 
the amount of storage required. 

Ricco's studio business has come 
from word of mouth within the com-
munity thus far, and that's also been the 
main way in which studio owners have 
found site builders. Loeb of Greene 
Street says the proliferation of Websites 
could lead to site builders getting their 
own representation, which he said 
would make life a lot easier for studios 
looking to set their facilities apart on 
the Web. "You want to find someone 
who'll make yours look unlike all the 
rest," Loeb says. "People tire quickly of 
sites on the Net. You have to maintain 
it and change it constantly. But I'd like 
to see groups of designers represented 
by groups like the old Hypgnosis, 

which represented album art designers 
years ago. It would also help stabilize 
the pricing of Websites, I think. Pricing 
is kind of ridiculous right now; you can 
pay $1,000 or you can pay $ 15,000. But 
Websites are definitely revolutionizing 
everything. How effective it really ends 
up being remains to be seen. But for 
now, I think you've got to have one." 

Bits & Pieces...ARcoustics has 
been named the design company for 
two new area studios: The renovation 
of jazz guitarist George Benson's 
home studio in New Jersey and the 
acoustical and architectural renovation 
of Studio Nine at Howard Schwartz 
Recording, bringing the room up to 
the specs of staff mixer Roy Latham. 

Chung King closed its original lo-
cation on Centre Street in late April. 
The former facility was kept open for a 
year as owner John King opened his 
new Varick Street location in stages. 
The new facility has all three studios— 
two with Neve VR72 consoles and one 
with an SSL G Plus—up and running. 
The name will change to incorporate 
the Varick Street Studios moniker and 
separate the identity of a new post-pro-
duction business King is planning. The 
studio will also house Genius Audio 
Products, King's new pro audio equip-
ment marketing venture. 

—FROM PAGE 206, SESSIONS & STUDIO NEWS 

NORTHWEST 
G&W artist John Casey Pearson has 
been working on his self-produced 
debut at Triad Studios in Redmond. 
WA, with co-producer Michael Ma-
jerus. Peter Doolan was also in 
recording songs with Tom Hall... 
American Records' honcho Rick 
Rubin recently hired Norm Kerner, 
San Francisco record producer and 
owner of the city's Brilliant Studios 
(riding high after the success of his 
production The Blue Moods of Spain) 
to produce two new signings, Stiffs 
Inc. and Crown Heights, both from 
New York... 

NORTH CENTRAL 
At Chicago's Sparrow Sound De-
sign, The Mighty Blue Kings 
recorded their new R-Jay Records rc-
lease, Meet Me in Uptown, with engi-
neers Patrick Halliwell, Wally Her-
son and Sparrow. Halliwell also en-
gineered for percussionist/poet Don 
Moye, who was in tracking his 
Afrikan Song release for the 

Aeco/Southport label.. Ex-Black Sab-
bath warhorse Geezer Butler recorded 
a track for an upcoming TVT release 
with his new hand G/Z/R at WarZone 
Recorders ( Chicago), with producer 

Martin Atkins and engineers Van 
Christie and Jason McNinch. Atkins 
also remixed a track for TVT artists 
Gravity Kills to he included on a new 

At Warehouse West in Vancouver, B.C., assistant Jeff Dawson (L) and producer/engineer Futcher look on as 

assistant Darren Grahn and engineer GGGarth work the faders at mixing sessions for the band Ten Days 

Late. The project was tracked at Bryan Adams' personal studio, also in Vancouver. 



LITTERS TO THE EDITOR 

FEEDBACK 
WHAT'S ROUND ON THE ENDS 
AND HI IN THE MIDDLE? 
How dare you publish an article on 
Ohio's studios (May '96) and overlook 
its biggest city? I am one of Columbus' 
busiest independent audio engineers 
and have been receiving Mix since 
1979, when it was just a newspaper. We 
are home to more major corporations 
than Cleveland and Cincy put together. 
Columbus has five acts signed to major 
labels and twice that on independent la-
bels. I recorded over .t00 commercials 
and four CDs last year alone, so don't 
say we have nothing to offer. I work in 
no fewer than six hard disk studios, in-
chiding a brand-new 32-track Pro Tools 
Ill room, and our analog and ADAT 
rooms are second to none. 

Some of these studios are Ameri-
sound (a new facility), Diamond Mine 
(featuring the new Otani console), John 
Schwab Recording ( another new facili-
ty), and Mus-I-Col Studios (where I was 
head engineer for 10 years), which has 
one of the largest collection of vintage 
Neumann tube mics and other vintage 
gear in the country. Hell, even the vin-
tage Wally Heider tube board that Steve 
Bamcard refers to in his Grateful Dead 
article in the May issue is alive and well 
at Mus-I-Col. So if you really want to 
know what's goin' on in the "new" dig-
ital world, ask someone from a market 
like this, where engineers must be 
versed in all current formats. 

Douglas Muards 
Columbus, Ohio 

THE HEADPHONES OF OZ 
Regarding your "Field Test" in the May 
1996 issue of the Audio-Technica Stu-
diophones: I work as an engineer and 
tech-in-training at an analog 24-track 
studio. We recently purchased three 
pairs of the new Audio-Technica ATH-
D40 phones to replace some of our old 
reliable Fostex T-20s. Mr. Petersen is 
right about them being particularly 
good for bassists and drummers, but lie 
overlooked one very important fact. 
These headphones cannot take a beat-
ing and keep on ticking. I don't know 
what they were thinking over at Audio-
Technica when they put plastic plug 
bodies on the V-inch connectors and 

built the other end of the cable into the 
earpiece. All three plugs are now 
cracked and at least one pair has a 
shorted cord that will have to be com-
pletely replaced. One thing I loved 
about the Fostex 'phones was that parts 
could be swapped between pairs. 
Granted they don't sound as good, but 
working headphones are better than 
broken ones any day! 

Michael Rippe 
Oz Stitches 
Baltimore. .lkl. 

GOSPEL MESSENGERS 
I would just like to thank Dan Daley for 
his recent coverage of Charlie Peacock 
and John Elefante. Given that the Chris-
tian music industry is larger than one 
might think, it is important to talk with 
producers in the field. Also, it might be 
important to recognize that the ultimate 
aim is not making SS, but to give us an 
avenue to reach people with the mes-
sage of salvation through Jesus Christ. 

Mr. Daley, keep up the good work. 
And might I suggest interviews with 
other CC producers such as Brown Ban-
nister (Amy Grant) and Steve Taylor 
(Guardian, Newsboys)? 

Eugene Fok 
hs252evenet.toronto.on.ca 

AUDIO BOTANY 101 
I am dismayed at the lack of educa-
tional support by the audio industry 
("Insider Audio," April '96). JBL et 41 
are quick to throw money into the 
MTV advertising ring ("Mass Marketing 
Pro Audio," April '96), yet are skinflints 
when dealing with their best future 
customers. "Those crummy. tire-kick-
ing students" may be cash-poor at the 
moment, but have great future buying 
potential. 

Seeds sown early make hardy plants. 
Thirty-some years ago. I was impressed 
with a mail-order catalog called Allied 
Radio, which turned into Radio Shack, 
where I still turn to for basic electronic 
parts. In the last year, I've spent 10 Gs 
on audio gear. Investment in today's 
students will pay dividends from tomor-
row's consumers. 

Herb Cronin 
Harrisburg. l'a. 

YAHOO! SURF'S UP! 
e got a good solution for Stephen 

St.Croix's problem with "file crosstalk" 
("The Fast Lane," April '96)—tbrget all 
that encryption stuff (one might view 
audio jargon as a form of encryption 
anyway), get off of AOL and get a real 
ISP! Fifteen seconds with Yahoo! and 
you'll find half a dozen ISP's in any city 
in tiny Maryland. 

AOL has the unique practice of pick-
ing your attachments off of your mail 
fiwyou, which a regular ISP doesn't do. 
If you encrypt your attachment, it 
doesn't diminish it's ability to get lost by 
AOL. And it doesn't diminish the likeli-
hood of your getting someone else's 
.1PEGs. Imagine mailing your column to 
Mix just before the deadline (Nab! — 
ecis.1 and having it get lost while you're 
out tooling around on your I larley— 
probably worse than getting a picture of 
some naked lady. 

Mark Uncial)! 
shark@dtinet 

JUST SAY NO TO HIGH SPLS 
Thank you to Paul Lehrman for the 
"What Happened to the F011 Mix" arti-
cle (" Insider Audio," May '96). Live 
sound is a very difficult job, as we who 
do it know. We wrestle with a hundred 
impediments to really good sound rang-
ing from guitarists a half-step fiat to 
"musicians" who want the lxiss in all the 
monitors, then complain because they 
can't hear the voices. Yet, if we are 
proud of what we do and who we are, 
we wrestle with obstacles until the 
show sounds as good as we can make 
it. Lehmian didn't, however, raise the is-
sue of excessive SPLs at so many 
shows, and I think that this is a factor in 
many "bad sound" experiences. Let's 
raise the standard, folks, before the 
lawyers decide we are a ripe target and 
the audience has finally had enough. 

Don Cicchetti 
La Sierra (Mil ViNfly 
Riverside. Calif 

Send Feedback to Mix, 6400 Hollis 

St. #12 Emeryville, CA 94608; fix 

(510) 653-5142; or 74673.3672@ 

compuserve.com 
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true 4—bus d. sign • AFL/PFL • swept mid eq • 1E3 mic prea 

MORE BUSES, MORE PREAMPS, MORE Eli, MORE 
FEATURES. INTRODUCING THE NEW CR1GOVILZ 

Five years of user input, new materials, new technologies and the soul of our 8.13us...we packed a lot in for just 1119 9*. 

TRIM contralIon the 
channel striel 6040 
total mic gar.; -10,0 
virtual pad' fo- line 
inputs. 

AUX SENCS eer ch. 
Aux 1 & 2 swireh-able 
pre/post. Pet-fader 
Aux 3-4 /5-f 
selectable via Shift 
switch. 

HI EU.±1.5cit3 shelving 
at 12kHz. 

SWEEPABL1 -----
MIDRANGE. Wide, 
musical peaking EO 
with100Hz-bo SkHz 
range. ± 15d..E. l'ange. 

LEI EU. ± 15a0 shelving 
at .50Hz. 

LOW CUT FIXER is 
a must for 'ive sound 
and acoustic 
(microphone.) 
recording. S.irarp, 
18d5/octave 0 75Hz 
high-pass ti+ter lets 
you add Lo shelving 
EO to voca s without 
boosting undesirable 
mic thumps! stage 
rumble, wino noise, 
P-pops, etc. 

PAN control with _ 
constant loudness to 
maintain sz-leo 
perspective. 

MUTE switch. 

MUTE B OVERLOAD 
LEO. 

-20dB SIGNAL 
PRESENT & SOLD LEO. 

SOLD. In-place AFL — 
or PFL. 

BUS ASSIGN 'or Subs 
- - 

GOMM FADERS with 
845us log taper, 
special lip seal & long-
life wiper material. 

BUILT-
IN 

PHAN-
TOM 
POWER 
switch. 

Stuck-quality 
DISCOETE MIC 
PREMIUM on every 
channel! 

power 
supply. r r 

e" e-

TRIM u 

The original CR-I604 
defined the modern 
compact mixer. Now 
we've "raised the 
standard" by adding over 
20 new features like true 
4-bus design, our famous 
mic preamps on every 
channel, flexible routing 
and monitoring, and 
swept mid EU — for lust 
s100* more than the 
original CR-1804. Call 
for a free 40-page 
brochure. 

5-WAY PHYSICAL 
CONFIGURATION via 
our famous rotating 
input/output "pod." 
in minutes you can 
switch the CIZ1604-VLI 
between ultra-compact 
8-rack space configuration 
with pod to back 4), 
rackmount jacks-to-top e 
or tabletop/ jacks-to-top e 
Optional RotoPod-VLZ 
bracket places input/output 
jacks on same plane as the 
controls (tabletop e or 
rackmount 0). 

 MONO OUTPUT(hai./ 
unbal.)has separate 
level control. 

—  RCA TAPE inputs re 
and outputs- I  •  

16 STUDIO-GRADE HIC PREAMPS V1.2 (Very Low Impudence) 
means the new CR1604-VLZ actually r CIRCUITRY developed for our SiOub 
costs 1100 less than our classic consoles, further reduces noise and 
CR-1604 & XLR10 extender combination! crosstalk in critical signal path areas. 

i 

iii&//51/e12&.:11,11&,Ilam  ill_ililliilLTAR.1,11SiLe Easesall'ele! " 

ifeiezpirg ,L-T1 —t . • Y. • 
111111Mlii 

SOLID 
STE 
main 
chassie 
SFALFD 
rotary 
controla 

, 

AUX SEND 1 G 2 MASTERS. — 

Stereo AUX RETURNS 1 S2 with 2040 gain 
above Unity for boosting weak effects. 

EFFECTS TO MONITORS controls fold Aux 
Returnl& 2 back into Aux Sends1& 2 so 

that on-stage performers can hear effects. —  

AUX SEND 1 92 SOLD switches with LEDs.— 

Stereo AUX RETURNS 3S 4. 

Aux Return 3 ASSIGN SWITCHES to — 
Main Mix, Subs 1 & 2 or Subs 3 & 4. r 

Aux Return 4 ASSIGN to Control gm/Phones.--I 

CONTROL ROOM/PHONES level control. 

TAPE INPUT LEVEL control and — 
TAPE TO MAIN MIX switch. 

fir SWITCHING MATRIX. 
This fantastic 

creative 
feature 
lets you 

(unbalanced). route any combination of Tape, Subsl& 2, 
- Separate CONTROL "N Subs 3 & 4 or Main Mix to Control Room/ 
ROW OUTPUT Phones bus. Lets you create custom 

headphone or broadcast mixes, monitor 2-
track output or route a cue/click track to 

phones. create a second stereo main output 
with its own level control & more (covered in 

the extensive manual). 

Global SOLD level control. 

GIobal AFL/PFL SOLD switch. 
SUB ASSIGN — 

to Left or Right Main Mix. 

Suggested U.S. retail; 
higher in Canada. 

(bal./umbel.). 

DIRECT OUTPUTS — 
(be! ./ unbal.) 
channels1-5. 

SUBMASTER 
OUTPUTS (hallunhai.). 

..)199i HACKIE DESIGNS INC. 
ALL RIGHTS RESERVED 
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- - 
to +25 
range & 

LEVEL 
SET LEO. 

RUDE 
SOLD 
LEO. 

HEAD-
PHONE 

60mm 
SUB-
MASTER 
bog-taper 
faders. 




