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. . .an automated recording console system without
equal in the industry. Comparable computer-equipped
consoles begin at $150,000 — and still lack the total
productive capability of the Amek system.

The M-2000A console
has four band parametric
equalization; ten VCA groups;
six auxiliary outputs; one mic
and two line inputs per module,
with balanced differential amps;
stereo solo in place with or
without echo; variable hi and lo pass filters; master
selection for mic/line, monitor buss/monitor tape,
mutfe/s?lo group — moreh .
useful features than anything
in its class. Stock frame size  m20004 s60, 000.
is 36/ 24.

AUTO-PAK is Amek’s computer editing and
mass storage system utilizing the SMPTE time code. It
is the only console computer that can vocalize all
commands when entered and
all information as it appears
B ".':"4{.'.".'.‘.'.".'.‘.' 3 on-screen. The master

P keyboard selectively lights
the correct keys for each
function group. The computer
also performs as a tape locate and motion control
unit. Auto-Pak’s storage has three times the capacity
with none of the problems inherent in floppy disks.
Memory consists of 4k pages of high-speed Random
Access memory (RAM) and is used only when required
by fader action. Mixes can

be edited and stored on
tape or in RAM. .mm’25, 000.

Console is also compatible with Allison 65K Programmer
*Subject to adjustment for dollar value fluctuations at time of sale.

Brian Cornfield

16055 Ventura Boulevard, Suite 1001
Encino, California 91436

Call (213) 995-4175

Courtney Spencer or Bruce Martin

MARTIN AUDIO 2. Vork Now vork 10019

Call (212) 541-5900

AMEK SYSTEMS AND CONTROLS, LTD.
Islington Mill, James St. Salford M3 SHW, England
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Newrealms of expression
from MXR.

The Pitch Transposer is MXR's newest addition to our
professional line. It i1s one of our most innovative
products, and possibly the most revolutionary signal
processor in the music industry today. It is a unique,
high-quality unit which provides a cost effective and
flexible package for today's creative artists.

The Pitch Transposer extends your musical boundaries
by creating live instrumental and vocal harmonies. It
has 4 presets which allow the artist to predetermine the
intervals to be processed. Transposed intervals can be
preset anywhere from an octave below to an octave
above the original pitch. The chosen interval is
activated by means of touch controls or a rugged
footswitch. LED indicators display which of the four
presets has been selected.

A mix control is provided. enabling the unit to be used
in one input of @ mixing console. or with musical
instrument amplifiers. A regeneration control provides
for the recirculation of processed signals. creating more
and more notes, depending upon the selected interval.
This results in multitudes of voices or instrumental
chords. An entire new range of sound effects and
musical textures, unattainable with any other type of
signal processor. is suddenly at your fingertips

With many other pitch transposition devices a splicing
noise, or glitch, is present. The MXR Pitch Transposer

renders these often offensive noises into a subtle
vibrato which blends with the music, and is, in some
cases, virtually inaudible. The result is a processed
signal which is musical and usable.

We have been able to maintain a high level of sonic
integrity in this most versatile signal processor. The
frequency response of the processed signal is beyond
10 kHz, with a dynamic range exceeding 80 dB.

A micro computer based display option allows the user
to read the created harmonic interval in terms of a pitch
ratio, or as a musical interval (in half steps). This
unique feature allows the pitch to be expressed in a
language meaningful to both musicians and engineers.

We designed our Pitch Transposer as a practical
musical tool for those actively involved in creative
audio. It reflects our commitment to provide the highest
quality signal processors with the features and
performance that will satisfy the creative demands of
today's musical artist. See your MX3 dealer.

MXR Innovations, Inc., 247 N. Goodman Street,
Rochester, New York 14607, (716) 442-5320

(MXR ) Foesses
Products Group

MARCH 1980



MARCH 1980

THE MIX VOL. 4, NO. 3

THE STUDER STANDARD
Good is not enough,
only excellence is adequate.

The Studer A80/RC MKk Il. For studio
mastering. Or cutting master lacquers.
Or broadcast syndication or master
film soundtracks. Whenever you need
a Ya-inch master recorder you can
base your reputation on, you need a
machine built to the unique Studer
standard of excellence. The Studer

A 80/RC Mk II.

Compare the editing facilities of the
A80/RC Mk Il with any other master
recorder on the market. And the
unique Studer real-time (positive and
negative) digital tape position indicator
and zero-locating feature. Compare
the noise level of its electronics. Check
out the wide variety of available head
configurations, including a pilot tone
version with or without resolver for

film sync applications. Vari-speed
control (+7 musical semitones) is stan-
dard, as is a monitor panel with built-in
speaker/amplifier which lets you cue
the tape right at the machine without
tying up your monitor system.

As for servicing ease, the A80/RC Mk I
is simply incomparable. All the logic
boards have LED status indicators so a
failure can be spotted instantly. You
can even take apart the entire recorder
with the two Allen wrenches supplied.

Of course, there aren't any secrets to
the incredible rigidity of the die-cast,
precision-milled A80 frame and the
extraordinary machining tolerances of
its stainless steel headblock. Only Willi
Studer’s characteristic unwillingness
to compromise.

SR PP
"

Others could make their heads and
motors as well, no doubt; they just
don't. Servo-controlled reel torque and
capstan drive (independent of line fre-
quency or voltage) aren't exactly new
concepts. Nor is PROM-logic transport
control. But try them all out and see
whether you can settle for anything
less than the Studer A80/RC Mk Il

Second best is very good today.
But not good enough.

Studer Revox America, Inc.

1425 Elm Hill Pike, Nashville, TN 37210
(615) 254-5651

Offices: Los Angeles (213) 780-4234
New York (212) 255-4462

In Canada: Studer Revox Canada, Ltd

STUDER REVOX
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AMPEX ANNOUNCES MERGER

On February 19, 1980, The signal Companies,
Ine. and Ampex Corporation, armounced that the
two comparies have entered into an agreament in
principle for the merger of Ampex info Signal
through an exchange of common stock.

The ferms of the agreement in principle call for
the exchange of 0.79 Signal common share of
stack for each common share of Ampex Carpora-
tion. Ampex has approximately 11 million common
shares outstanding and an additional approximate-
ly 1.7 million shares reserved for issuance upon ex-
ercise of employee stock options and conversion of
convertible debentures.

The merger is subject to termination by either
party f, anytime up to ten days befere it becomes
effactive, the average of the closing prices of Signal
common stock on the New York Stock Exchange
for any consacutive hive-day period shall have ex-
ceeded $51 per share or been less than $40 per
share.

Completion of the merger is also subject to ap-
proval by the board of directors and shareholders
of each company, a favorable tax ruling, and ap-
praval of various requlatory agencies. The merger
should close in mud-:1980

The agreement was jomtly announced by Forrest
N. Shumway, Signal chairman and chief executive

URRENT

officer and Arthur H., Hausman, president and
chief exective officer of Ampex

Shumway stated, Ampeax 15 a premier high-tech-
nology company, well respected in fts markets.
“Ampex meets our mvestment criteria in that it is
non-cyclical and a leading company in a growth -
dustry. It manufactures high qualtity products.”
said Shumway

*Ampex i8 a well managed company with a great
future, We contemplate no changes in iis operating
philosophy nor in iis exsting management,” sad
Shumway.

Ampex Corporation: 15 headguartered in Red-
wood City, CA. It principally designs, manufac-
tures, and markets worldwide oprofessional audio
and video systems, computer memones and data
handling products, magnetic tapes and ac
cessories At the end of its fiscal year ended Apri
28, 1979 it reported sales of $380 millon Rt
employs 12,000.

The Signal Companies is a worldwide, multi
industry company reporting sales of more the $4
billion. It ernploys 53,000. Its unifs include The
Garrett Corporation, Mack Trucks, Inc , UOP Inc
Signal Landmark, Inc.. and Dunham-Bush Ine
Signal’s investments include Golden West Broad
casters and Natomas Company.

STUDIO
BUILDERS
CONFIDENT

As 1979 was a year with sharp impact on this
counjry’s record compames, nowhere was this im-
pact felt more than Los Angeles, the Mecca of the
popular music industry. Of the ten major record
labels that disappeared from the charts in 1979,
mine were L.A. based. It was a year of apprehen-
sicn for the recording studios that depend on major
label business and a testament {o diversification for
the others.

While most music people admit that the business
went a little soft m 1379, the major studic butiders in
Los Angeles are optimistic about the future and see
the rapid development of fechnology as moment-
um for the mdustry.

Bran Comfield, president of Everything Audic,
in Encino, notes "a trend toward very saphisticated
automation with powerful computer control. A
dramatic change 1 building materials,“ according
to Cornfield, "will provide better acoustical condj-
YHoning in less physical space,” He also soes a shift
away {rom wood toward new materials less sensi-
tive to L.A's fire codes.

At Express Sound, in Costa Mesa, president
Jerry Smith agrees that new construction materials,
especially substitutes for fiberglas insulation, are
providing quicker and lower cost sohutions in many
applications. Smith feels that the LEDE (Live end,

Dead end) fype approach to control room design

has “arrived” and also sees a wide-spread trend
towards elimination of transtormers in the audio
chain.

“New studio construction began to pick up after

the first of the year,” says Bret Thoeny, archi-

|

| full operation by Spring,

tect/designer for Westlake Audio. Thoeny finds that '

his clients are generally looking for studios that are
larger and more hve than previous Westlake
rooms,

“Video is the big news

we are involved in are giving thought to video, i
nat bullding it in now, at least allowing for its en
trance in the near future.

At Audio Industries Corporation, in Hollywood,
Ike Benoun notes a sharp rise in artist-owned
studios. While he also receives increasing requests
for video compatability, Benoun finds strong anti-
cipation for digital stereo mastering recorders.

Although the past twelve months have not set
new recards for studio construction starts in Los
Angeles, studio builders are generally confident m
the industry’s economic recovery and look toward
technology to lead the way,

. vide data on products designed for the industry,
aceording to Sierra | will discuss techmques of using equipment that im-
Audio chief Kent Duncan, “All of the major rooms | proves safety and rebability, and will pass on

£

7020 Hayvenhurst Avenue, Suite L, Van Nuys, CA

EVENTS

.. G.C. (Jeep) Harned, President of MCI, Inc.,

announced today that the company has opened a

Sales/Service Center in Nashville, Tennessee. The

new office will be headed by Graeme Goodall.

It will serve all customers formerly served by

AClL.. Paramount Recording Studios in

Hollywood is set to open their second room, fea-

turing a Harrison console and UREI monitors ...

The Aspen Music Festival, now m i thirty-

first season, is an intensive three-week workshop

! for theose interested in learning basic audio-

! recording technicques. Harold Boxer, music dir
ector of the Voice of America, is diregtor of the

i Aspen Audio-Recording Institute, which will
be held three times during the summer {June 23

Ampex recently delivered the first ATR-124 24 | -July 13, July 14 - Auqust 3, and August 4 -24)

track analog audio recorder to Heider Record- | and will have a maximum of ten students per

ing in Los Angeles. Pictured left to right are | session. Tuition is $400. For further informa

Larry Estrin and Dave Brand from Heiders and ’ tion, contact the Aspen Music Festival,

Alistair Heaslett and Edwin W. Engberg from | 1860 Broadway, Suite 401 New York, N.Y

Ampex. 10023 or phone (212) 581-2196... Cn Monday

January 28, the Miami Members Association
| of the National Academy of Recording Arts
| and Sclences held their fourth formative
PRODUCTION |
SOCIETY
FOUNDED

mesting at Q. L. Productions, Down South
Studics, in South Miami, The next NARAS
meeting in Miami will be taking place at Studio
Members of the industry that provides creative
and techhical services for touring entertainment
events met in Neorth Hollywood on January 12th

Center in North Miami on Monday, March 3, at
8:00 p.m.... W3 Public Relations, the Log

and 13th and founded the Professional Entertain-

ment Production Society (P.E.P.S. Inc.).

Angeles-based entertainment public relations firm,

has relocated its offices, effective immediately,
| according to W3 owner, Sharon Weisz. The
new address is: 8913 Sunset Blvd., Los Angeles,
CA 30069. The new phone number is:
213/855-1299. The Country Music Founda-
tion Library and Media Center announces the
opening of its new Audio Restoration Laboratory.
Designed and built by Art Shifrin, a leading
sound restoration authority, the Foundation’s
Audio Restoration Laboratory is the result of over
18 months of planning and construction. In
-addition to handling Country Music Foundation
sound restoration projects, the Laboratory will be
available fo outside companies for commercial
uses and to record companies involved in
reissuing historical recordings... Holland-
Kasiner Enterprises, a professional freelance
recording budget service, announces the opening
of its offices in Studio City, California. The firm
offers budgeting and cost monitoring, contracting
of musicians and vocalists, studio bookings,
equipment rentals and a complete follow-up on
all aspects of the recording projects.. . Ball
State University, in Muncie, Indiana,
announces an opening for a Graduate Asslstant
or Doctoral Fellow in Music Theory andfor
Compotition, Recording Technology, or Music
Pertormance, to supervise central recording
. services for the Schoal of Music; possibly teach
one course in Recording Technology., Applicants
should submit resume to: Dr. Cleve L. Scott,
Director, Electronic Systems for Music Synthesis,
School of Music, Ball State University, Muncie,
IN 47306.. . In a recent Billboard Magazine
survey, JBL was named the leading supplier of
loudspeaker products to discos across the contin-
ent for the third straight year. New personnet
appointments at JBL include Bill Hamilton as
Eastern Regional Sales Manager for professional
products and Mark Gander, Apphcaﬁons
Engineer for James B. Lansing Sound, Inc.s
Professtonal Division, it was announced by Ron
i Means, Division Manager.

The Society will act as an information center for
sound, lighting, transportation, scenic, and staging
¢ompanies. It will also serve individual designers,
production managers, equipment people, riggers,
and the other technical specialists who supervise
touring entertainment productions.

Membership, Organization, Ethics, Finance, and
Publicity commiftees were formed to work out the
detailed structure of the society so that it can be in

The Soclety will publish a newsletter to convey
legal, insurance, safely. technical, ethical, and
membership information, The newsletter will pro-

modideations suggested and tested by the member-
Shfﬂ §

The North Hollywood meeting grew out of anim- ‘
promptu gathering at the International Entertan- -
ment Exposition in Las Vegas last December. The
Las Vegas meeting established that many members
of the industry felt a strong need for a trade assocta-
Hon and the January meeting was called.

Production entertamnment industry professionals.
companies, and manufacturers who wish more
infformation should write to: PEPS. Inc,

91406
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Stevie Wonder
cares about music...

that's why he puts it on

TDR cassettes.

Now buy TDK D in multi-packs

Stevie Wonder knows he can
count on TDK cassettes to be
true to his music. And like all
TDK cassettes, TDK D is a reli-
able, all-around performer for
any portable, home or car cas-
sette deck. Even at its modest
price, TDK D gives you all the
quality and performance TDK

save.

cassettes are famous for. Play
after play, TDK D’s jam-proof
precision mechanism will de-
liver the music. Now get all this
performance and more at even
bigger savings. Buy TDK D

in multi-packs at your TDK

dealer ATIIK
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by Larry Blakely

Today many of us are very concerned about
the status of the record industry. Record com-
panies are cutting back on their spending and af-
fecting not only the recording artists, but mixing
engineers, independent recording studios, pro-
fessional recording equipment manufacturers,
equipment suppliers, etc...as well. Many record
companies are laying off personnel and inde-
pendent recording studios are doing likewise.
The purchase of new recording equipment has
seen a dramatic decrease by both record com-
panies and independent studios and many in our
industry are sitting back and scratching their
heads, wondering where all of this is going to
take us. I have my own ideas and would like to
share them with those who are equally con-
cerned about the future of the recording in-

dustry.

In my twenty years in this business the record-
ing industry has been a ticket to ride the glory
train. During the 1960's and 70’s this industry has
grown by leaps and bounds and, | might add, it
grew much larger than many industry veterans
had ever dreamed possible. Large independent
recording facilities were built at great expense
all over the world and most of them managed to
survive the last decade or two.

The record business has been-very lucrative
and major labels have spent money like it was
water for as long as | can remember. When
multi-track recording became very popular
along with rock and roll in the 60's, studio time
increased in price and it seemed to require more
and more studio time to finish a record album. It
did seem, however, that increased costs made
no apparent difference to record companies as
they just payed the bills and asked few, if any,
questions about the amounts. More and more
people worked on new albums, which meant
more studios were built and most of them were
usually successful. I don't mean to infer that no
one ever had a tough time in this business, but
the overall attitude of "money was free as air”
did prevail, especially in the larger studios which
were doing the larger acts.

According to close friends in some of the
larger studios, it was nothing for groups to spend
$100,000 to $250,000 in studio time alone and
the record labels never seemed to question the
amounts — they just payed the bills that were
submitted to them.

Other factors came along that seemed to com-
pound the problem. The increased cost-of petro-
leum products caused a substantial increase in

the cost of vinyl. Inflation caused increases in
record manufacturing costs, personnel costs,
distribution, etc. The result: retail prices of
phonograph records had to be increased. The
one-time $4.00 record album in many cases has
now become $8.00.

For the first time in history the gas tank is com-
peting with record sales. When it costs $20.00

for the youth to fill the car with gasoline and |

another $10.00 or $20.00 to take out his favor-
ite girl, there is not much, if any, money left for
purchasing records. Combine this with many
major labels investing more money in new
albums for their already successtul artists in
order to ship these new albums initially in gold
or severai-times gold quantiies. Not even
famous artists can provide hit albums on a con-
tinuing basis, and this fact soon revealed itself
when many labels had warehouses full of unsell-
able returned albums which were placed in the
re-grind pile. Obviously record company profits
took a dive and it was time for a change of at-
titude in the record industry.

Age old successtul business practices say that
a company must produce a profit. When times
get tough one must take a look at their “hold
cards” and regroup, and watch expenses care-
fully while making sound business decisions.
This brings us to date. For the first time in the
history of our industry major labels are watching
the amounts of money spent on studio time in-
stead of seemingly giving artists a blank check to
produce a record album. Many labels are call-
ing indeperident studios each day for the costs
incurred by a group the night before. Budgets
are being cut and the artists'’ contracts are
becoming more realistic — the net result being
less money flowing.

Many ind=pendent studios are now forced to
assume the more practical business approach
employed by the record labels. Some studios
find it possible to work with less maintenance
personnel, office personnel, and stafft minors
(when applicable). There is no question in my
mind that many record companies, as well as in-
dependent studios, are over-staffed and over-
equipped. Larger studios who need to purchase
any new "widget” that comes down the pike are
saying "no” more often today and using the
saved money for maintenance supplies.

What does all this mean? We are undoubtedly
facing more difficult economic times. The record
industry has found it necessary to tighten it's belt
and this restriction of available funds will no
doubt affect those who supply the record indust-
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ry. The better and more popular independent
studios will possibly suffer some losses in reve-
nue, while others may not feel a thing. Some of
the middle-of-the-road independent studios may
“bite the dust” or find it necessary to look for
other sources of income like radio commercials,
ad agency business, etc. All of this will most like-
ly cause a "weeding out” process that will have a
negative effect on some labels, studics, equip-
ment manufacturers and suppliers. Those who
are involved in "me too” type equipment and
studios will probably be the hardest hit.
Everyone will have to get their "bustness chops”
together. Although this will pose difficulty for
many, it is my feeling that after a year or two the
record industry and support industries and ser-
vices will become stronger and more stable
through the implementation of better business
practices, and the industry ‘will become much
stronger and better because of it.

The Bright Side

On the brighter side we can look back at
history and see that the record industry has held
its own and actually increased in size in the face
of bad economic times. When times are bad
people need music.

One area that will be the least likely hit and will
continue to grow by leaps and bounds is the
home recording industry. Individuals who desire
to record their own music with economy record-
ing equipment will continue to hock their houses,
cars, efc., to purchase equipment to use in their
living rooms, basements and/or garage-type
studios. This new segment of our industry is ex-
periencing an explosive growth that has only
begun and will continue to blossom for the next
several years. In my opinion, this new segment
of the industry will bring about many changes.
Read this column in last month's MIX to see
some new potential that [ see in the area of re-
gional recording opportunities.

All of us have entered some difficult times. As
always when the going gets tough, the tough get
going and the next few years will separate the
adults from the kids in our industry. When all is
said and done the strong will have survived, the
recording industry will have employed better
business practices along with some constructive
changes and we will all have the privilege of
working in a better and more stable industry
than at any time in the past. Keep your ear to the
ground and roll with the punches and, most of
all, employ good business while identifying and
responding to the new directions and needs of
our maturing industry. Ay
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THE ‘OVER EASY’
COMPRESSOR/LIMITER.

YOU'LL SWEAR IT ISN'T THERE.

Until now the recording engineer had to settle for a compressor/
limiter that was somehow. .. limiting. Most compressor/limiters utilize
a threshold above which compression kicks in, suddenly and audibly.
The engineer has to use this device quite sparingly to preserve the
“naturalness” of the music he's recording.

The dbx Model 165 is a compressor/limiter that is nothing short
of revolutionary. “Over Easy™™ compression allows the signal level
to pass through the threshold and gradually adds the desired
amount of gain change over the ramge of several dB. The result is
compression that doesn't sound “compressed.” Engineers who
have used ithave checked to make sure it was really connected.

The 165 incorporates other exclusive dbx design features
such as true RMS level detection and feed forward gain control.

A separate input is provided to the level detector. Because
attack can be completed before the signal arrives at the gain
control stage, this input allows the ereation of special effects.

The 165 is the most flexible compressor/limiter in the dbx
line. It is strappable for true stereo operation. (A master/slave
switch is located conveniently on the front panel). It has manual

attack and release rate controls that can be switched on for special
effects. Despite all its features. it occupies only 3%2" of rack space.

In the hands of a good engineer. dbx’s new
165 is more than the most natural-sounding
compressor/limiter you can buy; it is an inte-
gral part of the creative recording process. x
dbx. Incorporated. 71 Chapel Stre=t,

Newton. MA 02195, 617-964-3210. UNLOCK YOUR EARS

OUTPUT
(dbV)

30 +
a1
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by Dr. Richie Moore

Developments in the audio field are moving
with such great leaps that none of us can be ex-
pected to keep up with all the areas with which
we have contact. The point is, don't feel too bad
if there is an area in audio that you can honestly
say "l don't know" to.

We are now entering an era of specialization.
Much as the general practioner in medicine has
given way to the internist, cardiologist and
etceterologist, the concept of recording engin-
eer is also becoming increasingly subdivided.
Today we have the acoustical engineer, the bal-
ance engineer, the mixing engineer, the main-
tenance engineer, the design engineer, and so
forth. The recording engineer of the 1950’s has
given way to the specialist of the 1980's. There is
no loss of prestige. Instead, there is a very deep
understanding that we cannot know everything,
and therefore must work where we are most effi-
cient.

We are moving so fast in electronics technolo-
gy that we often overlook the important area of
acoustics. There have been some great steps
made in the field, even though the basic design
of studios and control rooms has not tremen-
dously changed in over 30 years. While their
esthetics and subtleties are continually being
modified, the guts are about the same. In the last
ten years we have seen the addition of active
trapping for the instruments, adjustable acous-
tics, standardization of design that prevents us
from going into aural shock when we change
rooms, and the introduction of the LEDE (live
end-dead end) control room based on logic and
a truer understanding of what the human ear
hears.

There is becoming a need now for people to
get into acoustics specialization at the recording
studio level, not only to know the necessary
physics and sonic equations, but also to possess
a true understanding of sound and its faithful
reproduction. Acoustics could well use some in-
put from audiologists, medical ear specialists,
and the Occupational Safety and Health Admini-
stration (OSHA), people investigating noise and
acoustics and their bearing on the human
machine.

As mentioned earlier, the catch-all phrase
“recording engineer” has become somewhat ob-
solete. There are those who are great at cutting
tracks, others at mixing, and still others at fixing
{maintenance). In today’s modern studio if is a
full time job for the control room engineer to get
the sounds on tape; understanding what micro-
phone sounds the best on what instrument, and
how to place it to capture the best sound. He

|
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should not have to worry if the equipment is go-
ing to work properly because the tech people
(maintenance) are assumed to have done their
job, and will assist in any unforseen problems.

For those of us fortunate to be both balance
and mixing engineers, our burden is now in-
creased two-fold. Not only do we have to worry
about recording, but we have to deal with new
microprocessor-based automation to assist us in
getting the 24 to 46 tracks down to two again.
Granted, automation is a real asset when record-
ing multi-multi-track, but it forces on us a new
and often time-consuming mental awareness of
the equipment using time that might be better
spent on the product. Complexities like these
have brought about a split up of the recording
duties into balance and mixing engineering. The
tech people are entrusted with keeping every-
thing working for us.

The poor tech people, have they got their hands
full. There are hundreds of design engineers
running around out there trying to come up with
devices that will help us get the right sound on
our recordings. Some of these devices are
analog, some are digital and all mean that the
tech support people have to be aware of all the
technical developments in audio so the record-
ing people can experiment with new devices
and keep them on line. This is a mind-boggling
feat at it's easiest. It is for this reason, as I have
continually stated, that we urgently need people
who understand tech support, and just how vital
it is to the recording of our product.

The microprocessor is here and it is surely just
the tip of the iceberg. We now find microproces-
sor-based technology in almost everything that
we work with, from consoles to tape machines.
While offering new worlds of possibilities, the
problem right now is the cost. Digital recording
and microprocessor based technology are
presently for the financially elite, even though
some “digital” devices are only digital in small
fractions of their design, to keep the cost within
as many studios’ budgets as possible. It's a con-
fusing area at present and the buyer should
beware since not everything is in large print! A
good philosophy for the budget minded would
be to get the finest hybrid (analog and digital
together) equipment you can and try to put
some coins away for when digital is within all of
our reach.

Back to the tip of the iceberg. Lasers have
been in evidence for sometime now, and their
cost factor has greatly been diminished. Fiber
optic devices are being installed by the phone
company on a trial basis and, somewhere in the
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-80's, all of this will be put to the ultimate test
when it is combined with microprocessors to
form true digital recording.

The insides of microphones will change. They
will still have a capsule that captures sound
pressure fluctuations, but then a small micropro-
cessor and laser device will convert the signal in-
to pulses that will travel down fiber optic cables,
be matrixed and fed directly to the board and
onto the tape machine — all without changing its
digital form. Only to the monitors will there have
to be a digital to analog conversion. There is
even the likelihood that tape will be replaced as
a storage medium when magnetic bubble
storage is perfected.

Don't think this is just science fiction.
Remember, after we set our minds {(and pocket-
books) to it, it only took ten years to put a man
on the moon — so nothing is impossible.

Probably the best direction we can take in the
80's is toward solidarity in our business. There
are problems that will have to be faced, such as
the decreased availability of raw materials for
components, not to mention the inflated dollars
that we will have to pay for less and less.
Whether or not we get our names on an album
or a piece of equipment, we have to support
each other to arrive at a better overall product.
As | have stated in other articles, we need sup-
port from all that is available in audio, and we
must always continue to learn. Let us go on to
even better sounds in the 80's.

Until next time, have a great Mix! &)

g Used A

Equipment

In May, Sound Advice will
begin a series on used profes-
sional recording equipment;
where to find, what to look for,
how to maintain — all the
specifics for taking advantage
of the wealth of good old pro-
fessional gear. Stay tuned.
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Inside Tip:
The filters can be modified
just by changing capacitor
values to “roll-off” or “roll-
on” at virtually any frequen-
cy. Result: A Built-In Elec-
tronic Crossover. Graphs for
these modifications and
others are in the owner’s
manual. We even made the
owner's manual small
enough to fit in a pocket
and printed it on waterproof
(and beer proof) paper.

Easy Access

6 screws hold the main
board to the chassis. Only
Velcro® could be quicker.

Gold Plated, Locking
Connector
No “jiggle” quotient.

Overload Indicators
These start to flash 1dB prior
to clipping at any load, at any
frequency.

‘Toroidal Transformer
High current drive capabil-
ity allows easy 2 Ohm per-
formance. The Toroidal
design also has no stray hum
field, so you can put low-
level stuff like preamps and
digital delay lines right on
top of the P50.

All Discrete, Fully
Complementary
Circuitry from Input
to Output

If you're tired of an ampli-
fier that sounds like a
chicken being chased by a
steam-roller, give the P50 a
listen. . .soothes ravaged
ears.

D.C. sensing protection cir-
cuit eliminates turn-on and
turn-off thumps.

Fan

The P50 not only meets
ETC. specs at 2 Ohms, but
does it with no thermal

cycling.

High Pass Filter

With this filter “in circuit”
the response is 3dB down at
20Hz. Gers rid of rumble,
and works very well with
cinema noise reduction sys-
tems. Remove the filter and
the respanse is flat to 0.5Hz.

Mono Input

Inserting a 1/4” phone plug
into this jack disconnects
the left and right stereo
inputs and automatically
bridges the amp for mono
operation. No switches. No
jumpers. No headaches.

i
i

Pem Nuts

Instead of using sheet metal
screws that come loose, we
use Pem Nuts. Pem Nuts are
threaded pieces of metal
that, when bonded with the
chassis, provide extra thick-
ness and strength. Plus, we
can now use a ruachine
screw instead of the self
tapping shect metal type. . .
you can take the P50 apart
and put it back tagether as
often as you want We use
Pem Nuts. . .Obviously.

Chassis of .090”
Alominum

We even have an 090”
Aluminum I-Bracket run-
ning down each side to give
the amp extra rigidity when
rack mounted.

Low Pass Filter

A 6dB per actave filter gives
the amp a 3dB down point at
25kHz to keep REL from
passing through the amp and
frying tweeters. If you are
interested in frying tweet-
ers, remove this jumper and
the response goes out to a
couple of hundred kilohertz.
(By the way, we give you a
dummy pin to store the
jumper on whren you want

it out of the circuit.)

Power Output:

At Least 70 Watts

per Channel in Stereo,
@ less than .05% T.H.D.
300 Watts in Mono

TOVATT PER CHANNEL POWER AMP
= A=

PROFESSIONAL PRODUCTS GROUP

For information write: SAE Professional Froducts Group, Dept. FM, PO. Box 60271, Termimal Aunex. Los Angeles, California 906060
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by Dennis Buss & Chris Haseleu

Trade

Associations

We know changes in the recording field are |

occurring, and we know studio owners/mana-
gers desire information about their industry — so
where do they find this information? Trade

Society of Professional ‘Audio Recording
Studios, (SPARS). Temporary headquarters:
c/lo Record Plant, 8456 West 3rd St., Los
Angeles, CA 90048. Phone: 213/653-0240.

associations seem to be a valid (but often over- |

looked) answer to this question. Most of these
organizations offer a wide variety of services:
seminars, associations’ journals, annual
meetings, regular reports, special events for
members, and numerous other activities. All of
these services are geared toward one purpose:
to disseminate relevant and current information
to the industry.

Obviously, we are not suggesting that studio
operators join every trade association available
to them. What we would hope for, is that the pro-
gressive studio owner has a good idea of what
information sources are available to him/her,
and how to locate these sources.

Below, we have analyzed pertinent informa-
tion on several of the trade associations active in

the recording industry.

Audio Engineering Society, (AES).
60 East 42nd St., Room 2520,
New York, New York 10017,
Phone: 212/661-8528.

A member must be active in the field of audio
engineering or acoustics with an academic
degree or equivalent experience. An associate
member may be anyone interested in the area of
audio or acoustics. Associate membership in-
cludes all privileges except voting and holding
office. Annual fees are $35.00. Student and
organizational memberships are also available.

The AES is an international organization of
professionals in the field of audio and acoustic
technology. Its services include advance notice
of and reduced rates at the three annual conven-
tions, held each fall in New York, in Los Angeles
in the spring, and in late winter in Europe. At-
tendance of these conventions can do a great
deal for the studio owner/manager in terms of
seeing what is new from equipment manufac-
turers, and in keeping abreast of developments
in the technology. It gives the individual a
chance to meet and talk with design engineers
from the major tape and equipment manufac-
turers about problems and/or ideas for new pro-
ducts.

In addition to attending conventions, members
of the AES receive the AES Journal, the
foremost publication in the subject area. The
journal includes technical papers, news from
AES sections, new product information and
stories on other developments in the industry.
There are some thirty-three AES sections in
areas of concentrated membership. These sec-
tions often meet and can be useful in disseminat-
ing information about local topics or problems as
well as providing a way of meeting other profes-
sionals in the area.

Membership is open to qualifying studic owners
and operators. Qualifications are as follows:

1. The Professional Audio Recording Studio
must have been established and in business for

at least two (2) years prior to application for
membership in SPARS;

2. The applicant must have at least one (1)
twenty-four (24) (or more) track quality record-
ing studio or quality mastering room.

!
|
|
, 3. The applicant must have demonstrated the
| highest professional and ethical business prac-
‘ tices in the .community as well as in the industry.
' 4. Primary Business of Applicant's studio must

be professional audio recording or mastering
time and material sales.

5. Initial membership and annual dues are
$2,000.00.

|
} In June of 1979, several professional audio
recording studio owners and statf members met
| to discuss the dynamics and the state of the art. It
| was determined that their profession was in need
of a responsible, competent, active body for
industry-wide representation. The concepts and
structure of SPARS evolved to fill this need. The
association is quickly becoming a focal point on
expanding dialogue between the diverse ele-
ments of the professional recording field. SPARS
is now recognized by manufacturers and sup-
pliers as an authoritative source of information
on matters concerning audio recording.

National Academy of Recording Arts and
Sciences, (NARAS). 444 Riverside Dr.,
Suite 202, Burbank, CA 91505.
Phone: 213/843-8233.

Active (voting) members must meet a mini-
mum requirement of having participated in the
recording of albums and/or singles. Classifica-
tions include singers, conductors, producers,
songwriters, composers, engineers, musicians,
arrangers, spokenwork-comedy participants,
album art creators, and liner note writers. An-
nual fees are $25.00. Associate (non-voting)
membership is also available to those interested
in the field of recording and are actively iden-
tified with the industry in executive or other
capacities. Annual fees are $20.00.

NARAS, which is also known as the Record-
ing Academy, is organized by chapters. There
are chapters in the major recording centers of
Atlanta, Memphis, Nashville, Chicago, Los
Angeles, New York, and San Francisco. NARAS
is best known as the organization that presents
the Grammy awards each year. Local chapters
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participate in the awards process by forming
draft committees to judge recordings in the more
highly specialized fields. Each chapter is semi-
autonomous and sponsors ils own seminars,
workshops, local awards and social events.

Full membership includes a subscription to the
NARAS Institute Journal, and the NARAS
Awards Guide. The journal contains articles on
marketing trends, production techniques, inter-
views with industry personalities, relevant
legislation, legal problems, bibliographies, etc.
The Awards Guide is a bi-monthly listing of cur-
rent recordings that can be obtained at reduced
prices.

Recording Industry Association of
America, Inc., (RIAA). 1 East 57th St., New
York, NY 10022, Phone: 212/688-3778, or
9200 Sunset Boulevard, Suite 1005, Los
Angeles, CA 90069, Phone: 213/278-5500.

Regular memberships are available to any
person, firm, or corporation which has its main
office in the United States and is engaged in the
production and sales, under its own labels, of
recordings of performances for home use. Dues
schedules for the current year are available on
request from RIAA's offices.

Although the RIAA emphasizes involvement
with the distribution and sales aspects of the
recording iAdustry (i.e., record companies),
there are a number of activities and services of
interest to the studio owner. For example, the
ordanizaion has standing and project commit-
tees on anti-piracy and engineering. Some ex-
amples of other RIAA services:

*Rights — fostering industry interest in respect
to broadening copyright protection for sound
recordings.

eStandards — developing and promulgating
technical standards for phonograph records and
pre-recorded tapes to insure uniformity and
compatibility.

e Statistics — compiling and disseminating rele-
vant industry statistics.

National Association of Recording
Merchandisers, (NARM). 1060 Kings Highway
North, Suite 200, Cherry Hill, N] 08034. Phone:
609/795-55585.

Regular membership of NARM is comprised
of rack jobbers, independent distributors, and
retailers of pre-recorded music, accessories and
equipment. The associate membership involves
anyone supplying products or services to
NARM's regular membership. Virtually every
record manufacturing company is an associate
member of NARM. Membership dues, figures
and further information can be acquired by con-
tacting the NARM office.

So why should studio operators be interested
in NARM? Primarily because of the relevant in-
formation the organization makes available.
NARM periodically engages research experts to
provide analysis of market trends. It also has
been a front runner in the fight against record
piracy in the United States. Involvement with
other areas of the industry is another important
NARM activity. The organization's literature
states that NARM, “enjoys a close working rela-
tionship with RIAA, the Harry Fox office,
NARAS, CMA, and NMPA." )

= ——— =~ ——————_ _—__— - - - .- .- — - - -
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WHY JBL
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FLATTENS THE COMPETITION.

INTRODUCING
THE 4313.

Flat frequency response. It means
accuracy. Naturalness. Reality.

JBL gives it to you without the
bigger Hox that you'd expect along
with it, since the 4313 only measures
about 23" by 14" x 10!

This new, compact professional
mcnitor produces deep, distortion-free
bass. And does it with a newly devel-

oped 10" driver. Its
massive magnet

+5

Response (d B
0
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(On-uxis frequency response,
4313 monitor
structure and voice coil are equivalent
tomaost 12" or 15” speakers. Yet it deliv-
ers heavy-duty power handling and a
smocther transition to the midrange
than most larger-cone speakers.
The 4313’s edge-wound voice coil
midrangeaccurately
reproduces strong,

natura. vocals and powerfu. transients.

Up top, a dome radsator provides
high acoustic output with extreme
clarity a~d wide dispersion. A large 1"
voice co:l gives it the meggedness
needed in professicnal use.

Working togetaer, these precision-
matchad speakers offer superb stereo
imaging, powerful sound lzvels and
wide dynamic range.

Audition the 4313 soon.

We think you'll agree that its com-
bination of flat response, power and
moderate size flattens the competition.

Jar-es B. Lansing Sound, Inc.,
8500 Balbca Bouleva-d, _
Northricge, California  SSSESES

91326. g
FIRST "5
WITH THE
PROS.
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he Grammy is a symbol
which represents achievement
in the field of recording. The
award is presented by
NARAS, the National
Academy of Recording Arts
and Sciences. NARAS is com-
posed of members from all
over the country who are ac-
tively involved in the recording industry. Through-
out the year, the Academy directs a complex system
of nominations, selections, and voting which
culminates in the annual Grammy Awards ceremo-
ny. In addition to this most visible aspect of the
Academy's work, there are many functions which
contribute to growth and education within the re-
cording industry. .

NARAS conducts seminars which deal with every-
thing from engineering to marketing. People that are
working in the industry have a chance to exchange
ideas and information. Subjects include the legal and
business aspects of recording, copyright problems,
managing artists, radio programming, budgeting re-
cording sessions, and songwriting, among numerous
other practical topics. NARAS works with schools
and colleges to make this information available to
students who plan on a career in the recording in-
dustry. The Academy is very accessible and Jay
Lowy, current national president, provided abun-
dant information and assistance regarding NARAS
and its work.

The story of the Grammy and NARAS goes back
to 1957. The Hollywood Beautificaion Committee
decided to immortalize entertainment greats by in-
scribing their names on the sidewalks of downtown
Hollywood. They didn't know which recording stars
to select, so they consulted with five of the west
coast's leading recording executives: Captitol's
Lloyd Dunn, Columbia’s Paul Weston, Decca’s Son-
ny Burke, MGM's Jesse Kaye, and RCA Victor's
Dennis Farnon. At first, since there were no stan-
dards for artistic excellence, they relied on record
sales. But this formula left them uneasy. Weston ex-
plained it: "We found that a lot of artists, many of
whom we had the greatest respect for, didn't fit this
category. Qur criterion may have been right for se-
lecting names to put in cement, but what we really
needed was a proper means of rewarding people on
an artistic level.”

The decision was made to create an Academy of
Recording Arts and Sciences, along the lines of the
Motion Picture and TV academies. The five men ask-
ed Jim Conkling, recently retired president of Col-
umbia Records, to serve as a temporary chairman.

"Our major aim was to gain respect for the industry .

among the public,” recalled Conkling. “In the begin-
ning the idea was never to be big, but more impor-
tantly, to be selective. We felt that we had a respon-
sibility to our industry and we wanted to recognize
achievement.” ‘

Conkling sent an invitation to creative people
throughout the industry to form an academy. The
response was tremendous and in June in 1957 a
steering committee meeting ratified the creation of an
academy for the recording arts and sciences. In
February of 1958, a similar meeting was held in New
York, and a national academy was under way, with
more chapters to follow.

One of the first responsibilities of the Academy was
to create its own identifiable award. A design was
chosen which combined the features of old-time Col-
umbia, Victor, and Edison phonographs. The name
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The Grammys

by David Goggin

Grammy is a nick-name for the gramophone, the de-
vice that started it all.

For the first Grammy awards, the several hundred
members were asked to vote for the most worthy
recordings in twenty-eight different categories.
Results were announced at the Grammy Awards din-
ner at the Beverly Hilton Hotel. In the following year,
the Academy aired its first TV show. For the next
four years there were no more TV shows, but in
1964 there began a seven-year run of “Best of
Record”, a taped NBC series that featured numerous
Grammy Winners in their award-winning perfor-
mances. Then in 1971 came the first of the current
“Grammy Award Show" live telecasts of the actual
awards presentations, featuring numerous nominees
performing selections which they hoped would be
revealed as winners during an envelope-opening
portion of the program. These live telecasts brought
the Grammys and NARAS to the attention of the en-
tire country.

NARAS national headquarters are in Los Angeles,
with seven chapters in Atlanta, Chicago, Memphis,
Nashville, New York, San Francisco, and L.A. Each
of the chapters’ membership is divided into two
categories. The Active members are those who may
vote and thus determine what the chapter does. They
also vote in designated national matters, such as
nominating and casting final ballots for the Grammy
Awards. Associate members are non-voting, but are
accorded certain other privileges. Active members
qualify because they have contributed creatively to
the field. Nobody else votes - no business men, no
promotion men, no advertising men, no secretaries,
not even heads of record companies, unless they
have fulfilled Active membership requirements. No
record companies belong to NARAS. Only in-
dividual members select the Grammys.

To qualify for membership, a person must have

contributed creatively to at least six recorded sides
or one-half of an album in any one of nine different
membership categories. For album packaging and
album notes, the minimum requirement is six albums.
The membership categories consist of the following:

Vocalists and Singers; Leaders and Conductors;
Producers; Songwriters and Composers; Engineers;
Instrumentalists and Musicians; Arrangers; Art
Directors, Photographers, Graphic Artists,
Designers, Annotators and Literary Editors (six
albums required); Spoken Word, Documentary,
Educational, Comedy and Children’s Records.

Through various stages during the year a Pre-
Nominations list is compiled from members through-
out the organization. Placement within the various
categories is debated on the chapter level and eligi-
bility is examined. Following this extensive screening
process, the Pre-Nominations List is sent to each of
the Academy’s voting members for the first round of
voting to determine the final nominations. This is a
long list, containing as many as 4,000 entries spaced
throughout the many different categories.

The Pre-Nominations list is divided into various
fields of recording: Pop, Rock, and Folk; Rhythm
and Blues; Inspirational and Gospel; Country;
Ethnic/Traditional and Latin; Children’s, Comedy,
and Spoken; Word/Documentary; Composing;
Classical Music.

All voting members may nominate in no more than
five of the eight specialized fields. In addition, they
may also nominate in all four of the general categor-
ies, for Record of the Year, Album of the Year, Song
of the Year, and Best New Artist.

The remaining categories cover the various recor-
ding crafts such as arranging, engineering, produc-
ing, album packaging, album notes, historical re-
packaging, and jazz. Here the first round of voting
comes from special committees in each of the
chapters composed of members who have qualified
for membership in those crafts.

After the entering and nominating, comes the final
stage of voting for the Grammy winners. Lists of all
final nominations, including those of the craft com-
mittees, are sent to all active, voting members. In ad-
dition to being permitted to vote in the four general
categories of Record, Album and Song of the Year,
and Best New Artist, members may also vote in as
many as seven of the fifteen fields. This restriction is
made because the Academy wants members to con-
centrate on those fields with which they are especial-
ly familiar and thus qualified to judge and to avoid
those in which they have less expertise.

All voting, both in the first phase from the Pre-
Nominations List, and in the second round, which
determines the ultimate winners, is strictly by secret
ballot. Results are tabulated by an independent firm
and forwarded to the Academy's national office in
time for the annual January press conferences in Los
Angeles and New York at which the names of all the
finalists are announced. Nobody except the tabulat-
ing firm knows the results of the final round of voting
until the sealed envelopes are opened for the first
time during the course of the nationally televised
Grammy Awards Show, or, in the case of the non-
televised categories, directly preceding the television
program.

The Ken Ehrlich Interview

Pierre Cossette Productions, the company that
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produces the annual Grammy Awards Show, has of-
fices in the ICM building in Los Angeles. Ken
Ehriich, of "Soundstage” TV fame is producer of the
immensely complicated TV broadcast of the com-
pary. His oftice has stacks and stacks of record
abums, life-size cardboard personalities standing
around in promotional poses, framed magazine cov-
ers, and assorted music memorabilia. Ken wears a
casual fisherman's sweater and has a friendly, en-
thusiastic expression beneath his salt-and-pepper
beard and hair.

In Producing the Grammy show, how much
freedom do you have? Who do you have to an-
swer to, and how much of the shaping of the
show is left up to you?

Well, in terms of the shaping of the show, our pro-
duction company...Pierre Cossette, my executive
producer, and I probably have the greatest input as
to how the show is put together. Obviously, we're
directed by the nominations. The show has always
had a policy that no one performs on the show unless
they're a nominee or have been a past Grammy win-
ner or nominee. In most cases they're nominees for
the present year. In terms of presenters, there's a little
more latitude.

Procedurely, our first signal in shaping the show
begins with the nominations that come out on
January the eighth. Before that, we begin working in
early December...but it's all speculation. We made
calls to people we thought we might want to have on
the show. We tried to clear some schedules. There is
only a six-week period between the beginning of Jan-
uary and when the show goes on the air, so it's an
awfully confining schedule...particularly for a lot of
acts that are booked months in advance.

In terms of booking the show, which is what the
show is really all about, all of that starts, officially, on
January the eighth. We begin to put it together from
there. The input that we get from NARAS is very
helpful. Their television committee meets around the
time of the nominations and they provide us with
their input as to who they feel is important to have on
the show. We are directed by that, but not limited by
that...so that over the course of putting the show
together we are at least in sync with what they're
looking for and they're in sync with what we feel is
going to make a terrific television show. We are
mindful of the fact that whatever we do reflects on
NARAS. I'm sure they wouldn't want to limit us in
terms of what we want to put together, ultimately, as
a very good television show. If there are any broad
strokes from them, they are really in the area of
representation. Even though the majority of records
*hat are sold in the course of a year fall into a Pop
category, NARAS is made up of Country, Pop, R&B,
Classical, Jazz, Spoken Word, and all the categories
that go into the Grammys. Each of those people
wants to be represented in one manner or another.
The most difficult job in putting the show together is
making it representative, but it's also the most
rewarding because you're not limited to a certain
kind of music.

The
Pregentation

So you have to come up with a balance
representing the categories...as well as coming
up with a show that is entertaining.

Right...but it isn't necessarily trying to balance it
each year. For instance, NARAS's feeling is that if a
certain category has been presented one year, then
the next year there should be another. There are 58
awards and only ten to fourteen that are actually pre-
sented on television. That presupposes that over a
period of years there will be pretty equal representa-
tion.

What percentage of the two-hour show is taken
up with actual entertainment...acts, singing,
playing?

Well, it varies, although I would say, very loosely,
about a third of the show is straight ahead perfor-
mance. Another third of thé show is awards, and
about a third are things in the hazy areas. There are
the other pre-telecast awards that are given out prior
to the show which we re-cap on the show. There's a
Hall of Fame category which is not really an award
as the others are, but is given out on the show an-
nually. There are some special presentations and
things like that. Those three areas make up the body
of the show.

You have to be unprejudiced...unbiased, but
you have to deal with a lot of people in the in-
dustry. You must be bombarded with requests
and things like that. How do you keep them all

happy?

Can't keep ‘em all happy. You can only rely on the
longevity. I have relationships that go back for ten
years or more with some of these people. Because
this isn’t my first television show and it won't be my
last show, you hope that over the years it evens out.
This whole business is a business of give and take.
You just try to do the best you can. You can't trade.
There's an integrity to the show, and there's a feeling
of a basic honesty and a basic committment, because
it does represent such a large industry. It does mean
so much to so many people. You can't sacrifice. You
can't settle for less than the best, and sometimes it
becomes difficult.

You get a lot of calls. There are a lot of people that
would like to be on the show, and in terms of booking
the show: it could be a very easy show to put together
if you just took the first 44 calls. But you can't do that.
There is a committment based on what the show
means, and what the show is representing...you try
and fulfill that.

Do you overbook, in the event that one of the
acts can’t appear?

No, we don't overbook on that basis. You just have
a sense of timing and you know that you can go a lit-
tle longer with some things if something bad hap-
pens. You know that there are things that you can do
to pad a show. But the show is packed full of music,
packed full of presentations. What that means is that if

somebody falls out, then il be a little looser, but my
feeling about the show is that it has to move along
very, very quickly. If one of the elements falls out, I
just have a little more lessure time.

How many people are involved in putting the
show together?

Well, we have a basic production team...fifteen or
twenty people...that are production staff, assistants,
director, art director. We have a basic staff that
works on the show out of this office. Then there is a
large support team which we move down to the
Shrine...a technical team that numbers probably
around forty to a hundred, depending on who you
count...stagehands...seat-fillers when people come
up to get awards...it could go up to 150 people. Our
basic staff is kinda small for a show like this, but it
should be because everybody knows what every-
body's doing, and everybody has a function to per-
form.

A show like this ultimately comes together with an
awful lot of people...that's the only way it really
works.

Is the staff the same people from year to year?

Technically, mos: of them are. I'm new, and our
director, Walter Miller, is new. I was very happy to
inherit some people that had done the show before.
There are a few people that I've worked with before
that I've brought in to do some things, that I feel con-
fortable having them do. It's a mixture. We wind up
with a pretty close-knit group of people. This show is
as much a military exercise as it is a television show.
The logistics of a show like this are incredible...co-
ordinating arrivals, limos, rehearsals, sound checks,
hotel rooms, arrangements, charts, audio set-up and
band set-ups, seating arrangements for guests of the
acts. It's not necessarily a lot harder, but it's a lot
more complex than doing most other types of televi-
sion.

Could you talk about the audio side of the show?

Well, the audio team of people that are on the
show are the same people that have done it for years:
Filmways/Heider. Ed 3reen is our audio guy. I've
worked with both Heider and with Ed on a number
of shows. They're very good people. The biggest
problem, of course, is that because it's a live show, if
you don't hit it when you go on the air, there are no
re-takes. It's not like making a record, or doing a
show where you can take it again. The rehearsal per-
iod is as much an audio rehearsal as it is a video
rehearsal. We're dealing with people to whom the
recorded sound is probably more important than
pictures. The key is, number one, making these ar-
tists whose lives are spent in making sure they sound
right on record, and in concert...making them com-
fortable with a television situation. Pre-setting of
levels and all of this equipment for ten to twelve per-
formances in the course of two hours is a monumen-
tal task. It's probably the most critical area because

Cont'd on page 16

15




MARCH 1980

THEMIXVOL. 4, NO. 3

Cont'd from page 15

very seldom will these people ever tell us how to
shoot them, but they sure as hell want to know how
they sound...both in terms of foldback on stage as
well as what the house sound is like...as well as what's
going out live.

What types of equipment are used?
Filmways/Heider can give you those specs.

(Norm Schwartz, remote manager and V.P. of
the Filmways Audio Services group provided
the following information:

Wally Heider Recording Mobile Unit II has a
32x24 API console, plus a suped-up 28x24 Audi-
tronics board, and additional submixers for a total of
90-100 inputs.

An additional remote truck houses 2 16-track tape
machines and smaller type machines for recording
the show as well as playing back-up recordings of
pre-recorded material. Microphones: everything
from Sony ECM-50 lavaliers to Neumann U-87's.

The P.A. system is provided by Filmways Audio
Services as well as the foldback system for the per-
formers. The consoles used are Yamaha PM-2000's,
1000's, 1807, etc.)

(To Erlich) How did you get to this point as
producer of the Grammys?

[ started in public relations in the mid-60's in
Chicago. [ built up a public relations firm, but woke
up one morning and realized that I didn't want to do
it anymore. | was making money, but it wasn't
fun...so I sold my PR firm- and retired for a year.
Then [ started working at the public television station
in Chicago as director of public relations, fund rais-
ing...not really in programming, although [ had done
a local television show before. It was a moonlighting
thing, as producer of a variety show in Chicago.
After that [ started a local show in Chicago called
“Made in Chicago” which was a music show. I've
always loved music...grew up playing the piano. As
a teenager | used to compute the charts. It was more
than a hobby. | worked at a radio station when [ was
in high school. [ started the high school sports thing
on Friday nights after the football games. All the high
school kids would call in and give us the scores. This
was in Cleveland, in the beginning of top-40 radio.
No one had ever done that before. They didn't know
how to get the kids. They were playing hit records,
but the kids weren't really listening. It was one of the
first top-40 formats. So I went to them with this idea.
said, "I'm gonna get you the kids.” | was sixteen
years old. "Hire me and I'll set up a network...I'll call
all the high schools...get the high school sports ed-
itors...” Well, it became phenomenal. In two ratings
books, WHK went from the twelfth rated station in
Cleveland, where [ grew up, to the number one sta-
tion. Then, of course, everyone in the country started
doing all of this.

Anyway, "Made in Chicago” became “Sound-
stage,” which has been on since '74. We've done fif-
teen shows a year for PBS since then. Then in ‘76 |
came out here to work on Tony Orlando and Dawn
as a creative consultant, and then to do the Midnight
Special...producing that. [ worked there until the end
of "77 and then did the Billboard Awards Show at the
end of "77...which was really a good show. The Bee
Gee's and Kristofferson hosted the show. It had some
really nice values in it. Didn't do too well rating-wise,
but it was really a good show. Then after that [ did

Ringo's special in the summer of ‘78, went back to
Chicago and did some more “Soundstages”...then
the UNICEF show in January of ‘79...did the Bee
Gee's special after that for NBC.

That did well, didn’t it?

Yes, it did very well, Then, I just did the Mac Davis
Christmas special...

A Iot of the BeeGee’s special took place in the
recording studio. Was that interesting working
with them? Did you have to simulate a lot of
it?

We simulated it all, but the BeeGee's have a tre-
mendous ability to recreate and make it seem real. |
wouldn't call them actors...we didn't ask them to do
that, but in terms of recreating what really happened
in the creation of “Tragedy”, for instance, they were
terrific. It really came together as a piece that looked
real...and in a lot of ways, was real. Obviously, we
had to condense what was maybe a ten-week pro-
cess into three-minute snatches, but I felt that it came
across nicely to the lay person. I'm sure that profes-
sionals would see that we punched a lot of the wrong
buttons and all of that stuff, but I think that people sit-
ting at home got a sense of how a record is put toget-
her, how a song is born, I guess; and what happens
after that. We actually had a couple of more things
that we didn't have time to put in...you know, what
happens once that record is done...merchandising
and marketing and all of that, but as the show came
together, we just had too much material.

Do you plan on doing any more of that type of
program...within the studio...the creation of
records?

Well, I've done other things in studios. Matter of
fact, one of the first shows I did for PBS was a Pointer
Sisters show where we went into Rubinson’s place up
in San Francisco (The Automatt) and did some stuff
there. It's very contining for television to work in a
studio situation, but on the other hand you can really
get an intimacy. The Mac Davis show that I'm doing
now will probably have a segment that's done in a
recording studio.

When will that air?

It'll be on in May. To some extend, these things can
be overdone. [ don't know that the lay person has an
understanding of what overdubbing and re-mixing
are. We didn't give them much of that, but at least
there was suggestion of what really happens in the
making of a record.

Is there anything you would like to say about
awards ceremonies in general?

Well, I'm a believer in them. In a lot of ways, I don't
know what separates the recording industry, the
movie industry, or the television industry from the
plumbing industry, from the Xerox salesman indus-
try, from the...whatever. We're all working for a liv-
ing and to be able to, number one, have that recog-
nition. | mean, to be able to accept the plaudits and
recognition in front of 55 million people...it'’s a real
kick. I think there are some inequities in it. It's im-
possible to make everybody happy about it, but [
think that, overall, they satisty a real need. For
whatever else, they really provide that recognition
that exists nowhere else. A star can make twelve mil-
lion dollars a year, and be upset about not getting a
Grammy. When it comes down to it, [ think that once
you reach a certain level in the record business...or

in television or in the movie business...the reason that
most people become performers is to get an accep-
tance on behelf of the people in general. The only
way that it exhibits itself is either in the recognition of
their peers or by the recognition of the public...but
it's all recognition. It's all right there. There's nothing
subtle about it. It's “this is what I did this year.” Sure,
it may have sold four million records, but there's a
thrill that [ don't think can be achieved any other
way...than by actually having someone say your
name and then going up and getting that award. |
think that it caps it off for the performers, especially
since it's recognizing a previous year's work. You
may start from rung one of the ladder the day after-
wards, but to be nominated...and to win....

It seems that with the Academy Awards and
the Emmy’s there’s always adverse criticism,
and flack and turmoil within the organization,
but there’s never anything like that associated
with the Grammys. Everyone seems to agree
with what you just said about the ceremony
itself. Is that true?

Yes, pretty much. I think that it's pretty responsive
to the people who work in it. There may be one or
two isolated cases where someone didn't receive the
proper recognition or someone feels that they should
have been nominated and weren't, but I think that
overall, more than any of the others, the Grammy
represents the family of music...in a much more har-
monious manner than a lot of the others.

It must make the job easier...
Yes, it does.

For you personally, as producer of the awards
show, what are the rewards and what do you
get out of putting this yearly festival together?

['ve always wanted to do this show. It's hard to top
in terms of music shows. There are other specials and
there are other people I'll work with and other things
[ will do...but it's a very special show. It really is. It
brings a pretty wide spectrum of music together. For
an overall feel, it's terrific. You get to play in the fields
you enjoy most. [ don't think I could ever do a cop
show. That's not what [ enjoy. But I love music. I love
the ability that this show gives...even though you
can't really personalize a lot of it. You have to put
your personal taste aside sometimes. But it does give
you the opportunity to just put together a dynamite
television show...and one that really reflects what's
happening in music.

Will you be accepting an award for this show
at the Emmy’'s?

I don't know...that I don't know. )
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The Recording Academy of San Francisco,
in cooperation with Russian Hill Recording, presents:

" RECORDING
STUDIO DESIGN

A Seminar in Contemporary
Architecture and Acoustics

Discussion Leaders and Topics will include:

Jeff Cooper: Ed Long: Fred Catero:
Acoustical Demands of Control Room Monitor Human Engineering in the
Recording Studios Design Control Room Layout
Upon receiving his Masters  Ed developed the idea of - A world reknowned mixing
Degree in Architectural Time Align™ which has engineer at The Automatt
Acoustics from M.IL.T., Jeff gained wide acceptance in Recording Studios in San
joined Westlake Audio as studios throughout the Francisco, Fred is articulate
assistant to Tom Hidley. world. Ed’s research has and concerned about the
Jeff formed his own com- also uncovered important role of the recording

pany in 1976 and, since that  concepts of Near Field engineer. Fred will discuss
time, has become one of Monitoring, which will be the interface between peo-
this country’s leading discussed and demon- ple and machines in mod-
studio designers. strated. ern studio technology.

Plan now to attend this unique opportunity to participate in the design, planning,
construction and opening of a major new recording studio in San Francisco. The com-
bination of lectures, discussions and on-site inspections will provide a depth of
understanding of the problems and solutions of contemporary studio construction
seldom, if ever, offered.

T ' =N When:

YooY il W....sll Saturday, April 26,
R Hill 10 AM to 6 PM;

Il two followup sessions

| approximately one

31| month apart, exact
dates to be announced.
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STUDIO
/

Where:

Sound Genesis,

2001 Bryant Street, San
Francisco and Russian
Hilt Recording,

1520 Pacific Avenue,
San Francisco.

Meals and Refreshments
will be provided.

Tickets:

$65 befora April 1,

$75 after April 1.
Available through BASS
Tickets (415/835-3849)
or The Recording
Academy (415/777-4633)

v
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by Errol Carmel and Jim Gordon

Two former key ABC executives and two top
ABC engineering heads are prominent among

the veteran recording personalities involved in.

the new Scott/Sunstorm Recording Studios. Util-
izing the refurbished facilities of what was form-
erly the ABC Records complex in West Holly-
wood, the operation consists of three recording
studios, a disc mastering system, production
facilities and artist management services. ‘

Errol Carmel (President, Erro! Carmel Market
Research): Is this a production studio or *
primarily a rental facility?

Gene Mackie (Managing Director, Sunstorm): At
this point it's primarily a rental facility. We are getting
involved in production arrangements. It's a situation
where we have to be really, really happy with the
other end of the production deal.

Carmel: Could you tell me what you feel some
of the benefits really are here?

Mackie: It's a tie-in of the services that can be of-
fered because of the entertainment complex that we
have, the facilities that are available to the recording
act, to the producer, to the manager. We have mas-
tering and full tape production on the premises. The
sounds of the rooms are good, and the rooms:are
interchangeable. There's a lounge that we have for
visitors... we try to make them comfortable, relaxed
when working.

Carmel: Where were you before managing this
studio? '

Mackie: | was with Epic in '65. From ‘65 to ‘68 |
worked for Clive (Davis) directly. There were times
in the Columbia organization that there was so much
excitement about what went on, even the competi-
tive spirit between Epic and Columbia was great.

il
Instorm
[udio

There was a good feeling, and I think what made me
stay in the record business, or in the entertainment
business, was what [ experienced having been at
Columbia for three years. Then I went with ABC.

Carmel: Well, could you tell me a little about
the staff engineers you have?

Mackie: We have people who can relate to the pro-
ducer on two levels. One, on the level of engineering
and one on the level of music. The first person that
we brought in was Reggie Dozier. Reggie originally
started out in Detroit with the Motown operation.
He's been involved with everything LeMont (Dozier)
has ever done.

Reggie Dozier (Engineering Manager, Sunstorm):
Everyone here is handpicked for a reason; Jay has a
degree in music.

Carmel: Can you tell us about your back-
ground, other than Motown?

Dozler: ['ve done some Roy Clark and this "Old
Mississippi” television special. I worked with Three
Dog Night, Natalie Cole, Aretha Franklin, Switch,
Ronnie Laws, Wayne .Henderson, David Oliver,
LeMont, The Grass Roots, The Four Tops, Marshall
Hemps. :

Carmel: That gives me an idea of your back-
ground. Who are some other engineers here?
Mackie: Jerry Hall is with us and Jerry is very much
involved with Crosby and Nash. He has done Freida
Payne, The Honeycombs. He was at Motown, then
came here and worked with Crosby and Nash, the
Eagles. Al Schmitt, Jr. i with us as a second
engineer. Prior to coming with us Al worked on the
Streisand-Donna Summer duo. He was over at
Steiner’s (Sound Labs) and prior to that he was at
ABC.

Dozier: It depends on the producer.

Carmel: How do you deal with a producer who
doesn’t give you enough time to do your job?
Jerry Hall (First Engineer, Sunstorm): [ tell him. If
they're looking for a certain thing they have to allow
you the time to experiment and try new things. If
you're not allowed that, then you can't do the job.
You have to be able to work with them. By the same
token, the one thing you really don't want to do is
disrupt the flow of the session. If things are moving
right along and you'd like to try something, rather
than saying, “"Hey, can we take a minute...,” you've
got to go with the flow of the session, and not blow
the feeling of something that's happening.

Dozler: [ just explain to them just how much time it's
going to take me to do something, and if they don't
understand that, and still maintain the pace that
they're going, then [ do the best [ can with the time
that they give me.

Jay Antista (Technical Maintenence Supervisor,
Sunstorm): We're artists just like performers are art-
ists. To do my job for my own personal satisfaction
I'd like to have time to do it right. If there isn't that
time for a specific reason then you go along and do
your best in the time allowed.

Walt Weiskopf (Disc Mastering and Recording
Engineer, Sunstorm): Usually the producer has and
likes to feel quite a bit of trust in you as an engineer.
He pretty much will let you do your thing in the best
way that you know how. You will bring things to his
attention that you think should be, and offer helpful
suggestions.

Carmel: What do you do when you have
become aware that the producer is accepting
rhythm tracks that have mistakes in them?
Hall: [ would discuss it with him. If there were valid
points, obvious mistakes, | would point them out, in
case he missed them. You have to be sort of support-
ive, but you don't want to undermine the producer'’s
authority publicly. Sometimes they may have their
mind on other things. They might not be listening
quite as intently, and miss something. You point it out
and they accept the idea or reject it.

If the
producer’s a type of person that's open-minded to
suggestions, then ['ll say something, but if he appears
not to be the type, then I'll let him go with whatever
he's got.

Antista: I try to point out these mistakes. If the feel is
right then the song still could go over well. If the
mistake is that large, then the song’s not going to be
right. :

Dozler: If a producer doesn't hear a quitar, say, be-
ing out of tune... to me if something is out of tune or
out-or-phase... one is like the other to me. [ can't sit
without ‘saying something. I'll say it automatically,
“He's out of tune,” or "I got a problem, he's out-of-
phase.” Whatever the situation is, I'll help as much as
I can.

Woelskopf: It's his project, it's his baby, and I will do
everything | can to get him what he wants; that's
what my responsibility is as mastering engineer.
Antista: If [ hear something I will suggest something
to him, I'll say, "Did you hear that?” ...if he says no,
then I will ignore it. [ do try, diplomatically, to bring it
to his attention. I feel that's my responsibility because
he can't hear everything, and I can't hear every-
thing. We're really there as a team. Cont'd on page 20
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New ATM31
Fixed-Charge
Condenser

Road Tough
Vocal Microphone:.

A great vocal microphone must do just two things:
1. Sound Fantastic. 2. Survive.

The New Audio-Technica ATM31 Vocal Microphone
accomplishes both with considerable style. The
sound is the direct result of new condenser tech-
nology from A-T. Our unique fixed-charge condenser
element puts the electrical charge on the back plate
rather than on the moving diaphragm. So the dia-
phragm can be made thinner, better able to react
precisely to every vocal nuance.

The result is honest, very musical sound. Vocals with
punch and clarity —a direct result of our frequency-
aligned response. The ATM31 curve takes into ac-
count every element in the chain...voice, amps, and
speakers. It's the same kind of sound you hear on
the finest recordings, but delivered on the road, day
after day, in concerts and club dates alike.

L=

As for survival, take a close

look at one example of

ATM31 “Road Tough” con-

struction: the windscreen.

Not simply woven wire, but S5

three layers of screen. A e Ny

heavy outer wire mesh, a i
finerinner mesh, and finally

a fine brass screen. All soldered firmly in place
(others use cheaper epoxy, but it can get brittle and
fail at absolutely the worst times).

Every other detail of the ATM31 is as carefully engi-
neered for performance and long life.This is one vocal
microphone which will stay new-looking and new-
sounding long after others are showing their distress.

Great sound in the real world. It’s not too much to
ask of Audio-Technica.

See the NEW “ROAD TOUGH" Artist Series Microphones now at your Audio-Technica Dealer.

a N\ " \
ATM31 ATM41 ATM11 ATN21
Condenser Dynamic Condenser Dynamic

ATMO1 ATM10
Condenser Condenser
FOR
\_ FOR VOCALISTS OR INSTRUMENTALISTS )

audio-technica.

INNOVATION o PRECISION o INTEGRITY
AUDIO-TECHNICA U.S., INC., Dept. 30MX, 33 Shiawassee Avenue, Fairlawn, Ohio 44313 e In Canada: Audio Specialists, Inc.
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A Subsidiary of Keysor-Century Corporation

featuring the all new VMS80 cutting lathe from Neumann

(213) 466-1323

HOLLYWOOD, CALIFORNIA 90028

6550 SUNSET BOULEVARD
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Reggie Dozier, Engineering Manager

Carmel: What are you doing in this studio
that's different?

Mackie: One of the things we're doing... 'some
studios are constantly rolling tape machines from one
room to another; we're not doing that. We make sure
that the equipment is in the room, stays in the room,
so that it's not a constant juggling and hitting them
against doorways and over wooden thresholds.

Carmel: I noticed from your business
background that one of the services you could
offer would be business management.

Mackie: We have an affiliated company called
Beverly Hills Management Consultants. They are in
the business of business management. Also, we can
handle an artist, not only in the studio. We can help
him out in his business planning and the whole thing.
We even have a computer that we purchased with
the studio. It's a Compal computer that will be used
in our studio operations and in the business manage-
ment operation. What we're trying to do is to offer
services that artists, producers, and managers need.
The people that are moving into our building are
managers, producers; people who definitely want to
know what's going on.

Carmel: Would you be willing to make any
changes in the studio for a producer?

Mackie: Ah, yes! If he were to come in here and
say, "Look, I like the basic facilities that you have
here, but [ would like to have this and I'd like to have
that,” we'll sit down and say, "What is it going to cost
us to do it and what kind of commitment can we get
from him?"

Carmel: What about the engineer that wants to
work on the board himself?

Mackie: Wide open. We will provide either first
ard/or second engineer. We always want to have
one of our own people in the facility; acting as a
second if they bring in their first engineer. We like to
get outside engineers in to work on projects here. But
we provide the second for the setups, for whatever
help the first engineer needs.

Carmel: One of the important aspects to the
relationship with the client that we haven't
mentioned is the maintenance. I think that's
very important. When you're spending the
amount of money that people spend on a pro-
duction, I'm sure you'd be very unhappy if
something breaks down.

Mackie: Yup. We have a preventive maintenance
plan and we have our regular maintenance. Jay
Antista, who had been with ABC records and' then
went over to ABC television, heads up maintenance.
He's also a first engineer. Right now I'd have Jay in
but he's been both the recording and the mixing

engineer on the Pyramid project. Super quy. Very
technically oriented, but he can also relate to music.
He can go into a room and he knows if a room
sounds right or if it doesn't sound right. Some
technical people that are your schematics people
say, “Sounds good to me,” but they're not working in
the studio, they're not working with the artist and the
producer. Now Jay will have on his staff technical
people that love soldering, the design of schematics,
the whole thing. Jay is one of the few that I know that
can relate on two levels: the creative end of it and the
technical end of it. That was important to me. I need-
ed to have somebody that could sit down with Reg-
gie and understand the problems that Reggie or one
of his engineers is having in the studio.

Carmel: So what happens if I'm here at 11
o'clock at night and I'm doing a session and
things break down?

Mackie: Jay's available, or a member of his staff.
They're a phone call away. We've had all our engin-
eers working on maintenance. It gives them a better
picture of what's needed to fix something. I thought it
was necessary that they understand the problem
from a maintenance viewpoint.

Carmel: What about headsets?

Mackie: Headsets: we spent literally days going
through what headsets should do. We had a com-
plete variety of the damn things here and some of
them were not comfortable. We féund some new
Sony's that will stand up to the wear in the place, feel
very comfortable and have a great sound.

Carmel: Could we walk through the board
once?

Fred Addison (Regional Sales Rep. Rupert Neve):
It looks like you have a thousand patch points.
Mackie: Yes. There are in and outs to virtually
everything on the console.

Addison: Now one of the interesting features in the
console is that there are four preset mute groups
which allow you to set up things and then swap sec-
tions during the mix-down. For example: if you have
a signal going to one channel, you can mult it with
another channel and then, on cue, switch the signal
using preset mute from one channel to the other. This
is a way of setting up any kind of change in the mix-
down, while rolling, to pick up a different EQ or to
pick up a different echo-send level. The master sec-
tion: we just have selection for the 24 track program,
guad program, 24 track playback, A or B (two ma-
chines). The 3M tape machine: Are there any modifi-
cations to the machine to make punch-in a little
faster?

Antista: Yes. All the punch-in modifications are up-
dated. We are exclusive 3M. We have 24 Dolby's.
We also have DBX which is activated by a flip of a
switch, and these are in the rack.

Addison: The machine has been updated, 30
millisecond punch-in?

Antista: Oh, yes, it's almost instantaneous. You can
do it almost in between a note; 16th notes. And we
have the Audiokinetics autolocator, which is a nice
function. We also have four live chambers and eight
EMT's that you can select from, and with the patch-
ing and the way that you can use cues, you can
actually activate all units - if you wanted to really get
into echo that much.

Addison: With the extensive tie-line situation you
have it makes it conceivable to use another room for
an overdub.

Antista: That's correct. Another way we can do it is
bring in a large orchestra. We've done Barry White,
we've done TV scores, where we can open up all
three rooms and utilize all three rooms off of one con-

sole. 4
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ACOUSTICOMPUTER... a true stereo special effects processor

For further information call or write Phil Markham at Deltalab Research, Inc.,
27 Industrial Avenue, Cheimsford, MA 01824,
Tel. (617) 256-9034.

IZ! Deltalab | DeltaLab Research, Inc. 27 Industrial Ave., Chelmsford, MA 0~ 824

Available at Quality Dealers
For a listing of the Southern California Northern California
avthorized Deltalab New West Audio Marketing Brian Trankle & Associates Matrx Merketing
dealers in your area, 3770 Highiand Ave., #101, 820 Block Mountain Road, 7417 Gre=nwood Ave. N,
contact one of our Manhattan Beach, CA 90266  Hillsbarough, CA 94010 Seattle, WA 98103
sales representatives: (213) 545-6668 (415) 344-1133 (206) 78%-5990
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Mallory Earl

by Ken Kubernik

Ever since the English invaded America in the
early Sixties,there have been requests of American
engineers and producers to get the 'English’ sound.
Correspondingly, and earlier in time, English record
makers had been requesting the ‘American’ sound.

I set out to decipher these enigmatic descriptions
by enlisting the aid of two transcontinental engineers:

Andy Johns

New Yorker Mallory Earl whose credits run the
gamut from Gary Kellgren's fabled late-night freak
shows at the New York Record Plant to psychedelia
with the Jefterson Airplane at Wally Heider's in San
Francisco; and from England (“actually Ebsen,
where the ponies race”), Andy Johns, veteran
engineer to the Stones (Sticky Fingers through It's

ENGLISH SOUND

Only Rock ‘N Roll), Led Zeppelin (second through
fourth LP's), the last three Rod Stewart albums, and
much more. Both have explored the nuance and in-
trigue of the American and English recording scenes
and their remarks point to the volatile mix that's
brewing within the recording industry.

“The first person to change the recording scene
was Phil Spector, according to Mallory. “He started
double-tracking, layering one take upon the other
that led to “the wall of sound.” Then came tape-delay
echo, which worked effectively to mimic the sound of
the large rooms around town like A & R and Bell
Sound, creating that ambient effect. The Beatles
made enormous contributions to the recording pro-
cess. They, along with George Martin, worked on
deadening the room, throwing carpets around and
isolating musical voices. These innovations led to the
invention of the dead studio design ala Westlake and
The Record Plant, wherein you had the total control
environment. By the ability to isolate each track, the
avenues for experimentation became flooded with
experimenters. What happened was the rise of a new
breed of engineer who didn't demand talent as much
as patience to experiment with the various gadgets in
the marketplace. The engineers with the most gim-
micks and the most 'secrets,” became the most book-
ed engineers. The control room, like never before,
became the central focus of the recording process.

“In England things were quite different,” he con-
tinues.. “There was a chain of command. In order to
land a job at any English studio, one had to start as a
tea-boy. You know, gophering in a quaint, eccentric
English way. And since all the engineers came up
through the ranks, the poor tea-boy was treated like
a pledge at a fraternity house. You had to learn the
old school methods before you were even allowed to
touch a machine. You had to learn maintenance. If
you could survive all the harassment, after a year or
so, you would become a tape operator. And it was
only through this chain of command that you could
become an engineer. It was a long, laborious pro-
cess, resulting in engineers with a firm grasp of the
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basics.

"I remember checking out a Glyn Johns date at
Heider's in San Francisco, and | was amazed at his
mike set-up. He used two U-67 mikes on the drums,
no isolation, just a touch of EQ and that was it. Essen-
tially, he used the room. I heard the sound and said
to myself, ‘No one would ever let me do this because
it sounds like mush in the studio.” On the disc,
however, all the extra ambience of the studio came
through and it sounded great. This was the old style
enginzering and it got great results. The clients I was
working with never wanted that; they wanted to hear
it all through the monitors, eq'd to the max. No way
could you convince them to cut it loose and wait for
the master.”

Recently while in England, Mallory produced and
engireered two new artists, Split End and Andrew
Matheson. “The players were unbelievably cordial,
gentlemanly,” enthuses Mallory. “Everyone would
stop ‘or tea, always a fresh cup, and then, at a leisure-
ly pace, return to the business at hand. It was a pretty
radical departure from the States, as far as attitudes
were concerned. But the musicianship was always of
a uniformly high quality.

“When [ went to Olympic Studios, it was one large
room with some antiquated equipment by West
Coast standards. And brother, to get any sound at all
out of there you really had to know how to use room
ambience, because nothing else was going to save it.
I went to AIR Studios, which is in an office building
on Oxford Street. In studio Two, which is where |
believe Roy Thomas Baker cut a lot of things, there's
an old Neve board with linoleum floors. The control
room has windows, which is something of a cardinal
sin in acoustic design. The room itself was huge.
Agein, you had to know your basics. At Trident, the
same thing. A large rectangular room with the con-
trol console perched almost thirty feet above the
recording area. Abbey Road also followed this
des.gn of basic equipment in a large studio.

1 also found a trend toward Americanizaton of
studios in London. The Manor, The Townhouse and
Utopia are all outfitted with Westlake Audio design.
The control rooms are more complex and the
studios, much smaller. Perhaps the new breed of
English engineers will reflect American attitudes:
stress on outboard equipment and equalization as op-
posed to room ambience. I'm afraid that dead sec-
tions, piano booths, drum sections, the whole
American set-up will begin to dominate. It's healthy
to have conflicting ideas on sound recording and the
traditionally English approach has provided some of
mv fondest listening experiences. | hope they don't
desert the ship.”

Andy Johns has experienced firsthand the groom-
ing of the “English Sound,” from it's germinal state in
the mid-Sixties when his brother Glyn engineered
many of the breakthrough English recordings. Now a
resident of Los Angeles, Andy is in redoubtable form
when discussing American sounds and his concern
for musical values versus technology.

“Obviously all English musicians are aftected by
what's happening in the States. Christ, it bloody well
slarted here. The All Things Must Past LP was a big
step because that was an English artist, George Har-
rson, being produced by Phil Spector, featuring a
lot of American players. Clapton would be a very
good example-of someone profoundly influenced by
tne presence of Americans in London; from The

Cream, the definitive English band, to Derek and the
Dominoes, which was pure laid-back Americana.
Eric took the plunge all the way.

“The English musicians’ attitudes at this time (late
‘60's, early '70's) was, 'Let's smoke some more joints
and we'll get the groove going in a bit." But the
Americans, whew!, they blew me away. Just set up
and play, perfect the first time. These guys were
fucking professionals!

“There were a lot of Americans in England at this
time: Bobby Keys, Jim Price, Gary Wright, and they
transferred this ethic over to the local players. The
first Band album, Music From Big Pink, changed
everything. There was no such word as laid-back in
England, and that record blew everybody’s mind. It
was a whole new approach to playing, and conse-
quently, recording.

“The distinctions between British and American
music have really been lost over the last few years.
Gerry Rafterty is an example. His recent hits could
have been cut in L.A. or New York, or even Miami.
It's not really an English sound. The Police records
have a very English quality, but the sounds they're
using are the same sounds everyone else is using
everywhere.

‘I don't think that it's two entities anymore or even
the New York versus Los Angeles thing. There are a
few regional differences, but not a whole lot to speak
of. If you compared The Buffalo Springfield to The
Kinks in say, 1967, well, they're worlds apart, attitude
and sound. I will tell you this, The Buffalo Spring-
field Again album was the first record that got me
interested in getting sounds, apart from Sergeant
Pepper. The guitar sounds were so distinct. That
acoustic guitar seemed to drone on forever.

“What's happening now is that the English stay in
England and the American’s stay here. 1 can't
remember the last time a major English act went out
of their way to come to America to record with an
American producer and engineer. It's just that the
hardware is becoming uniform and things are start-
ing to sound similar wherever you record. Westlake
rooms are all over Europe. | will say that a lot of
limeys are infiltrating America, but not the reverse.
Who'd want to anyway? There's nothing happering
in London.”

“T used to wonder about the importance of sound
versus feel. And with all this isolation and hardware,
no one seems to be concerned about laying down
the vibe but, rather, creating a sound based upon
technical criteria. I remember cutting Blind Faith. I
used two mikes for the tune, ‘Can't Find My Way
Home." Two bloody mikes. | positioned the boys
around the two mikes and got one of the best sounds
[ ever got. Now, I'm sitting in Studio C at the Record
Plant, which looks right out of Buck Rogers, with its
digital fucking readout. [ don't understand com-
puters. ] don't even bother to learn any of the equip-
ment in the room. [ leave that to my assistant.

“The way it's going now...” Andy throws his arms
up in the air in exasperation. "I was talking with Jeff
Beck the other day. And we were talking about the
old days and how great it used to be. Now you can
play those old records, and they might not sound that
good, but the playing was totally in the fucking
pocket! It was just four or five boys playing live with
just a couple of overdubs. I was one of the first to use
this multi, multi, mult and I'm bored to death with it.
What happens is that the ideas are great — double-
track the piano, isolate, digital-delay, all bloody great

-- but you don't hear people! You only hear the lead
vocal, the drum and the sdlo instrumental and the
rest is a wash of sound. The best things ['ve ever got-
ten off on were tracks where you could hear the guys
going through the changes For example, Do You
Think I'm Sexy,’ is just a machine. Don't get me
wrong. It's a great track, but it's too slick. I'm not say-
ing we should sacrifice technology. What I'm saying
is that the thought behind the studio date should be,
‘Let's do it right fucking now, no bullshit," not ‘Let’s
see how good we can get it to sound.’

“Another thing that bothers me is the overdub sit-
uation. Players know that they don't have to be real
sharp because they can always do an overdub.
Things tend to get sloppy quickly. It's tough to cap-
ture that feel if the whole track is put together
piecemeal. It's great, all these new inventions, but
when you're sitting there with all these bloody tracks,
it's just a cop-out. It's there, it's a crutch.”

“I'll tell you the secret to getting sounds. When the
boys start to really play, then they will make the
sound. You asked me before how [ got the organ
sound on 'Evil Woman' by Spooky Tooth. Well, 1
didn't do anything. It was the way Gary (Wright)
played. He was smoking and all | had to do was turn
on the tape machine. And that's bloody it. There's no
way the engineer is going to cut good records before
the players get it together

"How do you set up the magic? You have to
understand how people think when they're playing.
They're usually nervous. You have to make them feel
confident about the person in the control room ‘cause
that's where it's going to come out. You have to con-
tinuously affirm their confidence in you, even with a
little gamesmanship if its necessary. One of the most
important things is to know when to cut it off, when to
turn the machine off and say, ‘That's it, everyone go
home and get some rest.’ The worst thing you can do
is let them stay there till six in the morning and they
will, doing it over and over again.

“If they have any doubts about you, it will come
out immediately. And it can get really nasty, even
violent. It's one of the weirdest things, making
records, man. Three, four, even five months locked
up with the same boys will drive you mad. Six
months | spent with The Stones in the south of France
at Keith's house for Exile On Main Street. | nearly
went bonkers. But I'll tall you one thing, [ do it
because | want to. The money is just a small part.

“] was so young when [ started. It took me years to
develop the confidence necessary to deal with these
personalities. Do you know what it's like to be 21
years old and having Eric fucking Clapton turn to
you and say, 'Is that solo alright?’ What are you sup-
posed to say. ‘Well, er, Eric, actually that solo suck-
ed.’ | mean Christ, gimme a break. It was nerve-
racking.

“T had to grow up. I couldn't talk with anyone [
worked with for years and years. When | was with
the Stones, it was pure paranoia. The first thing they
do is try and roll over you. You can't let them in-
timidate you. It's test tme. | passed. And even if
youre wrong, you can't back down. If there's no
respect you shouldn't be there in the first place,
because you don't deserve it. Every day for years I'd
go to the studio thinking, ‘Are they going to figure
me out today? They're actually going to realize that |
don't have it." Every day, paranoia. Now I'm a little
older, and all  think is, 'Fuck all that shit, what does it
sound like.’ ‘Cause that's all | can be held responsible

for.” A9
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Business is business, but if a recording studio
doesn't support the Art as well as the electricity bill, it
might as well be a massage parlor. As long as you're
fairly well booked, why not occasionally take the
chance on the odd session? I couldn't resist selling an
hour of studio time to the Rotary Roamers, a club of
middle-aged swingers who pool their resources and
go on field trips. And when the famous engineer Erie
Urdu called and asked if he could use the studio for
his Trackmaster School of Engineering...well, I book-
ed them in for their orientation seminar. The third of-
fer came from a new ldbel, Beachsound Records.
They wanted to form a company with us to produce
their first artist, Mark Redwood. Mark was an old
highschool buddy...and the album would be a quick
and simple acoustic job...so, away we go.

Mark's first album, recorded ten years earlier, was
a gigantic hit in certain frontier settlements, but then
the young Redwood hit the road like Jack Kerouac,
Charles Kerault, and Bing Crosby before him. He
wandered, soaked up the poetry of our great coun-
try, and took his time getting back into the studio.

Mark arrived with the eream of the Beachsound
people, famous for “that gritty Laguna surf 'n’
sawdust sound.” Producing the album would be
Richard Shekol, former lead guitar with The Funky
Things. Richard's Bogart grimace under a Cookie
Monster hair-do kept the raucous hootenanny
energy within bounds. The otherworldly Caragi
Bugeler would play sax and arrange the avantgarde
yet traditional, down-home but spacey, string and
horn tracks on the album. Next came the posters,
batiks, head-dresses, and ochloo sticks. Mark felt that
he had to alter the bare walls of the studio with some
inspiration from his heroes. We put up Pete Seeger,
John Lennon, Walt Whitman, Gurjieff, Lenny Bruce,
Beaver Cleaver, Allen Ginsberg, Harpo Marx, and
the Everly Brothers. How could we refuse?

While Mark unrolled his prayer rug and began
tossing coins for the 1 Ching, we were suddenly
deluged with the forty-eight members of the Rotary
Roamers. Their first stop, a nudist bowling alley, had
been closed for health reasons, so they made it to the
studio early. Swaying to the influence of their choir-
master and a few gallons of vodka, they warmed up
with a dreamy version of the Whiffenpoof Song.

Against my protest, they wanted to go direct to
cassette. They said the quality didn't matter. Cutting
corners can cause headaches and re-cueing was a
hassle every time one of their singers burped during
the “baa-baa-baa” part of their song. With encour-
agement of their busdriver-bartender, the Screw-
drivers flowed generously. Mark had given up the |
Ching and was joining the choir. One elderly lady
was lasciviously French-kissing the picture of Lenny
Bruce. She claimed she had been his baby sitter and
taught him every thing he knew about being dirty.

We finally got a take and the Rotary Roamers filed
happily out of the studio and into their bus. Some
more of the Redwood musicians had arrived in the
meanwhile. There was Jack Rather on acoustic bass,
Karen Veranda on piano, and a very old man on
violin, known only as “The Old Pro.” He didn't want
anybody to know his name, for fear of losing his
government benefits. By now we had quite a crowd
and Cart, our engineer, and Smilin' Deaf Eddie, our
tech man, began planning the layout of the session.
Drums in the drum booth, piano baffled off, Mark
laying down rhythm quitar for pacing and timing. It
didn't work.

Mark couldn't get the right feel for “Too Stoned to

Rhumba"without singing while he played guitar. He
also needed the coconut percussion, sparklers, and
violin at the same time. We had to stick him in the
coat closet with headphones. His guitar was so soft
compared with the coconuts that we would have lost
it otherwise. We had just lit the sparklers and were
rolling on take 100 or so, when Erie Urdu’s assistant,
Zippo, arrived. Zippo said he had a class coming in
forty-five minutes and he could make it “hot for us” if
we didn't have the entire studio available. They
hadn't requested the whole studio, but they had
already paid...so I told Mark and the gang to go
have some chowder next door at the Crab Eater
restaurant. Mark was miffed since I had told him he
could rehearse while the class used the control room.

Trackmaster
Lesson

by Mr. Bonzai

Zippo handed me a 2" tape in a worn out old
Grand Master box. The track sheet was a road map
of scribbles and didn't give any information for Eddie
to calibrate. | asked Zippo where Erie was, since he
was supposed to be engineering. Zippo answered,
“Oh, don't hassle it, man...just put up the tape. These
kids don't know nothin’...we're just gonna slide the
faders up and down a few times and sign ‘em up for
the program.”

Every new industry attracts unscrupulous elements
of the business world. But where does the studio ex-
ercise its ethical muscle and where do we just open
the door, push the buttons, 'and collect the cash?
Since we had already collected the cash, we were
uncomfortably obligated to host the Trackmaster
seminar. Already, there were hopetul, future engi-
neers streaming into the studio with crumpled,
sweaty brochures clutched in their wishful grips.
They saw the professional look of guitars, amps, and
microphones arranged in authentic “working dis-
order.” They saw the newly installed plasma read-out
on our futuristic console. They saw Eddie, in his
customary bathrobe and slippers, trying to calibrate
for Urdu's tape. | gestured toward Eddie and told a
few of the students: "This man has Electro-
nucleosis...can't ever leave the studio again.”

Erie Urdu finally arrived. He buzz-bombed into the
parking lot in his orange and brown, two-tone
Mercedes with "EX Q'S ME" on the license plate. As
he OJ'd his way into the studio, he whacked Layla,
our receptionist, on the bottom and sneered, "l
always pay attention to the flip side...”

Once inside the control room, he brushed aside
the calibration problems and gave his pep talk to the
students:

“If you join the exciting world of the professional

recording engineer, you must be prepared for a hec-
tic lifestyle. One week you will be recording the Roll-
ing Stones in the south of France...the next week
you'll be working with Elton John in a chalet in Col-
orado. It's rough, tough, demanding work...but if
you like the sound of one hundred grand a year...to
start...and if you like music, this could be the field for
you!”

I scanned the prospective student body, reading
lust and greed on their enthusiastically nodding
faces. They were already scratching for cash. Erie
looked at me and ordered, "Roll my 24-track master,
will ya, Bonzai?”

I tried to tell him that we didn't have it calibrated,
but he said not to worry, “I'll take care of it in the
mix..."And then he whispered, "These little creeps
are probably on drugs...they won't know the differ-
ence.”

Eddie quietly informed me that the tape couldn’t
be calibrated. It was recorded at various levels and
half the tracks were distorted anyway.

Disgusted, | wandered out to the lobby where
Mark Redwood and his merry band were sloshing
their way back into the studio. The chowder and the
wine had put a playful edge on the group. I told
Mark we had to wait for the Trackmaster seminar,
and also told him of the unscrupulous behavior.
Whether this was a mistake or not, I just can't
say..but Mark called a huddle with Caragi and
Richard, and the next thing I knew, they were barg-
ing past the hypnotized students and rallying their
way into the control room. They attacked Erie merci-
lessly.

“Was your tape recorded at O level...or plus 3?"
screamed Mark.

“Your rhythm tracks saturated the tape...didn't you
notice the distortion?” snapped Caragi.

“The stereo sweep on the drums is totally out of
phase!” yelled Richard as he grabbed Erie by the
ascot.

The students were shocked out of their reverential
hypnosis. They slapped themselves and each other in
the faces and came out of the hype. They began fir-
ing questions and accusations at Mr. Urdu. He
became flustered.

“Uh...]I think it was plus 3...out of phase?...can't
that be fixed with a phase shifter?...everybody over-
modulates once in awhile...”

Mark led the disorderly group in a charging cheer
and the entire mob rushed at Erie and tossed him on-
to their tightly packed shoulders. As he flailed and
protested, they carried him past the reception desk
where Layla whacked him as he floated by. They
dumped him into his convertible and returned to the
studio.

As compensation for their disappointing seminar,
allowed the students to hang out while we once again
began working on the Mark Redwood album.

"I want to try something new on this take,” inform-
ed Mark. "I'd like to get into some Chinese wind
chimes, and the sound of a foghorn...also some salt-
shaker percussion...of course, we have to do it all
live...no overdubs.”

Now this would be educational. <)

s e e — __——— = —— - —— ——
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STUDIO
LOCATION

INDEN
SOUTHERN CALIFORNIA

Psge No of tracks Page No of tracks Page No of tracks Page No of tracks

ALHAMBRA | 47 Clover Recorders................ 24 | 43 TrackRecord.................... 16 SAN FERNANDO

54 Martinsound Recording Studios....24 47 Crystal Sound Rec'g Studio........ 24 i 82 Westlake Audio.................. 24 48 Dawnbreaker.............oouenn. 24

ALTA LOMA 48 Eldorado Recording Studio........ 24 | 82 Wilder Bros. Rec’'g Studios........ 24 SAN PEDRO

34 QuadiCee.......cuviiiiiiinennnnn 8 50 Gold Star Recording Studio........ 24 | 38 Writers' Workshop................ 8 27 Joel Productions. . . ..o oo, 4

ANAHEIM 50 Goiden Sound Studios............ 24 MALIBU SANTA ANA

31 ChateauEastSound............... 8 50 Group IV Recording.............. 24 51 Indigo Ranch Recording Studio....24 32 Inland Sound. ..o oo 8

28 Nouvean Studio.................. 4 27 Hark's Sound Studio.............. 4 | 58 Shangri-La Studios............... 24 32 J.R. West Sound Recorders......... 8

ATASCADERO 41 Kitchen Sync Sound Recorders....16 MIDWAY CITY 32 Lab T@C. ..o ii e 8

43 Suttor Sound Studio............. 16 52 KSR Studios.................... 24 | 34 Phantom Recording Studio......... 8 34 Moser Sound Productions.......... 8

%\KERStFIELA dio R P 24 ig MUstI:: lé%b' 0 PIn0R000007000 000 s sg MONTECITO 42 Sound Affair.................... 16

ustom Audio Recording Service. ystic Soun udios. . .......... 62 White Fieild Studio............... 24

BALDWIN PARK 55 N.S.P. StUdioS. -......oooomeinin, N | G R SIeko o 00000 vacoans 4 | SANTA BARBARA

40 CMA Productions................ 16 | 55 The Pasha Music House.......... 24 | 34 Satlsfaction Sound 8 58 Santa BarbaraSound............. 24

BUENA PARK l 56 Pranava Productions............. 24 | NEWPORT BEACH =7 43 Spectrum Studio................. 16

30 Apolic Recording................. 8 56 Producers’ Workshop............. 24 | 41 UEL Recording Studio . .16 | SANTA MONICA

BURBANK [ 42 Remote Recorders............... 18 | 52 Lyon Recording Studios. . ........ 24 | 47 Dalton Recorders................ 24

30 B&B Saund Studios............... 8 57 Rudy Records................... 24 NORTH HOLLYWOOD =~~~ 77 54 Media Masters, Inc............... 24

47 Compact Sound Services.......... 24 57 Rusk Sound Studios.............. 24 30 B R d 36 Sound SOTULION. oo ot ieenennn. 8

48 [Evergreen Recording Studios. . .... 24 | 58 Sage & Sound................... 24 7 Cﬁ"t 9‘33' 9'2- s ine SHERMAN OAKS

52 Kenc?un Recorders............... 24 ' 36 Studiohouse ..................... 8 27 & ateau ?COF; ersdlnc 55 .. 46 Backroom Recorders............. 24

54 Magl: Wand................... 24 36 Studio 9 Sound Labs.............. 8 48 D:stomrtl:'ra tsoecgrsngd'l """ 904 36 Kris Stevens Enterprises........... 8

44 Victory Recording Studios......... 16 | 60 Sunset Sound................... 24 | o Th"°25 re #" » tudios. 20 SPRING YALLEY

CAMARILLO 43 T.A.P.E.Recorders,Inc............ 16 2 J © ”n:c"on ek, ..ovvenennn, 38 Taurus Recordlng Studios.......... 8

31 R.E. Copsey Recording............ 8 | 38 TheToneZone.................... 8 | § Jenn '?hy mas Studio T s'rumo CITY

42 PolemaStudios.................. 16 | 62 Total Experience Recording Studio.24 gﬁ M°h“ Jomas tudio............. Excalibur Studios. ..o ovve e 24

CANOGA PARK 62 UnitedWestern.................. 24 28 Mﬂ{naR o s&f o Studios. I 50 Fidelity Recording Studlo, inc.. .. .. 24

57 Rumbo Recorders................ 24 | 51 Wally Helder Recording........... 24 2 P Ds R°°°' a ng studios............ 80 First WIR.....o oo 24

28 Stux Studio............vvvunnn. 4 | 83 Wizard.........ooiiiiiinian 24 42 Pres tegff °|2‘3--- ders I 58 Recording Services Co............ 24

CARSON 63 Allen Zentz Recordlng ............ 24 o Sourd Fooordors. 1 itirreee 58 Sierra Pacific Studlos, Inc......... 24

30 Black Widow Tracks............... 8 | HUNTINGTON BEACH ) e SE) RS 5000 0e 00000 59 Sound Image Studios, Inc.......... 24

CERRIOS 30 Adamo’s Audio................... 8 a4 \Yva ent "9.-( ----- s T SUN VALLEY

28 Minl Studio.........coeeeriiinnn. 4 | INGLEWOOD el WL o 0000000000000 55 Perspective SOUNd............... 24

CHATSWORTH 26 _?lue Power RecordsCo............. 4 N ORT?l‘i\rlsD GtEu OS.....viiiinnannn, TARZAN

COMP‘IPebg ......................... 8 |2:v| I’Ele Underground................. 4 41 Harlequin Sound/Rec’g Studios. . . .18 #'osgrxaggxf(%ders, NCeeve ... 24

43 Sound-Off Studio................ 16 51 International Automated Medla....24 ONTARIO 27 DeWitt Assoclates................ 4

COSTA MESA LA HABRA 32 Mellow Music Productions......... 8 | TORRANCE

41 Golden Goose Recording.......... 16 43 StudioOrange................... 16 28 The Reel Thing Rec'd Studio........ 4 | 30 Audio Achievements.............. 8

28 Moffett Manor Recorders........... 4 LONG BEACH 38 SoundDeposit.................... 8 | 58 Quantum Recording Studio........ 24

55 Overland Recording.............. 24 26 Cantrax Recorders................ 4 | ORANGE VAN NUYS

COVINA 41 Living Forest Recording........... 16 54 Moonwind Studios............... 24 | 58 Tim Pinch Recording............. 24

27 Filament ProAudio................ 4 62 Trianon Recording Studios........ 24 39 Zero-Vu Recording................ 8 58 Salty DOg.......o0ovvevevnnennnn 24

CUCAMONGA 44 Worldwide Audio................ 16 PASADENA 59 SoUNd CitY.....ovoononnnnnnns 24

41 Houston Recording.............. 16 LOS ANGELES 368 The Sound Chamber............... 8 | 44 Westworld Recorders............. 18

CULVER CITY 40 Annex Studlos................... 16 RANCHO MIRAGE VENICE

30 A Music School Studios. ........... 8 26 Audible Sound Systems............ 4 40 A&R Recordlng Services......... 186 | 28 Shooting Star Studio.............. 4

50 Golden Age Recorders............ 24 26 The AudioGroup.......c.cvvevuvuns 4 REDONDO BEACH 59 Spectrum Studios................ 24

EL CAJON 26 Tony Beecher.................... 31 Foxy Music.................o0un 8 | VISALIA

40 Fanfare Recording Studios........ 16 40 CD.eevri i e 16 58 Redondo Pacific Studios.......... 24 | 38 Slerra Recordlng Studio....oovnn... 8

FRESNO 46 Canyon Recorders............... 24 | RESEDA WEST COVINA
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